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SUMMIARY

This study of Sidney moves from a considerstion of
the intellectual bhackground behind the formulation of
Sidney's poetioc theory and the poetic concepts dealt with
in the Apology for Poetry to an examination of the sonnets
of Aatgggzgl :;d Sgelia, on which rests Sidney's chief
claim to fame as one of the finest and most fascinating
poets of the English Renaissance, As the headings of the
ensuing chapters indicate, the way in which Sidney put
his poetic ideas into practice in Astrophil and Stelle
constitutes the main object of study,

Starting from the contemplation of the ironical, self-
deprecating manner in which Sidney persistently tzllked
ebout poetry and the apparent contradiction with the high
claimg as the mistresns of all the arts and seicnees that
he made for poetry in the Apology, the Introduction
outlines in broad brush the fundamentally ethiezl and
religious character of tho huaanistic culture of the
Renaissance, being the inescapable framework cgainst whioch
Sidney developed his poetic ideas, Chapter One sets out to
examine Sidnay's theory of poetry as smbodied in the
Apology for Poetry, and scrutinizes the various critical
torms Sidney refers to in the Avology, notably ‘imitationt',
'gordus ', 'wit', 'invention', 'spezaking picture!, 'Idea' or
*fore—~concelt' and above all ‘cnergia‘’. Contrast is seen to
exist between the meaning of art as known to Sidney zand his
contemporsxries and that perceived by ue in the twentieth
century., Making use of the intellectuml tools avzilable %o
him, both in termc of 1ldeas and terminology, through the
Classical and humanistic eritical heritage of the Renaissance,
Sidney took it upon himself to explore some of the problems
end paradoxes that have perplexed artists through all ages,



namely, what is the nature of artistic creation and

whence 1its source; how does the artist's mind stand in
relation to nature in the procesa of artistic creationj
and how is artistic truth different from and reconcilable
to the truth of everyday practiocsl reality, More directly
relevant to the student of English poetry, Sidney set upon
himself in the Apolosy the task of ereating a %ruly force—
ful or ‘energet” :' mode of poetic expression in order to
better achieva the noble end of noetry of moving towards
virtuous action, In the words of Sidney, the ideoal poetic
medium 18 one which, in contrast to mere bald statement,
is able to 'strike, pierce,,.. possesc the sight of the
soul’ and achieves the twofold aim of poetry, namely, 'to
teach and delight®, However, in the Apclc~v Sidney did

not go on %o elaborate how to go about fabricating the
‘energetic’ style, or vhat exactly he meant by it, although
he left sisnifieant olues here and there in hia other
writings -~ the prose romance Arcadia and the sonnet cyole
Astrophil ond Stells - of what compriuses the ‘energetic?
style and how one might best achieve this,

Chapter Two focuses on the idea of ‘energia'® which
Sidney put forword in the Apvology as the styliatic ideal
whioh poets should seek to achieve and examines it from
various angles, The historical origins of the concept of
‘energia', as rendered by Sidney - in particular the
Classical and Renaissance interpretations of the idea =
ere traced briefly, But, for an understanding of what
exactly Sidney had in mind by the term ‘energial', places
in Astrophil and Stella snd in the Arcadis where Sidney
desecribed the vainstaking way in which the protegonists
utrove to achicve an eloguent, piercing mode of expressing
their cmotions are turned to nand discussed in detail, The
especial emphasis Sidney placed on the 'lively' manner

and *feeling' quality of expresczion isscen in context =



againgt ths anesthetic ideals prevalent in the Renaissance
as exemplified by the nagnificent achiesvenent 'ot the
Italian painters since the awakening of the *new' art of
painting in the hands of Giottos The profound influence of
the plastic arts on Sidney is 1llustrated by the plethorn
of psssages in the Arcudie where Sidney deseribed in detail
the powarful. inpact that visunl inmages, whethor real o
artificial, make or the beholder, The pictorinl aoncention
of poetry of Sldney, a8 shown in hi: definition oi poetyy
as ‘s representing, couwnterxfeiting, or figuring forth--to
speak metophorioeslly, a speaking ploture—-—* in the
Apalogyy, was traced to the prodeminsnce of the visual arts
in the Renaissance mand the high importance attnched to the
visual image in Neo~Plotomio thinking. The *pictorialimm®
of Sidney iz descoribed as an attenpt to produce hy way of
verbal desoription offects analogous to those prodnced hy
the visual arts. 4
Chapter Thrae ouilinaes the literary baclkgrowmd againest

vwhich Sidnay commenced his poetie oareary; in partiounlar
the rise of the vernaculer in the pgixteenth cantury, the
tendengy towards the cultivation of 'eloquence! hy wy f
the 'exornation'® of the langusge, and the close affiliestion
- betwaen yhetoriec and poetyy. In the Arcadia, Sidney is
regarded na experimenting with diverse nmetrieal forme,
ingluding Classiocal guantitative hexameterm, in the ouest
for the truly forceful and *onergetic' forus of poetrys
Espeainl atfention is paid to the rhatorical shaping of
the materials, the highly belsnced and symmetrieal pagtern .
of the poeme ecettcred in the Arcadia. An ascount is also
given of the aontroversy between Dicus and Lalus in the
Arcadia ovor the relative merits of the ‘measured’ :md theo
‘rhyming' nodes of pootry, as being indicitive of the
gropinge towaxds the foumding of tho Bnglish metxe in the
gixteanch century,



Instead of approaching Astronhil and Stella in the
traditionzal way as an eutobiographicel account of Sidney®s
1ll-fated love for Lady Penclope Rich, or as one of the
finest of the Petrarchan love sequences of the Zlizzbethan
age, Chaptoer Four proposes to exanine Astrophil and Stella
as o manifestation of Sidney's poetic immer search for the
tenergetic! mode of writing poatry., The pecetic concern of
Astrophil and S*eila is evidenced by the presence in the
sequence of the 'literary sonnets?, i “hich Sidney
declzred openly iis profession of the ‘'art of plainness?®,
and proeclaimed the 'plain style!, shorn of 211 rhetorical
ornanents, as the only idiom fit for the portrayal cf his
all sufficient love for his mistress Stella, However, a
discrepancy is found to exist between the actual poetic
style adopted by Sidney in the sequence, which is = highly
studied style, end his avowed apostleship in the unadcimed
art of plainness. This apparent inconsistency forms the
subject of the main critical enquiry in Chapter Four, snd
the sonnets of Acstrophil and Stella are closely studled in
an attempt to wnderstend the poetic art adopted by Sidney
in the sequence, The 'naturalistic® mode of writing
goetry, comporable to the doctrine of the naturalistie
imitation of Nature in painting which was prevalent 4in the
Renaissance = 'rigzht artificlality?! - is established es
the guiding principle in the fashioning of the appropriate
poetic style in Astrorhil and Stella. A detailed account
ig given, based on exomplee dravm from the seaquence, c¢f the
stylistic qualities of Sidney's poetry in which may be seen
the poetic ‘snergy', the 'enerpgia' or *'forcibleness' which
he celebrated and sirgled cut 28 an aesthetic ideal to be
followed in the Apoclogy. In particular, attention is drawn
to Sicney as a precursor of Shakespeare and Donne and the
later lyriecal and drsmatic poets of the sixteenth century
in the conceited style of writing poetry, as shown in the




diverne ‘*cotegories' of cenceitls - verdal, izaginntive,
dramatic, logical or intellesctual = present in the
sequenco, Sidney's keen awareness of tho metaphoric use

of language as a sgurce of pooiic onergy ie also touchsd
en in this chapter, bearing in mind the clese affiliation
the Renaissunce mind perceived between the pictorial

enblem and the metaphor as a figure of rhetorie, cs

pointed out by Rosomayy Freoocman in hor worl Snglich Bablen
Books (London, 1348), 'In bhoolks on eloguence an enblen was
treated as a2 distinetive figure of rhetories in ilosicius?
Jirections for Speach and Style, for oxample, it is
clasaified as o kind of similivtude eee Putlounhan too clasoed
it among literary devices, and vwhat was suggesteld in theory
vas undoubtedly »ut inte practice.'Rhetorical devices wis
indeed used abundoantly in the sequence, but these are
integruted into the texture of the poems rather than siande
ing es dispensable ad,...ctse



INTRODUCTION

in the history of English poetry, countless poeta have
bequeathed to posterity declarations on poetry in prose
complementing the main corpus of their poetical writings.
The artist freguently makes explicit references to his
works in his critical asides; and very often his sayings
furnish the best clues to the understanding of his works.
Yot few writers are as exasperating and intriguing in this
respect as Sir Philip Sidney. His remarks =re full of self-
deprecation, which often seems more than necessary or
Justified., Upon serutiny of one of them, a critic of Sidney
was led to say that the corment in question 'strikes a reader
as modesty to the point of disingennouanass.'l The lengthy
and complex prose fomance, the Arcadia, which Sidney wrote
manifestly for the delectation of his sister the Countess of
Pembroke, he referred to as 'this idle work of mine ... this

ehild which I am loathk to father'® and ‘a trifle, and that

triflingly handled.® The Apology for Poetry, which is the first
full-fledged defence of poetry in the history of English

_eriticism, Sidney we find began in a casual and nonchalant way,

probably in accordance with the spirit of ‘sprezzatura’ of

Castiglione’s *Cortegisnc', and in disparaging terms gave the

following account of his poetic career,

sss I will give you a nearer example of myself, who (I
know not by what mischence) in these my not old

years and idlest times slipped inte the title of a
poet, am provoked to say something unto you in

T T <
Geoffrey Shepherd, in Notes to hies edition of the iiglgg[
. (Edinburgh, 1965), hereafter cited as Apolofyi Pe .



defence of this my unelected vocation,

It is curfous that although Sidney defended poetry
against the puritan and the philistine, and all the *poet-
~ haters' and 'poet-whippers'! of his age in the Apology, and
elevated poetry teo the position of supremacy among all the
brgnches of human learming, he repeatedly 2lluded to his own
interest in poetry, and to himself as poet, in negative terms
and in a slighting manner, Sidney spoke as if he became a
poet = 'admitted into the company of the paper-blurrers' by
accident, and not by conscious effort and cultivation,
Sidrney even @eclered, in the midst of writing Wwhat is properly
- the first English treatise on poetry, that *but I, as I never
desired the title, so hﬁve‘l neglected the means to come by ite'
Even in Astrophil and Stella, & fictional work, Sidney earried
the vein of modesty or self-mockery into the open confessions
of Astrophil,

Hor so ambitioue am I, as to frame
A nest for my yong praise in Lawrell trees -
In truth I sweare, I wish not there should be
Graved in mine Epitaph a Poet's namet :
(Sonnet 90)

The spe=ker here is not just being disproportionately modest,
but in fact ironical; and this may well be n part of the poetic
reality of the character of Astrophil, But the gquestion remains
that either Sidney was insincere, or his attitude towards poetry
wad 8 divided and self-contradictory one, in spite of all the
grandiose claims he had made for poetry,

The problem, then, is %o decide how far Sidney's modest
disclaimers are just conventional formulas, and how far they
ars part of Sidney's total view of poetry. But before we go inte
that, we have to remember that as far as poetic theory goes,



whereas the Romantic poets, Wordsworth and Goleridge,

examined poetry in relation to the creative faculty

desisnated by 'Imagination', to what goes on within the poet's
soul, S8idney amd his contemporaries examined poetry in rxel.ation -
to *Imitation’, to¢ ®hetobjective reality which lies outside

the poet's mind, to the underlying order and harmony inherent
in the universe, of which poetry is reputedly a 'Copy's Sidney
was in the trmdition of the didactic view of poetry. The
‘onding end of all earthly learmming being virtuous nction®,

a8 Sidney believed, end that 'it is not 'gnosis’ but *praxis’
must be the fruit! - in other words, not just ’"well-=knowing'
but ‘well-doing's Sidney enthroned the poet the monasrch of all
sciences because 'as virtue is the most excellent resting place
for all worldly learning to make hic end of, so Poetry, being
the most familiar te teach it, ‘and most princely to move it,

in the most excellent work is the most excellont workmanst-

In the Am poetry is not justified as something that is
valuable per se, but with reference to stendards and values
that are ethical and extraneous ones. The yardstick Sidney
adopted to gauge human learning and poetry was the moralistic,
end not strictly aesthetic, one,

For a fuller understanding of Sidney's view of poetry, an
appreciation of the humanistic culture of the late Renaissance
inherited by the poet is necessary, In his moralistic theory
of poetry, ome central tenet put forward by Sidney is the
idea of the 'architectonic! art, or that 'mistress-kmowledge®
“with reference %o which all humen arts and sciences are
*serving sciences', and 'which stands .ee¢ in the kmowledge of
one's self, in the ethic and politic comsideration, with the
end of well-doing and not of well-~knowing onlyt even as the
saddler's next end is to mnke a good saddle, but his farther
end t0 serve a noblo'faculty, which is horsemanship; so the



horsoman'’s to soldiery, and the soldler not only to have the
8kill, but to perform the practice of r scldier,* The argument
is borrowed directly from Aristotle's Fthics, I, 1-2, where
the doctrine is set out of *the chief and master science of
all (the architectonic art); and this seems to be the
political science, for it directs what arts should be cultivated
by states, what individual people should learn ess thie end
must be the hishest goed of man, 2 In Pulke Greville®s Life
of Sir Philip Sidney>, there are echoes of Sidney elucidating
further Sidney'é cultural ideals, the notion of the place of
poetry in the sum=total of human knowledge accumulated in the
humanistic disciplines, Greville confirmed that the Arcadia.
along with others of Sidney's works, "howsoever he covld not
choose but give them aspersions of spirit, and learning from
the Father; yet that they were scribled rather as panmphloets,
for entertainment of time, and friends, than any accompt of
himgelf to the world®' (ILjife, re 17)s OGreville told us further
that literary and intellectmnal commitments were indeed the last
of Sidney's pursuitsy because 'his end was not writing, evem
while he wrotej but both his wit, and understanding bent upon
his heart, to make himself and othors, not only in words and
opinion, but in life and esotion, good and groate In which
Architectonical axrt he was such a laster, with so commanding,
and yet equall waies amongst men, that wheresoever he went, he
was beloved and obeyed® (Life, ps 18). :

2 Ibide, Pe 168,

3 Bde with introde by Nowoll Smith (0xford, 1907)e



In this notion of the ‘architectonic® art, which is
endorsed by many other hunanists, can be shown the
*universalism® and the great unity of the Rendissance
culture, for all the arts and sciences were bound together
by one common ulterior aim, which is leading man to the
perception of immutable and universal essences, and the
ultimate truth of the Christian God, In the Renmissance
nature, the created universe, was regarded as the divine
artifact of a marvellous and ommipotent Gode Nothing in the
universe was random or arbitrary, but purposeful and imbued
with haymony and ordexri so that the 'final end* of all
learning, as Sidney affirmed, was ?t0 load and draw us to
as high a perfection as our degenerate souls, made worse by
their eclayey lodgings, can be capable of' and ?to 1ift up the
mind from the dungeon of the body to the enjoying his owm
essences ' Thus poetry was not valued for its own sake, but in
so far as it was conducive to the good of man, Sidney, Greville
told us, was considerably interested in literary pursuits in
his youth, but these had %o give place to higher and more
engrossing enterprises as he grew older, because "when his
body declined, amd his piercing inward powers were lifted up
to & purer Horizon, he then discovered, not onely the
imperfection, tmt the vanitie of these shadowes, how daintily
soever limmed: as seeing that even beauty itself, in all
earthly complexions, wag more apt to allure men to evill,
than to fashion any goodness in them' (Life, p. 16)s The
criterion Sidney and Greville applied to poetry was mot only
moralistic, but the metaphysical one of what constitutes the
ultinate reality. Sidney and his contemporaries were not
interested in the beautiful in itself, but as a part of the
divine triad of the good, the beautiful and the true inherited
from antiquity. We recall thet in Qinaeus *the good is always




beautiful and the beautiful never disproportionate® (87C).

The beautiful is seen to be an attribute of the true, which is
equivalent to the good, Thus poetry was constantly held up
against what men oonsidered to be the 'final truths's It is
not surprising, then, that like Sidney, Tasso, writing in the
late Renaissance, put forward also the notion of the
*architectonic® art, and a similar moralistie view of poetrys
‘poetry deters us from many crimes. ... Its usefulness, however,
is rather to be judged by the art which is the artifact of the
others: the statesman is the one who ought to decide what
poetry and what delight to forbid_sg that pleasure, which
should be like the honey smeared on a cup when one gives
medicine to a child, may not affect us like deadly poisSsn or
keep our mind idle ... because poetry ... is a first philosophy
which instructes us from our early years in moral habits and the
principles of 1ife 4e¢ and the end of poetry is not just ahy
enjoyment but only that which is coupled with virtue, since it
is utterly unworthy of a good poet %0 give the pleasure of
reading about base and dishonest deeds, but proper to give the
pleasure of learning together with virtue.'

It is clear then that there is more than & germ of truth in
Sidney's apparent disparagement of his writing of poetry. The
humanistic culture of the Repmaissance was characterized by the
quality of 'homogeneity', and the student of the history of the
arts will know that poetry gained general recognition as an
aﬁlﬁlpmoua sphere of human activity with a body of postulates

*'ﬂ laws of its own only after the disintegration of the unity

4 Iorquéto Tasso, Discourses on the Reroie Poem (Oxford, 1973),
trans., with notese by : e 1d Irene Samuel,
PPe 10—11. :




of the liberal arts in the Renaissan095. Art and poetry
were considered to be of scoondary importance to the
upholding of the Chrictian religion, or the fur‘the’flng of
the ‘comzonveale?, and ‘while the srtist was engaged in the
crection of the beautiful, he conceived of aimself as being
bound by the unaesthetic ties of religion. mamlity and.
re@.lity.

The eituation could hardly be Gescribed as an‘\mfamiliar
onee The Greeks have produced great works of arts Yet 'Plato
banished the poets from the Republic, snd Greek thought,
early liellenistic thought in particular, vas far from sympa.thotic
to artisiic representations Art is undoubtedly as old as _
humanity., Yet Aesthetics, the study of the beautiful, became
. a separate and distinguishable branch of philosophy in as late
as the eighteenth centuryy tho*mmanmm the
history of aesthoticlﬁ Peinters and acu'.lptora, whom we would
look upon today @s ‘artists®, as belonging to a profeseional
catecory, were thought of as ‘artisans' or mere craftsmens In =
the Apology, whenever 3idney has the artist in the modern sense
in mind, the word he uscs invariably ie ‘artificer?, The idea of
art and artist, as forming a legitimate province of their own,
corresponding to nature but independent of i%, and at times
even in antithesis to it, was thorovghly unlmown to the
sixteenth century. It is true that the dominating concepts of
modern aesthetics, DBeauty and Genius, taste and sentmeht,
convention and oviginal creation, became topics for
. investigation only in the last few centuries, Yet in Sidney, as

> See Rudolf Wittkower, The Artist ohd the Libersl Arts

6 S0e Paul 0s Kristeller's article, 'The Hodern S3 stcm of tne

Arts', Part I, JHIL, XIL (1951) 496—527; Part II, XIII
(1953}, 17-4 ’




in antiquity, we can see probings into the problems of
artistie creation with which later ages were preoccupled,
such a8 the rights of the thinking *subject' as opposed to
the artistic ‘object?, the role played by the imsgination,
the ‘contents! of a work of art, the powers of language a5 a
sencuous phenomenen, &nd the peychological effects of a work
of art on the 2udience. These artistic concerns, in fact, run
throughout the writinss of Sidneye The sonnet se‘quénqe.
Astrophil and ‘-g"tel;g, above ©ll, nay be regarded as an
snotomy of the poetic mind in the act of creation, In the
‘sonnets of Astrophil and Stelle are adumbrated the problems
of artistic oreation that the poet confronts, such as the
recescity of 'feigning®, the problem of fIanvention', the
dilémma between imitation of Nature and imitatien of other
works of art (as disoussed in Sonnet 1), end the craving for
@ fropr and mofe pssaionate form of expression, In Astrophil
and _Stella we see therefore the artist at work, re-internreting
end re-defining reality for ua every time art is created; in
other words, the eternal ‘'now' of imnaginative reproduction,
It is the proposzl of the »resent ctudy to examine the
noetic art of Sidneyy bis theoxry of poetry and his subsecuent
poetic practice, I wish to examine in particular the central
tenets of Sidney's poetic thoory against the background of
Buropean sesthetic thoughts namely the coneept of the artistie
‘Idea’ or ‘fore-conceit’®, the idea of ‘imitation' and’
“*invention®, and of poetry as & 'speaking picture's I wish to
investigate also Sidney's idea of 'enersgeiat', through which
we sgee in Sidney's exploration of the pcssibilities of the
English languagees Seen in this light, Sidney's stylisiiec
developnent, from his consclous use of formal rhetorie and
intricate verse forms in the Argadia to tho art of plainness
‘in the Pgalmg and the open rejection of the orndte style in

&'Efomg and Stella, may be interpreted as part of the efforts ‘

‘I



towards the making of an adegunte language of imitation,
However, to say this is not to suggest that there are any
complete break or radical changes of style in Sidney's poetic
careere In fact, as will be shown later in this study, one of
the prominent features of Sidney's voetry is its close
affiliation with rhetoric - 3idney worked on and made poetic
use of the formal rhetoric of his age at’ a:Ll stages of his
poetic carmer, Style in Sidney should be s_een as the
continuun in which he endeavoured to create a more *trulR ful*
and more ‘energetic' means of expression, In so doing, 1% is
hoped that we may come closer to the poet's mind, and have a
more intimate Imowledge of the nature of artistic creations



CHAPTER ONE TIIE THEORY OF PO TRY

The 'a/mp poatiea' of Sidney is embedied in the A 1o,
2nd found aflso in eritical comments so".tterod in the M,
and Ast _‘r_!;nm and Stella. By the late Bem:l.asanco, certain
artistie” problens wanich had been fermenting in European thought
since ahtiq,uiﬁ hod beceme ripe for clarification #nd
definition; and we find Sidney attempting %o amewer them in
the A ¥+ In spite of Sidney's own derogation of it as
tthis ink-wasting toy of mine', the Apology is & highly
carefully comstructed piece of works Formally, it is am.. = ./
artistically wrought classical oration with a sevenfold
:iivisionl, It partckes also of the ‘*paragone' literature
previlent in the Rennissence, in whioch the claims of one art
are set up against another or several others in the strugzle
250" hegomonya.» Sidney's palpeble design is "to make a pitiful -
defence of poor Poetry, which irom the highest estimation of
learning is follen to be the laughing-stock of childrem, so
have I need to bring some available proofs, since the former
is by no men berred of his deserved credit, the silly latter
hath had even the n=mes of vhilosophers used to the defacing of
it, with great danger of civil was among the Muses.,' The
‘defence! may be better regarded as an explanation and
justification; and Sidney declared poetry supreme in the

]

1 see K O Eyriek's chapter on the %%;gg as & classiecal -
gation igsbir Ph.tlip Si' 3y ary amftm (Cambey -
8Os 19 ; [ 3 I e
noalyeis - oP Sie form in the Mtroangtion £ his 841ty o7
the Apologv.

