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INTRODUCTION

Ours is not the first age to experiment with various
modes of vision in the hope of making us able to see ourselves
more clearly. The artists of the Renaissance, seeking to re-
flect a vision of the world different from that of medieval
artists, explored new realms of perspective, of line, of icono-

graphy. Heinrich Wolfflin, in Principles of Art History, sets

out to trace "the course of development of imaginative behold-
ing"l in the visual arts of the Renaissance, pointing out that
"every artist finds certain visual possibilities before him, to
which he is bound, Not everything is possible at all times."?
As individual artists re-examine these given possibilities,
however, they press against the limits imposed on them in the
attempt to express individual visions of the universe. Thus,
the possibilities are changed. Botticelli's perception of
"individual material objects as solid, tangible bodies" yields
to Rembrandt's "apprehension of the world as a shifting sem-
blance."3

Similarly, in literature, creative artists press against
the limits of styles made available to them by their cultures.
While some devices are adopted unchanged, some conventions are
questioned, some structural standards modified to reflect more

precisely the poet's own particular understanding of man and his
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world. Others have explored Sidney's ordering of his fictional
world of Arcadia through studies of the traditional ideas of
genre that he inherited, and of the rhetorical traditions of
the Renaissance. This essay proposes to explore the poet's
vision of Arcadia through a study of his treatment of the
Faculty of vision itself. It will deal with Sidney's relation
to the visual arts of his time, and his use of the techniques
of these arts to create the "speaking pictures" of the Arcadia.
By studying the philosophical assumptions behind the art and
artifacts the poet knew and used, perhaps we can better compre-
hend his understanding of the faculty of vision and of the
utility of art as an instrument for human enlightenment.

Much has been made of late of the importance that Sidney,
like other Renaissance noblemen, attached to the idea of
ceremony in the courtly life. Clearly, the ceremonial life is
highly dependent on visibilia, on the external signs that re-
flect the ideas of nobility and majesty in the real world.
Sidney brought the highly sophisticated Italian art of the
impresa back to England and made it popular at the court of
Elizabeth. He took a leading role in the elaborate tournaments
that highlighted important public occasions. The Arcadia is
filled with imprese, with symbolic costumes and elaborate armor.
The Neoplatonic circles in Italy had made the ability to create
and interpret the meaning behind such visual devices an impor-

tant measure of the intellectual worth of a man. We shall see
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that Sidney, too, evaluates character in terms of vision.

I+ we can learn, through the study of the poet's ideas
about the visual arts, what he thought the perfected faculty of
vision should be able to do, then we can measure the vision of
the characters of the Arcadia against that standard. If Sidney
assumed that understanding art was a problem worthy of the best
efforts of noble minds, not merely a playful diversion, then
surely he would require the highest degree of clear, disciplined
vision in his noble characters if they were to be considered
ideal. Yet, repeatedly we find that even the noble characters
in the romance fail to see clearly the problems and issues
before them, and their actions, as a result of this imperfect
vision, result in evil rather than good. Vision is not, for
Sidney, merely a physical faculty; it is a spiritual one. Thus
the study of vision leads to concern with basic moral issues
involving man's ability to see clearly and to translate his
vision of the good into action. In the Arcadia, Sidney reflects
deep concern with the imperfection of man's reason, with his
"disfigured" mind. We will explore the poet's "figuring forth"
of man's mind in visual terms and show that Sidney was not
optimistic about the ability of human reason and the systems it
devises to achieve a stable and orderly society even in the

golden world of fiction.

Love is the principal force blinding the inner eyes of
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the characters in both versions of the Arcadia. Other forces,
like superstition and "selfnes" or pride, are important, too,
but the poet's main concern is with showing us the nature of
passion. An inquiry into the ways in which Sidney makes the
operation of love visible through images leads to an investi-
gation of the Renaissance iconography of love. Passion's way
of seeing is often the reverse of the reasonable, and it
totally re-orients the relation of man to his surroundings. 1In
the Old Arcadia the disorientation of the lovers is often made
to seem humorous. In the New Arcadia, however, we are made to
see differently. The poet's images suggest a more ambiguous
attitude toward the passionate way of seeing, one that per-
ceives its potential for beautiful order, while still remaining
fearful of its potential for disaster.

The difference between the ways in which we are made to
see existence in the two versions of the Arcadia depends to a
large extent on the massive changes in structure Sidney made in
his revision. Thus we must constantly make reference to the
effects of the closed, linear structure of the original, in
which our vision is constantly checked by the remarks of the
narrator, and of the mazelike, convoluted structure of the
revision, in which we, like the characters, must struggle to see
clearly. Similarly, we will explore the consequences of the

different forms of perspective in the two versions. 1In the 0ld
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Arcadia we are kept at a distance from the characters and

their mistakes. In the New Arcadia the poet brings his readers
closer to the action. Thus, in the New Arcadia, we are not per-
mitted the comfortable sense of the superiority of our own
vision that we have in the original. Sidney forces us, by
leading us up blind alleys in the company of his characters,

to recognize the limits of our own faculty of vision, and our
own Failures of judgment. In the fallen world of Arcadia, all
human eyes are blinded to some extent, and only the eye of God

can see into "the darkest of all naturall secretes, which is

the harte of man."q



FOOTNOTES

lHeinrich Wolfflin. Principles of Art History
(New York, 1932), p. vii.

2

Wolfflin, p. ll.
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WolEflin, p. li.

UY$ir Philip Sidney. The Complete Works of Sir
Philip Sidney, ed. Albert Feuillerat (Cambridge, 1912),
p. Wl0.
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CHAPTER I

RIGHTFUL JUDGMENT: CRITICISM AND THE PROBLEMS

OF VISION IN ARCADIA

Many problems complicate the attempt to understand the
nature of vision as it relates to art and morality in Sidney's
Arcadia. The style of the romance is elaborate and formal, and
the plot often so complicated that the poet seems to be trying
to obstruct the reader's sight rather than to clarify it. The
letter to the Countess of Pembroke, for whom the work was
written, raises questions about the seriousness of the work.
Moreover, instead of one definitive text, there are three
versions to choose from, each of which has special claims upon
the reader's attention.

Critics have approached the Arcadia from several angles,
and their investigations of sources, genre, allegory, rhetorical
and philosophical traditions in the Renaissance shed some light
upon the approaches to vision made available to the poet by his
culture. Increasiﬁély, in recent years, critics have rejected
the view of the Arcadia as a light entertainment casually tossed
off in odd moments by a bored young courtier with little
attention to either matter or manner. Rather, they have
discovered in Sidney a skilled and self-conscious craftsman, who

has created a work that, for all its structural complexity and
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rhetorical ornament, is‘nevertheless carefully structured to
bring unity out of diversity. These critical studies do not
take vision in the golden world as their own problem, but they
do define the points from which an investigation of this kind

of vision must start.

i "For severer eyes it is not": The Problem of
Seriousness

Sidney's reader lacks the reassurance that E. K.'s

Epistle to Harvey adds to a first reading of the Shepheardes

Calender. E. K.'s praise of England's "newe Poete" allows a
new reader to assume that his laboring to understand-will be
worthwhile, for its first commentator found it not only a model
of style, with "dewe observing of decorume everywhere," but also
full of grave moral wisdom.l Raleigh is assured in a prefatory

letter that the end of The Faerie Queene is "t+o fashion a’

gentleman or noble person in vertuous and gentle discipline."2

The reader of the Arcadia finds instead the letter to the
Countess of Pembroke, in which Sidney tells his sister that

n"for severer eyes it is not, being but a trifle and that
triflinglie handled."3 Most modern commentators agree that the
letter refers to the so-called 0ld Arcadia, which was re-
discovered by Dobell in 1907, rather than to the more complicated
revision published by Greville.u Yet a close reading of even

the 0ld Arcadia shows that even in this early version Sidney was
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attempting to deal with some serious moral issues. In the later
revision stories are interpolated into the romance which add
increased importance to the moral issues in the work. Thus, it
becomes more and more difficult to regard the Arcadia as a
trifle.