N
For an account of the !paragone' litemmm Ln; antiouity and

in the Renaiss , Sea E, Panofsky's Galileo ap & _@t___@:.e
_1L_é£§gF(The.§agu; 1954), Pre 1-4s 1

a3



pantheon of humen arts and sciencee, which include the

*trivium® and 'quadrivium® of the medievnl curriculum, law =nd

history, physic (medicine) and metaphysics. In so doing, S

Sidney formulated a full-blown theory of poetrys Ostensibly,
the Apology wae borm out of a particular moment, dccasioned

by the asversions cast upon poeiry by contempérary writers.

~ Yet 4n it Siduey put forward his 1ntarpretatighs of some of

the recurrent artistic problems and bugie concepts whiok had

been fomenting in Buropeen art-theoretical thought since the

- Quattrocento, While the Apology is undeniably pelemical by

nature, Sidney douhtlebsly wrote from his own experience as an

artiste One may wish to cdispute whether it is profitable teo

apply the epithet *mannexrist® to Sidney's poetgy3, yet there

is no cuestion that in the Apology we have the first English

art-theory in the full sense of the word, which may be regarded

as the crystallization of o particular phase in the history of

Buropean s¢psthetic thought. R :

BACKGROUKD : ' »

In his theory of voetry, Sidney made use of the terms and
vocabulary current in contemporary artistioithought, As &
eritical nrolegomencn to a cleser analysis of the ideas
prescnted in the ipolosy, it is fruitful to examine first the
meaning of these terms, ané %o review also the comtemporary
artistic situstion, ‘ | |

Sidney worked primerily within the ethiecal framework, and
‘he did not conceive of himself as being concerned with the
beautiful, His remarks on the beautiful in art, when they do
oscur, are incidentals & :

As has been pointed out earlier, whenever Sidney wishes to
talk sbout the artist in the modern sense, the word he uses is

3 Geoffrey Shepaerd, Anology, DPe 66,
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‘ertificer® - *for any understanding moweth the ekill of

the artificer standeth in that Idea or fors-conceit of the

work, and not in the work itself® (ps 101), *yet say I and

say again, I opeak of the art, and not of the artificer®

(pe 111), 2nd in the latter quotation he oiprasnly der‘z.:l.ee

any interest in the ‘artificer' as suche The 'word ‘axrtist?

occurs only once in the Apology - 'for, as I take it, to lie

is to affirm that to be true which is false; so as the othor

artists, and especially the historian, affirming many things,

can, in the cloudy kmowledge of mankind, hardly escape from

aany lies® (ppe 123-24). The word ‘*artist’ is used in the

broad sense $o include not only the poet, but also the other

‘competitors® and 'principal challengers® %o the title of

supremacy among the arts, such as philosophy and historys In

other words, all representatives of the hmanistic diaciplines“.
A brief excursus into the meaning of the word *art' at this

point is timely. Ae P40, Kristeller has pointed out (gps Git.)

the modern system of the arts, with the five major arte of

painting, eculpture, architeoture, music and poetry constituting

the 'irreducible nucleus® ond in firm comtradistinction from

the crnfis, the sciences, and other human activities, is of

conparatively recent origin., The idea of "Art' in the nerrower

sence, with the eapital °*A', as 'Pine Art* or the 'Beaux Artst,

4 14 is interesting to conpare the corresponding use of the term
tartificer® by Fracastoro, in his treatise on poetry Nauwserius,
transe Buth Eelso, introde H.¥, Bundy, University of .
Studies in lanfmage and Literature, IX, 3 (Urbana, Ills, 1924),
Fracastoro praises the poet as *the inventor of al1 the fine
arta' (pe 54), but as in Sidney thc general category of 'fine
arto' includes the whole of human learning, and not just 'fine
arts' in the modern sense, The Latin ordginal is revealingt
‘bonzrun ommium artinm inuentores?, and *bomum®, significantly,
rather than *pulchrum?, zs expected, is mentioned. Fracast
also contrasts the poe{.mth the *comnon artificers' (pe S;ﬁ
which is based on the lLatin "comunes artifices's In
Fracastoro ‘artificer® hes the meaning of 'artisans' rather
than ‘artist! as in Sidney, :

bt



which are generally identified with the visual arts, was not
known to the sixteenth century either, In the sixteenth
century, Vasari, in his celebrated Vite dei Piu Eccellenti
Pittori, Scultori ed Archittetori, first published in

Florence in 1550, was the first person to group painting,
sculpture and architecture together as the 'arti del disegno',
on the ground that 'Design .¢. is the foundation'. Vesari
founded also the first of the new academies of art = the
*Accademia del Disegno' in Plorence in 1563. In so doing he
strengthened the ties between the three ‘arti del disesmo',
institutionalized the professional and academic status of the
artists of his times, and came closer to legislating the
modern system of the arts, Yet outside the artistic cireles in
Italy, the meaning of 'art® as it was traditionally understood
was the original, classical one, It was not until the
eifhteenth century that with the publication of Abbe Batteux's
Les_Beaux Arts Reduits aulleme Principe (1746), that the notion
of 'Fine Art' offieially came into existence,

In Sidney, despite the recent investiture of the term ‘art®
by Renaissance artists with new meanings, his idea of ‘art® was
that inherited from classieal antiquity, The Greek word for
* *art', 'techne’, means originally ‘organized knowledge and
procedure applied for the purpose of a specific preconceived
result' or simply ‘rational reproduction'’. Thus its meaning is
wider and much more comprehensive than the presentday one, aznd
includes all of man®s productive activities, as can be seen
from Sidney's panoramic survey of all the human arts and

s Prom J.ds Pollitt's section oa *Conception of Art{,tho Arts,
4

and Imitation,' in The Ancient View of Greek Art (Yale,
1974), pps 32-37.
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.sciences in the Apology, and especially from the initial
declaration that *There is no art delivered to mankind that
hath not the works of Nature for the prinoipal objocte, ‘without
which they could not consist, and on which ‘they so depend, a.u
they become acteors and players, es it m!;l, of what BRature

will have set forth' (ppe 99-100)s Secondly, the Greek term
‘techne' has also the meaning of sonething that can be 'system—
atized, taught, and paasos on from generation to generation by
competent instructors*®, as shown in the fact that the simplest
translation for "techne' is 'technique’, In Greck thought -
.~ humen culture was viewed as the product of all of man's various
~ Ytechnai®s The Latin equivalent for *techne’, 'ara’, likewise
neans *theoretical kmowledge's, Thus whereas today we think of
‘art® as something that cannot be learned, as a type of human
activity in which *genius' or the natural gift for it plays a
decisive part, and which has more to do with our experiences -
emotional, intuitionel, and intellectual, than action, it wae
recarded in antiquity as semething that is teachable, and can be
cultivated end aequired by human efforta,

It 4o interecting to note that 211 these different layera of

meaning of ‘art?! in the Hellenistic sense ave embodied in '

Froneis Bacon's use of the word, discoursing in the seventecnth
 century on the 'Bivision of History into Natwral and Civil,
Division of Natural History into History of ﬂomm:lm‘ Preter—
generations, and Arts, according to the thzfcd states of Nature,
nanely Noture Free, Nature Erring, and Nature Contreined®, in
Reserintio Iutellectuslis (Zhe Yorks of Franeis Becom, ode
Spedding et ala, (London, 1858); V, ps 505 ££.)s The history of
the ‘arts' to Bacon is equivalent to 'nwhanicﬂ. and experimen‘ba.l

6 3.9. Pollitt, loec. git.



history*, Bacon's system of hunan lmowledge, we recollect,
was baded on Aristotle's; and he used the term *art' in the
- strong Aristotelian sense of ‘'a purposive procees that
produces a final form out of pre-existing matter’ (Physics
194b24 ££,)7. Por nature, Bocon declared, is ‘constrained,
moulded, translated, and made as it were new by art and the
hand of manj as in things artificiale For in things
artificial nature seens as it were made, whereby a new array -
of bodies preeents itself, and a kind of second world,’
Returning to the sixteenth century, sbundant examples
may be found of a similar uso of the term 'art', For instance,
in Richard Rainolde, & contemporary of Sidney's, ‘art' was
also juxtaposed with *science?, and was viewed as the roneral
means whereby *Nature® may be "tutored?,

ess therefore Nature itself being well framed,
and afterward by arte and order of science,
instructed and adorned, must be singularlie
furthered, helped, a.nd aided to 2ll excellencie,
to wzquisite inveneion, 8profmmd knowledge,
both in Logik and Rhetorike .

In the Apology ‘art® is likewise opposed to ‘nature’, and
Sidney conceived of ‘art', as his contemporaries and Baoon,
writing later, d4id, as something ‘artificial® or ‘man-made‘,
as in the following examples,

T 3.3. Pol1itt, log. eit.

% A Bc 4 the Foundacioun of Rhetoril fole
(?ascim e ¢ on, ed NSONg 'wCHO. 5 f'ascimu.en
and Reprints.' (New York, 1945).
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eee and the rhetorician and logician,
considering what in Nature will soonest prove
and persuade, thereon will give artificial

mleﬁ.
(pe 100)

he would have his words (as it uarﬂ:
donbio out of his mouth, and so do that
artificially which we see men do in choler

naturally.
(pe 138)

ese the courtier, following that which by .

ctice he f:t.ndoth fittest to nature, therein
mougt he Imew it not) doth according to art,
though not by arts where the other, us art
%o show art, and not to hide art (as in these
cases he should do) flieth from nature, and
abueeth art, '

"Art' is recognized to be prarallel to *nature' (*and do
that artificielly which we see men do in cholexr naturally')j;
but also independent of nature, and has the power to rise above
it, just as Bacon eaid that arts might be called the ‘*bonds of
nature', as well as their ‘deliverers® and 'champions®,

This notion of the potency of art plays un important part
in Sidney's poetic theory, and throughout the *'skill of the
artificer®' is emphagized, To illustrate his idea of the artist,
Sidney cited Daedalus, "the great artificer and originator of
the arts in classical mythology®: 'Dacdalus, they say, both in
this and in other, hath three wings to bear itself up into
the air of due commendationt that ie, Art, Imitation, and
Exercise.® In examining this aspect of Sidney's theory of
poetry, it iz worth remembering that in the Renaissance, as in
Puttonham, writing in 1589, the epithet ‘artificial’ is used

very often practically as 2 word of praise,



Man also in all his actions that be not
altogether naturall, but are gotien by atudy &
discipline or exercise, as to daunce by measure,
to sing by note, to play on the lute, and such
like, i% is a praise to be said an artificizl.

- dauncer, singer, & player on inatrument, ~
becuuse they be not exactly knowne or done, but 9
by rules or precepts or teaching of schoolunsterse

The Renaissance writers thought of literary composition
zg essentianlly grounded in rules and precepts and reducible
to a logical theory, and poetic ‘art' as soaething that can
be acquired by systematic application and assiduous study.
This 4s shown in the fact that Jonson cited ‘exercitatio®,
'imitatio® and 'lectio', along with 'ingenium' az the basie
roguirements of a poetlb, and 'ars’ i3 used in the sense of
something that can be mestered through study,

ilowever, Siciney also perceived something in the writing of
poetry that goes beyond the seope of art, and has to do with
our natural ‘inclination' and ability. Thus, in 2 passage
where ke telks about his own experience of writing poctry in
customary derogatory temms, and just before he goes on %o
enunerate ‘Art, Imitation, and Exercise' as the three
ingredients of the poetic craft, he draws our attention to
this innate quality. Sidney even goes so far as introducing
the term ‘genius® itself,

9 Juttenham, in The ed. Go Wilcock

and As Walker

lose. the article by D.Le Clark, 'The Requirement of a Poet -
A Note on the Sources of Bemn Jonson's 'Timber', Paragraph
130, ¥B, XVI (1918), 41.3-2%



Marry, they that delight in Poesy itouslf should
_egek to lmow what they do, and how they do soj
and especially leok themeelves in an unflattering
glass of reason, if they be inclinable into it,
Por Poesy must not be drawn by the ears; it must
be gently led, or rather it must leadj which
wag partly the cause that made the ancient-learned
alffirm 4% wos a divine gift, and no hunan skill:
since all other knowledges jie ready for auy that
hath strength of witj a poet no industry can make,
if his own genius be not carried into it; and
. therefore it is an 0ld proverb, ‘orator fit,
poeta nasecitur?,

(pe 132)

 In classical amtiquity, the idem that tue artietie
procese ia more than rationsl nad existed side by side the
idea of ®art' as 'techne’. As early as the eighth century
BeCe, Homer and Hesiod had invoked the aid of the usesj and
Plato had written of poetry as being inspired by divine
frengy, even though this is to detrzct merit from the
writing of poetry as a tmatnorthy and rational actfvityll.
Sidney himeelf has pointed out that the poet was understood
by the Ronans to be ° "mtu",' which is a® much as a diviner,
forseer, or a prophet, as by hies conjoined worde "vatininium®
and "vaticinari® is menifest'; Just as the Greeks held him
- to be & 'naker®, from the Greek word ‘poiein', which means
'¢o moke's These two opposite views, which are two poles of the
same problem rether than irreconcilable antinomies, in a sense
are implicit in Aristotle's *maturalistic® interpretation of
art, the idea that art both ‘*initates® and ‘completes'
- nature’®, Art can be.said o 'inmitate’ nature in that it g

11 por Ploto on inspiretion, see Ap 22C1 poets seid "to
~do what they do, not by wisdom a e¢ertain natural
gift ?-?d because they are inspired®; EPhaedrus 2454+, Zgn

22 3.3. Pollits, op. gite. Pe 32e



process is analogous to mature's; but alse to 'comylete’
nature in that it brings aboiz.t forms inherent in nature's
material but which nature itself does not uroduce, And

this bringing into existence of an object or aan mction.

in some pre—existing material presupposes 'acdouble and
not a single element——not merely a2 coraideration of the
object to be represented, but a consideration of the act
of imaginative reproduction by which it is born again under
new goniditions imposed by another medimn'lst Thus 2
- suggestion of the role that the *sgenius® of the artist is.

~ 1ikély t0 play in the artistic process is present in the
encient Aristotelian definition, In Sidney's theory of
‘poetry, we can see that tension is set up between the idea
of poetry =e a 'divine'gift" end @as a 'hwaman skill*; in
- other words, between 'genius® and ‘rule’, between the
autocratic righte of the artists =nd the universally valid
lé.ws by which the artistic objeet is governed, In spelling .
out this antithoail‘a. the modern idea of the artist is fore—
shadowed in the Remaissance notion, adopted by Sidney, of
the poet as *artificer’,

POEYRY AS IMITATION
~ .ne idea of poetry as ‘imitation?®, which 48 & cormonplace
‘i{n Rensissance literary criticiem, underlies Sidney's theory
- of*poetry, and throws light on the Remaissance conception of
poetry more than any other single idea in the Anolosye

13 Bernard Bosenquet, A }%atogg gf Aestheti%a (London, 1892),
Part One, chape Ii, * Creation of a Poetie World, and
its rira%- Encounter with Reflection,',
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“Aristotle was cited as the chief source of the imitative
view of poetry in the Avology. especially 4in the muech-quoted
definition of 'Poesy, therefore,is an art of imitation, for
80 Aristotle termeth it in his word 'mimesis', that is to
say, o representing, countsrfeiting, or figurins forth——
to speak metaphorically, a speaking picture—~—-with this end,
‘40 teach and delights' The Poctics was not actually mentioned;
but Sidney undoudbtedly had it in mind, for he did refer to the
fact that MfAristotle writes the Art of Peesy' (pe 130).

Sidney drew on also other approaches to *imitation® in
aneient Greek art-theoretical thought, noiably those of Platog
g0 that the Apology in this respect may be described as a
culaination and a re-stetement of the classiecal tradition,

In the Poetics, the mimetic arts are grouped together as
8 special class beceuse @lthough they differed in the media
of representation, they made use of a special type of raw
material = the characters, passions, and actions of man
(144728), Yot the meaning of 'mimesis® in Aristotle, which
has both a 'précticalﬁ and a "cosmological'! significance, had
already been greatly expanded by FPlato, and had moved a long
way from its earliest meening'?, G.F. Else, in his adnirgble
study ' "Initation" in the Fifth Century' (LR, IIII (1958),
73-90), tells us that in the earliest oceurences of ‘*mimesis®
and *mimeisthai® which is a demonstrative verb based on
*mimos', there is an implication of deliberate deception, In
Eur*ﬁd€5,13aCChﬂﬁ 9 the idea of trickery, faking, prctense
constantly recurs in the mouth of Pentheus in the early
scenes and the king is in fact obsessed by the conviction
that the whole Dionysiac cult is an impostures In the nmost

14 5.7. Pollitt, gpe ite, Pe 39.
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basic idea of 'miming' as ‘'inpersonation', which Else
defines as 'direct revrssentation of the lcoks, actions,
and/or uttersnces of enimals or men through spcech, song,
end/or daneing', the meaning of falsehood is automaticelly
involveds | -

This shade of meaning 1s ominously present in Platoe's
uge of the word, although he carried it to an abstract level
of meaning to form an important element of his epistemological
end metaphysical system, This tendenoy to regard art in its
earliest mimetic form as something that is not genuine a.nd
hence tan be relegated to secondary or even texrtiary
importancs, is indicative of the unsympathetic and in a
sense 21se 'untutored! way ancient thought dealt with ard
understood art, Indeed, in latc, the arts that we call 'fine
arte! were gathered up under the nmme of "mitative' or 'image-
meking®, as opposed to the "thing-making' (Jophist 266D)3 and
both are subsumed under the heading of the '‘productivet as
distinguiched from the ‘acquisitive' arts (219)e Thus.the
imitative arts were eredited with producing *images' and
'likonesses’ only, in faet *phantasms® and not the real thing-
in-itsclf, In Book Ten of the Republic Plato hurled his
famous condermation of the poets and declared poetry toa be at
the furthest remove from reality precisely because their
products mre ‘mppearances® and 'images’ of the 'Porms* and
*Ideas® that constitute the immutable netaphysieal substances,
and belong to the world of ‘opinion' rather than the world of
"$ruth®, Thus ert was dismissed by Plato a8 spurious, because
he measured it against the absolute and theoretie truth, such
as mathematics truth; end artists were spurned because they
were inferior to the philosppher or the metaphysician in

furneihing us with insight into the real nature of things,



In the Renaissance, the poet was often regarded as a
'maker's, But *making® was not thought of as original
oreation, but rather in imitative relation to the pre-
exiosting order, as Puttenham asserts in The Arte of knclish
Bossis (2589)7,

A poet is as much to say a maker. And our English
name well conforme with the Greeke word: for of
'noiein® to make, they call a maker Poeta +ss And
neuerthelesse without any repugnancie at 211, a
Poet may in scme sort be caid a fellower or
inmitator, because he can expresse the trwe and liuely
of euery thing is set Lefore him, and which he
taketh in hand to describet and so in that respect
is both a maker and a counterfeitor: and Poesie an
art not only of making, but also of imitation,

In using the words 'counterfeitor' and 'iaitation', the
Platonic idea of the poet's producte as shadows, copies of
what actually exiets ig imaplieds In the same way Sidney
defined poetry as °‘representing, counterfeiting', and singled
out "feigning® or fiction as the distinguishing characteristic
of poetry,

Neither let it be Jestingly conceived, hecause
the works of the one be essential, the other in
imitation or fiction;

(pe 101)

But it is that feigning notable images of virtues,
vices, or what else, with thet delightful teaching,
which must be the right note to know a oetlgg.

Pe )

see the poet doth so far exceed him (the historian)

as he is to frame nis example to that which is most
reasonable ¢ee¢ For that a feipgned example hath as
much force to teach as a true example (for as to

1S e,i. c.‘tt-’. 3 f’.~3
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movey it is elear, since the feigned may be tuned
to tne highest key of rassien),

And 4o ‘they not know that a tragedy is tied to
the laws of Poesy, and not of Historys nect bound to
follow the story, but, having liberty, either to
fe a quite new matter, or to framne the history
to the most tragical conveniency?

. (Po 135)

In Astrophil and Stella, the poet~lover also publishes his
intention of 'feigning' in poetry the lover's gstate in the
'feign-fain' pun_in the very first line,

Loving in truth, and faine in verse my love o show,

where = particularly interesting relation is set up
between ‘*faine' and the word 'truth' directly preceding it
Thus poetic creation is thought of as a fictional activity;
and a8 Shepherd has pointed out, 2s ‘effingere' rather than
‘%creare's The poet's task is to 'imitate! in the sense of to
 *copy' end to 'represent', He is not concerned with truth as
it is, as the philosopher and historian are, but with ‘making®
something that is the 'simulacrum® of truthe Sidney is aware
that as the very meaning of 'feigning' suggests, the artistic
object iz as capable of 'simulating® as 'dissimulating' our
expericnce of the sctual world, as revezled in the following
passags,

Muech like nmatter doth Livy record of Targuinius
end hia sone Xenophom excellently feigneth such
another strategem verformed by Abdradatas in
Cyrus® behalf, Now would I fain know, if occasion
be presented unto you to serve your prince by such
an honest dissimulation, why do you not as well



learn it of Eenophon's fiction as of the other's
verity? And truly so much the better, as you shall
save your nose by the bargaing for Aﬁradatas dia
not counterfeit se¢ far,

(pe 100)

We recall that in The Rerublic, Book Ten, Plato censured
the imitative arts alsc for their power to deceive (598 ff.).
He singled dut for condemnation in particular the technique
in painting known as *skiagraphia’, meaning literally
*shadow painting', developed hy the Athenian painter
Apollodorus to represemt relief on the two-dimensional plane,

~Plato attacked this techmnigue (602C=D) on the ground that it
- took adventage of 'a wealmess in our nature, being not much
different from sorcery and slieght-of-hand tricks', Ws ure
reminded that Homer was often rated for telling lies about
the gode, and this idea, as Chaucer tesiifies, was carried
into the Middle Ages,

. ——

Oon wayde that Omer made lyes,
Feynynge in hys poetries,

And was to Grekes favorables
Therefor held he hyt bl fadbles

nes (=

In the depiction of the arras in the house of Busyrane in
Faerie Queen. Book Three, Canto XI, an element of corruption
1s suggested %0 be present in the work of art, especially in
stanza 28, In the Arcadia, Miso, in her diatribe of Cupid,
also regarded the painter and the poet as agents of
corruption and prone to lead people astray,

Poore Peinters oft with eilly Poets joine,
To £ill the world with strange but vaine .tonceitss
One brings the stuff, the other stampe the coins,



Whieh breeds nought else but gloses of deceits.ls

In the Henaissance lLeonarde da Vinci wus fescinated by
the deceptive power of art, and Vasari narrates many an
amusing anecdote of Leonardo contriving fantastic artistic
objects, such as the peasant's bucklerl7, which he devised
to practise as a practical Joke on ¢thers, Sidney waB aware
of such scornful opinions of poetry as voiced hy Hiso, so
he defended the free creative capacity of the poets ageinst
chargea of filaehood and worthlessness by putting forward a
further elaboration of the imitative theory of poetry in a

passage which hasg not received as nuch critical attention as
it merits,

Por I will not deny but that man's wit may
make Poesy, which should be 'eikasiike', which
gsome have defined *figuring forth good things?,
to be ‘phantastike®, which doth contrariwise
infeet the fancy with unworthy objects; as the
painter, that should give to the eye either
some excellent perspective, or some fine
picture, fit for building or fortification, or
cgntaining‘tn it some notable example, as
Abraham sacrificing hie son Issae, Judith
killing Holofermes, David fighting with
Goliath, may leave those, and please an ill-
pleased eye with wanton shows of better hidden

- matters,
(pe 125)

The distinetion between ‘eikastike® and ‘phantastike’,
that is to say, between 'likeness-meking' and 'appearance=

y eds AZbert
’ ? y L3 De 9, Hereafter
cited as Works.

.47 See

Vasari, nPs of the ﬁ:t%at- (Harmonsworth, 1975),
trans. George Bull, pp. . :



making® or 'fantastic' art is based on Plato, the Sophist
(235 ££f,) and seized on by Mazzoni in his discourse On the
Defence of the 'Comedy' of Dante, the first three books of
which were published in 1587, It is doubtful whether Sidney
was acquainted with the :deas of Mazzoni, Yet it is evident
thet the question of what ehould constitute the proper
object of imitation was a common conern among art-theorists
writing in lete Cinquecento, What is interesting is that in
the above passage Sidney has preseénted a theory of poetry
comperable to the ‘'heuretic' or 'poietic® view of noetry, as
distinsuished from the ‘*mimetie’ view, in sntiquityto. It is
noteworshy that Plato, in spite of his hostility towards the
imitative arts, did reserve some room for a certain type of
‘ppietic? artists, 'whose labours may serve as a paradisn
for the law-givers', in The Republie, Book Six (501 ff,),

When they finally commence the question of their
work {that is, after having carefully repared the
panel and sketched the principal lineg), they let
the eye, frequently alternating, dwell now on this
side, now on that side, once on that which is truly
beautifal, just, rational, and otherwise pertinent
in that context, and then again on that which
merely passes for all this among menj and by
blending 2nd mixing they produce from their materials
that human image in the conception of which they let
thomselves be guided by what Homexr defined ag dlvine
and godlike when met with smong mankinde

These painters were commeénded and their works were allowed
to have a limited metarhysical significance because whereas
the common preetitiobers merely resresented the sense-percept-

18 See B, Panofsky's Idga, transe Je.3. Peake (Columbia, 1968),
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ible appeararce of the waterial world, these artists tfiod
to capture the unalterable and eternally wvalid essences

and forms, Similarly, Sidney made a2 distinetion between the
*phantastike ' poets who 'infect the fancy with unworthy
objecta' and 'please an ill=pleased eye with wanton show of
better hidden matters', and 'zikzstile® poets who are
concerned with *figuring forth good things'e In so doing
Sidney answered the accusation that poetry is liable to be
subjeoctive and arbitrary, disseminating immoraiity and
deceit by firmly establishing the 'bomwa' as the propor
object of representation; Jjust as Plato granted that the
‘roietie’ painters had as object of inmitation the "Ideas' -
- the *truly beautiful, justy; rational' and not 'that which
merely passes for nll this among men'. The ‘contents® of
“poetry should be 'some notable example' that is conducive
to mgn's ‘moral good. Characteristically, hidney m2de no
mention whatever of ive *pulchrum'® in art. In ¢ircumscribing
the subject matter ef poeiry in this way, Sidney apparently
greatly curiniled the liberty of the artist, Tet in a sense
this is indicative of the world-view of the Renaissances We
heve to beay in mind that as shown in the vniversal diagram
of Robert Fludd of 'The Mirror of Nature and the Imege of
Art?, in h;s work Utruiscue cosmi majoris seilicet et minoris

Bature was regardea in the Renaissanca as the art of God, and
the business of Art was to tape' the handiwork of God and
neturet, Por the wniverse in the Renaissance was thought of
as an organic whole, animated by the divine purpose of God,

See the discussion by Be¥. Taylor in Nature and 1 “Sv)
Rensissance Literaturs (New York, 1966), pe % < 4
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who is the Fiaal Ueuse of all thingse Thus Jidney demruded

. of poetry that it ghould form a part of this harmonious
structure by e.aministering to man's furtaer understanding

of the divine plane Sidney hod to vrest a place for poetry

in this vniversal scheme by emplasizing its moral Zunetione
Thus the modern artiet's overriding concerns, the insistende
on individuality and original cremtion, were renmmwﬁ*t}"
Sidney ir the interest of this ulterior aim of art:

THE POBT .
As we hiwvc soen, Sidney wag manifestly not ooncemed with

~%he poet, but with the art of poetry ('I speak of ths art,

and not of the artificer*)s To him, the artist was hardly
distinzuishable from the art, and he made no gitempt in the
Apology to present en account of the artist's montal stote,
For the first 'porirait of the artist® in Roneissance
Em:land,and a raychological account of the grsative process,

e have to twrmn for more preguent suggestions to Nicholas
Hﬂl:.ard's The ﬁ of Liming, written probaily towards the
‘end of Queen Elizabeth's relgns In this treatise, us Leonardo
had done in his literary worke, Hillisrd tasied about the '
‘naturall aptnes* for the ‘ecaling' of painbing, the motive
powere of the crantive process, and the assthetic satisfection
of the artist after the completion of the work of a.rtzo,

Heer is a Xind of true gentility when God caleth,
end doubtles though gentlemen be %the metesl forx
thiz gentill calings or practize, yet not all, =t
natural astnes is to be chosern and preferred, for
not euery sentlerzan is so centel sperited s some
others ars, Let va therefore honére and preferre

20 B4, rilip Wormen (Welpols Society smuwal, T (18911-12), p. 174)



the election of God in all vocetions and degrossg
andé suerly he is a very wisse man that can find
out the maturall inclination of his children in
due time, and soe applie him that waye which
nature most inclineth him, “f it be good or may
be me&de good, es it may bhe vesed, though in
childhood abused; and as for natura.l], aptnes of
or-t0 peinting af'ter the liffe, those surly
which haue puch a suift of God ought to reloyce
with humble thankfulness end to be very wary and
temperst in diet and other govertment, least it
be sone takon frem them againe by some sudaine
mischanee, or by their cruell coustomes their
sight or stedmea of hand decays.

ese For it cannot be sayd that a man, be he

neunsy 80 cunning by teaching or raturall
inclination, yet it will growe out of him awm
haire ot of the head, or fall froa him,
whather he will or no, but with great la‘bour,
and this comfort shall he haue then aboue .
others, euen an aeauen of joy in-his hart Yo
behould kis owr well doings remaining to his
¢redit for euer, Yea if men of worth did Jmow
what delight it (fo, 2) breedeth, how it
remouaeth mellancoly, suodeth eu»e'il pccasions,
putteth peassions of sorrowe or greefe awaye,
cureth rags, =nd shortneth the t:l.r.‘ea they

. would neuer “eaue till they had attain
some good aeqaaur a more than comforts

The artiat, however, receivas ample attention in ;iidney
throush his idea of the voel as 'maker'zl Where all the
other disciplines have 'the works of Nature' as the

21 ymich invites comparison with o similer view in Puttenbam,
'A poet is as much %0 3ay o makere And our Engligh name
well conformes with the Greeke words for.of 'poiein' %o
make, they cell a maker Poetos Such as (by way of
resemblance and reéuverently) we may say of God: who without
any trauell to his diuine imegination, made 21l %the world
of nought' (She Arte of Enclish Poesie, ede Cite, De 3)e



‘principal objeot, without which they ecould not consist,
end on which they so depend, as they become actors and
players, as i% wore, of what Nature will have amet i‘erth'

; pgo disdaining to he tied to any such
aubjeetion, ﬁ%ed up with the vigour of his own

Anv oa, doth grow in effeet into another nature,

in things either better than Nature bringeth
forth, or quite mnew, forms such as were never in

Pu;d. y Such as Harooa, Demi;rode Crelops, Chinmeras,
e8, and such likes so he goe% h hand in hand
with mtu:u, not enelosed within the narrow warrant
of her gifts, but freely mging within the
,spu..e of his own wit,

3 ¢ ol (pe 100)

In this new definition of the relationskiv between '‘mind*

and ‘nature’, the poet’s mind is set in charp antithesie
- againet neture; not only as a competitor, but as an

~ independent agent of crestion thai surpasses nature = *doth
. grow in effect into another noture, in making things either
better than Netwrs bringeth forth, or quite =new, forms sueh
‘a8 never were in Nature', The poet iz a *maker' irn the eyes
of Sidney because he is endowed with the cejacity for
‘imagination?, for 'making' freely whatever subtject motter
in his poetry that his nind conceives,

ews indeed the name of ‘making® is £it for him,
considering that whereas #ther arts refuin them~
_8olves within their subject, and receive, as it
were, their being from it, the poet oniy oringeth
his ewn stuff, and doth not learm a conceit out
of a matter, but maketh natter for a conceity

(p. 120)

Fusidorua in the Arcadia likewise refers to ‘'the conceites
of the Toets, whose libverall permes can as sasilie travaile



over mountaines, as molchile® and that *the Poet (the
freedome of whose penne cenne exercise it salfe in any
thing'zz. In puch 2 way, the poet's nind is endowed with
an unrivalled freedom and creativily and fecundity, and the
province of art is groatly expanded and roised over-and © -
above the realm of nature. This dactrine is spelt out in
the famous distinetion betweoen the poet's world as ’goida'n'
and that of nature as ‘brazen',

 Hature nmever set forth the earth in soc r’ch
tapestry &8 diverse moets have done} neither
with pleasant rivers, fruitful trees, sweet-
smelling flowers, nor whatsoever else may make
the too much loved esrth more lovely, Her
world is brasen, the poets omly deliver a

golden, ;
* Cp. 190)

The poet ic honoure: and regnrded as superior to all
other ‘ertificers' becouse 'the heavenly Msker of that -
maker, who having made man to His own likemecs, set him
beyond znd over all the works of that second nature: which
in nothing he showe‘nh as in Poetry, when with the force of
& divine breath he bringeth things forth far surpassing her
doings' (ps 101)s It i2 interesting to compare Sidney's
pronouncements on the poet with Leonardo®s obscrvations on
the painter, in explaining why he is "Lord of all types of
psople and of 211 things® ('Ccme :l.l pittore e signore d'ozni
sorte ¢i gernte e di tutti cose') :

¢ m, I’ PPe 58¢ 5%

23 In Pargrone=A cgmmisgg of the Arte (London, 19¢59), ed.
c‘!ter' pp.



if the painter wishes ic¢ see beauties that
charm him it lies in his power to creante them,
ana 1f he wishes to see monstrosities thet are
frightful, buffeonish, or ridiculous, or pit’ ablae,
he can be lord and Ged (creator) thereof; and if
he wishes to produce irhmbited repions or desmerts,
or dark and shady (cool) retrents from the heat
or warm places for cold weather, he can do 80, if
he wants valleys (lilkewisge) if he wants from high
mountein tops to w1fold a great plain extending
down %o the sea's horizon he is lord 1o do so,
and likewise if from low plairn he wishes Vo seo
high mountains, or from high mountaine low plains
ana ses shore, In fact, whatever exista in the
universe, in essence, eppecrance, in the :
inagination, the puinter has first in his mind and
then in his handej and theae are of such excellence
that they are able to present a proportioned and
haraonious view of the whole that can be- seen
sigultanpnusly, at one glange, just as things in
NaTturde

The Liternry works of Leonardo — both theoroticsl
writings and practical guides, which exre such a Tine
expression of the artistie achievemernts of the High
Renaiseanca, are resopnant with the semse of the &iﬂcovery of.
the potency and creative power of the artist. In trying to
elevate painting to the status of the hivermsl Arts, Leonardo
proclaimed that *It was wrong, oh writers, to leave her from
the nunber of Liberal Arts, because she deals not only with.
the works of nature ut exitends over an infinite nuaber of
things which nsture never created'24¢ Painting is superior
to sculpture because it is ‘covered with various and lovely'
colours in infinite variety' and also "more beautiful and
rore imaginative and the more coplous, while acklpture is

- Ibicde, De 69,




the more duratle, bub it has nothing else’s It is nov likely
that Sidney could have known the ideas of Leonarde, .wiich
were knovm: to very restricted cirles of fellow ariéists, and
whose writvings were no% published natil 1605 in Paris, Yet o
Juxtaposition of the wriitings ef Lidney and lLeunsyde shows 2
common arwrencee of the ariiviic probles presenbed by the
relationship oI the artisi's nind with nature, hew the
artint should come to terms with nature, ind in what ways ,ns
arvist's subjective powere should be definede Sidney‘'s
doctrine of the poet ae 'secondary creatort, wiich is a :
consideradble elaboration ¢f Sealiger's idea (gggﬁ&g_, I, 1),
was Tormulated at a time in b&ropean though* when the gare
of man wes turned 4inwards by ihe Plgtonie appeal teo
contamplatiou and innel experience, g & result of which- the
dignity and indeperdence of the hunmen mind, and the sbility
of man to creste hils own nature became more than ever
-enmpliseized,s 20 Zico della %iranaola, the 'dignity of'ﬁan
resides precisely in Nie mzaial position in the ¢ain of
ercation, and in his freedod to create nls naiure Which
partakes of both the angelic und the bestial 5 The nrzfiqgs
of the XNao-platonic philogsophers were iTull of _ruitfwl
suggestions for the art-theoriats, a8 in the following
renarks of Gilordano Iruno ?’

ees Homer in his genre wes not s poet who
dependged upon rules, but he it the cause of
the rules which serve cthers who are more

,llsabeth Le Earoes, in Ihe
m (Chimgo, 19‘45)' Oﬁ.

:



adept at imitating than inventing, s
! X (2o 32)
Bruno gives also “in his piecture of the ’frenziea lover*
@ powerful nqilosoghmcal justification of the conceptual
freedom end imaginative capacity of man, \

You are to understand that the nude boy
represents the frenzied lover, simple, pure,
and ‘exposed to all the sceidents of nature
ané fortune, who with his powerful imegination
builds castles in the air and, among other
things, & tower, whose architect is love, .
whose walls are the amorous fires and whose
builder ie himself who says, Yautuo fulcinurt,

. L (pps 147-48)

Bruno's De-Gli Broicl Furori was dedicated to Sidney in
1585, and although he made his acquaintance with Sidney only
after he came to Zngland in 1563, there is little doubt that
Siadney was gamiii&r with Neo-nlatonic ideas independent of
his later patronage of Bruno, For Neo-platonic ideas were
accessible to the Remaissance not only in the more esoteric
philesophic writings of Ficiho mnd Pico, but also in the
songs and somnets of ¥ichoelsngelo and Lorenzo de Mediei, the
poetry of-P0lizianc, the dialogues of Bruno, and Castiglionet®s
very popular work Il Cortesianc.

'+ By.the late Renaigeance, the idea of artistic creation as a--
'dgivine' zetivity; ecompzrzble to thé creation of God, had

become well established in artL>hic speculation, It wus in this
11ght that Vesari looked upon ertsitic creation>!

ees the origln of the arts we are discussing
was nzbure itself, and that the firsgt image or

2T In ILives of the Artists, ed, cite, 'Preface! to Part I, ve 3l.



model was the beautiful fabrie of the world, znd
that the master who taught us was that divine
light infused in us by divine grace, which has
made us not only superior to the animal
creation but even, if one may say, like God
Himaell,

Lomezzo, in his Trattato dell 'Arte della Pittura (1585),
though on a different premise, also reached = similar
conclusionza,

For indeed if we shall consider Painting as it
naketh vee of the Perspectiue, by orderly
representing of lengthnings and shortnings, the
vnbers and eminences of the 1lims, ..« in beholding
a thing so draven vppon & paper or wallsj as it
were naturall, Wherefor, in my smal jJudgment this
is the most divine and excellent arte in the
world, insemuch as it maketh the workman seeme a

Thus in the Apology Sidney removed the origine of artistic
creation from external nature and located them firmly within
the human_odnscibusnssg, in the statement that

ses 8Ny vnderstanding knoweth the skill of
the artificer standeth in the Idea or fora-
conceit of the work, and not in the work
- itself, And that the poet hath the idea is
manifest, by delivering them forth in such
excellency as he hath imagined them.( Y1)
Pe 10

The Platon;c-concept-of *Idea’, by which was meant the
imperceptible forms and archtypes behind the external, per-

e



ceptible reality, became transformed in Sidney's poetic
theory 1nto tho artistic notiona inherent in the poet's
mindzg. In making the above claim for the poet, Sidney was
nmatched by the Italian poet Tasso who similarly deeclared
that

“ess the great poet (who i3 called divine for no
other reason than that as he resembles the supreme
Artificer in his Borkings he comes to participsate
in his divinity)®

With his insight as a creative artist, Tasso had seid of
the creative process that

ses oven if sometimes we look to things verisimlilar,
the only notion we can have of them is what our lmow=
ledge of truth gives. That is how we go about forming
ideas of ertifiecial things; a work BlmS!t godlike
that seems to imitate the Firet linker. .

In the formulation of the doctrine of *Idea® 25 the source
of artistic production, Bidney was treadins on tie ground
prepared by the Italian critics, notably Pontano and
Pracastoro, both cited in the Apology, who were about the
foremost anong Oinqhocgﬁté'art-thepriets to recognize in the

29 For a deteiled treatment of 'Idea'’ ac 2 concept in art—
theory and the history of its transformation, see E.
Pqnofsky's Xdea, already cited.

30 Discouxrses on the leroic Poem, ed. cit., pe 78

3L 1bide, pe 57e



internal notions and ‘'vizion' of the artist a validity and
reality more trustworthy then the truth of the extermal
world, Fracastoro, especially, was about the first literary
critie to crecdit the artist with the task of coreating
according to the subjective laws of artietic produetion, and
hence dolivered him from o mere imitation of reality>2,

wes the poet is like the painter who does not
wish to represent this or that particular man as
he is with many defects, but having contemplated
the universal and supremely beautiful idez of his
Creator, makes things es they ought to be.( 603
Pe

and that

But the poet as poet is inspired by no other aim
than simply to express himself well azbout anything
that proposes itself to him, e indeed wishes also
Yo teach and persuade and speak of other things,
but, restricted as it were by his aim, he does not
develop the matter enough to explain it; but making
a different idea for himself, of untremmeled and
universal beauty, seeks all the'adornnuncs of
speech, all the beauties that can bhe givun(to égs

Pe

Ponteno likewise declared that the aim of poetry was
*to arouse sdniration', Commenting on Pontano, Fracastoro
remarked that *Pontano see. should have added, simply end in
accordance with the universal idea of eloquence, so that we
should kmow in what that the poet differs from all the others
who strive for eloguence,'! Elsevhere vhere he gave his
definition of the poet, Fracastoro concluded that *'Those are

32 Nauceriues, ede g%




true poets, who contemplating the Idea of their own art,
strives to omit no beauty® (Naucerius, v 71). By this
doctrine of *'Idea’, Pracastoro safeguarded the mindte
independence of m-=.ture. and the inexhaustlbility and
originality of astistic creationss There is also = strong
tendency for the 'Idea’ as the mental image in the poet’s

mind to become merged with the *ideal's Sidney wee probably
influenced not only by the dizlogue on poetry of Fracastoro,
whorm he namged as one of the 'learnod philosonhérs" but also
by the companion pilece, gg;gggg, the dialogue on psychology.
There Fraecastoro brought forth redefinitions of the powers _
which were responsible for the apprehension, reproduetion and
rogomhination of images from sensory experience, znd he
described *imagination' 2s 'a state of mind nore conseious of
its owm nrocess =nd m=de it an essentislly aective 'wezﬂ;'33
Tnis concept of 'imagination' could not but have repereussions
on poetic theory. The time seémed ripe for the fo‘rmﬂ.ation of
e theory of the poetit mind, and we ses Sidney casting about -
for the right terms in which to discuss the noture.of poetic
creation in the Apolozys.

YWIT' AND 'IIWBH".‘ION'

*Inezination®, oomonly interchangeable with 'fanoy' or
*fontasy®, was far from accorded the sane pre-eminengq_ in
artistie thinking in the sixteonth century es it wes in the
Romantic periods In facf.. i3 was generally held in c.:‘u~:z-e1_m'l;334 ’

33 N¢W, Bundy, "Frecestoro and _magination; ‘in Re ce
: £ L. O , eds Baldwin %Esegf et

34 .

See William Rossky,
Jergyology and Poe{:ic,' Studies in Renaigsonce, V (1958)'

*Imagination in the English Remaissancet



in cl¢gse association with what is *fantastical® in the
pejorative sense, that is, totally lacking in probability
and correspondence to life, Its products were often
described ag ‘castles in the air', a vhrase actually used

by Sidney, This is how Thomas Nashe viewed it, wrzﬁtng gf
. = . -~ N '-3

The Terrors o

A dreame is nothing else but a bubling Scum or
froath of the faneie, which the day hath left
undigested, or an after feast made of thez frag-

- ments of idie imaginations,

The productive power of 'imagination' was regarded as
an unhealthy one,

sse 80 this simple melancholy humour still still
thickning a8 it stands till, engendreth mony
misshapen objects in our imagination, ( ! 2)
Pe 23

George Puttenham made the famous distinction between the

‘¢ood' and 'had' imagirations in The irte of §ggggah Poesie36

and said that

For zas the euill and vicious dispogition of the
braine hinders the sounde iudgement and discourse
of man with busie and disordered phantzeies, for
which caugse the Sreeks call him *phantastikos’,
so0 is that part well affected, not onely nothing
disorderly or confused with any monstruous .