Despite Sidney's caveat, Fulke Greville, his first editor
and critic, found in the revised fragment both moral instruction
and artistic delight. Greville's personal, political and

religious bias makes his Life of Sidney, written many years

after his friend's death, read like a cross between a government
treatise and a saint's life, when he writes that "though I lived
with him and knew him from a child, yet I never knew him other
than a man: with such staidness of mind, lovely and familiar
gravity, as carried grace and reverence above greater years.

His talk was ever of knowledge, and his very play tending to
enrich his mind. . . ."> Greville's comments on the Arcadia
cannot be ignored, however, for he was a busy man, a statesman
and courtier for two monarchs, not one to waste his time first
in suppressing a version of the Arcadia that he thought

"oommon” and then in overseeing the publication of the fragment
left with him unless he thought it important. His letter to
Walsingham shows that he chose the later version over the
earlier on moral grounds.6 Further, the editor of the 1590

version, who was either Greville himself or someone directly



responsible to him, contributed the chapter headings that
emphasize moral readings of the romance.
Greville's own view of the Arcadia was that it is a
serious work in the best tradition of Renaissance thought,
concerned primarily with political morality and the duties of

princes. As such, it is clearly related to Castiglione's

Courtier, Hoby's The Governour, and More's Utopia. Sidney's use

of a fiction as the vehicle for political thought links him
to More, and is of great importance to himself and Greville. In

the Defence of Poesie, Sidney argues that the creator of

fictions is superior to the writer of treatises because he
conveys an image or picture to the mind, that as artist he
moves men as well as informing them. Greville echoes these
ideas, as if the romance were the Fulfillment of the treatise.
He writes that the poet's purpose was "in all these creatures
of his making. . .to turn the barren philosophy precepts into
pregnant images of life. . .to limn out. . .exact pictures of
every posture of the minde."® An effective fiction depends
upon the development of such images or pictures in the mind of
the reader so that he will strive toward the beautiful good and
avoid the ugly evil. Thus, for Greville, the end of the Arcadia

is similar to that of The Faerie Queene, "not vanishing pleasure,

but morall images and examples, as directing threads, - to

guide every man through the confused labyrinth of his own

desires and life."9

M
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Sidney's biographers, including Wallace and John Buxton,
have challenged Greville's view. For them, the Arcadia was an
escape from boredom at Wilton, not a work of major importance
in the life of a courtier and diplomat. Even some critics of
literature regard the Arcadia as a trifle, a mere fairy tale,

a crashing bore, and finally irrelevant to the modern reader.

For Milton, in Eikonoklastes, although it is a "book in that

kind full of worth and wit" it is, nevertheless, a "vain,
amatorious poem," "among religious thoughts and duties not
worthy to be named, not to be read at any time without due
caution."lO

Finally, the polemical "vain' and "amatorious™ are not
so discouraging to the serious student of Sidney's romance as
the accusations of T. S. Eliot and Hazlitt. Eliot thinks it
is dull. Hazlitt complains that "it is not romantic, but
scholastic; not poetry, but casuistry; not nature, but art,
and the worst sort of art, which thinks it can do better than
nature. . . . Out of five hundred folio pages, there are hardly,
T conceive, half a dozen sentences expressed directly, with the
sincere desire to convey the image implied, and without a
systematic interpolation of the wit, learning, and everlasting
impertinence of the writer."ll Hazlitt's objections, for the
most part, have been answered by recent investigations of the
nature of Renaissance imagery and of the relationship between

nature and art in that period.
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Sidney's style is a major barrier for the modern reader.
Even in the 0ld Arcadia, the ornate rhetoric of the speeches is
foreign to our experience of dialogue, and is often difficult
to follow. In the revised version, Sidney adds a highly
involved series of equally ornate interpolated stories,
multiplies the levels of disguise and reorders the sequence of
events so that the romance becomes a complicated kind of maze
which the reader must work hard to solve. Yet, Sidney's
contemporaries, like Abraham Fraunce, found the Arcadia to be
a model of correct style, and Sidney's writing as worthy to
be placed beside that of the ancients. The Renaissance admired
a highly developed style; in fact, the principle of decorum
required it for the treatment of serious subjects. The highly
artificial diction of the noble characters is appropriate to
. their rank and to their images of themselves. Their con-
versation, like their poetry, is a self-conscious form of art.
The structure of the New Arcadia, moreover, will be shown to be
a reflection of the poet's sense of the complexity of the
heroic experience, and of the difficulties of seeing clearly
enough to discover solid moral standards in a world of false
appearances and fallen men. Thus, the charge that Sidney lacks
sincerity and that his style is pointlessly ornate says more
about the limits of the modern reader's understanding than

about the quality of the poet's art.



Marcus Selden Goldman has summarized and assessed the
attempts to interpret Sidney to the modern reader done before
1934.12 some of the points he makes must be restated, For
current critical problems have roots in the past, but for
further analysis of earlier criticism the reader is referred
+o Goldman. He Follows Greville in his judgment of the
sepiousness of the Arcadia, on the bases of Sidney's theory
of poetry and testimony of the poet's contemporaries, who
"gpreat or small, from Harington in 1591 to James Hayward some-
time between 1626 and 1635, all agreed in praising the highly
didactic purpose of the Aroadia."l3 Goldman rejects the idea
that the romance is a light pastoral. He sees it as heroic.

T have neglected biography because Goldman treats it
thoroughly and because the only significant books on Sidney's
1ife since Goldman deal mainly with issues other than Sidney's
role as creative artist. Yet, each focuses on an important
aspect of his life that adds to our understanding of the poet.

John Buxton's Sir Philip Sidney and the English Renaissance

deals mainly with patronage by the English court circle, adding
to our understanding of the conditions under which much English
Renaissance art was produced and to our knowledge of Sidney's
role in bringing Italian and French culture to England.

J. A. Van Dorsten's Poets, Patrons and Professors is really a

study of the Leiden humanists and is only tangentially related



to Sidney. But it makes the reader aware of the intellectual
milieu in which Sidney was welcome as potential patron, as well

as of the continental religious and political pressures upon

him. Roger Howell's Sir Philip Sidney: The Shepherd Knight is
interesting pripcipally as it assesses Elizabeth's problem of
what to do with this idealistic young man, the quintessence of
Renaissance chivalry and learning, who nevertheless lacked the
subtlety to function effectively in support of her highly
complex and often contradictory foreign policy. Howell sees
Sidney's romance as the working out of various positions on
political problems which he would never be asked to solve,
because the queen could not afford to let him become a working
member of the governing circle.