35 Fron The Complete | Thonas Na: . ed, nev. AeBe

39
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imag:maticns or .conceits, but wvery formall,
and in his much multiformitie wvniforme, that
is well proprtioned, and so passing cleare,
that by it sse. by a glasse or mirrour, are
represented wato the soule all maner of -
_bewtilull visions, whereby the inuentiue
part of the mind is so much holpen, ac
without it no man could deuise any new or

rare thingt
(po 34)

. and that i:' ya

. Euen mo is the phantas‘ticall part of men (if
1t be not: disordered) = representer of the best,
~most comely. and bewtxfull images or apparances
.of th:mgs to the aonla and eceording to their very

(Po 35)

_ The poet's 'good' imagination, which is 'imagination' in
its original, uneorrupted state, echoes Leonarde's ‘mente’,
- whieh the paintsr -nqat koep *ag ¢lear as the surface of a
mirrer, which assumes colours as various as those of the
- different’ ,obﬂoctﬁ’:-ﬂ « Yot though Sidney set high store oy
the poet's eapacity for artistic imaginationy by his
‘imagining df’iﬁaﬁ%ers_... s0 ‘;‘1‘6 for the imagination' and his
furmishing 'an imaginative ground-nlot of a profitable
invention', "imagination® in Sidney retained much of its
"dtraditional agsociations with vhet i *incubstantial *and
unreliable,

o do Vinei, eds Jean Paul



ess then nust the historian needs suprpass, who
brings you images of true matters, such as indeed
were done, and not such as fantastically or falsely
nay be suggested to have been done,
(Po 109)

In this baasage we can see that the 'fantastical' was
equated with the 'false', liazzoni, in his defence of Dante,
connected the poetic lie, the dream, with the imagination in
his concept of 'The Phantasy or Fancy}38, yet Sidney did not
appear to have knowm this work, In the absence of a theory of
the creative imagination, Sidney attempted to formulate a
concept of the faculty of mind responsible for poetic
creation by means of the terms ‘wit® and 'invention®, *For
I will not deny but that men's wit may make Poesy' (p. 125),
Sidney affirmed, and that is a reiteration of the earlier
atatement that 'the poet goeth hand in hand with Nature, not
enclosed within the narrow warrant of her gifts, but freely
ranging only within the zodiac of his wit® (p. 100). *Wit?®
in Sidney is used in the'original, Anglo-Saxon sense of Ywit'
or ‘gewit', meaning 'mind, reason, and intelligence' znd
'Rational creatures arc those Yo whom God has given "wit" '39.
It denotes the ‘reasonable parts of our soule', and is often
found opposed to 'will', by which Sidney refers to the
'‘sensuzll weaknes' of man - in the Apology, 'eince our erected .
wit maketh us Imow what perfection is, and yet our infectsd
will keepeth us from reaching unto it' (p. 101); and the wit-—

See Literary Critieism: Plato to den, ed, A.Hs Gilbert
(New York, 1940), De 300 11

39 See C.S. Lewis, Studies in Words.(cumbridge, 1967), chapter
4, Wit (with "ingenium :

38



will antithesis, which is cquivelent to the struggle between
Reason and Passion, recurs in Astropkil and Stella,

Thow' setst a bate betweene my will and wit,
(Sonnet 4)

Ry wit doth strive those »assions V¢ defend,
(Sonnet 18)

For thOugh full of desire, emptie of wit, ;
(Sonnet 81)

ror nothinc from my wit or will doth flow,
(Sonnet 90)

'Wit' not only distinguishes man from the reot of the
-erection, as expressed by the playful remark that 'Alas, if
you graunt only such delight/To witlesse things, then Love I
hope - (sznce w;t/Becomea a clog) will soone esse me of it?
~ (Sonnet 59), but elevotes him to the status of a demi-god by
. virtue of thie free; creative nower. This doctrine wae given
_unequivoeal expression in the saying that ‘'Neither let it be
too ssucy a eompafison to Lalance the highest point of man's
with with the efficacy of Nature' (p. 101).

When Sidney -¢came to a descrintion cf the process of poetic
;-con9031uzon, as he dzd in deseribins Zelmane composing a
'pdnegyric of Ehilocleﬂ's beauty4o. the term ‘'invention', which
hlu,borrowed from classical rhetorie, was introduced,

And so togither went the utterance and the
invention, that one might judge, it was Philoclee's

;40 Yorks, I, p. 2184



beautie which diad sneeﬁily write it in her eyes;

or the sense thereof, which did word by word endite
it in her minde, whereto (but as en orgen) dia
onely lend uﬁ;prance.

In theilate-Greek rhetoricians *''nvention' is the first

- of the fivefold divisions; by which is meant “the art of
'axfloring gaterial to discover arguments in éupport of one's
“ease or refutation of the opponents ', Treatises wereo written,

; such @s Cicero's De Inventione and Topica, to assist the
orator in.tpc finding out of “the arpropricste materials, In the
Renaissonce, following the important finds of classieal
rhetorical texbs in Itely 4n the opening decades of the
fifteenth denturyél, ané the restoration of the rounded
coriception of rhetoric in the best of the classical tradition,
*invention' becase en increasingly importent concept in ,
brltiéal theories . of literary compocitions urauwus' De duplici
oon;a Vegborum.gc verun (1511), inspired by a passage in
Quintilian's Institutio Oratoria, Book X, echoing & similar

- pabaage. in Cicero's De Oratore, vas o product of this rhetoricel
tradlition; and 'invuntion' beecame firmly eatablished as an
‘indispensable propedure.in creative writinge. Thus in Sidney
‘invontion® 48 used often in this original, Latin sense of
‘invemire!, meaning ‘to find', %o desimnate the finding out or
generatiﬁgvbf ﬁewfideas, as in the following exsmples taken
 fron the 01d Aresdia’?, ’

411 at length love, the refiner of invention,
nut in his head a wey how to come. to the sight of

a See John He Spencar, 'Ut Rhetorica Picturd, * J'vcx, X
. v (19'7). 25#‘4«




his Philoclea} o)
: pe 12

But as love, though it be a passion, hath in
itself a very active manner of working, so had she
in her brein all sorts of invention by which she
might come to some cioser Batiafactian(GI i{g)

v,
N

But Cleophila .. began to throw her thoughts
into each corner of her invention, how she might
achieve her life's enterprise, = - 5. 506 Y.

: De

and that 'With that with hasty hands .she gat herself up,
turning her sight to everything, as if change of object
might help her invention® (ps 215). But 'invention* also made
its appearance prominently in Sidﬁny'a'wfitinga in the sense
that is cormected with literary composition, as in the
following eompleint of Musidorus, - 1 :

But ah, my muse, I would thou hadst facility
To work my goddese so by thy invention _
On me to cast those eyes, where shine nobilitys
Seen and unknownj heard, but'without(attéggicna
Pe L&)

and in Fhiloclea's exclamation that 'Shall I scek far-
fotched inventions? Shall I seek to lay colouTs over my
decayed thoughte?', In the latter its rhetorical provenance
" is evident from the referemce to fcolours!, meaning the
*colours of rhetorie' by which discourse is edorned. In'the

hunanistic _
theory of painting put forward by Leon Battista

Alberti in his treatise De Pictura, first written in Latin
in Plarence in 1435 and translated into Ita}ian for millipo

.



Brunelleschi in the following year, the concepi 'inventione!
was algo directly taken over from rhetorioc to denote the
*subject matter found out in the artist's mind' whiech
‘precedes the actual depiotion43 ‘

Literary men, who are full of information,
about mamy subjects, will be of graat amssistance
in preparing the composition of a *historia®,
and the great virtue of this consists primerily
in its invention. Indeed, invention is such that
evenr by itself and without presentation it ecan
‘€ive pleasuree ;

(Dc 53)

and that

I therefore advise the studious painter to
meke himself familar with poets and orators and
other men of lettera, for he will not only
obtain excellent ornaments from learned minds,
but he will also be assisted in those very
inventions which in painting ean gain him the
greateat praises

(Pq 97)

'*Istoria' in Alberti, which can be tranalatéd simply as
‘story', was presented in his theory as parallel to 'plot!
in poetry, end 'inventione' took on a meaning which is
equivalent to the 'theme' in a literary composition. Im
Leonardo ‘inventione' meant *an idea originally formed in
your imaginetion ("la ifaginativa™)?, and he talked about

different ways of ‘developing and arousing the mind to various

' 1nventionn'44. This was also the meaning Vesari had in mind

43 Leon Bettista Albertd, % Paintins and Seulnture, trans.
Cecil Grayson (London, . Gy

44 Literary Works, Book IX, Nrs. 502 and 508,

o



when he credited Leonarde in his Vite with the saying that

:, ‘men of genius‘somet;mssxaceomplish most when thay work
least; for, he agded, they are thinking out inventions and
forming in their minds the perfect ideas which they sub-
éequently €Xprese and reprocduce with their hands.' Bub
Vagari was also respenﬁ*ble for establishing firmly the
meaning of ‘invention' as 'theme' or "motif' when he listed
_ 'invenzione' as an important eriterion of judgement in his
account of the progress of art in the Itelioh Remnitsance,
- .In the 'preface’ to. 'Part Two' of his Vit » the zriists of
the second period were praised because 'Nella seconda pol si
veggono manifesto eeser le cose migliorete e mell'invenzione
¢ nell condurle con piu disegno e con miglior mcniers e con
~maggior diligenza', MasSaccio wes praised, for instance, for
‘bringing into exiatence the 'maniera moderna che sae ¢ Gi
‘tempo in tempo ccn miglior grazia, invenzione, ornamenti,
arrichita ed abbellita’', In these two exemples, *invenzione!
has the neaning not only of 'ideas conceived in the artist's
mind"’, e uivﬁlent to ‘pensierc' and 'concetto', but also the
~sense of what we would today eall the 'themes' in o work of
art, or ‘motife' Tor composition. As has been noted eariier,
_ this meaning of '‘invention' was an integral part of Alberti's
. %heory of pginting; bﬁt it was in Vasari that 'invention' as
‘f an urtietic‘gualit& was singled out for consideration, It is
with all these Renaisgance uses of "invention' in mind that
'we can have a full. understan&zng of the threefold repetition
e oi 'invention® in Sonnet I of Astroghil and Stella,

' Loving 1n trvth, and faine in verse my love to shoy,
. That the deare She might take some nleasure of my
’ painet
PleaSure minht cause her reade, reading might make
her know,
A Knogledge might pitie winne, end pitie grace obtaine,

w0



I soughf fit words to paint’ the blackest face
.+ of woe,
Studying inventxona flne, her wits $o antert;inas
Oft turning others‘ 1eavaa, to see 1f thence would
flow
Some fresh and fruitful showers upsn my sume~burn'd

brad.ne s
But words came halting forth, wanting Invonxien's

stay, =
Invention, Naturo'a child, fled step—dame Stuﬂio'e
: - blowes
And otherat feete still seen'd but atrﬂmgers in m§

way «
Thus great with child to speake, end helplesse in
ny throwes,
‘Biting my trewand pen, beating ny selfe for spite,
'Foole, " said my Nuse to me, 'looke in thy heart
1 3 > 2ad miteo.

For in this semnat,’ a2s a fitting nreamble to the rest of the
sequence, oldney iz raising the urgent guestion of 'uhere lies
the genesic of artistic ereation?', or 'What constitutes Le
proper object of represenietiont Nature, or the wérkﬁ of other
authors?' This question of 'what' the artist should *copy' hed
been put forward in antiquity; and Lyaippué is said. to have
replicd that 'l initate no artist, only Nature.' It was elso
touched on by Alberti, who chzracterietically exhorted young
| painters to ‘copy' a4 meaiocre piece of éeulpture rather than a
g00d vainting, because the former, being a three-dimensiorial
object, is more 'meturel'. Om this subject, Leonardo's opinion
is as follows45, ' L S .

.
S

I ezy to painters that nobody Bneuld ever initate
another's menner, because as faor as art is concerned,
he will be ¢351Yed @ grandaon rather thon a son of
Nature, Since things exist in such great abundance in




in nature, we ‘wish ond indead ought - to have
recourse 40 her rather than to masters who nave
learned from her. I soy this not for those who
wish tou beceme wealdhy through art, but for
those who desire fame and honour frumVit,

. To Alberti and Leonarde; *Nature® furmishes tho ohief

gource of nrtistic ¢rention; whereas oidney came to tha

conclusion, after intonse and prolonged_in%rosPentipn, at the

end ‘of tho.asomnet that the only laws $hat he should obey are

© the laws of the imagination, and that the pxgyer,matexials

_for poetic creation are the amorphous heays of materials =~ T
inside the poct®s heart. Thus in this context ‘Invanticn! I SN0
line 9 - 'But words came helting forth, wantxng anenttou's : ;
stay® comes to stand for net just the ‘materials invented*,

but the artist's creative intelligence, or the very fagylty'qr'
funetion of mind for free imaginative creations In linec 6 -
'Studring inventions fine, hor wits to entg;tainett,
*inventiona® retains the sense of *motifs® or 'thewes' Tor
conposition, But it is not diffienlt to gee how ‘invention'.

as 'materials invented® ean come to denote. also "the ;agent or
faculty for invention', thet ig, the artistic intell ect, In the
Arcadia, in the deseription of the portrait of Philoclea .
(ﬁorks, I, pel8), 'invention®' is used in the sense of
Imaginative creation' 25 in the above~di§cussed example,

F

Though he thought.lnquialtiveness an uncofely
guest, he could not choose but ask who she was,
that bearing shew of one being in deed, could
with netural zifis go beyond the reach of
inventzon.

'"Invention?! as the artist's creation is seen OppOSQd to
Philoclea's '"matural zifts', which are the given materials,
*Invention' in this sense was given most eloguent eXpression



in the Renaissance by Ronaord, in his L'Abbrege de 1‘'Art
Poetiﬁue Frencoys (1565)

L'invention n'est autre chose que le bon neturel
a 'une 1nagination concevent les Idees & formes de
toutes choses qui se peuveni dimaginer tant celestes.
que terrestes, =nimees ou inanimes (sic), pour .
apres les representer, descrire & initer,

where 'invention®, as the faculty respensible for bringiné
forth ‘les conceptions hautes, grends, belles & non trainants -
e terre', become synonymous with 'imagination®., Ronsaord was
not mentioned in the Apolopy; yet Boccaceio, whose works
 Sidney appeared to be fomiliar with, was the first modern
poeet to apply the concept 'inventione' to poetry, in his. .
definition that 'poetry e.ee¢ i8 a sort of feryid and exquisite'
invention, with fervid expression, in speech oruwriting, of
that which the mind aas invented®’’, In this definition, we
can see Boccaccie's perception into the subjective and
imaginative character of poetic creation. In-eiting 'Studie’
as e requirement of the poet, which is equivalent to the
classical precept of 'imitatio' or timitation’of model
authors?, Sidney was following the rhetorieal tradition of
gonposition prevalent in the Renaissancei‘Iétctha;poparznfof
*invention®, or ‘imaginative creation', Sidney regarded as ;
unique to the poet ~ 'Only the poet, disdaining %o be tied
to any such subjection, lifted up with the vigour of his own
invention, doth grow in effect into another nature’ (p.'1oo).

46 In Qeuvres Completes, ed, Paul Laumonier (Paris, 1949),
X1V, pp. 12-13. : :




Ai’he 'JhilO.aOph.LQ‘”l and nis toncal noets are spurnec. bem.se g
Ythis seeond sort is wrapped within thé fold of the propoaed S AN
‘subject, and takes not the course of his own_ 1nvan:t5.on! : = A 4
(pe 120)s Thus sidney's *right poet® is dismlqhoﬂ, by his b Bl
capacity for fiction. In introducim; 'Izhis concept of : 3 TR, ,
tinvention' to his theory of poetry, Sn.anev we.s mfiming ais L i

4hat the origin of a2yt was Lo be looked for 4 8 'neu.e:-of PO T T A
vision or subjiective intuition which Tenews. ume.lf éverv t,i,me e o
that art ic created, Sidney 'l;hua vlaced ‘Lhc o;‘igig‘ ot aﬂ in e 5
‘the nsycholoay of ¥he artist ‘and noh in extoml modelﬁ. 2
Lo LT A¥D TDBALISH ks & P 5 f'. PR .
fhe idea that art is a. ‘business ol 'copyxﬁ;g! gives rige %o el F
two wivel dectrines of fmitation - ‘realion’ and 'idmw '
They sre gernane Lo the guestion whethex ’mrmﬁ'e' u;aaqia = 220 i s
represented 2s it is, or vetter than it is; in othpq woi'as, we R, F
to what extent i ins:.gnt o the ar%st, the w:.;' he mga . e
reality 6 be, cam influence eartistie rapreaen‘te-.ﬁhn. 7 <X ok
' The demand that art should be ‘lifelike’ and 're'elwtx.c' ’ Ve
46 traceable to'ns early as tie eignta centtuxy By Ceyndn: nlomer's : '
deseription of achilles' shield (fhe Idiad, AVIII, 478 ftgz R T
. Bhe saldiers reprosomted on the mhield stimggled Yes if thoy . LU
“were living men', and that *the ecxth looked aark h&hinﬁ e . o o
plowgh and ii&w Yo the grouad that had bean nlo&g‘m&; zﬁt‘muﬁ“ O
“ it wes mads,of goldy that. was a maﬂellcuﬁ picce of works? - Ml
'Tthw‘nou‘h antiguidty, artisiic smecala‘t:.on wan. dommtgd by t‘m ¢ : %
concent of art me imitetion of Aaturs, or as indish zﬂgﬂ?ishable e
Trom natures Actounts of ‘artiste wnd. ﬁerlrs of art, ﬁ,é found. : 5 - RS D ;g‘;'-.,
Pliny's Hishorie Neturalis (Books J3--36), -..,nutn.h.an‘s Ins‘b:tutgg
Oratoria (XII, x, 1 ffs)-and Cicero's B rutus end m regord -
many. an znecdote. of -soulpted cows Lhit mppeared me resl ones, ¢ ¥
painted gramnes that attracted birrls,. end pa.mted horﬂee iihat '
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R - ol ._J.:f 3 - ﬂ—
rsalwvseﬂ ijk‘ 5 e 8 } o S Gk
liawcvér, s Panefeky has ;wintad mt‘iﬂ‘w .% (p. 4.41;‘& ),. AR
. side by side his wotif of art striving to he like uﬁrs, : S
'. thore axim% M in antiguity the amw mem of m A -~___.';'.
-_ wmmrm 40 iaatm*p, by mmmtmq m%we 48 it ideally is'% e
by improving on myu:@n's inprr%cum. WW was praised a
‘m“numhmtmrommnmdwmgnm aouto ‘__s-‘_‘
,mnnt man met as he is, bul es he'eppears; while Demetrius  °. 1
_pes cenpured for being 'fonler of sim{litude ihaw besuby' - %3
'smm quas pulehritudinis sumsutior! (Quimtiliem, =+ ot A
Al vl d m,, Xy 9*3»!!10 imw 'ili'b%‘ ks " ':." . :‘. {
pfi’mt ’bg' m et‘ *selsctic®y and the same painter. Zouxis, Who - -
‘Wad paintbd the Trapes that attraoved ma, wes famed for W Py
- peinting the. picture of Helen by uBing wm&s the five m'z ", e
beantiful virgine of Crotona. (cimm, % , s 5™ & e :
1-3), un instence referred to by AlberVi. Bub m me vivid"
~eecount of thy 'spiritual’ imitaticn of arf. yee found im ;. -
Mermeﬂadtumwamumt&tmhhis &,
“'statues of m and limm, in ciem's Crator 9 ' . ¥,
“Philostratus's Iife of Apodlemius of Tyn: iasg.m). Phidies ©
‘was praised for his mum ata. "diﬁnﬂ:y luspivea’ . &
M‘hni‘ba.ovx} ond Mhilostratue put forward the notion of 3 3
‘?’phu'xw;a' do mhin this annzing hpmiw for" mutm b ix",
imez in art far surpassing reslitye = & R
v " In the mzmu, the rising awareness what arﬁMie e )
renrresentation had to be treated as aﬁwem in kind wnd i
purpose frow the reality of everyday life. gave birth to two : 3
Amportant cencepte that furnished new q,Ltmﬁ.ms._‘tm oit&w s
Pimitatio! ox ‘seleetic! of the ancientsy ‘Deatity! amd i
*delight? came to be rwemim; os m mnm M:i.t,ioa. ]
"émmmtne tiret 6 omphasize thet tho podk was Boumd by B
“laws other them 'iruth to m‘tum‘ in m mjmnm w’%. o U
RN TRl TR . o, A :
g = £y 3 >
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purpese of the poét}fwbich-Synnerus in the begimning aéid
Cwas this ...'to.apcak well and @ppropriately in order to -
- arcus wonder' and that 'It is the poet's peculiar business
eee to Speak so (sublimely and supremely well) always, even
_vinen he treats very small and pumble natters® (§53333)4§,

;Ffacaatoro took it upon hinself 4o xnvestigate the 'pulaht&tudo'.-

in art", the meortance of which iz stressed time and again
in Maugerius — 'but the poet 1s'lilke the painter who-ﬂoea 4
not wisih to reprezent this or that particulsr-man ag he 13
with pany defects, but having centemplated the universal and
supremely oeautxful idea of his craator,.makes tqings'as they ‘
ought to ve'; 'the poet as poet is inspired by no other aim
then sinply to eXpress himself well about anytuing thet Preposes
“4tbelf to him ee. but making a different fdea for himself, of
untrammcled and universal beauty, seeks all the ¢ waormmenta of
gpeech, all the beauties which can be given to it'; and that'™
‘surely he is & poet whose office and end is to neglect none '
- of those things which make simply besutiful and perfect .
specch's In secing the artist as being governe& by the 1aws of
'beauty' above all others, Pontane and arzcastoro»liberaﬁen art
from mere elavish, 'naturalistie®, imitation. i
The influense of these Hwo ﬁriters on Sidney camnot be
over~-emphagizeds for‘sidney'sﬁbwe&‘awaJCnass of the niﬁal
claixe of the 'heauliful' end the 'tme' on the poet, gud he
decided in favour of tue fqrmer,

48 ?1'0"’1 r‘a‘&g lgg’ Ne 81 ff. . . ; - - : g

49 dec the revealing remark of Tasso that '°1though at ny age

and in my cireumsiences contemplating the idea of the good
might be 2 more approvriate BLudy, sse I none the less trust
that it may npot be burdensome Lo you to read what moy-
reasonably be seid of the beautiful, .. For that reason,
some, Fraeamstoro among them, have held that this.alone is .
the mark, elmost the goal of atl poe%s. .(ggscoursea, Pe- 111).

-
.
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 Betwixt whom and these second is such 2 kind of
difference == betwixt the meaner sert of waintars,
who counterfeit only such fzces as are cet before
then, and the more exnellant, who having no law
but wit, Bestow that in colours upom you whigk ia
fittest for the eye to see: as the constant
though lamenting look of Lueretia, whem £he
punished in hersel£ another's fault§ whersin hg
painteth not Imeretia whom he nevwer saw, but
paintoth the outward baauty of such a v&r?ue.l 2)
S % ~ Pc 0

rr.3

"ha true artist is conccrned with that 'whieh is fittest

for the eye %o zee' and not just with courterfeiting what
‘meects the eye., Me =rtist has '‘no law but wit's and although
Sidney did not introduce the term iphantasia’, he hed in mind

as well the ahdility Jezscribed by Phileostratus of actually
tgecing? something that is not perceptible to the | censes -
‘sherein he peintcth not lucresia whom he never su.w; but painteth -
“the putward beeuty of such o virtue's Itwis very likely thet - .-
Sldney n2d in mind Veronese's Lucretis whlle he wus writing. The .
“doetrine that the artist has to comfront real‘ty indenéndently
with his own ereated jimage of beauty is swelt onut unqguivocélly

- in the fol\oW1n{ oRssage, .