Despite Sidney's disclaimer, most sixteenth century
critics took the Arcadia seriously. Modern opinion has
polarized: biographers and critics of literature in general
discount.iits importance, while critics who have concentrated
on Sidney see him as a man whose public deeds accomplished
little, but whose works of art set a standard that influenced
English literature throughout the neoclassical period. Such
critics argue for the moral seriousness and the artistic
merit of the Arcadia. To demonstrate the former, they depend

on the Renaissance convention of sprezzatura to account for

the letter to the Countess and a letter to Robert Sidney in
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1580, which refers to Sidney's "toyfull books. "Lt Sprezzatura

describes an attitude adopted by gentlemen in imitation of
Castiglione's courtier, who was supposed to do everything
extremely well, but to give no indication of the effort
involved. It was a behavioral version of the concept that the
best art gave the least sign of being artificial. Myrick says
that given the strength of this convention, it must be proved
that Sidney is not using it, rather than that he is.lS
In both the OlLd and New Arcadias the subject matter makes
it difficult to see the works as trifles. The Old Arcadia
becomes darker as the plot evolves, so that by the last book
the poet is dealing quite seriously with the moral issues of
disguise, rape, adultery and justice. The themes developed
in the revision are those that most deeply concerned
Renaissance thinkers: the duties of kings, the training of
princes, the nature of love, the order of the world, the limits
of man. Both style and content show it to be a work of high

seriousness, completely in accord with Sidney's idea of poetry

in the Defence.

ii: "The Disfisured Face": Problems of Text

The history of the texts of Arcadia is by now well
known. 8 The problem for the critic is to decide which version

is most authoritative, the Old Arcadia, the New Arcadia (1590



10

fragment) , or the 1593 composite Arcadia. The 0ld Arcadia was
written between 1577 and 1580, and is complete in five books.
It is entirely Sidney's work, subject only to the vagaries of
the copyists, not to the editorial reshaping of Greville or
Mary Sidney. On the other hand, it is not the latest version
Sidney worked on, nor is it the Arcadia that influenced later
literature. The 0ld Arcadia does show clearly Sidney's sense
of form, and it is generally chosen over the other versions
because of its completeness and clarity. Dobell, perhaps
biassed by his discovery of the Old Arcadia texts, goes so far
as to regret the revision. Modern critics who choose to study
the 0ld Arcadia tend to avoid the issue of which version is
"better" and to regérd them as independent entities equally
worthy of scholarly consideration.l7

The 1593 Arcadia is a composite, edited by the Countess
of Pembroke and her husband's secretary, Henry Sandford, from
the revision left with Greville, the original ending and out-
lines left by Sidney. The problems with this version result
from the indication that the Countess felt no compunction about
"improving” her brother's work.18 Those who defend this
version argue that the editing was done on the basis of
instructions left by the poet and, further, that this is the
version that has influenced literary history. The first

argument is based on the preface to the 1593 folio, which
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remarks on "the disfigured face" of the 1590 version, but says
that "the conclusion, not the perfection" was intended, and
that "no Further than the Author's own writings or knowen
determination could direct."lg The second is a matter of
literary fact, and justifies Lewis's choice of the 1593 version
for the literary historian, for "it, and it alone, is the book
that lived."20 Those critics who choose the 1593 version for
structural analysis leave themselves open to the charge of
judging Sidney on the basis of a work he never saw and there-
fore did not approve, a work that contains uncomfortable
discrepancies in character and plot development between the
first and second halves.

There remains the fragment published by Greville in
1590. Except for the chapter divisions, headings and the
placing of the poems, the fragment is Sidney's work. His
iatest version, it is therefore the best evidence of the
directions his thought was taking when he abandoned literature
for action. Any discussion of an ending, however, remains

conjectural. The role of Evarchus, so important in the Old

Arcadia, has not been thoroughly developed when the New Arcadia

breaks off. Many of the stories are left incomplete. The
danger is that critics have a tendency to choose this version

and then to go ahead and discuss a trial scene not in the

fragment.
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As a matter of fact, very few studies of Sidney's work
have dealt with any one version in isolation. References are
made to other versions and comparisons made between versions.
In a study of the development of the poet's idea of a concept
like vision in art and morality the most reasonable approach is
to study all that one can reasonably regard as Sidney's, using
the Old Arcadia as a way into the fragment. Changes in
structure, artistic and thematic elaboration, developments in
character, all provide important keys to meaning. One need
not argue that either version is better, but one must take into
account Sidney's decision to "figure forth" in the fragment

his new, and more complex vision of the romance world of

Arcadia.

iii: "All the stories of Worthy Princes": Problems
of Source and Genre

The problems of source and genre go together, for
critics use the sources to prove genre. Taking leads from
Hoskyns's statement in 1599 that the three main sources are
"Heliddorus in Greek, Sannazarus's Arcadia in Italian and
Diana de Montemayor in Spanish,"21 and from the works mentioned
in the Defence, critics reinforce their contentions that
Sidney's Arcadia is pastoral, or heroic, by showing pastoral
or heroic sources to be most significant. The choice of

genre can lead to conclusions about both meaning and value.
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If the Arcadia is a pastoral, it is low on the Renaissance
hierarchical scale of literary forms, so that a critic defend-
ing its thematic merit will have to show the richness of
pastoral form. On the other hand, if the Arcadia is an heroic
poem, its thematic significance is supported by a mass of
Renaissance generic theory.

In general, pastoral poetry has been regarded as a
trivial form by those who accepted the views of Greg's
influential study of the genre. He had concluded that the
type was "nerveless and diffuse," and "habitually wanting in
interest"; a curious phenomenon in literary history, but not
a vehicle for the articulation of major ideas.?22 Greg con-
cludes that the Arcadia is pastoral, therefore trivial, and
observes that "Greville did his friend an equivocal service
when he sought to find a deep philosophy underlying the rather
Fformal character of the romance."23 Sidney's biographer,

Mona Wilson, follows Greg in criticizing both the style and
content of the Arcadia. She regards the romance as a monument
of the early Anglican culture, but says that the result is

"one of the greatest monuments of the abuse of intellectual

power on x‘ecord."24

Recently, pastoral has been more highly regarded. As
Elizabeth Dipple points out, pastoral is actually "cool"
right now.22 Archetypal criticism has revealed in pastoral

poetry rich patterns of imagery which, though highly stylized,



can be traced back to basic relationships between man and
his world. Studies of the sophisticated development of theme

and structure in Spenser's pastoral Shepheardes Calender and

Book VI of The Faerie Queene have led readers to take a more
26

serious look at the pastoral elements of Sidney's romance.

Erwin Panofsky and Elizabeth Dipple have both traced
the history of the land of Arcadia that Sidney uses as the
setting for his romance.2/ The latter shows that by the time
Sidney used the pastoral land, it had taken on a set of
positive values and become an earthly paradise far different
from the harsh province described by Polybius. The ex-
pectations set up in the reader by the introduction of the
name Arcadia could be manipulated by the artist to measure
the real world as well as the actions of characters within the
romance.

Walter Davis explores the Freudian implications of the
pastoral landscape.28 Further, going back to Montemayor and
Sannazaro, he tries to demonstrate that pastoral has a
standard plot, a journey from the disorder of the outside
world, through the contemplative pastoral land to the sacred
center where the hero is reborn so that he can return to the
outside world, platonically purified by beholding the divine.
To prepare a basis for his elaborate Neoplatonic reading,

Davis tries to show that the Arcadia fits into his three-ring

14
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scheme. The critical sleight-of-hand required to do this is
extraordinary: the outer and inner circles are often in-
distinguishable, since Sidney makes it quite clear that
Arcadia is politically part of that "outer" world. Finally,
the cave which must serve as the sacred center is not a cave
of the nymphs, as in Sannazaro, but the place where Pyrocles
tricks Basilius into adultery with his own wife. As we shall
see, Sidney reveals the darkness of the human soul more than
the brightness of divinity in his romance.

Davis stresses the emblematic and symbolic nature of
the pastoral landscape. Pastoral is a tradition based on a
sense of place, a place which resembles the earthly paradise
where man lived in harmony with his environment, the order
of the microcosm reflecting the order of the macrocosm.
Sidney's Arcadia is very much in the fallen world. However,
in the eclogues, particularly in the 0ld Arcadia, the society
of the shepherds is shown to approach the harmonious vision
of earlier pastorals.

David Kalstone tries to measure Sidney's angle of
perspective on the tradition and conventions of his continental
predecessors in pastoral and sonnet forms. Because the
English Renaissance came late, he argues, Sidney could
exploit conventionalized responses to particular artistic

forms as well as to the pastoral land. He could look
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critically at the simple opposition set up by the sophisticated
Greek pastoral poets between the simplicity of the pastoral land
and the complicated corruption of the city. He could question
the conception of the pastoral land as somehow independent of
man, a world that is abstract, with unchanging weather,
luxuriant vegetation, and "inexhaustible leisure for love."29
He could use Sannazaro's vision of the pastoral world as a place
where one can learn about oneself in safety, without fear of
the consequences of one's mistakes, the ideal setting for a
Bildungsroman.30 Finally, he could question the ease with which
noble characters function in the pastoral land of Montemayor's
Diana. Sidney looks sceptically upon a world where the laws of
cause and effect seem to be somewhat suspended, and though he
models his romance to some degree upon - those of his predecessors,
he brings his pastoral world into much closer contact with
social and political reality.

Until the last decade, critics who felt that the
Arcadia was not merely a trifle, but had real significance in
the development of English Renaissance thought defended it on

the basis that it was not a pastoral, but rather an heroic poem

similar to Spenser's Faerie Queene but in prose. Heroic
s P

poetry commanded great respect as a vehicle for conveying serious
moral thought in the Renaissance, while pastoral was regarded

as an apprentice genre. Greenlaw encouraged the search for
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"dark conceits" in Sidney's romance, arguing that, like

Spenser, Sidney was writing political allegory. He maintains
that in the Renaissance heroic poetry was almost by definition
allegorical and his articles on the Arcadia refine the game of
who's who that Renaissance commentators had played with Sidney's

romance as well as with Astrophel and Stella.

The study of allegory was carried to the extreme by
Brie, who read the Arcadia as a commentary on contemporary
politics.31 For instance, he equated Elizabeth with the foolish
Basilius, and Evarchus with William of Orange, the hero of the
Protestant faction in England. Zandvoort challenged Brie's
assumptions, declaring that his evidence had no basis in fact,
but rested on the speculation of Sidney's eontemporaries.32

In his recent study of the political ideas in Sidney's
Arcadia, P. I. Lewis takes a dim view of equations between
characters in the romance and specific sixteenth century figures.
Rather, he shows that the political attitudes of more advanced
continental thinkers are reflected in the Arcadia, even arguing
that Sidney justifies revolt by the noble classes against a king
who has abandoned his responsibility in the confrontation
between Amphialus and Basilius. This goes too far, since
Amphialus is clearly humiliated publicly and privately by his
revolt. More significant is Lewis's exploration of the relations

between the princes pursuing their private goals and various
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other figures, from Evarchus to Plexirtus, who are pursuing
public ends. Lewis shows that Sidney is dealing with politics
thematically, rather than allegorically, as Spenser does.
However, he does point to Sidney's letter to the Queen regard-
ing her marriage negotiations with Alencon as crucial to the
complex of political ideas explored in the Arcadia.33

Sidney, like the princely heroes of Arcadia, was well
pead in "all the stories of worthy princes,” and it is the
influence of such sources upon his romance that leads many
34

critics to classify it as an heroic poem or an epic.

zandvoort makes a case for the influence of Amadis de Gaula,

reinforcing his reading of the texts with Sidney's "explicit
avowal" in the Defence that he had read "that most famous

the romances of chivalry, Amadis de Gaule.”35 He argues that
the Arcadia is both a romance and a treatise, dealing with
important public and private moral issues. It is thus superior
to the late Greek romances, which Zandvoort regards as
essentially amoral, and to the medieval romances, which he
regards as primitive.

Marcus Goldman discounts the pastoral element almost
entirely, because in the revision it is restricted almost
entirely to the Dametas sub-plot and to the eclogues. The
Arcadia cannot be called a pastoral, he argues, because it

condemns the leisured life adopted by Basilius, Pyrocles and
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Musidorus as irresponsible, rather than praising it. Goldman

stresses Malory's Morte d'Arthur and Amadis as sources for

the Arcadia, and maintains that Sidney was trying to create
the ideal heroic poem that he described in the Defence. The
elevation of both content and style is the appropriate form
taken by the poet's attempt to surpass both philosopher and
historian in the creation of a golden world of art.

The key to the Arcadia, in Goldman's analysis, is the
concept of the strenuous life, exemplified in Evarchus and
in the princes before they reach Arcadia. The active life
is the ideal that Sidney figured forth in his work and prac-
ticed in his life. Thus, the Arcadia emerges as a serious
protest against his enforced retirement at Wilton, rather than
a celebration of it.

Kenneth Orne Myrick stresses the Cyropaedia of

Xenophon and Heliodorus's Ethiopian Story as the sources for

the Arcadia. Both of these works were regarded as heroic

poems in the Renaissance. His contention that Sidney's romance
is an heroic poem, indeed an epic, given the loose definition
of that term in that period, is supported by a study of
Minturno's epic theory. Myrick argues that the Defence of
Poesie relates to the Arcadia in a pattern-example sequence

and he tries to show that the structure of the revised version

more than meets the formal requirements for epic laid down
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by the Italian theorists. Sidney begins in medias res. He
uses dramatic narration. He avoids interruptions in important
scenes. He follows the Aristotelian rules for tragedy out-
lined in the Defence. He is consistent. Finally, he uses
connecting incidents to maintain continuity.36 Myrick shows
that Renaissance theory did not exclude mixed modes from the
category of heroic poetry; thus, the Arcadia should not be
excluded just because it mixes pastoral and chivalric content,
or prose with poetry.

According to Myrick, the highly developed imagery of
the Arcadia makes it exactly the kind of teaching device out-
lined in the Defence, "the speaking picture" which "distinguishes
poetry from philosophy."37 He takes the opening section of
the New Arcadia as an example, and shows that the lament of
Strephon and Klaius can be regarded as a kind of iInvocation
to the Muse, in which Urania, as the muse of Christian poetry,
becomes the inspiration of high thoughts not only in her
shepherd lovers, but in the poet himself. It is also a
figuring forth of the grief of man at the absence of ideal
beauty in the world. Such concrete rendering of abstractions
is central to the moving power of poetry.

Although it is an heroic poem, related structurally
to the best epic theory and seriously concerned with ethices,

the Arcadia is, according to this critic, "by the standards
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38 Sidney was writing by the best

of true art. . .a failure."”
critical principles, but his concern with political problems
led him to interpolate stories into the main plot that are
never convincingly related to it. The style, too, is
finally unsatisfactory, although Renaissance readers admired
it. Modern readers, Myrick thinks, "see more clearly the
evils of preciosite and the limits of prose and verse."39

C. S. Lewis argues against calling the Arcadia a
pastoral romance. In the composite of 1593, he shows that
the shepherds have only a minor role after the first section.
The eclogues are interludes, not significant comments on
the action. The romantic love part of the plot is subordinate
to the chivalric sections, and there is little that is
idyllic about love in Arcadia. Lewis finds more echoes of
Homer, Virgil and Heliodorus than of Montemayor and
Sannazaro in therrevised Arcadia and believes that the main
concern of the work is the philosophical problems of

political relationships. The Arcadia, he concludes, is an

heroic poesy; '"not Arcadian idyll, not even Arcadian romance,

but Arcadian epic."uo

Tillyard included Sidney's Arcadia in his history of
English epic on grounds that incorporate Myrick's emphasis
on form and Lewis's concern with content. He stresses the

Cyropaedia of Xenophon as of particular importance to the



22
Renaissance idea of epic poetry. As a source of moral exempla
and political wisdom, the Cyropaedia was a gold mine for
Renaissance thinkers, and Sidney's own concern with it is
evident in the Defence. In his discussion of the difference
between nature's brazen world and the poet's golden one, he

writes,

And that the poet hath that Idea is
manifest, by delivering them forth

in such excellencie as he hath
imagined them. Which delivering

forth also is not wholie imaginative,
as we are wont to say by them that
build castles in the ayre: but so farre
substantially it worketh, not onely

to make a Cyrus, which had been but

a particular exeellencie, as Nature
might have done, but to bestow a

Cyrus upon the worlde, to make many
Cyrus's if they will learn aright
why and how that Maker made him.