-

Fer indecd, if the nvection were whathor it were
better To have a poruwculqr act truly or falsely et
down, there ig no doubt which is to be chosen, no
more. than whether you had rether have Vespasisn's
nicture richt as he wag, or at the painter's - _
pleasure, nothing resembling. But if the question .
be for your cwn vse and leerning, whethexr 1t be
better to have it set dowm as it shouwld be, or gs
it was, then eerteinly ie more doctrinable  the
feiened Cyrus of Xenophon than the true Cyrus in
Justin, and the feigned Aencas . in Virgill than the
right lenems in Dzred Phrysiust as %o o Yady that
deeired to iaslion her countenanece to the best 4
grace, a painter should mpre benefit her to portray
a most cweet fmce, vriting Candida uﬂon it, than to

g
»

e



raint Ganazda as she was, who, Horace sweareth,
was foul and ill favoured,
(ppe 109-10)

Sidney, however, did not conceive of art as serving a
different purpose from morality.” He arrogated a large measure
of freedom to the artistj But on account of this, the
emancipation was an incomphh:one. As Bhe 'beautiful'’ to
1 Sidney was inseparable from the 'good?, the feigned image of
- cyrus and-Aeneas were welcame because they were more :

‘doctrinable'; that is, more serviceabls for ‘your own use

and learning's The beautiful image became submerged in the
‘overall purpose to 'teach®; in other words, subordinate to

- the nmoral function, The outstanding feature of Sidney's poetic
“is the conception of the twin functions of 'teaching' ond
‘dalighting' As Pontano has pmnted out, the purpose of the

. poet is to 'arouse wonder at himself in his hearer and reader’
‘and that *not only in sublime words, but in subject matter too,
. both skilfully invented and the real, poets seek wonders'
“Sidney likewise dwelt on the primacy of the *delightful?,

S0 then the pest "of the historian is subject to
the poet; for whatsoever msction, or faction,
5 whatsoever council, policy, or war stratagem the
historian is bound to recite,; that may the poet
"{if he 1liet) make his own, boautifying it both
for further teaching, and more delighting, as it
pleaseth hims: having all, from Dante's heaven to
his hell, under the authority of his pen.
(P- 111)

The sense of the delightful stems from the awarencss of
the difference between the beautiful in nature and the beauntiful
1n art, as shown in the passage that follows,

The imitation wheraof Poesy is, hath the most
conveniency to Nature of all other, insomuch that,
as Aristotle saith, those things which in themselves



are horrlbla. ﬂcruel battles, unnatural aonsters,
rare na&e in poetignl iﬁitation delightful.( )
% ‘ . pe 114

Sidney‘s concept of 'delight' anticipatés the modern

* smalysis of mesthetic enjoyment, such as the descripbion of

“the 'Pleasures of the lmagiaation' of Joueph Addisanﬁo In
recognizing thot art 18 "deligntful' or *pleasurable®, '
Sidney removed art from the realm of the practieal, 'Delight'

7 was affirmed.#o be the diatinguishing quality of poetry - the

-
.

'philoBOphérs'nake a 'sohool-art of that which the poets did
only teach by a divine ddlzghtfulnees' (ps 128); and that

'the ever-praisaworth; ‘Poesy is full of virtue—breoding .
“delightfulness® (p. 141). In this notion of 'delight®, Sidney
touched on the 1mportanz fact that art terminates in sensory
experxanoe, and that the Tesponse of the Tudmenoe 15 necessary

for the nurpose ef art %0 be complete,

* MIND AND NATURE

The Renaissdance is a peraod in which the ancient belief
that art should 1nitate nature appeared to have carried the
deye The injunction "Follow Nature! perveded contemporary art
critlclsm. It 18 nreeent not only in the grandione concept of
artistic progresa erected by Vagari, but cecurs in earlier
Writera. Giotto‘yas prPised by Bocecaccio for the ‘truithfulness?®
of his represantation, and for that 'he restored to 1ight thie
art which for maay centuries had been buried wnder the errors

_Aoi.some who paintqd in order to nlease the eye of the ignorantr

..'
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See the section on ‘Tasta and the Fleasure of the
}magination,‘_in‘ ritd 350 : 2)
QS ?




rather than to satisfy the intelligence of the experts, and
he aaay rightly ‘be called one of . the 1ighxa 1n the glory of
‘Florence" (Decauerqg, Day Six, fifth- story )Y, Cennino
Cennini, in his L;g;o dell'!rtg, was emeng the first to
‘ialscard medleval methods of peinting, éspeeially the use of
£01d in colouring, in favour of a more raaliatie rendering
0of nature, The same point we.s urged by thberti and by .

: Alberti vho said that ‘*painting should ariae from roots
within naturete For the same reason Leonardo had exhorted

- painters to follqw natare rather than the works of other
painte 1‘852 . 3 :

-

I say to painzers tnat nobodJ should ever
imitate another's mommer, because as far as art is
concerned, he will be celled a grendson rather
than & son of Nature, Since things exist in such

zreat abundance in nature, we wish =~ and inCeed
4ought - to have recourse %o her rather than to
,masters who heove learned from her.

These artists who up&nld this naively confident *creed® .

of nature were not conscigus of the problematic ncture of
- the approach which treated artistie works as natural objects.

They were aware that,mere\paturalistic representation was
_Anadeduate, and that ideal beauty had to be addeds but the
_£ep between 'mind' amnd 'nature's or beiween *subject' and
,_’objeet' was not 1mmediaté1yaapparent %o ithem,

Ghiberti, follow1ng the exsmple ‘of Lyesippus as recorded in

- Pliny, strove to imitate 'men not as they are but as they '

appeaYy to bet - 'Ingpgna;’ceroare imitare la natura quanto a

51 See Peter Burke's Tge Renaiaeance (London, 1971), chapter 1,
'The Idea of the Rena ssance,

= a Jost book (Libro &), ed. cit,,




me fu possibile'_(0gggentarli)53: end sought to produce the
sdditional gualities of ‘'appearance' and }aymmetria'.
Alberti likewise insisted on the representation of the
*ideal', and he advocated a form of the rhetorical precept
*acunen® (Cicero, De Oratoria, XXXV, 147 ff.), a Zouxis=like
'‘selectio', to create¢é a composite image of besuty that '
transcends real;ty54. Yet the method adopted, the attempt
to reproduae‘reality by means of studying mathematical and
perspectival lews and using refined techniques of
*chiaroscuro®, were scientific and empirical, In De Picturs, -
which a eritic regards as the *kegna Charta of the Italian
Renaissance'ss, Alberti put forward a scientific theory of
art, There was a great sense of the discovery of the universe
and the 'empirical' truth of art;y and in this new ideal of
art 'reality’ in srt became at once both 'natural® and 'more
thgn natural®, that is, *ideal®’, In Albertl's De Re
Aedificatoria, the proprtionally arranged parts of the
" buildings were supposed to symbolise the imperceptible
- "reasons' of nature, To Leonardo, in being truthful Yo nature,
art served to reflect the invisible harmoniea of the universe.
Thus instead of being subjective and arbitrary, the artist's

53 Cited by B.H. Gombrich 'Tho Renaissance Concept ofp
Artistic Progress and ima Gonsequences,' Actes dut xv
¢ es ternati ' ‘*Higtoire de . Amster

e%, ’ -

54 Seq John R. Spencer, 'Ut Rhetorics Pictura,’ JWGE, XX
(1957), 26~44.

% Lionello Venturi, in A Higtory of Art Criticism, trans,
Charles larriot (How York, I%EI,, chapter 4, iaho .

Renaissance',



mind was brought into 2 beautiful. harmanious relation with
naturess ‘

Painting requires more thought and skill and
is & more marvellous art than sculpture, because
the painter's mind muat of necessity enter into
nature's mind in order to act as an interpreter
between nature and art; it must be able to expound
the causes of the manifestations of her lawss

" Instead of seeing.the *natural' in ert as a direct
embodiment of the unalterable laws of the universe, Sidney
resolved the confleit between *mind® and "nature® by
_postulating the Aristotelian principle of the ‘universsl®,
as Frecastoro did im Naugerius,

Now doth the peerless poet performs botht - ‘
for whatsoever the philosopher saith should be
done, he giveth a perfect picture of it in some -
one by whom he coupleth the genersl notion with,
the particnlar exanple,.

(P.. 107) .

and that

fruly, Aristotle himself, in his discourse of
poesy, nlainly determineth this quest%on, saying
that Poetry is *philosophoteron' and ‘spoudzioteront,
that is to say, 1t is more philosophical and more
studiously eerious than history. His reason is,
because poesy dealeth with 'kathelou', that iz to

with the universal consideration, and the

Pyt Mol & s b imeraf iag vy B e AL )
saith he, "the universal weighs what is fit to be
said oy done, either in likelihood or necessity
(which the poesy considereth in his imposed names),
and the particular omnly morks whether Alclbiades
did, or suffered, this o6r that.®

56 Poragone—A Comparison of the Arts, ed. clit., Nr. 4.



(P'. 109)

Frqcastoro has attem@ted to reeoncile the discrepency

between "mind' and 'naturq' by identifying the poet's image
~of besuty with 'the universal and supremely beautiful idea

of his Creator', as distinguished from 'this or that,

particularfﬁanyab he.is with many defeots's There is a
tendency to. synthesize the Platonic, or rather the Neo=
platoni¢, with the Aristotleian, Piret, Pracastoro

- tramsferred Plato's ’1&0&‘ which desijnates the

metathuleal escenceg behind the phenomenal world to the

‘mind of & personal God, 'Idea'’ in Fracastore came to be

-~

endowed with a theological sismificance. Put he further

+ linked the Platonic 'idem® with the Aristotelian dectrine

of thé ‘univorsel’ — 'Pontano .., should have adled, simply
end in accordance with the universal idea of cloguence, 8o

. ‘that we should mow' in what the poet differs from all the

others who strive for eloquence' and that 'The poct imitetes
not the particular but the simple idea clothed in its own K _
becuties, whieh Aristotle calls the universal®, The Flatcnic
dualisnm between-'appearanca‘1aha,'idea' became fused with the
Aristoteliam antithesis between the ‘genersl' or the 'universal'
and the 'nm=artieular®, The poet's creation-is regarded as

L Ampregnated with ‘réality* qf‘a Superior order beczuse he makes

the ‘universal' — things as they ought to be, the absolute

essence of things - the' ébjeet of artictic representations

In Sidney, the doctrine of the universal is a corollary of

‘his ?idedlistic' conception of poetry -~ '"Por indeed Poetfy_

“ever setteth virtue so out in her best colours, making Fortune

“her well-waiting handmaid, that one must neede be eramoured of

her.' It is not surprising then that the Aristotelisn notion of

the ‘universal®’ was clinched enthusiestically by Sidney; for



represcernting the universal implies representing, in Babbit's -

terms, *nature raised above all that is loeal znd accidental,
i 80 28 to be in the highest sense representativo'57. By S~
'_folloW1ng Aristotle, Sidney circumvented the elash betwaen
*mind' and 'nature®. That 13 bocause instead of sceing
# 'aind' and 'nature' as iwo opposing realms, poetic creation .

was to him en act of extricating the universally valid *form!

from its local manifestation in "matter', It is the business

of poetry to represent the state of things‘as they should be,

reality in the absolute sense. Thus in the adis, the

- portrait of Gyneeis 18 4s much a sbudy in passion =8 the
painting of Lucretis is an embodiment of *the outward baaumy
of such o virtue', The ‘universal’ is not the same thing as
the 'ideel's But the ‘universal' yrovides us with knowledge
of the 'ultimate truthe* regarding the fundanentel law and
order of the universe. The doctrine of the *universal®
reinforces the t'truthfviness' of\tha poet's rendition of
reality. In this way Sidney bestowed the same metaphysieal -
and moral value on noeliry &8 flato,did on philoscphy.

TRUTH AND FALSSIOOD
The guestion of "truth and falsehood' in poetry received

but brief trestment in Siduey, compared to other Renaissance .

vyriterss The qﬂeétion was mooted by charges that the poets
were 'the principal liars?, and Gidney gave a short bui to~"
the-point answer-$o those accusations,

Now for the poet, he nothing affifms, and
therefore never lieths For, as I teke it, to lie -

&

o1 In his work The New Laokoon {(New York, &910J)3 cited by
Rensselaer B. Le@, 8 article 'Ut Pwctura Poesis -
The Humenistiec Theory of Painting,? Art Bulletin, a1
(1940), 197-269.




is %o affirm that to be true whieh is false; so

as the other artists, and espeecially the -

historian, affirming many things, can, in the -

cloudy knowledge of mankind, hardly escape from

many liec. But the poet (as I said before) never

affirmeth., Tho poet never meketh any ciréles about -

your imaginetion, to conjure you to belisve for 4 .

true whut he writes, e citeth not authorities of - -
othexr histories, but even for his entry ¢alleth :

the Muses to inspire into him a good imventiong

in truth, not labouring tc tell you vaat is or 3 -
not, but what should or should not be, A

(ppe 123-24) . :

Sidney's main eontention ie ihat ‘'thoush he recount
things not .true, yet hecause he telleth them not for true,
he lieth not'e Sidney re-remphasized the basic nature of
poetry as tinvention' and *'fiction® - *but even for his
entry calleth the sweet Jluses to iquira‘lnto him a good
~dnvention'; and that 'as in History looking for trvth, they

- go away fraught with falsehood;;fo in Poesy looking but for
fiction, they shall use {he narrition but as an imaginative
ground=-plot.of a profiteble invention's This allegorical

: interpretation of poetry 'that the poetsf persorns and doings
are but pictures of what should be, and not stories vhat .
have Yeen, they will never give the lie to things not
aftirnatively but sllegorieally and figuratively written?®,
which is pert of Sidney's medievaf;pmoriténcesa, insulated
poetry from charges of falsehood end irreverance by making

lpOBtic ‘*fiction? a:means of divulging moral and theologieal
A truths,

»8 Compare Boccaccio's saying that 'Wes, in truth among the
disguises of fiction rhetoric hes no part, Tor whatever is
composed ag under o veil, and thus exguisitely wrought, is
voetry and poetry alone' znd that *'they (the voets) enclosed
the high aysteries of things divine in a covering of words'

LG on : s+ De 40) and Fraczatoro's pronouncement
that ‘everything which may be allowed %o invention is true
either because it has the aprearance of truth, or because

it has allegorical significance' (Newcerius, pe 70).




Guridusly, though Sidney followed Arigtolle on many points,
_ the Aristotelian 00rcept of Ayverigimilitude’ or 'nrobability?
was not reforred to in the a Apologye. But a form of this doctrine
is incluéed in Sidney'" explanation that ‘'poets give names to
men they write of, which argueth a conceit of aciuml truth, and
80, not being true, preves a falashood” in order to ‘make their
pictures more lively, and not to build any histery: painting
.men, they cannot leave them namelest®, ﬁhia amounts to
iinsisting that the poet's "fictions' should be 'verisimilar?®,
and as true to life as possible, _

However, in his lapidery dietum that the p oot'nothip:
affirms, and therefore néver lieth', Sidney touched on the
important distinetion between 'imaginative' and ‘actunlt
~truths, the precise vabure of which wae Scanned more thoroughly
by Frecastoro snd Tasso, That the 'verum® of poetry is of
altogether o different order from everyday life consitituted a
favourite thume of diseussion 'in Renaissance criticism, as a
result of the controversy over the poet®s right to free,
fictitious féﬁrieation provoked by Dante's Divggé Comedys The
-gbnoept of 'poetic’lie@nee' was dctually mentioned in passing
_in Tageo's Discourses on the Heroic Poems Tasso contributed
vitally to Renaissance poetic iﬂ‘nrbmulgatthg the idea of
'poetic lie'y whick liberated the poet once and for all from
the lzet vestiges of the poet's obligations to ereate according
to the truths ofveveryday reality.

ane thc voot, who is %o deceive the reader with
the semblance of truth, commonly delighte him with
" the variety of his lies eee o5 the pleasure of the
lie wvaries the aspect ¢f truth, painting 1t, se to
Ciecei“o .
(Po_ 26)

Passo stressed the faot that *the poet considsra the ;
verismilur only as it is universal' and that 'imitztion is by .






GHADPTER ®WO = PORTRY AND *EBNERGIA®

. Having resolved the question of truth end falBehood, und
enthroned poetry as the 'peregon' in Renaissence culturg by
virtue of its unique sguipment of 'delight®y viereby
Yioetrineg’ becomcé‘§§§ving’, Sidney found hnimsel! necessarily
ensrossed by the question of how languaze can he impresnated
witls the power of 'mobing', or how 'sense' may be united with
fﬁha sensual', Since the 'ending end of ell esrthly le=rning!
is 'virtuous motion', "moving' is indeed the surremne requisite
ot noatry, : :

‘And that moving iz of a highexr degree than
: teuching, it may by this sppear, that it is well
: nigh the esuse and effeet of teaching, Tor who
will be taught, if he be mot moved with désivre
te be taunght? and vhat so much good doth that
tenohing bring forth (I speelk still of morsl .
1octrines) as that it moveth one to do thalt which
it doth teach? Fox, sristotle saith, 1t is not
'gnosis' but 'wraxis' sust be the fruit, And how
'pragis? canuoi be, without being moved to
pract;se, it 1* no hard mvtter to consider.

which is a direct admptation to poetry of the classical
shetorieal doctrine of *docendi, movendi, delectandi® -
'instractlng, moving and delighting the hearers® (Quintilizn,
Inste Orate, VIII, Pre 6). The sixtecnth cemtury was o period
“in which the spoken or written word was held bto huve an .
_ xxrusistible\forco'thrbmgh the power of persuasion, as shovm
_in the apotheosis of eloguence in Paniel's Huso ’us;,

1 see The Complete  94 s _of Je Jeniel, ede AJB. Grosart




Power above powers, -0 heavenly eloquence, :
That with the strong rein of commanding words
Dost manage, guide, and master th'eminence. T
- Of men's affections more then all their swords, -—-
Shall we net oifer to thy excellénce
l‘ha rlchast treasure that our wit sifords?

whieh nay be regurded as the 'iena.ls sance con’slnud tion of
the celebmtion of the powers of 'Rhetoryke' in a‘tephen Hawes?
e Pastime of legsurees lansuage in the . s:.x'ceenth century ‘
was conaidemd o be endowed with a mar'ical pover for creative
goou, as ind:.ca‘sed by the cult of Orpheus vhiech was
, enthﬁa;.p,s‘bical}.y embreced by the humanist educatore -
,'i'uttenham, Shcmas Wilsbn, Peachnn, Willism Kemp snd John
¢ Raixioldeg nhi'fosonhera such as fieino, and musical thinkeys such 2
es Mersenne®, Sidrey's belief in this is nttested by his saying
‘ that ! 'oran-:l,o"r next to "ratio”, Epeech next to reagon, be the
_greztest gift bestowaa unon mortality'3. The Remiseance, we
: rocm'll, vas e v-reet are of public oratory in which the classical -
. ideals of the merfect srator were invested in the figure of the
lewyer as described by Sir Thomas Elyot4, and exennlificd im
. public by such cninent figures ss Sir Thomas Wore; Sir Thomes'
Smith, ani Thomas Wilson. The union of *wisdom' and 'eloguence®

/

-

2 See Kirsty cochrune a ‘article, 'Orsheus Applicds Some
* Instunces of his Importance in the Iiu*ﬂam 9% Vimv of hanmxare,
- RES, XIX (1968), 1—-13.

-3 Clfe & sri.:nilar statenent by Tasso, "Among Coed's dearest and
- most vreg¢iovs gifts o hwman nature has been that of speech
- winich slmost equals ressop dn diznity snd excellsnce ees
Speach, also crlled elocution; 1is then the noblest gift of
the first giver, the ost powerful servant of our intellect,
a.nd.'ghg trugst Interpreter of our spirit.! (discourses,
DNe 139)e " :

4

See 1he Govérnor (hondomy 1962), Dpe 54=55.



was proverbial, and thére was genexral consensus over the ethical.
function of language. b

Sidney*'s assertion of the incomparable nower of persuasion
of the poetio example is very similar to Plato and Aristotle's
conceptions of rhetoric as an instrument in the service of
reason for the moving of the affections. But as Addison had
confessed pondering over the mysterious workings of the
imagination, 'Final cause lie more bare and open to our
observations? and 'though in yesterday's paper we considered
how everything that is greet, new, or beautiful, is apt to
affect the imagination with pleasure, we must own that it is
impossible for us to assign the necessary causes of this
pleasure' and that 'the sbveral necessary and efficient causes
whence the pleasure or displeasure arises’ remain unimown (The
Spectator, 1712, Noe. 413). Just as Addison was at a loss to
'the nature of an idea®, or 'the substance 6f a human soule’,
“to Sidney the precise neture of how lancuage may be manipulated so
as to "redresee/And calm, and sway the effections it cormendss/
‘Which as it gtirres, it doth agmine represse/And brings in th'out—
gone nmalice that withetands® presents the challenging problem,
Indeed, the concern with effective ‘persuasion', with charging
lenguage with feeling and "moving' to action runs through all
of Sianey's writings., In the Apology, the contemporary love
lyries were censured for their very want of thie power of
persuasgon - *'But truly many of such vritings as come under the
banner of irresistible love, if I were a mistress, would never
persuade me they were in love', 'Persuasion' to ¢ompassion
‘appropridtely constitutes the overt theme and motive for
composition for Astrorhil, as showm in the very first line of
Ast Stella,



Loving in truth, and faine in verse nmy love to show,
That the deare §he night take some plemsure of my -
’ / . paines
Pleasure might cause hexr reade, reading mnight meke
Knowledge might pitie wirme, and pitie grace obtaine,

Thet Sidney was fascinated by the problem of wedding $he
abstract to the concrete, the spiritual to the material in the
idiom of the gramaatical lanjusge is evidenced by the fact
thzt his created world of fiction is inhabited by charaeters
striving after more ‘verscussive' forms of expression, In the
Areadia as in Astrophil Stella, *moving' to decds or
understanding furnishes the desideratum of the actions and
nttorances of the central fisures. It is the erucial element
in the gaining of the mistress® favour, Amphia|us, for
example, undertokes to woo Helen, Queen of Corinth, for his
friend Philoxenus, end the moving effects of his gpeeches are .
describved by Helen, his vanquished zuditor, in the following
nammer, 3

0 lord, how d4id ny soule hang at his lippes while
he spake! 0 when he in freling manner would describe
the love of his frend, how well (thought 1) dooth
love betweene those lips! when he would with.
daintiest eloguence stirre pitie in me toward
Philoxenus, why sure (said I to oy selfe) Helen, be
not afraid, his hart cammet want pitie: =
(Jorks, I, pe 69)

‘Fusidorus, disguised as lorus, narrates a2 tale of his
life on purpose to win the regerd of Pamela, *And therewith,
thinking her silent imaginntions began to worke somewhat, to
mollifie them (as the nature of Musick 15 to do) and withal,
to shew what kind of shepheard I wes, I took up my Harpe, and
sand these few verses' (Works, I, pe 163). Amphinlus, to lay
fresh siege to the heart of Philoclea, likewise ‘presuming to



_cause bis dreare %0 be song unto her (which he had seen the
night before he fell in leve with her) making a fine boy he

. had, aceord = prettie dolefulnes unto it ... laying not onely
the congueste, but the hert of the congueror at her feet®
(Worg I, ppe 394—-99). With this p&'pose of 'persuaaion’ in
pind, Sidney set up the conoept je 4 'enargia' as the stylistic
ideal of eloguent communication which is ‘the" aim of all

. writers, ;

.