Sidney links the Cyropaedia and the Ethiopian Story in his

section on genre, "For Xenophon, who did imitate so excellently

as to give as effegiem iusti imperii, the portraiture of a

just empire under the name of Cyrus (as Cicero sayeth of him)
made therein an abéolute heroicall Poem; so did Heliodorus
in his sugred invention of that picture of love in Theagines
and Chariclea; and yet both of these writ in prose."42
On the basis of the term "absolute heroicall poem,"

Tillyard relates the Arcadia to the Cyropaedia and the

Ethiopian Story and declares that it is an epic. He even
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denies that the Old Arcadia is a pastoral, "contrary to the
still current assumption."43 Since the influence of Heliodorus
and Xenophon is mostly on the revised Arcadia, however, he does
not call the older version an epic. The addition of major
martial and political themes and the introduction of the
powerful evil force of Cecropia, givgs the revision the
dimension of heroic poetry. Yet the central theme is not, for
Tillyard, political. He sees the Arcadia as similar to

Books III and IV of The Faerie Queene, an epic of friendship

and love.

In Poets on Fortune's Hill, John Danby goes further

than Tillyard, to claim that "the Arcadia is Sidney's Christian
epic under the name of a romance."™ His claim is not based
on form or sources, but on his sense that the content is as

morally elevated as is Spenser's in The Faerie Queene. Danby

acknowledges the roles of both pastoral and romance in the
Arcadia, but insists that neither is primary. The stress is
on the inner world of the soul and on the ethos or culture

of the "Great House'" which Sidney r'e‘flects.u5 Danby's readings
of some passages are profoundly penetrating, but his use of
terminology is bewilderingly unsystematic. His use of "epic"
is an example of such practice, since he uses "pomance" with
equal regularity, as in "a romance containing four interlocked

spheres."46 Then he argues fhat it is an allegory, exemplifying



the Christian virtue of patience.

Another critic who calls the Arcadia an epic is
Mark Rose, but he does not spend time defending his choice of
term. He simply shows that in the Renaissance "love was noble
and beautiful and therefore a passion suitable to heroes. "/
Sidney's theme is love and his characters are heroic. Hence,
the Arcadia is an epic.

The problems of using the term epic are obvious. 1In

the first place, Sidney himself does not use the term to

describe the Aeneid, the Ethiopian Story or the Cyropaedia, so

we cannot know if he regarded it as more restrictive than
"heroicall poesie." Second, there is no external evidence
that he was striving to write an English epic. The Fact that
he was able "to shape comprehensively, to write greatly and
to create great characters,"u8 does not mean that the Arcadia
is an epic. Those critics who apply the term to the Arcadia
ignore many of the formal conventions of the classical epic,
and one wonders if all heroic poems with noble themes are to
be called epics.

Richard Lanham reads the 0ld Arcadia as an almost
farcical comedy. Structurally, this fits, as Ringler points
out, but even in the 0ld Arcadia the princes have their
serious and noble sides. Lanham wants us to see them as

a couple of highly verbal lechers, hiding pure lust behind
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the formal rhetoric of Petrarchan love. Certainly there are
times when the discrepancies between their interpretations of
their actions and the analyses of both narrator and reader
make for humor, but one surely distorts the text by reading
everything they say as ironic.

A new approach to describing the type of entity the
Arcadia is has been suggested by Myron Turner. He disregards
the traditional and blurred labels and studies the principal
characters to see where they fit into Frye's systems of modes.
He finds that "Sidney's design in the Arcadia is to show the
godlike hero to be human, while maintaining the golden aura
nevertheless."ug The heroes of the Arcadia belong, therefore,
in the category of "Renaissance high mimetic heroes.
balanced between divinity and all too human irony."50 Pyrocles
and Musidorus, Pamela and Philoclea belong in the company of
high tragic characters. They even refer to their stories as
material for tragedy. They are human characters, larger than
life, perhaps, idealized but not ideal. They have no private
link with the supernatural, as do Aeneas and some of the heroes

of The Faerie Queene, who are allowed to see beyond the limits

of their own lifetimes. They operate in a world of cause and
effect, reason and passion, joy and disaster, without any
benefit of extraordinary relations with transcendent powers.

They are, as I intend to show later, blinded in various ways,
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but are committed by the poet to doing their best to work their
way through a world they can neither completely understand nor
control. Despite their limitations, they occasionally manage
to achieve a high degree of understanding, as does Pamela in
the Captivity episode. The main characters of the Arcadia
exist on the border between romance and high tragedy.

This survey of genre studies makes it clear that any
study of vision in Arcadia must take account of the system of
multiple perspectives that Sidney is using in his romance.

The traditional vision of pastoral is measured by the vision
of heroic poetry and vice versa. Stylistically, the Arcadia
is not any one thing, and the mixture of modes contributes to
its richness of meaning. The shifting focus allows the reader
to see with new clarity the limits of some of Renaissance

art's perceptual systems.

iv: "Carelessness it self grew artificiall': The
Problem of Structure in the Arcadia

Until the last decade it was generally conceded that
the structure of the Arcadia was poor, even if the themes
justified assigning it to a genre as elevated as epic. The
problem of structural analysis was complicated by the state of
the text, as well as by the mixture of poetry and prose in

all versions. Most of the critics who object to the New Arcadia
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do so on structural grounds. They say that in revision Sidney
sacrificed clarity of form for the opportunity to explore
subordinate story lines, and ended with a hopeless muddle of
styles and devices. Further, older critics agreed that the
poetry of the Arcadia was bad and contributed little to the
unity of the work. It was explained away as a set of
experiments in quantitative verse like that mentioned in
connection with the "Areopagus" in the Spenser-Harvey corres-
pondence. Alternatively, it was seen as a prelude to Astrophel
and Stella, with Philisides emerging as a prototype for the
persona of the sonnet sequence. Thus, what unity there was

in the Arcadia was thematic, and triumphed over instead of
being supporfed by the structure.

W. A. Ringler's edition of Sidney's poetry in 1962
provoked new discussion of both the unity and verse of the
Arcadia. He insisted that the Old Arcadia had the structure
Sf Terentian comedy, "with a serious double plot. . .combined
with a comic underplot,"Sl and that Sidney had thus produced
in prose a "pastoral tragi-comedy before the earliest example

of the genre, the Aminta and the Pastor Fido of Tasso and

Guarini, were available in print."52 Further, he argued that
the eclogues function as a kind of pastoral mirror held up to
the main action, illuminating themes by contrast and complement.

Lanham, too, sees the 0ld Arcadia as a tightly structured
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comedy. He also argues that there is a functional relation-
ship between the eclogues and the prose, and shows that cause
and effect relationships govern plot in each book from the
Fipst sentence through the eclogues. The poems, he says,
n"function much as does the play within the play in later
Elizabethan drama."3 The eclogues are thematically related
to the books they follow; the themes of love, reason, friend~-
ship and polities are abstracted from the prose and re-
emphasized in the poetry.

Thus, Lanham rejects the traditional view of the 0l1ld
Arcadia as a mere rough draft for the New, the immature work
of a poet who later achieved the philosophical depth necessary
to create the revision and the technical proficiency necessary

for Astrophel and Stella. "The 0ld Arcadia's characteristic

fault, if we can call it that, is too tight an organization,
not too loose a one," he writes, and "the immaturity some
critics have detected. . .is certainly not apparent in Sidney's

very considerable powers of construction."SLL

If the Old Arcadia can be shown to be unified, what of
the New? Here we seem to have the pattern for Henry James's
"loose,‘baggy monsters." Stories restricted to the eclogues
in the original are interpolated into the prose text, sometimes
told by the characters at second or third hand. Political

stories are thrown in apparently at random. In the Captivity
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episode in Book III, emphasis on the villainous Cecropia
and her deluded son, Amphialus, virtually excluded the
supposed heroes Pyrocles and Musidorus. Has the self-conscious
architect of the Defence and the Old Arcadia simply lost
control of his material in an attempt to revise it on the
principles of heroic poetry?

Walter Davis has attémpted to demonstrate that there
is a structural unity in the 1593 Arcadia based on a standard
pastoral journey and supported by "a network of parallel and
contrasting scenes and actions, of intricate thematic

analogues, of systems of thought presented and modified as

well."ss The interpolated stories have two functions: they
provide the outer circle of the real world necessary for the
pastoral experience and they are parallel examples of the war
between reason and love which takes place in the principals.
The eclogues in the first two books serve to educate
the princes, according to Davis. The later ones cannot do so
because the heroes are not present, but they serve as
comments by outsiders on the actions of the main plot. (It
is a nice note that in this "pastoral" it is the Arcadian
shepherds who are regarded as outsiders.) The result of the
shift of point of view between prose and verse is usually
criticism of satire.56 The eclogues do divide the books and
bring the themes of love, suffering, marriage and death into

sharper focus. They contribute to thematic unity and thus
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"provide a framework for all of the incidental episodes Sidney

used to amplify his plot."57
Much work remains to be done on the structure of the

New Arcadia, but two recent dissertations have showed something

about it. Myron Turner suggests that theme is structure,

and that the moral problems posed are worked out in the

tpaditional Fformat of the Renaissance books on the education

of the prince.58 Miss Lindheim agrees that the Arcadia is a

Bildungsroman, but she érgues that the structure does not

Ffollow the chronological pattern typical of such works. She
suggests that there are three levels of structure in the
romance: rhetorical, tonal and narrative. Antithetical topoi
provide the basis for the rhetorical structure of reason
versus passion, matter versus spirit, doing versus suffering.
The main plot and interpolated stories deal with the first,
the pastoral with the second, and the Captivity episode with
the third. Sidney's tonal strategy also has three parts. He
first shows a positive example of an ideal, then a negative
example, and then a parody of it, with a character like
Dametas as comic butt. Finally, she indicates the three-part
narrative structure: a combination of objective reporting,

retrospective narrative and commentary by means of the

eclogues.59
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Both studies indicate the importance of a point which

this essay will explore further. The Renaissance, even as our
own age, had specialized ways of seeing. Some of these are
reflected in rhetorical theory, as Miss Lindheim suggests.
Others are found through an examination of Renaissance
philosophy, as Turner shows. These ways of seeing are
mirrored in both the content and structure of the Arcadia.

v + "Conceits not Unworthy of the Best Speakers':
Rhetoric and Poetry in the Arcadia

Most readers of the Arcadia have lost the taste for
the aureate style, and for them the ornateness of the romance
detracts from the value of the work. Recently, crvitics like
Rosemond Tuve have helped us to appreciate anew the complex
relationships of image and meaning in Renaissance rhetorical
poetry, and rhetorical analysis has created a new appreciation
of Sidney. Basic to such analysis is the assumption that the
Elizabethans were self-conscious craftsmen, not proto-romantics
chanting native woodnotes. Studies like that of Brother Simon
Scribner prove just that in the case of Sidney. He catalogues
the instances of word repetition in the first book of the
Arcadia and shows their relation to Renaissance rhetoric.
Scribner does not deal with meaning, just with craftsmanship,

but he shows how much care must be taken in reading Sidney's

60
romance.
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The strong rhetorical tradition of the Renaissance is
evident in Sidney's Defence. In a recent article, Miss Challis
has argued that the oratory in the Arcadia anticipates later
developments in Elizabethan drama, because Sidney recognizes
such speeches as an important part of human interaction.bl
She shows that the three types of speech in Ciceronian rhetoric
appear in the romance. Evarchus's plain, logical assessment
of fact in the trial scene is in a deliberative style.
Philanax's prosecution of the princes is in a forensic style.
Zelmane's blazon, in which she praises Philoclea's beauty, is
in an epideictic style. In all of these styles ornamental
"heautification" is important to meaning. Sidney's language
is specifically adapted to the ends his characters are
pursuing. It may be argued that Sidney deplored OxFford
Ciceronianism in one of his letters to Robert, but this does
not mean that he rejected the divisions above. He simply
objected to the lack of relation between manner and matter
that was the characteristic abuse of the system.

Tn Miss Challis's article, one finds, I think, the
necessary link between sterile identification of figures and
the problems of meaning. If one can discover the functional
importance of the figures used to create mental pictures,
figures that have been dismissed as "mere" ornamentation, one

may come to understand the vision of the ideal world that
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Sidney has created.

The study of rhetoric has also revealed much about the
poetry of the Arcadia. Working from Ringler's authoritative
edition, critics have shown that the poems are individual
artistic entities that can stand on their own merits, as well
as function in the context of the prose. Ringler himself
maintains that Sidney took the experiments in metrics quite
seriously, since he assigns the quantitative verses only to
the princes and to Philisides, his own persona. He also
shows us Sidney as the rhetorical poet in the Arcadia that he

is in Astrophel and Stella. A number of the poems are outright

debates in which even the images "are controlled by their
logical function and the Feeling is guided by thought."62
Robert Montgomery points out the importance of the
work of Hallett Smith and Theodore Spencer in relating Sidney's
poetry to the canons of taste of his own age. His own study
attempts to relate rhythm to rhetoric and to the structure of
imagery. He discriminates the plain and ornate styles and
assesses their importance in Sidney's poetry. Further, he
stresses the ceremonial rendering of experience that governs
the Arcadia poems and emphasizes the symmetry of the poetry.
This symmetry is basic to the ceremonial nature of Sidney's
creation, and it is emphasized through the rhetorical devices.

The formal poems lack complexity and tension because the
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basic emotion has been abstracted in order that it can be

handled and celebrated in art. The most significant contribution
Montgomery makes, besides pointing out the importance of the
ceremonial, is his close reading of a number of poems,

especially "Ye Goatherd Gods."

The structure and rhetoric of Sidney's poetry is less
important to David Kalstone than the relation of poetry to
prose. He dismisses most of the poems as "gplendid examples
of the poetry of grammar."63 Approaching the poetry through
. the pastoral and Petrarchan traditions, Kalstone shows that
Sidney can use all the values of both traditions, but can also
question them. The poems in Sidney's romance deal with the
triumphs, but also with the pains of love. The eclogues
function as dramatic units, drawing the reader away from the
tumult of the main plot to present the reflections of the
pastoral world. Kalstone even goes So far as to maintain that
they present a vision of "a timeless world in which sports,
dancing and poetic performance are the only valuable kinds of
action."ﬁu At the same time, he argues that "Ye Goatherd
Gods" shows the anguish of the world of Arcadia, a world from
which Urania has departed.