"v.

ess 50 doldly they apply fiery speeches, as men
that had rather read lovers' writings (and so
caught up some certain swelling r gees which hang
together like a man which once tol me the wind
wag at north-west and by south, because he would
be sure to nane winds enough), tha.n that. in truth
they feel those passions, which easily (as I think)
may be betrayed by that same foreibleness or
‘enorgia' (as the Greeks call it) of the writer.

(ppe 137=38)

The worad 'eneréia" y a8 Shepherd points out, marks the
'Tirst appearance in English of a form of the word "energy™ '
In equating 'energia' with *forcibleness', Sidney amalgéma‘bed
into his poetic the mett'rieallconcepf‘of ‘energiat, as other
Renaissange writers had dome before him, notably Du Bellay,
in his Deffence et Iliustration (1549), livre I, chape 5§
and Scaliger, in Pootices Libri Sevtem (1561), ITI, 26°, As
Jean Hagstrum tells us, in the clascsics two meanings of the
term ‘cnergeia’ and the homonymous one Yenargeia’ may be

5 For a detailed account of the clessical sources of
tenergeia' and its Renaissance occurrences, and discussions
of it in modexrm criticisms, see J.Be Bender, §¥§nsg;_' and

ey I

Liter Pictorinlism (Princeton, 1972)r De
Forrea% Ge R '5!% P s Unimown (Ga.mb,.




distinguished®. "Energeia’ os it exists in Aristotle (Rhetorig,

III, x1, 2-4) meons sriginally ‘sctuality?, which effect is
produced when 'the inanimate becomes animate' and charged with
*movement and 1life's 'Energeia’ in Aristotle is therefore =
special term signifying 'the actualization of potency, the
reclization of capacity or aamability, the achievement in art
and rhetoric of the dynamie and purpesive life of nature '7.
Quintilian also makes the ‘distinction between fenergeia' and
‘enargeia'; and the former he translates as ‘vigour®' (Inct.

~ Orat., VIII, 111, 89), which he uses in a gense akin to the
Aristotelian one = 'which deriwves its name from action and.
finds ite peculisr function in securing that nothing thet is
paid is tame.' The word ‘enargeia’, which Tasso fused and
confused with the Aristotelian Yenergeia'® in the late
Renaisancea,' however, in other clagsicel writers — in -
Plutarch's comment on Thucydides® description of an
expedition (Moralio 347a, 347¢), in Longinus (On the Sublime,
xv, 2), in Dionysius of Halicarnassus, in Demetrius, and above
all in Quintilien (Inst. Orat., IV, 11, 633 VI, 11, 32, 363
VIII, 111, 61-62), has a bubstantially nerrower meaning of
'pictorial vividness' and a much stronger sense of commitment
to 'vorisimili.tud‘e'g. The pictorial element is hinted in
Aristotle in his saying tha.t ‘smert sayings are derived from

6 In The Sister arts (Chicago, 1958), pe 10 £f.
5 b

Abide, pe 12.
8

See his Discourses, pe 189,

9 See Hagstrum, op. cite; pp. 10-12,



proportional metapher and expressions which sei things
before the eyes ..e I mean that things are set before the eys
by words that signify actuslitye' But it is the Latin
rhetoricians who codified the word to give it a dacig;re,
*pictorial® turn in their thoories of style and figurativa
writinge fEnargeaa' as *Werisimilitude and Vividnesa® came
to be naterially different from *Znergeia’ as 'Animation';
and Quintilian made a definitive. ;reatment of 'snargaia' in
Institutio Oraotoria as the creation in wverbal discour%; of
‘vivid illustration’ or presentation® of ‘visions', ‘images®,
and ‘word-picture?‘of scemes and characters (VI, 11, 32, 36'
VIII, 111, 61-62), Bldevhere, ‘enargeia’ in Quintilian is
equated with¥palpability? (IV, 11, 63), which is *elenrness?
in the ‘'statement of facts's The importaht contribution of
Quintilian, who constontly aclmowledges his deht ta his ' R
republican predecessor Gicero, lies in his exnleratian of the
visual quelities of 1anguage as a means of achieving "1ifeliko~
ness' or *mnaturalism®,

In the Renzissance, Richard Sherry's gloss of "enargeia! ~-
as 'evidence or perspicuitie called also descripcion = © T
rethoricall, is when a thyng is so described thet it semeth
to the rezder or hearer y he beholdeth it as it wera in
doying® (4 Treatise of Schemes and Tropes, 1550, sige E 17)9
ie 2 straightforward transcription of the Latin rhetorieal
definition??, Yet in other places, 'enargeia' takes on new
shades of meaning in the hends of differsnt writers,
Puttenham made an uncommon. distinetion between ‘*enargeia’ and
*energeia', but boith he denominated under the heading of
+ figured gpeegh — 'that first qualitie the Greeks call "Enargia®,

Cited by Rosenond Tuve 1n,u§ézabethan and Metaggx ical
Inagery (Chicago, 1947)s De , ‘

10



of this word "argos", because it geueth a glorious Justre
and lighte This latter they called "Energia™ of "ergon",
because it wrought with a strong and vigorous operation; -
gnd figure breedeth them both, some seruing to giue gloese
onely to & language, some to geue it efficacie by sence, and
80 by that means some of them serue th'eare onely, Some Serue

the conceit and not the 'eare® (The Arte of gggigsh ggggié,‘III,
"111). Chapmen, in his dedicatory epistle to Mathew Royden

prefacing his Ovids Banguet of Sence (1595)

That3 'Enargia', or cleernes of representation,
requird in absolute Poems is not the perspicucus
deliuery of a lowe inuentionji but high, and harty
inuention exprest in some significant, an vwmaffected
phrase; it serues not a s8kilfull Painters twrme, to
draw the figure of 2 face omnely to make Iimowne who
it reprcsents; but he must lym, giue lustar,-
shaddow, and heightening; which though ignorante
will esteeme spic'd, and too curious, yet such as
haue the ifudiciall perapectiue, will see it hath,
motion, spirit and l1life.

retained the sense of 'enargia' as 'cleernes of
representation®, but with e considerably emnlarged meaning to
denote not just 'vividness' of imagery, but in fact the highly
‘artificial' rendering of reality presonted in works of art.
Tasso practically saw no difference between 'eﬁergqia"and
*enargeia® in his Discourses on the oic Poem,

What the lowly style requires above all else
is likelihood and what the Latinsg called ‘evidential,
the Greeks 'cnergy', which we might no less properl?
eall clarity or oxpreasivenese, This i3 the power
which makes ue almost behold the things narratedy 1t

11 506 The Poems Georze Chammasn (New ¥crk snd London, 1941)
ed, € Lroo ett, De 49



comes from a minutely ettentive nerration that omits
nothing, as witness the tale of Count Ugolino: *that
sinner lifted his mouth from the savage meal, wiping
it on the hair of the head he had wasted behind'j

But Tasso, like The other Renaissance writers quoted,
was concerned with forging a poetic languapge nore forceful and
expressive than the ordinary language of plain statement, that
 hos the power to compel owr attention, or, in Quintilian's
words, that 'thrusts itself wpon our notice’, Scaliger listed
fefficacia', his term for the Greek 'energeia', which he
essociated with *vivid dramatic action’lz, as one of the fouxr
poetic virtuesjy while Du Bellay, in citing 'energies' along
with other thaetorieal devieces,; was patently questing after ;
*eloquution (dy je) per la quelle principalement un oratcur
est jugé plus excellent, & uvn genre de dire mailleur que
l'autres comme celle domt ost apellée la mesme elognences &
dont la vertu gist aux motz propres, usitez, & non alienes du
corumn usaige de parler, aux methaphores, a2legories, :
conparaisons, éimilitudqs, onergies, & tent d'autres figures &
ornenents, sans les quelz toul oraison & poeme sont nuds,

_ menques & dehilée' (la Défignee et Illustration (Paris, 1948),

_¢d. Chamevd, pps 35-36). As Ernést Cassirer says >, it is

12 See the selected tranlsations from Sealiger's Poetics, Book
III, illustrating this point, furnished by Neil T,
Ruiinstine®s Sidnev's Poetig Develogﬁgg§ (Comb, masﬁ, 1967),
Pe 54 ff, Other cr cs8, namely epherd and Robinson %gg.
git.), meintain that 'energy' in Scaliger ‘rofers not the

words used in presenting the subject but to the wivid mentel

apprehension of things themselves'!, that is ‘'conceptual
clarity’

13 See the discussion of Buphuism and the *changed attitude
towrrds the world of speech generally® in Pletonic
Renaissance in Ensland (Kelson, 1953), DPpe 173=13e




" important %o mote that in Vorrowing from the ancients; 'the
Renaissance does not leok upon speech through the medium of the
great models of antiquityg only 6 crystaliixed foym, but rather
i1 pexrceives the fo*ming energy, the plasiie power, which is
embodied in,language as cuch, ' Tesso, like Sidney, was
-preocnupled with inve tigating end sexpanding the possibilities
‘of the language to meke 4t a fit medium for the exproesion of
ruth', as he affinmod that

. e poetry 4e an art subordinate to logie, indced
y e part of it, not just because it is the part of
: speaking whioa secks delight, just as srammer seeks
X regularity and rhetorie nersuasion, but oeeahSQ
voetilc speech, which does not exist without
1mit;tion, constitutes tacit nnd most effective
PTo0l .

_ : (Disﬁouraea, e 140)

’ To him, pootry does not serve just a purely 'heionistic’
Tunction, The criterion Tasso consistently aprlies is that of
‘usefulness®, as he ingists that 'poetry surely belongsg under
dimleotic ulong with rhetorie, which, as iristotle seys, is
the other child of the dialectienl faculty, its funotion being
to consider not the false but the probable® (pe 29)e "Imitution®
is the perticular weapon of ppetry providing ‘proof', like
8yllogism in logie mnd the exampls and emthymenie in rhotorie,
for the teaching of 'truth®, Working within the fremework of
nedieval scholastic thinking, the cultivation of lingudstic
foms became to Tasso a matter of the ulmost urgency because
the persuasive force of poetry rests not only in *marvellous?
inventions that,aiuite wonder, but also in 'that grace and
somelinesd of tha - poets®,

ees a8 Pindar saye in the same passagb: *But the



4

Grace of song, that maleth for man all things that

soothe hinm, by adding her spell, full often causeth

even what is past belief to be indeed believed,'

«se I mean the grace cbtained from the metre and

thythm of the verse, which would vanish if that

vanished. We want a- persuasive force that would :
produce the same effect in prose and give a delight et
like that which, %o my mind, those wonders give

that move not only the unloarnoa but the 3udicious

ag well:
(2isgourses, p. 35)

Whers Sidney is concerned, the Arcadia affords numerous
instances of the marvellous, ‘moving' power of works of. art
upon -the behclder or hearers Pyrocles fell in love with
‘Philoclez t rough admiring her pictures 'Cousin (said hee)
then vegan the fatell overthrowe of all my libertie, when
"“walking emong the pictures in Kalanders house, you your selfe
delivered unto mee vhat you had understood of Philoeclea, whe
muche resembling (though I must say much surpasseing) the Iadie
Zelmane, whom toe well I loved: there were mine eyes infected,
& et your mouth aid I drinke my poison' (Works, I, pp. 85-86)s
The effects music exerts upon the listener are such as
. Musidorus experienced on hearing Cleophila's song - 'Musicdorus
himgelf (that lay 'sc as he might see and hear these things)
wag yet more moved to pity by the manner of Cleophila's singing
than with anything he had ever seen=—so 1ively an action doth
; tha mind, truly touched, bring forth* (The Countess of ‘ggbroga's
Aveadia, od. Robertson, p., 29). The pitiful oomplainx of Plangus
:led not only Bouwlon to declare that < :

Thy wailing words do much my spirits move,
They uttered are in such a feeling fashion
. That sorrow's work agalnat my will I proves
Methinks I am partaker of t passion,
And in thy case do glass niine own debi.ity—-—
Selfo—guilty folk most prone to feel compassion.
(nu.. pe 150)



but «11 those who came within kearing were cunVerted to
synpathy ='*Se well did Histor's voice express the passion of
“Plangus that all the princely beholders were stricken into =
silent consideration of it; indeed evervone making that he
heard of snotker the belance of his own tronbles' (Ibide, Pe
152)e Perhéps the best exmmple of the wonderful effcets
artificially wrousht 'images' symbolizing the humen
condition heve on the beholder is the account of the

reactions of Amphiajus to the furniture of tne Forsaken
Kn:lgh‘k,

?%ich aliance of passions so aoved Amphiaslus
(elredy tender-minded by the afflilctions of love)
thai without staffs or sword mrawnei he trotted
fairely to the forsaken knight, willing to have
put off his combat, to which his melancholy hart
did more than ever in Iilke occasion) misrive hims

(Works, I, pe 455)

In faet, Sidney e find has such a keen intefeqt in the
“humen psychology and what honpens when the mind in'aasaulted
by rayiaﬁing images that in the-Arcgdig.we enceunter more than
one instances ol detailed depiction of the powerfal imrnact
' ‘that visual iasgos, real or artificisl, mnke on the beholder.
In confessings his love for Philoclea to Musidorus, Pyrocles
- tells us that 'it was the fatal overthrow of 2ll my liberty to
Zoe in the gallery of Hantinea the only Philoeclea's picture,
that beesuty did pierce so through nmine eyes to my heart that
the dmpression of ‘it doth not lie but live there' (Zhe .
Countees of Pembroke's Arcadia, ede cite, pe 17). The Dhrase
‘fatal overthrow!, adhered to in both versione of the same
passege in the old and the new Areadia, illustrates Sidney's
preoccupation with the overvhelming effect powerful images
heve on the human psychee In the scene where Pyrocles,
disguised as Cleophila, meets Philoclea in person for the




first time, we are told that

At least, the tlouds of Cleopnilats thoushts quite
vanished, and so was her brain fixed withal that her
sight ,eemed more forcible and clear than ever kefore
or simce she found it, with cuch stronge delight unto
hey .ee that she 81504 like a well-wrought image, with
show of 11fe, but without all exereises of life, so
foreibly hed love iramsferred all her spirite into the
vresent contemplation of the lovely Philoclea

(Ibid., Dpe ﬂ-35)

The sight of Pamela asleep ylelds 2 eimilar effecb on
Kusidorus. It resembles to him ' the picture of some exeellent
. artificer’, and 'did so tyranmnize over Musidorus's affects
that he was compelled to put his face as low %o her as he

covld, sucking the breath with such joy %hai he 'did determine

in himself thore had been no life to a chemeleon's, if he
might be puifered to enjoy that food. Buf each of these h9v1ng

a nighty working in his heart, all joined. togather did 80 &?QW‘_/

his will into the nature of their confederacy that now hiph
promise begen but to heve @ Fainting force, and eadh thought

that rase azsinst those desires was received but s a dt,angar'

- %o his counsel, well-experiencing in himself that no vow is so
“gtrong as the avoiding of occasionsj so that rising softly
from hér, overmestersd with the fury of delight; having all
his gsenses pairtial aguinst himself! (ibid.,‘npo 201—02).
these terms Sidney describes the rebellion of the BoDReBy
stimulated by the ravishing sight of Eamela, and the sweet
overtarow of Reason. In another place, where Pyrocles espies
Philoelea in her chamber lying in bed, we have cnother
illustration of the incredible way visions of beauty acsenlt
the senses, which ia.nanxated‘as.followg,

«es She at that time Iay (as the heat of that

| B4



country did well suffer) upon the top of her hed,
having her beauties eelipsed with nothing but a-
fair smock (wrought all in flames of ash~colour silk
and gold), lying so upon her right side that the
left thigh down to the foot yielded his delichtful
proportion to the full view, which was scéen by the
Help of a Pich . launp whiek, throvgh the euriains a
little drawn, cast such a light upon her as the moon
doth when it shines inte a thin wood——Pyrocles, 1
80y, was stopped with the violense of so meny daxts
cast by Cupid alitogether with him that, suite .
forgetting himgelf, -and thinking therein zlready he
was, in the best degree of felicity, I think he would
nave lost much of his time, and with tco muck leve
onitted great fruit of his love, had not Thilcclea's
pitiful seccusing of him forced him to bring his
spirite agoin to a new hias, v s
, (Iide, ppe 230-31)"

n4 when Pyrecles eatches signt of Thilocien again vpon
- welking up,” "{who then soundly sleeping was the natvral image
of exact Lesuty) received in%o.his pense o full preportion of
the greatest he could imegine under the wmoon® (ibid., pe 283).
U0 The faseinztion of the Renaissence mind with the impact of
visuel imeges is reflected in the interest in the ‘'art of.
mezory ', suppesedly invented by Simorides, which Sidney referred
to in the Apolcgy {pe 122), and which Wilson discuneed in ZThe
Axrte of Ihctorigue (eds cite, ppe 213-18). In Astrophil snd
Stella, the qugstiqn Ld repeatedly agleed whut is the best mode
" of persuasion - ‘What words su ere she speakes perswides for "
thee', Astrophil, the despondent lover, in Soanct 45 »ina his
hope of vousing his reluetant nistress to pity on dramatizing
~his misaries,-ﬁn& sebting them mimetieally in the framework
“of 'Canle' and ‘Tiction'e In other worde, Astrophil remorts
to aritistic distancing or letuchment ws narsdoxically the
mesns of heighfening realily,

.. S5%ells oft sees the verie face of wo
\ Painted in my beclowded stormie face:



S Put Gannot ekill to pitie ny disgrace,

o That, from thet see deriv'd, teares' sPr:ng add

Mot though thereof the ecuse hor selfe she knaw1
Yet hearing late a fable, which did show

Of Lovers never knowme, & grievcug case,

Pitie thereof zate in her bdremst such place

lov
Nas, If Fancy Arewme by imag'o thinga, :
ThOugh falsee, yet with free scope more graece doth
breed .
”hen gexrvaatts wracke, where new doubts bc“or Lring
Of Lover's ruine some sad Pragedies
; am not I, pitie the tale of me,

The naihterﬁy'vocabularv Sidney uses tnréaghout albo:
testifics to taza concarn - to *paint thee to mon's eyes

. Ywhat inke 48 black enough to-peint my woe?', 'I sousht fit--
- words to paintrthe blackest face of woe', n'while with a

feeling skiil I paint sy hell®, "0il) that in words thy figure
be exprest', Similarly in The Countess of Pembroke's ireadiaz

_the ‘*how 'of expressing emotions, whether by absiract words on

»

the page or by physical gesticuiatlong, conatitutes the ceéntral
motil of o;dnaV's writings, @8 in the following protricted

1,debc;1ption cf the way Pyrocles figures forith lis agonies,

But in both these he perceived such sirange
diversitiesd that they rether incressed new Jdovbis
“than gayve hin ground to settle any judgement; for,
desides his eves souwctimes even greut with iteare,
the- oft‘changing of his colour, with o ¥kind of
shaking wsteidness over 21l his bvedy, he mzp“t se@
1n &ia countenance song great determination mixed
fear, and night perceive in him stores of
- thcnght rother stirred than digested, his words iuter—
.ruptea continuadly with sighe which served us a burden
to each sentence, and the tenor of his speech (though
of his Woried phrase) not knit together to one :
constant and but rather discolved in itsslf,-as the
veLemenby of the inverd pawszonln*evailed:- N



A reading of The Countess of Pembroke's Arcadia, in faot,

“ qiseloses countlese allusions to feeling and expression of the
same order = 'each thing he saw Bcemed to figure out some part

~of his passions?, 'Even the countenance end behaviour of such

& man doth show forth imeges of the same conssancy', 'they

;?ebted with their eyes placed one upon another, in sueh sort
‘as might well paint out the true passion of unkindness',

- “Phere might one have, seen at orne instant all sorts of vassions
iivély painted out in the young lovers' faces', 'Thlending of
the gongz served but off a beginning of new pleints; asc if the
mind, opopressed with Y00 heavy'a burden of cares, was fain to
discharge 1tné1f in 211 mamners, and es it were paint out the
hideousness of the paia in all sorts of colours'; 'from whence
‘he shall be sure to receive a sweet reflection of  the 'same Jjoy,
vend (as.in 2 clear mirror of sincere goodwill) see- a lively

; pfcture of his ownnéladnesa' and the question asked by
Cleophila that 'Who.is. this 80 well acquainied with wme, that

. can nake so lively a poriraiture of my miseries?!. Sianey's
writings abound with such a wealth. of close observalions on the
outward embodiments of inward emotions that illustrations can
g0 on indefinitely. Againet thie background of the profound
iﬁte:eet in the expression of emotions the all-imporTtant point
Mto note is S1unay s perpetual search to produce thrcagh
vorbal expressions effects anaelogous to those’ wrought ou the
_beholder or the Iistener by wvisualoobgjetts, palrtlngs or
ravishing music. Broblngs into the way language may'be turned
into an effective vehiele of humen thoughts and emotions recur
1n the Arczdiae. They are the favourite pursuite of the
Arcadian sherherds, whose 'last sport wes one of them to
‘provoke mnother fo a more large expressing of his pacsions’
(ggrks, E, p..127). Sidney himself was constantly precccupied
with matching the emotions with the right mode of exprossion,




as exhibited by Suchlin%ruzion of the.stﬁry—teller»into the
‘nerretive proper aéfgollqwsm, o

But so woni!erful and in efffect ineredibla was
the rassion which reigred as well in Gynecia o8
Basilivs. (and 211 for the poor Cleorphila,
iedicated another way) that it seems to me I use

not worls encugh to make you see how thev could
in one moment be 8o ovartakem. But rou, worthy
~ladieg Sy that have at any time feclingly Imom
what it means, will easily believe the
pos2ibility of ‘It
(3L 0dds s pe-49)

>

. g -that

"‘b deseribe unto you the nigserable fear
Jleophilats lovers iived in vhile she stood vt
- the discretion of those undisereet rebels, how
et every angyy c'*mtez ance any of them maqe they
thought a Imife wes laid upon their o throat,
would require a8 many words as to make you imow
how full they were now of the. uwavse!raole joy
that they saw, besides the saxaty of theiy ovm
estates, the same wrousht (and safely wrought).
by her-meEn in whom {hey had placed 211 their:
delj.svﬁt‘s ’

3 ' (pe 120}

’

Iyrocles, in divulging his real identity to Philoeclea and
in struggling «Iter the right words to express his overwhelming
. foelings, renarked that ‘Your fair faee heth many morks in it
of anczement 8t mr werasg th 1nk then whatl- his amavenent is
from wnence they ocome, since no words cam earry with thenm the
life of ihe inward :Eeel:mg' {pe 120)e The ‘encrgetia' style
 that bidna:r put Torward as the nors of a1l good writing is
' Preclsal,y thnt in which langzage talkes on the m:.aximii:g alfective
. power, and words are -o ayrenged ns to 'carry with them the
“1ife of the inwerd feeling's It is the stylistic goszl that a1l



- _ . - A
- .

. - -dﬁg___tne ﬁoot- 2
—love‘r, aasifiad ]saen vzotcm. ea::‘:mer, oo i onset proclaims
his intenti.bw th.wb *I gousht £it words to paint the ’bla,chest
face of woe' and that oo

nd. now emplyv the remnant of iy udt
2 To malke my selfe Yelieceve, thel all is well,
. Wadile ‘writh. a :teal:.ng &k‘lli I point w holl. -
Sonnet 2

I'fza uhmt@“ ﬁ'x tche :}gnﬂvs anologines for £al11m :anor't
! ef this ariistic ideal - *Bul, Fusidorus, Yooking dolefully
npo.n her, m')min,g hic honds, and pouring out zbundance of
: team, began Yo recomw unto her =il this I have a‘.!.rea&y told
you, but m.ta. rauc% empassaona“te ailating of i% that fm ny
part, I have ao¥ e feeling ingisht enouch into the matteér to
S ezprens it (p, 42). Dub emrwhere the 'amzrgm.;c'; expression
of mo tions’ 1@ delinenteqd asa working mwellozus results, @9 in
~ the paﬂssge that follow, : ; :

4 ” -

3w l’hmaﬁc:’m did so 1ive1y deliver out his irvard
. griels that Cleophila's friendly heart foit @

great Impreasion ef pit withal—ns certainly all
ifb!‘ﬁ@ﬁﬂ that find uhensalves afflicted easily fall®

¢ compassion of them who btaste of like mis'aery,
partly led by the common course of humanity, Lot
prinei: mll{ becanse, vnder the image of them, they
1mn’b Ahelr own adsneps; and so the complaints
the cthers moke seem to toucu the right tune of
~thsir own woess -

(ppe 42~43)

AL ﬂshe end of tbe aong-wntest betwe-an Dorus and Lalus, 1

tha :comar is preised for thet '4 fegll:ing declaration/Thy

: 'bengue hath made of “Cupid®s deep incir sion? (pe 63)s "Energe'tic' ‘

‘expression was also exploz‘&a& by m..phi..&us 40 launch renewed

*h
e



ssaulbs on Philoglea's cuobions: “Whatsoever oould be imagined
V'].:.lcely to please hgr, vas with l:.beral diligence performeds .
" Husickes at her windowe, & especially such Musickes, @s might
CiAvith dolei‘uﬂ embwssa..re) call the mind to thinke of . "orrow,
and thinkp of :It Wi tp sweetnessy with ditties so sen...i‘olte
r-axpress:mg Amph&a.i.u.s ewe, that aver"e worde seemed to be but
g diversifying of the nere of Amphislus? (Morks, I, pe 381).
‘The ubiouitous empwsia on the 'lively' ménner and 'feeling?
quality of expressinn is in a sense a perfeet manifestation
. of tue aesthetie beliefs rrevalent in the Ranaiaea.noe - the
f.;uni.versally Hold ides of a.r:t; as tha 'ape" 5f nature. For the
“Renaissance marks, the culminay_ion of the cult of ‘'illusionism®
in art whbelg nad existed as early as the times of Homer,’ while -
1t also believed that art is copable of overgoing nature.
~‘Whether or not 2 work of e.rt con- successfully produce tha-.
‘*3llusion’ of ilfe, %o the point of deception, bectne-the
‘"ayatemtically app],;f.ed eriterions It is the- touens’sono
Shakesveare relied on in meny a passage from his plnys, sueh,
&g in the wel;!.-kzmm ﬁescription of 'Fair Portia'’s om,w*fe.i,t_'

Whaet €ind I here?
; Tair. .Portia‘s counterfeit!l That deni-zod
b e Heth come. near création? Move. these eyes?
-7, o Or whether, riding on the balls of mins,
i Seam- “they in motion? Here are sever'd lipa,
Farted with sugar breathji so sweet a bar '
Should sunder such sweet friends. Here, in her h‘-irs
. The puinter plays the spider, and hath woven
e A golden mech to entrap the hearts of uen
Y Faster *thp.n émats in cobwebs: but her eyesl -—
", How could he see to do them? Havin." made one, -
Tethinks ti-should heve power to zteal otk hisg
And leave itself unfinishedt yet leok, how far
. The substange of my vraise doth wrong this shadow
‘- In vnderprizing it, Bo far thic shedow
ug.th limp behind the subgiance see . . .
- (Aet III, sgene 11)



or in the poet's cncomia of the painting which is a
‘pretty mocking of the life® in Timon of Athens,

Adnirable: How this grace .
Speeks his own standing! what a mental power
This eye shoots forth] how big imagination
Moves in this 1lip! to the dumbmess of the gesture
One might interpret.

(Act I, scene 1)

‘Representation® in the Renaissance, as in antiquity, was
thought of as. "likeness® rather than as ‘allegory‘', as in the
Middle Ages, or as 'symbol', Works of art were preised for
their ability to represent nature as it really is, or at least
to simulate our optical experience of it, rather than to
represent it by some schematic formula. The same feeling of .
amazement and awesome admiration Callistratus expressed towards
the finiched statne‘of a Bacchante in his Descriptions might
well have served as the guiding light to the Renaissence artist
engaged in the task of artistie creation;4,

A statue of a Bacchante, wrought from Parian
marble, has been transformed into a real Bacchante,
For the stone, while retaining its own nature, yet
seemd to depart from the law which governs stoneg
what one saw was really an image, but art carried
imitation over into actual reality. You might have
seen that, hard though it was, it became soft to :
the semblance of the feminine, its wvigour, however,
correcting the femininity, and that, though it had
no power to move, it knew how to leap in Baechic
dance and would respond@ to the god when he entered
into its inner being see

Painting became a 'science' in the hands of such artists
as Alberti, Durer, Paolo Uccello, or Piero della Francesca,




and Leonardo, who undertook patient studiee of perspective
end enatomy to develop the pictorial style as a means of
conquering the whole of reality, *Lifelike® production of
reelity was virtually erected into a thorough artistic
progremme in the Renaissance, and Leonardo's verdict thet
"ficures not exprescive of the mind are twice dead'ls -

If figures do not make lifelike gestures with =
their limbs which express what is passing through
in their minds, these figures are twice dead =
dead principally because painting is mot alive,
but only expressive of living things without
having life in itself, and if you do not add
liveliness of action, it remains a second time
dead, . :

may well have been adapted by Sidney as his literary
menifestos The demand for the ‘energetic® style in writing
stems from the same artistic impulse as the endeavour to
achieve qualities of ‘vivacita'’ and ‘prontezza'’ in ert, as in
Donatello(s *St. George', in the words of Giorgio Vasari, It
was a8 if the attempts to produce the illusion of 'plastieity’
in paintings were carried over into the realh of poetrye. The
cultivation of the ‘energetic' style in 81dgny was
indissolubly linked with the new pictoriel ideals of Renaisaance
Italy, and the close affiliation between poetry and painting ie
testified by the wide application of the classical doctrineof
‘‘ut pictura poesis' in tho treatises of Cemmino Cemmini,
Albertl, Lodovico Dolce (in his Aretine, 1557) and Lomazzo O,

15 See Leonardo on Paintine — a Lost Book (Libr A), ed, Carlo
Pedretti (lLondon, 1965), Nr. 33 :

;6 For z full list of the Renaissance writers who made use of
- this doetrine, see William Guild Howrad's article, 'Ut
Pictura Poesis,' RPELA, XXZV (1909), 40-123,



The saying attributed to Simonides of Ceos by Plutarch in

De Gloria Atheniensium (III, 342f-347c) that ‘*painting is

mute poetry, and poetry is speaking pieture' come to-Englend

in E. Hohy's'translatibu of Coignet's Politioue Discourses in

1586. But before that E.X. had exhibited his familisarlity with

this doctrine in his ‘eulogy of the old men's tale in the

Argunent to 'Februarie' in the Shepheardes Celenders: 'the olde

- man telleth a tale of the Oake and the Bryer, so liuely and so

feelingly, as if the thing were set forth in some Picture
before your eyen,'mora plainly could not appeare.' John

' Herrington in 1501 also announced in ‘An Advertisement to the

Reander" nrefatony to his illustrated tramslation of the
Orlando Furioso, that ‘*the use. of the picture 18 euident,

which is, that (heiing read ouer the booke) you may reade it
(as it were againe) in the very plcture,.* 17 Roger Ascham

referred to the concapt of 'energeia' in his discussion of
timitation' in 3cho er, that 'Imitation, is a

facultie %o express liuelie and perfitely that'example'lag

and his pictorial coféption of poetry is apparent from his

- dofinition that poetry is 'a fair liuely painted picture of

‘the 1life of every degree of man’lg. The enormous influence

- Renaissance .paintings exerted on English writers of the

period is warranted by the fact that frequent references to

- %echniques and stylea'ofspainting may be found in English

17 Both are citad by 348 Bender (gps ite), Ps 11

See ggglgah Works of.Rgggr Asgham (Cambridge, 1904), ed., We
Ao tgpo..:o . 7

19 Quoted by Jean.Hagstrum (gn,'gxxp). Ps 63. Seo especially
Note 24,

18



critical writings for the purpoges of illustrations E.K.;
in defending 'the new Poete's’ use of ‘rough and harsh
tormes' to 'enlumine and make more claarly to appeare
the brighinesse of braue and glorious- words', adduced
the exemple of painting 20

But all as in most exquisite pioturas they
vse to blagze and portraict not onely the daintie
lineaments of beautye, but a2lse rounde 2bout it
to shadow the rude thickets and craggy clifts,
that by the baseness of such parts, more
excellency may acerew to the principalls

George Chapman, in the extract already quoted from

his dedicatory epistle prefacing his Ovids Banquet of Senage.
elso revealed abundant lmowledge of the art of painting,

-pee it Beems not a akilfull Painters turne,
to draw the figure of a face onely to make ¥mowne
vho it represents; but he must lymn, giue luster,
shaddow, and heightening; which though ignorants
will esteeme spic'd, and too curiocus, yet such as
hauve the iudiciall porapoctiue, ll_'.ll]. see it hath,
motiony opirit and life, ,

The influence of the plastic arts on Sidney cannot be
over-emphasized, for Sidney indisputably had most lmowledge
of painting and the other figurative arts of Burope,
including the emblem and the impresa, among English writers,
The only painter mentioned by Shakespeare is Giulio Romanoj
and Spenser's experience of continental paintings wae

20 In hig dedicatoery epistle to Gabriel Harvey prefatory

to Spenser's She es Calender, in 3 anaert-Poet:l.cal
Worke (Oxford, Iﬁﬁi, ods JeCo gmith » de
e »

Lincourt, pe 417e



confined to those copies and specinens as were acceseible
in Bnglend. It is fruitful to remember thet Leonardo died
in 1519, Raphael in 1520, iichaelangelo lived on until
1564. and Pitian, whom Sidney was very likely to have
visited in Venice ip 1573, till 1576, Sidney's contect with
the visual arts was an wncommonly wide one for various
reasons, Hia uncle, the Barl of Leicester, was o famous
patron of the artists, and his castles at Kenilworth snd
Wensteed as well as his l.ondon residence housed inpressive
collections of paintings, inecluding many of hiblicsl and
mythological themes. Sidney further incrensed his Imovledge
of the :tigura‘hive arts, such as book 111ustra‘t1m and
engraving, through hias c¢ontinental travels, He became
acquainted with such scholar-painters as Henri Estienne of
Heidelberg, and Flentin of Antwerp, and hwmanists like the .
Bamerarii-,‘who were interested in the new plastie ar g1, o
Sidney had admired the paintings of Vemice, snd had his |
portreit, now lost, done by Paoclo Veronese, a3 recorded by
his correspondence with Hubert Languet, In his letter to
Langnet from Padua of February 4, he was still uncertain
whether . hé should commission Paolo Veronese or Tintoretto,
'I an both very glad ané sorry that ,rou ask me so urgently
for my nortz-ait ees A soon as ever I return to Venice, I
will heve it done either by Pmolo Veronese, or by Tinteretto,
vwho hold by far the highest place in art'; but on Pebruary
26, 1574, he wrote to tell Tanguet that 'This’dmy Paolo
Veronese: m.-hanm ny pozirait, for v!h:.oh I muet stay here

2 Joacn.im Canerariuc was rosponsible for the Latin
translation of Durer's vosthuwnous works snd wrote an
espay on the artist, see i’hilig B‘.o&ahon's article, 'Sir
Philip Sidney's Letter to the Camerarii,* IZNLA, LXII
(2947), 83-95. -



- two or three da.ya longer'az .
Sidney witnessed aleo the rise of miniature end portrait

painting in England, Like his uncle, he wes the patron of. and
sat for many ertistas, ineluding Tseac Oliver and Marcus '
Qmera.erts the Younger. Pro:n the accmmt given in Nicholes
Hilliard's ! : {:) 5
see that Sidney apprbaohed painting with the eye of |
‘connoiaaour

I would willingly givo many observations
tuching proportions fit to be Imowne, but the
bouck is great already, wherfor I omit them
purposly, yet one wourd more in remembrance of an
exgelent man, namely S5ir Philip Sidney, that noble
and most valiant kndght, that great scoller and

- excelent poet; great 1over of gll vertue and
cuninges he once demanded of me the question,
whether it weare possible in one scantling, a8 in
the length of six inches of = 1ittle or chort
man, and also of a mighty bige and taulle man in
the seme scantling, and that one might epparently
pee vwhich was 1 $s I showed him that it was
pasely decerned it were cuningly dravne with

.- true obzervations, for ower gye is cuninge, and is
leayned without rule by long usse, as 11ttol lads
speake their vulgar tonge without gramour rulls,
But I gave him rulee and suffiecicnt reasons to
noet and observe.

Sidney's highly sophisticated Ymowledge. of painting 1is
indicated by severanl paésagea from the Arcadia. In the
. deseription of the paimter in the Areadian riot, en oblique
reference is made to the prevailing themes and trends in

contomporary rainting,

22 See The
- Langue’

L LORECN, D)y . ‘ z ; - -

23 walpole Society ammuml, I (1011-12), pe 27.



But that blow astonished quite a poore
painter, who stood by with a pike in his handes,
This paintexr wns to counterfeotte the skirmishing
betwene the Centaurs and Lapithes, and had bene
very desiroug to see some notable wounds, to be
able the more lively to express them; and this
morning Sbeing carried by the streame of his
companie) the foolish felow was even delighted
to see the effect of blowes,

(Hozks, I, pe 213)

Sidney alluded to the effect of 'sfumnto® in the
depiction of Erona in,distresaz4, ' '

Plansus eee was nowe present at Eronas taking,
to perceyve the ghape of loveliness more perfec%ly .
in wo, then in joyfulnesee (as in a picture which
recelves greater 1life by the darknesse of
shadowes, then by glittering colours)

,m'? Do 333)

Si@ney's first-hand acquaintance with the artist at
work is revenled also by the analogy with painting that
'but 48 a painter at the first but show a rude projortion
of the thing he imitates, which after with more eurious
hand he draws to the representing each lineament, sSo had
her thoughte see' (Ihe Countess of Pembroke's Arcadia, pe
215), Sidney's writings are full of pietorial
descriptions and mythologievul allusions which may be based
on reminiscences of actuel paintings = (A8 Apollo is
painted when he saw Daphne sodainely changed into Laurell)’,
in the 1590 Arcadia the portrait of Thiloelea in her
chanmber ‘'sitting of that side of her bedde which was from
the windowej which did cast such a shadow upon her, as a
good Painter coulde bestowe uppon Venns, when under the trees

24 uhioh is pointed out by Michael Lovey, in High
Renaisoance (Aylesbury, 1975), pe 99 .



she bewayled the murder of Adonis®, in the 01.d Arcadia

the unforgettable deseription of Philoclea ‘'starting out

of her bed like Venue rlaing from her mother the sea’

where Sidney might have Botticelli's *Birth of Venus' in

mind, 'Philoclea,; .ee kept on her course, as irethusaz

when 8he van from Alpheus, her nymphlile 1pna%e1.being

carried up with the wind*', or *But when the fire of-

spite hed fully caught hold 'of 2ll her inward parts,

then whosoever would have seen the picture of Alecto, or

with what manner of countenance Medea killed her oma
children, needed but take iidso for the full satisfaction :
of that point of his knowledge.' The refcerence to ¥
lerecules and Omphele in the Apology (pe 136) = %so in -
Hercules, painted with his great beard and furious

countenance, in woman's attire, spinning ot Onphale’s
commandment, it breedeth both laughter and delaght‘7

invites comparison with lLucas Cranach's humorous’ treatment

of the subject (1537)25- In the reference to Danae, I

'Bagiling see presented himself unto ncr, fallihg upon

both with his lmees, and holding wp his herds, as the

old governess of Danne is painted, when she sodainely saw

the golden aheure'zs,'and Leda, 'But back vnto her back,

my Tusge/Where Ledes swamne his feathers mawes,/ﬁlpng

whese ridge such bones are get,/Iike comfits round in
nmarchpane set®, Sidney could very probably be itrans<

25 See the reproduction of Cranach's peainting opposite
Levey's discussion of bxdnﬁy 8 'pictorialism'in‘ﬂﬁgg
Renaissance, p. 9 .

26 This allusion is rétained iﬁ both versions of thg

Arcadist the 0ld. ggca%ia ( S

Ax dIﬂ, pe ¥ -an e 1590 Arcadia s P 254 ),
Egcﬁ is & testimony that the description maJ be baced
on an actual rainbting.




literating'SPecific paintings he hiid seen by Titian,
Veronese, or T1n§oretto27. The triumphent achicvement of
the visual artes of the lensizsance doudtless made a Tower-
ful impression on the limagimnation of Sidney. But the
influenee ofvﬁensiesamce ppinting gmoes bevond mere
acguaintance with individual paintingse What counts above

21l is the awareness of ominting as .a newart réplete

with suggestions and fgesh pogsibilitioa and analogies
for the litcrgny,artist, a8 shown in the rensnted {
referencés 40 the 'painter's cunning' - *Whoce bought

- ineav'd doth yeeld such sight,/Like éuhming Fainter -

shedowing white®, *Awanton womans faice, =nd with eurld
Imots had twinde/Her haire, which by the helpe of painters
cunning, shinde?, and #.,. the flowers she had wrought,
caried such llip in them, that the cuninﬁst naintcr night
have learned of her heedle',

Sidney's ingerest in literary pictorlali“m ia seen
from his inserticn of numerois descriptive =nd ‘scphrastie’
paspages into the narrative in the wnfinisted but -
donsiderably amplified.vcrslon of the ircadiz -~ the 1590

- Areadige Among the additions are ithe account of Fzlender's

ricture~gallery and the much enlarged description 'of
Philoclea's portralt, the challenge to ams of Phelantus
Tin puragon of Artexias besvtie' in Book I, the Iberien
jousts in Book II and the fincl tournaments in Book III
bhetween Annhialua mnd the veriouws challengers, which give
oecasion to the de sc:iption of emblems, ‘imprese’, portraﬁts
(as in the Areadian tourney), the furniture of countlese

21 For the attempt to %ruce the pictorial sources of
nidney's deqprlptlons, espeeially in &ltlin, see ratrick
G+ Hogan's article, 'Sidney and Tition: Painting in the

nireadia® and the "Defenee" ’ bouﬁa Cemtra) Review,
XXVIX (1967). 9*15-



-~

Jmizhts ~ in short, the emtire panoply of heroie
vagesntry and numerTous combate and feats of armes A a
eritic h&q paint&é_buﬁj"Sidney is at his best when he
minutely d;scribséfituffb, garnents, jewels———their
folds btbbhaﬁginé ﬁues':ahd ‘oonstontly vie#'with the
ﬁaintér‘?&t ﬂucﬁ'aé the rieh costume of Amphiolus vaen he
wat about %o visit Philoeleu (Horks, I, p. 367)e Sidney
‘pleyt'd the paintnr’!'and attempts to imitate our
experience of encountering the visual world, real or
imagined, @s in painting, in the description of &plander‘s
picture~gallery (pps 17-18),

A naked Venus of white merble, wherein the
graver had used such cuwming, that the naturall
blew veines of the narble were fraomed in fitte
places, to set forth the besutifull veines of
her bodies At her brest she had her babe Aeneas,
who seemed (having begun to sucke) to leave that,
o looke,u?ﬂn her fayre eyas, which smiled =2t the
babes follie, the meane while itHe breast rumning
» oo LHerd was Diana when Acteon saw her Lathing, -
4n whoee cheeks the painter hd zet such 2 colour,
“as was nmixt between shame & disdainet & one of
ner foolish Nymphes:, who weeping, and withal

owxing, one aisht see the worlman meant to set
forth teares of anger. In another table was
Atalantag the posture of whoge lims was #0 |
livelie expressed, that if the eyes were the
only Jjudges, as they were the onely ceers, one
would have sworne the very picture had rumne,

inmmhiswdescripti%n, which is the only »lsace in the
Arcgdia where works' of art are deszeribed for the&; ovm
sake, Sidney commects with the classical, 'ecphrugtic®

» -~

28

Emile Legouis, in Spenser, Sece The works of Hdmund
%223%%2 (A Vaviorum Bdition) ed, Greenlaw, Gsgood and
adelford (Baltimore, 1934), The Fasrie Queen. Book
I1I, Appendix VIII, 'Spenser's Use o e Plastic

Arts', p. 393, =3
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tradition, the indisputable 'loocus' of which iz Homer's
description of Achilles® shield in the Iliad, which is
emulated by Philostratus, Callistratus, and Lucian, Here,
as in similer descriptions in Spenser, as in the FPaerie
Queen (II, xix, 45),

Ye might haue seene the frothy billowes fry
Vnder the ship, as thorough them she went,
That seemd the waues were into yuory
Or yuwory into the waues were sentj

and in Muioptomes (11, 277-80),

Arachne figur'd how Ioue did abuse

Burope like a Bull, and on his backe

Her through the sea did bearej; so livelie seene,
That it truc Sea, and true Bull ye would wecne,

asin the elaborate deplction of the tapestry or
tapestries showing 'a piece/0f skilfull painting, made for
Priam's Troy®' in Shakespeare's Lucrece. the emphasis is
constantly thrown on the lifelike and naturalistic rendering
of the pioctorial subject = *her babe Aecneas, who seemd
(having begun %o sucke) to leave that, to looke upon her
fayre eyes, which smiled at the babes follie, the meane
while the breast running', ‘her foolish Nymphes, who weeping
and withal lowring, one might see the workman meant tc set
forth teares of anger' and Atalanta, %the posture of whose
lims was so livelie expressed, that if the eyes were the
only judges, as they be the only seers, one would have
awvorne the very picture hed rurme.' This *life-copied-by
art' idea, whioh is an inheritance from antiquity, under—
scores Sidney's depiction of the chiwvalric furniture of
the knights which serves as prologues to the description



of the actual passagenat-armszg, as in that of Phalantus

in the Areadian chellenge (p. 105), and of Phalantus,
Amphialus, Argalus and the Forsaken Enight in the c¢limactioc
struggle in Book III (ppe 414-15, 422-23, and 455). Like

the grapes of Zeuxis, Fhalantus *had caused his mane and
taile to be died in carnation; his reines were vine
branches, which ingendering one with the other, at the end, |,
when it came to the bitte, there, for the bosse, brought
forth a cluster of grapes, by the worlkman made so lively,
that it seemed, as the horse champed on the bitte, he
ghopped for them, and that it did make his mouth water, to
see the grapes 80 neere him'j and the furniture of Amphialus
‘was made into the fashion of the branches of a tree, from
which the leaves were falling! and so artificiallie were

the leaves made, that as the horse moved, it seemed indeed
that the leaves wagged, a8 when the wind plaies with them*j
and the furniture of Argalus 'was cut into the fashion of
an Eagle, whereof the beake (made into a rich jewell) was
fastened to the saddle, the taile covered the orooper of

the horse, and the wings served for trappersjy which falling
of ech side, as the horse stirred, the bird smeemed to flie®
-~ thus *constituting the well-known case of the artist
imitating or repeating himself'3°. The last words *the bird
seemed to flie' clinch the central idea of the naturslistiec
orientation of the graphic arts, The ability of the ‘well-
wrought image', whether in the plastioc arts or in verbal
composition, to give the ‘'show of 1life, but without all