Like Lanham, Neil Rudenstine rejects the idea that
Sidney Wrote'in an over-ornate, Ffantastic style that he later

came to dislike, condemning himself as "sick among the rest"
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and turning to a plain style in the sonnets.53 Sidney, he
says, was "too good a poet to do things mechanically," and
his manipulation of a variety of styles indicates that the
conscious choice of an ornate style was dictated by decorum. 96
He was trying to reflect the ritual and ornamental nature of
the courtly life in his poetic form. "Ornament is integral
to that life; not as something superfluously added, but as
part of its very texture. The rhetoricians were very clear
on this point."67 Close reading shows Rudenstine that the
structure of the poetry is calculated as ritual performance.
"he verse traces out each line of action as it develops,
rendering its essential nature in skeletal form. The poetry
is mimetic. . .the result is a kind of verbal iconography."68
The elaborate complexities reflect the distance between these
poems and the emotions they reflect, and make the poems
difficult for the modern reader. They are not, however, the
products of an immature poetic consciousness failing to come
to grips with emotion, but of a calculated rhetorical strategy
aimed at rendering the formality of the courtly world.

Sidney was a man torn between court life and retire-
ment. Rudenstine's study of his letters and poetry shows that
the poet was attracted to the life of action that Languet and

others had charted for him. At the same time, he was tempted

to avoid the petty bickering with Ormonde and Oxford, to
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refuse to tolerate the delays and deceits of the cautious and
captious Queen, to leave court for the leisured country life.
This, Rudenstine argues, is the principal issue of the

Arcadia, the one the eclogues deba£2 and the letters of the

same period discuss.

vi : "New Eves Given Us": Vision and Meaning

Learning to recognize rhetorical patterns in
Renaissance poetry is part of the complex process of trying
to understand the ways in which men of the period organized
their perceptions of the world. Understanding the ways in
which Sidney renders the experience of seeing, and the
importance he attaches to the act of vision, will provide
another measure of this world-view. Reading the Arcadia, one
becomes aware that Sidney, like Spenser, makes considerable
appeal to the sense of sight, that he is creating his golden
world through patterns of visual imagery.

There are many problems of vision in the Arcadia,
because what one can or cannot see and the use one can make
of the visible world often provides a measure of what one is.
Furthermore, for Sidney, there are two kinds of eyes: the
physical eye, which perceives the natural world, and the eye
of the mind, which perceives spiritual beauty. The "speaking

pictures” of poetry mediate between the natural and spiritual
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worlds, appealing to both eyes. This study of vision will
consider both modes of perception and the many ways we are
made to examine the outer and inner worlds by the poet of the
Arcadia.

The mixture of genres and of verbal forms in Sidney's
romance reflects a world that is not always clearly an either-
or situation, a fallen world where seeing clearly is not easy.
This view is further supported by the characterization and
imagery of the Arcadia. Working with both the 0ld and New
Arcadias, one finds that the changes made between the two
were not mere elaboration. Nor where they solely necessitated
by the change from tragi-comedy to heroic romance. They were
massive structural and visual changes which provide the
reader with new ways of seeing the problems of the heroes and
heroines. They add to the reader's awareness of the depth,
complexity and inter-relatedness of problems and persons in
Sidney's fallen golden world.

Studying the systems of vision in the Arcadia, one
discovers Sidney's poignant sense of the limitations of man,
for human systems finally prove inadequate to supply man with
the means to control himself and his world. Only Providence
in the Old Arcadia, and a strong faith in the divine order in

the New, can keep man, blinded by the fall, from destruction.
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CHAPTER II

THE PAINTER'S EXERCISE: RENAISSANCE ART AND
THE VISION OF ARCADIA

The problem of how man sees gained new importance in
the Renaissance. The visual arts were gradually raised to the
level of liberal arts, even though they had been relegated to
the crafts by Plato, who equated painting with weaving. With
the emergence of the great Italian masters, the art of painting
came to be regarded, like poetry, as a medium for the
communication of philosophical ideas, which were hidden from
the uninitiated by the evil of surface beauty, but revealed
through it to those who were worthy. The continental humanists
developed elaborate systems of perspective and order in
painting, similar to their theories of poetry, for the two
were regarded as sister arts. Sidney, as scholar and courtier,
was exposed to the art and theory of Renaissance Italy and
his interest in the problems of the visual arts affects the

imagery and structure of both forms of Arcadia.

"t
-

i: "I gave him rules": Sidney's exposure to
art

The new high regard for the arts in general, and for

painting and poetry in particular, is reflected in Castiglione's

mh

L
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The Book of the Courtier. In the first book, Count Ludovico da

Canossa, after discussing at length the skills of arms and
letters, goes on to require that his ideal courtier have "a
knowledge of how to draw and an acquaintance with the art of
painting itself."l He defends his judgment on the basis of
the estimate of painting he claims was held by the ancients,
the practical utility of the art for warfare and the relation-
ship of the art to the act of Divine Creation. The natural
world, he argues, "can be said to be a great and noble picture
painted by nature's hand and God's, and whoever can imitate

it deserves great praise. . . ."2  fThe Count holds that the
painter is superior to the sculptor because he has to create
the illusion of three-dimensional space, while the sculptor
does not. This requires the discipline of systematic study

of the mathematical laws of perspective, foreshortening,
color, light and proportion. All this is necessary even for
the courtier, for he must possess sufficient knowledge to be
an intelligent judge of both natural and artificial beauty.

He is expected to be a patron of the arts, and this requires
not only wealth, but learning and carefully cultivated taste.
Only thus can he distinguish between true art and that which
is merely affectation and appreciate the difficulty of creating
that kind of art which appears artless.

It was said that Sir Philip Sidney always carried a
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copy of The Book of the Courtier with him, as Alexander had

carried Homer. Whether or not this is true, Sidney evidently
modelled himself on Castiglione's ideal, and the concern with
the visual arts reflected in Arcadia and in the Defence of
Poesie shows his awareness of the place they held in the life
of a cultured nobleman. In the New Arcadia, the reader is
conducted through the gallery of paintings in the house of
Kalender, the old gentleman who is counselor to Basilius,
ruler of Arcadia. The power of art to move the heart is
evident in Pyrocles's response to viewing Philoclea's portrait.
Sidney renders the positions taken by various characters in
terms that allow the reader to recreate a formal painting,
complete with perspective, lighting and shadow. He expects
a connoisseur's response to the iconographic significance of
jewels, armor and costumes. The poet makes it clear that
such works of art are relative to meaning. They are delightful
in themselves, but they also "figure forth" a more significant
reality that lies behind their creation. It is this kind of
art that Sidney defends against the claims of philosophy and
history in the Defence.

England was far away from the great centers of
Renaissance art, but Philip Sidney was not limited, as were
most of his contemporaries, to the popular wall paintings and

tapestries for his knowledge of pictorial art. As nephew to
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the Earl of Leicester, he had ready access to one of the

finest collections of art in England. The catalogue of

Robert Dudley's collection indicates that he possessed at his
death well over two hundred pictures.3 Most of these were
portraits of his relatives and influential friends. In this,
Leicester was a typical English collector, For most of his
countrymen regarded art as a convenient way of leaving a
permanent record of themselves to posterity. But he also owned
a number of religious paintings, mythological paintings and
allegorical paintings. The list of mythological paintings

recalls Kalender's gallery, with its Venus and Cupid, two

pDianas, a Penelope, and others. The pre-Christian setting of

Arcadia precludes use of religious subjects, but allegories,

1like Occasion and Repentance, Faith and Charity, which

Leicester possessed, find echoes in phrases like that describing
Musidorus, "in his face was painted victory."q Finally, the

Earl owned at least two Venetian paintings, Marriage in Venice
5

and A Lady of Venice, and ten Dutch paintings of women.

It is not possible to be sure how good these paintings
were, or how much they reflected Italian theories of perspective,
since there is no record that traces their ownership and we
cannot be certain how many of them have even survived. But
John Buxton argues that some of them must still exist and

asks tentatively if the Calling of St. Matthew at Hampton Court
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may not once have been Leicester's. Even with so much un-
certainty, it is difficult to believe that all of the paintings
were bad. Leicester was a vain man, and what he bought was
usually the best, according to contemporary taste. It is
interesting to note that interest in the arts was not a
necessity at Elizabeth's court, as Burghley's lack of it

shows. Apparently Leicester's self-image demanded that he be
the complete man, and he accepted Castiglione's judgment that
art was important to the ideal nobleman.

Sidney's experience of art was not limited to his
uncle's collection. After leaving Oxford, the young man was
sent abroad in 1572 to complete his education through travel.
The Earl of Leicester wrote to Walsingham on this occasion
that the seventeen year old Sidney needed the friendship and
advice of the latter because he "is young and raw."6 That
he was young is true, but few thought him raw. He impressed
those he met with his polish and charm. Part of what he
came to the Contineﬁt to learn was the ways of man the political
animal, and this he learned fairly well under the competent
tutelage of Languet. But Sidney aspired to become Castiglione's
courtier, and he would have been aware that Europe had more
to offer than object lessons in practical politics.

When Sidney visited Venice, Titian was still painting,

although he was an old man. At the urging of Languet, who
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had himself been painted by the great master, Sidney decided
to have his portrait done by one of Titian's pupils. One
result is one of the very few overt references to painting in
the poet's correspondence. On February 26, 1574, he wrote to
Languet, "This day one Paul of Verona has begun my portrait
for which I must stay here two or three days longer."7 The
choice of artist had lain between Veronese and Tintoretto,
and Buxton indicates that the choice of the former was
probably a good one, given Sidney's fairness and delicate
features, even though Tintoretto was better known for his
portraits.8 The completed picture was sent as a gift to
Languet a month or more later and Languet admired it, although
he thought it made Sidney look too young.9 The portrait is
now lost, but Berenson once suggested to Buxton that it might
be a portrait of a young man now in the Getty collection.lO
It is inconceivable that Sidney, the student of
Castiglione as well as of Languet, should have failed to take
advantage of the chance to view the art of such a city as
Venice, especially when Venetian art was the rage of Europe.
Nor does it seem likely that he ignored the art of Florence
when he visited that city. He did not write about it to
Languet because the older man was interested in other facets
of his development, but he observed enough to write to his

brother some years later that the Italians were supreme in
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"horsemanship, weapons, painting and such"ll whatever their
failings in other areas. Castiglione had required a high
degree of knowledge in all three subjects of his ideal courtier,

and Sidney, as the Defence and Arcadia show, did not neglect

any of them.
One final indication of Sidney's awareness of the
technical details of painting appears in Nicholas Hilliard's

report of a discussion with him in the Treatise Concerning

the Art of Limning. According to Hilliard, Sidney was

particularly interested in perspective.

He once demanded of me the question, whether

it weare possible in one scantling, as in the
length of six inches of a little or short man,
and also of a mighty bige and taulle man in

the same scantling, and that one might well and
apparently see which was the taule man, and which
the little, the picture being of just one length.
I showed him that it was easily discerned if it
weare cunningly drawne with true observations,
for ower eye is cuninge, and is learned without
ulle by long usse, as littel lads speake their
vulgar tongue without grammar rulls. But I

gave him rulfg and sufficient reasons to noet
and observe.

The problem is not a trivial one, and Sidney posed his

question with specific reference to the work of the miniaturist,
which was Hilliard's specialty. The artist obviously took

his interest to be genuine and gave him in reply a detailed
lesson in the art of creating the illusion of three-dimensional

space, the major development that separates Renaissance art

from Gothic.
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ii: The Speaking Picture of Poesie: Visual Imagery
in Renaissance Critical Theory

Despite Sidney's superior background in the visual arts
of Europe, Spenser, not Sidney, is thought of as the painter-
poet of English literature. Although the view has recently

been challenged, much has been written about The Faerie Queene

as a kind of gallery of word-pictures, reflecting the Horatian

doctrine of ut pictura poesis as it had been reinterpreted by

Italian and French Renaissance criticism. Sidney absorbed

Ttalian critical theory too, and the Defence of Poesie shows

the influence of ut pictura poesis in both theory and practice.

Like the Defence, the Arcadia contains much visual and
pictorial imagery, but little has been done to show how it
reflects the critical thinking of the age or how it con-
tributes to our total experience of the romance. S8idney's
first-hand knowledge of technical developments in art and

his concern with art theory are revealed in his romance and
contribute to meaning. Not only painting is of interest to
the poet. Much of the visual imagery in the Arcadia reflects
his interest in the work of artisans, the jewelers and
armorers who, like painters, make mute materials "speak."

In the rest of this chapter we shall investigate Sidney's
rendering of the visibilia of his golden world and show their

relation to the iconographic tradition of Renaissance art.
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Further, we shall see that the structural principles of
Renaissance pietofial art have analogies in literature that
help us to understand the structure of each form of Arcadia.

Horace's phrase, ut pictora poesis, haunted the

critical consciousness of the Renaissance. Rensselaer Lee
gives an indication of its pervasive influence when he says
that it affected nearly every treatise on art and literature
written between the middle of the sixteenth and the middle
of the eighteenth centuries.13 It is clear, however, that
the Renaissance critics used Horace to justify a closer
relationship between the arts than his own writing supports.

The phrase ut pictora poesis appears in a discussion of the

faults that can be excused in a work of art and the
differences among works in the same medium. The statement
that "Poetry is like painting. One work will please more
if you stand close to it; the other strikes you more if you
stand farther away," is not enough to justify a mimetic
theory of art that draws the arts of painting and poetry so
close together that they may be called "sisters."lu The
only hint of such a concept in Horace comes earlier in the

Ars poetica when he argues that there are limits to the

deviation from nature that an audience will accept in the

work of either painter or poet.l5

The eclectic nature as well as the glorious disregard



of context of Renaissance criticism is evident in the

development of the doctrine of ut pictura poesis. Horace's

phrase is combined with the notion of Platonic ideas in
Pedemonte's treatise of 15u6.16 Although Plato had banished
poets from the Republic and relegated painting to the
crafts, Renaissance thinkers following Plotinus came to feel
that art was important because it could get at the realm of
Platonic ideas behind the accidents of nature. Aristotle's
mimetic theory is added to provide yet another link between
poetry and painting. Both were seen to imitate nature more
closely and completely than music, dance or sculpture. Thus,
even if the means were different, the object imitated was
the same, and poetry, if it could not get the subtlety of
color and form that painting did, compensated by adding voice
and motion.

The idea of imitation links art and reality, and for
Plutarch it is this link to reality that makes art relevant
and meaningful for man.l7 It is Plutarch who gives the

other key phrase to the ut pictura poesis theory of the

Renaissance. He attributes to Simonides the saying "painting
is mute poetry and poetry a speaking picture."l8
Ttalian critics gathered these scattered phrases from

antiquity, integrated them and turned them into a doctrine

which they hoped would enable Renaissance artists to regain

53