29 See the article by Werner von Koppenfels, 'Two Notes on
"Imprese® in Elizabethan Literaturet Daniel’s Additions
to "The Worthy Tract of Paulus Iovius™j Sidney's
"Arcadia® and Tournament Scene in "The Unfortunate

Traveller” *, Rene Quarterly, XXIV (1971), 13-25,

30 Werner von Koppenfels, in the article gquoted above,



exeroise of life' remains the greatest marvel of art for
Sidneye

Sidney as a writer is remarkable for the rich abundance
of visual references in his writings, and his frequent use
of 'painterly! voocabulary and phraseology to compsl the »u
" reader to perticipate actively in the imagination of the
vision which he is trying to evoke, as in the Axrcadia,

The action Zelmane used, being becautified by
nature and apparelled with skill, her gestures
beying such; that as her words did paint out

_ her minde, so they served as a shadow, %o make
~the peiture more lively and sensible, with the
sweet cleermease of her voice,; es

(Works, I, ve 318)

ese the shapes of lovelinesse more perfectly in
wo, them in. joyfulnesse (as in & picture which
receives greater 1life by the darimesse of
shadowes, then by more glittering colours)
' (Ibide, pe 333)

and in the rhetoriecal question that 'But who would lively
describe the gn;g‘ner-pf ‘these speeches, should paint out the
lightsome colours of affeotions, chades with the deepest
shadowes of sorrow'. (pe 490)s In Astrophil and Stella, we
find Sidney engaged in verbal ‘painting' in a similar
manner, = : )

onn Nature made her chiefe worke, Stella's eyes,
. colour blacke, why wrapt she beames s0 bright?
- Would she in beamie blacke, like painter wise,
. Frame daintiest lustre, mixt of shades and light?
Or did she else that sober hue devise,
“In object best to knit and strength our sight,
Least if no vaile those brave gleames did disguise,
They sun-like should more dazle thc(yg del%g?r;?
onne

and in Sonnet 50,



Stella, the fulnesse of my thoughts of thee
Cammot be staid within my panting breast,

But they do swell and struggle forth of me,
Till that in woxrds thy figure be exprest,

And yet as soone as they so formed be,

According to my Lord Love's owne behestt

With sad eyes I their weake proportion see,
To portrait that which in this world is best,

The "painterly' preoccupation of Sidney is mdiqated by
such repeated proclamations as 'I sought fit words to peint
the blackest face of woe', 'my pen the best it may/Shall
paint out joy, though but in black and white', 'How faine
~would I painte thee to all men's eyes/Or of thy gifts at
least shade out some part', or 'What inke is blacke enough
to paint my wo®, and 'While the blacke horrors of the silent
might,/Paint wo's blaoke face 8o lively to my sight®s It is
nocessary to emphasize, however, that *pictorial' writing
is not_fiuﬁzvglm %0 & straightforward traneliteration of
the formal arrangement of the vieible world as it existe in
paintings, nor s simple descriptive listing of things and
objects which mect the syes As Bender has pointed ou't31,
‘poetry 18 piotorial not when its formal organization reminds
‘us of a painting or drawing, but when its relationship to
our experience of the visual world is analogous to the
relationship of the visual arts to the worlde' A formal
exercise as that one encounters in Sonnet 9, which is a
mosaic of outworn Petrarchan 'eoncetti' and conventions, is
strictly more ‘ioconic' in the sense that Puttenhan has

a In Sgogg' exr ond Biterary Pictorialism, pe 24,



defined an 'icon' %o be3?, han ‘pictoriall,

Queene Vertue's court, which some c,al% Stella's
. a0e
Prepar'd by Nature's chiefest fumihu‘;
~Hath his front built of Alasbaster pure,
,Gold is the covering of that etately place,
The doore by which sometimes come forth her Greace,
Red Porphir is, which locke of pearle maka; her
: race
Whose porghes rich (which name of cheeks endure )
Marble mixt red end white do enterlace.
. The windowes now through which this heav':ly
. gues
Looks over the world, and can find nothing such,
Which. dare claime from those lights the x};a;m: of
. 8
Of touch they ave that without touch doth touch,
Which Cupid®*s selfe from Beautie's myne did drawt
Of touch they are, and poore I am theixr straw,

Sidney goes on to enumerate the *beauties' of Stella,
item by item, and the imagery, in a peculiarly stilted and
artificial way, works on the basis of a one-to—one
correspondences The poem consists of a series of disconnected
visual analogies drawn between one physical object and
another, rather than a maltipliocity of visusl details
compiled togetner and unified to give a single, ongaging
experienco, The visual material®e have yet to be moulded and
recost in an 'energetic' moymer to create a living sense of

32 vBut when we liken an humane person to another in
countenance, stature, speach or other gualitie, it is not
called bare resemblance by imagerie or pourtrait, allud-
ing %o the painters terme, who yeldeth %o th'eye a
visible reprecentation of the thing he describes and
peinteth in his table.'! Coincidentally, the example
cited by Puttenham is from Sidney's ' Archadia see in a
Patheniade writton of our souaeraigne lLady, wherein we
resemble euery part of her body to some naturall thing
of axcellent perfection in his kind, as her forehead,

browes and hair® (Zhe Arte of English Poesia, ppe 250=

51.)



Stella's presence, as Sidney succeeds in doing elsewhere,
That Sidney relies on the art of painting as the

chief source of 1n§piration in tho formulation of his

poetio theory is seen from the terms he employs to define

poetry, as 'a representing, counterfeiting, or figuring

forth——to speak metaphorioally, a speaking picture?s It

is not surprising that Sidney should turm to the aexample

of painting for the semsible dupliocation in words of

sensible appearance, for poetry and painting, *the sister

arts', have long been linked together by their common task

of of imitating reality., 'The poet resembles a painter,?

Plato asserts in The Republic, Book Ten (605), although the

comparison with painting i=2 to the detriment of poetry as a

faithful representation of ideal, super-sensible reality. In

the Poetics, several references to painting may be identified,

among whioh the more important ones are the differentdation

of the means of dmitail.un, that pailnting imitates Ly form and

colour, while poetry by language, harmony and rhythm (1447215

=25)3 the idea that the origins of 'mimesis' rest in human

instincts, as shown in the fact that we can find pleasure in

a repulsive subject represented in a picture (1448al17=20);

the analogy with peinting that just as 'plot' is the very

soul of art, so the portrayal of charcter in painting

pleases much more than resplendent colours laid on without

order (1450bl-3); that charscters may be represented as

better in epic as in Polygnotus, as worse in comedy or in

seatire as in Pasuson, or as they really are in Dionysius

(1448a5-6)3 the doctrine of ideal representation is re-

iterated in a later passage, where the poet is compared

again to the good portrait-painter {1454b10-11); and the

idea that tragedy can emphasige the delineation of character,

as in the paintings of Polygnotus, or it can ignore them, as



do thome of Zeuxis (1450a25-28)s All the allusions to-
paintings in Aristotla are for illustration and
comparison, but later theorists of literary pictorialism
are indebted to this treatise for working out in greater
detail the formal parallels, the similarities and
difference in means and objects of imitation, Form Herace-
we derive the famous text for the doctrine of lierary
pictorialism - ‘ut pictura poesis® (Ars Poetica 361)} and
in the Renaissance it became customary for the literary
critic to think of the poot as a ‘*maker of images or
idels?', as Magzond dild in his defence of Danto,. For, as
Tasso concedes, Ysee Words are images of conceépts that
exist in the mind, as Aristotle says, and concepts are

inages of things that exist outside the qﬂ. Words are
therefore images of images end should resemble them®
(Discourses, pe 131)e In other words, words, like pictures,
are eseentially 'inagee of appearance', and the *form' of
words, plctures and statues alike are the natural and *
torrestrinl objectse We find that the visual arts in the
Renaissance found 2 'particularly eloquent oxponent in
Leonardo who crowned painting the incomparable among the

arte on ‘the ground that peinting gives the ‘actual likeness

of thingse?, Painting is superior to poetry because *poetry
puts dovn her subjeets in imaginary writtemicharacters,
while painting puta down the identical reflections that
the eye recoives, ag if they were real' (Parasone=a
Comparison of the Args. No. 17) and that 'Painting serves
a2 nobler sense than poetry and represents thé works of
nature with more truth than poetry’, 'ees it is a nobler
profession to initate the thinge of nature which are the
truc and actual likenesses than to imitate in words the
actions and speechen of man® (Ibide., No, 22), 'Words?',

Kh



according to Leonardo, are '‘acoidental designations
created by man, who is 1nfe;1or to the creator of the
works of nature which the painter imitates' and that
‘nature is enclosed within the surface of shapes', In
other words, Leonardo is claiming that painting is
superior to poetry because the visible forms and shapes
and coloure laid on the canvas' are a more truthful
medium of representation than the abstract words in
black and white on the page beecause they are more *naturalt,
The wvorbal symbols the poet employs are artificial
contrivances devised by men, and their relation %o
physical objects is a conventional and arbitrary onej
while that of 'the surfaces of shapes? %o the natural
world is necessarily & more palpable and 'intrinsic' one,
The 1mpressivb echievements of the visual arts in the
Renaissance set the example for the literary artist of
tho possibility of expressing meaning thwough ‘vigibilia®
alone, It is not hard, then, to understand why both
Sidney and Tesso saw 'pictorialism' as & source of poetiec
energies, and a means of reproduding in verbal form the
whole of the vivacious reality of life and nature, *'The"
poet?, Tasso says, is a 'maker of imagee in the fashion
of a speaking painter, and in that 48 like the divine
theologian who forms images and commande them to be*

(ope €ite, Pe 31). The Aristotelian comparison of the
representation of "moral habit' in poetry with the
paintings of Polygmotus, Pauson, and Dionysius (Roetiocs,
1448a5-6) 18 cited in Tasso (pe 86); and ‘energetiec’,
vigorous writing in Virgil is praised in Tasso in :
pictorial termss *We see the imege of the moral habit of
a young men presented in Turnus', ’And the moral habits
of men old and young, and of women, too, amid the dengers



of war are virtually made into a picture?!, 'We see the
image of the young lover painted in these otﬁer lines?
and 'The character of the generous hoy is figured in
Ascanius', The Discourses in fact abounds in ,rei‘erences
to painters and pictorial analogiles, We have to '
remembor that Tasso is one of the most painterly of the
Renalssance poets, and as E.K. Waterhouse has said,
'Tasso literally "painted in worde™ the heart of man
and thought of himeelf as 80 doing®>3, -
Another factor scecounting for the high importance
attached to the visual imege in the Renaissance lies in
the pervasive influence of the Neo-platonic doectrine of

rovelation through symbolism, such ag propounded by Pico

della Mirandola in Wis commentary on the opening
chapters of the Bible, Heptaplus. Tasso, for example,
shows knowladge of the writings of the chief spokesmen
of the doctrine of ‘'iconcs symbolieas®, namely the worlks
of Dionysius the Aeropagite, Mystical ﬂggolbﬁ' in his
Discourses (ps 32), and Iamblichus®s On’ @ mntym
Mysteries (pe 72)e The Neo-platonis doctr:!.no of the
symbolic image hes vagt implications for the poet, which
we shall pee later, The allegorical image in Neo-platonic
thought is not, as E.H. Gombrich pute 3424, *a kina of
pieture writing in which a conceytual language is

33 :
In hie article, 'Takso and the Visua.l Arts Italian
Studies, TII (1946-48), 496-527, .

34 In his article, 'Icones Symbolicag - the Visual Inage
in Neo-platonic Thought,* chi XTI (1948), 163=192
and the revised version o

8 article in Smboé%g
Images — Studies in Renaissance Art (London, 1
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translated into conventional images', but the veritable
representation of some suprasenmsible reality. This is
because of the Neo-platonic conception of a fundamental
and inherent symbolism pervading the universe, as shown
in the idea of *Nature as a Book of Symbols', as a result
of which en essential, not conventionzl, relation is seen
to obtain between the symbol and the epiritual reality it
signifies, such as between ‘fire' and 'celestial love',
This wae reinforced in the Renaissance by the doctrine of
the esoteric tradition, according to which the ancient
sages had their intuition into the structure of the
universe in enigmatic image?eymbols, whickh are 'sacred
gigna' with an occult meaning, or 'arcenum', The Egyptian
prieats devised hieroglyphics, Plato employed myths,
Dionysivue the Aeropagite constructed numerical symbols,
the Hebrew sages Spoke through the figures and symbols of
the 'Cabala', and even Christ used percbles. The immense
esteem in which this dootrine was held is manifested by
the fact that the Egyptian hieroglyphica became an object
of intense study by the humanists in the Renzaissance, As
George Boas recorda35, the Hieroglyphica of Horapollo,
which is the only complete texti the Remaissance possessed
about the hiercglyphics, enjoyed wide popularity — *The
first edition of the Hieroglyphics dates from 1505, when
it was printed with Aesop's fables, Within the next
hundred years there had appeared no les than thirty
editions, translations, and reprints of the work, to aay
nothing of the elaborations and commentaries, such as that
of Valeriano, which appeared in 1556.' The Hievoslvphica

35 In the Introduction to his edition of the liieroglyphica

of Horapollo (New York, 1950), pe. 29
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 of Piemo Valeriamo, in fact, marked the climsx of the
movement, Marsilio Ficino, the translator of Plotinus and
famous expositor of Plato, lmew the Bgypiian hieroglyphics
well, and alluded to 'Horus' in his works, In glossing the
hieroglyphics as imagesgymbols whereby the Lgyptian
priests expressed their primeval wisdom

The Bzyptian Priests did not use 1nn&vzdua1
lettexrs to signify mysteries but whole images
- of plants, trees or animalsj because God has
xnowladge of things not through a multiplicity
. of thought processes but rather as a simple and
firm Tform of the thing,

and that 'the Egyptians presented the whole of the
discursive argument as it were in one complete image'. In
80 doing, the esoteric tradition joined hands with Neo—
platonic philosophy. For the visual image was regarded by
the Neo~platonie philosopher as the means wuoreby the
'Ideas' that awell in the mind of God became wvisiblej the
tlanguage of acocomodation'y; as explained by the Barnabite
priest, Christoforo Giarda, in the Introduction to his

Bibliotheca Alexandvinae Icones Symbolicae, Milaa,.162637,

As notaing ¢an be apprchended by the senses
"thaat is not somewhat corporeal, nothing can be
understood by our mind in its depressed .

36 See Nargilis Floino, Opers Omnia (Basle, 1576), Py.
1768 ££, Quo+ad by E.H. Gombrienh in hie article 'Icones

Symbeolicanm, ',

31 See extracts Lrom. thé work of Cimrda in the Appendix %o
E.He Gombrich's article, 'Icones 3ymbolicas,' JWGI, XI
(1948). 188-92,
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condition that has not the a-ppaarance o:l.' a
bOdy.

This visugl image thus becume a form of revelation
of divine truthe and essence which are not normally

comprehenaible by the human mind, as Giarda ascertained
that

ese thanks to this boon the mi.nd which is

banished frem heaven into the dark cave of the
body, its aciions held in bondage by the
gsenses, tan behold the beauty and form of the
Virtues and Sciences divorced from 21l matter
and yet adumbrated if not perfectly prressed
in colours, and is thue roused to an even more
fervant love and desire for them, .

The symbolic image occupies a special posj;tion in
Neo-platonic philosophy on account of the belief in the _
superiority of esctatic visions over discursive reasoning
as @ means of comprehending truth, Ikero‘ ara three modes
of kmowledge, mccording to the Neo-platonist. Pirst is
‘opinion', knowledge derived from ordinary. éené.o-
perception, which is delusory end leade away from truth,
Second is derived from discursive remsoning, proceeding
step by step in a dialectical process, Thirad and highest
is imtellectual intuition of ideas and essences in moments
of 'ek-stapcig', or 1n divine frengzy, Buch as the
disembodied sniris experienceu when Vis-a~vis the bupremo
One. *The negative theology of Pythagoras and Dionysius
is s0 highly renowned above the demonstrative theology of
Aristotle and the schoolmen’, according to .'Bnmo. for the
precise reason that 'the divine tmth, in the mode of the
supernatural, called metaphysics, ia gsvea.led to the rLre
epirits whom it favors, and does not’ in‘i‘mit Ate arrival to




measurementa of movement and of time, as is the case in
the physical sciences (those sequired by the light of
nature which proceed from a thing known by sense and
reason to e thing still unknown, in the discursive mode
one calls argumentation), but, on the contrary, arrives
suddenly and unexpectadly according to the mode appropriate
to 1%s activity «ee it allows itself to be absorbed as
prouptly as the light of the sun renders itself present to
him who turme and opens himself to 1t'38. The visual
symbol is believed %o have o special efficacy because it
bodies forth the whole of the proposition in o flash,
whioch prefigures and mirrors the process of direct,
1ntellectnal intﬁi%ion, as is confirmed by Giarda,

The Symbclic Images, howevar} present themselves
_ %o contemplation, they leap to the eyes of their
“-béholders, and through the eyes they penetrate
into-the mind, declaring their nature before thaey
are scrutiniged, and so prudently temper their
* humanity that they appear to the unlearned as
‘macked, to the others, however, if they arc at
laast tolerably learned, undisguised and without
any vizore

and that

_ Nor could anybody have kept any record of them
4n his mind (save the learned, whemever indeed

. it might engage them) had not this heavenly
institution of expression through symbolic

- images Tixed the most noble nature of these acts
more clearly in the eyes and minds of all and
Yad the demonstration of their sweetness aroused
the oager study even of the unlesrned,

38 rn;%Ei&!ﬁEﬁ?‘iﬁiﬂﬂF“’. trans, Paul E. Memmo,Jr,,
(Ohn “ ! » Jy DPDs 257‘- 251,

™~ ,
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For the special. virtues inherent in the visunl imnge,
we recall that Leonardo asserits the superiority of
painting over the other arts especially poetry on the
ground that it serves the noblest sense, which is the
sense of sights ' esse by sight the besuty of created
things is perceived, which are the chief source of love,!
'The eye is the principal means by which the centrel
sense can most completely abd abundantly appreciate the
infinite works of nature,' 'Painting represents its
aubject to thee in zn instant through the sense of sizght!
and that 'harmonious proportions of the parts composing
the whole react and delight the eye.' '"FPainting will move
the senses more readlly then poetry® and that

Pginting transmits the same subjeet through a
gsense which is the true and direet intermedizry
hetween the object and the mind, and which
transmits with the greatest accuracy the surfaces
and shapes of whatever presents itself., And from

ese shapes is born the proportionality called
harnonyy, which delights the sense of sight with
sweet accord just as the propertion gaf diverse
voices delight thes sense of hearing”~,

The idea that the wvisual image hes a morae direct
impaet on our mind is traceable to antiquity. Platoe ,
decilded Yhet the sense of sight is the noblest because it
nas the closest kinship to spirit?®, Horace has said that
*Whakt enters the ecars atirs the mind more feebly than
wiat 'ig plaged before the trustworthy eyes' (Ars Poetica)
Ome is'remindéd that the ancient 'art of memery' conuists

7

,39 See Paragone—A Comparison of the Arts, No. 27.

40
See Jean llagstrum, The Sister Arts, pe 53 especially
Note 5.



of impinging firmly on the mind a vivid pioture of
architectural places, real or imagined, representing

the order of the things, The consequence of this ,
emphasis on the primacy of the visual image for the
literary artist is not hard to imagine, Cicero, in De
Oratore (III, 161)41 where his discourses on the function
of the metaphor, declares that words are used
metaphorically

ees heceuse & single word in each case : :
suggests the thing and a picture of the wholej
or because every metaphor, provided it be a
good one, has a direct appeal to the senses,
especially the sense of sight, whieh is the .
keenest ..+ the metaphors drawn from the sense
of sight are much more wvivid, virtually plzce
within the range of our mental vision objects ..
not actually visible to our sight. ‘ ,

The verbal image, based on vieilon, is thus affirmed
40 be a vital instrument 4in increasing the vigour of the
lansuage. Neo—-platonism in the Renaissance played a decisive
role in shaping the conception of the function of the poet,
ags shown in Giardz‘'zs observation, which runs,

For first every imege and likeness, whether
framed in words or expressed in colours, has
this quality that it greatly delights hearers

“and spectators, Hence we find that the wisest
of poets and oratorsy to whom it was given to
mix in their speeches sweetness with usefulness,
often use poetiecal and rhetorical images.

41 I am indebted to E.H. Gombrich in his essay, 'Icones
Symbolicae: Philosorhies of Symbolism and their '

Bearing on Art,' in Symbolie Images (London, 1972),
for pointing this out. . v



From the implicit references to the Horatian
principle of 'Utile dolce', it is clear that the poet
serves a didactic function, which he serves best by
presenting in his poetry vivid images whose forms,
colours, end proportions rouse the mind in as direct
end forceful a way as the ‘symbolic imsges®, ndnlated
by Giarda, do, or the Egyptien hiereglyphics;, ®o
passiondtely -elinched by the Renaissance ag a quasi-
magical mode of communication, With this end in mina,
Tasso writes thet

Now To lead %o the contemplation of divine
'thtnga and thus awnken the nind with images,
a8 the myatical theologion and the poet do, is
2 far nobler work than to instruct by
demonstration the function of the scholastie
theologian,
37 (Discourses, pe 32)

“The’ funotion pf the poot and ‘that of the *divine
theologian' who is tpe deviser of symbolic images,
became practically 1nterchangeablo. As Prances Yates
has pointed out42, ‘To Bruno, the philesopher, the
painter, and the poet, are (like Shakespeare's lunatic,
lover and poet) "oi imagination all ‘compact." ' It is
emall wonder, then, that the poetic image in Sidney took
over, in an almost mystical manner, large portions of
the function of the Neo-plaionic image-gymbel,

_sss the peerless poect perfomm bothi for
whatsoever tha_philosdpher saith should be

42 In her articlo, ‘The Emblematic Conceit in Giordano
Bruno's srodiei Furori and in the Elizgbethan
Sommet Sequences,’ JW (1943), 1081-121, See Note
1 on pe 109,




done, so ag he coupleth the rseneral notion

with the particular examples A parfect

pioture I say, for he yicldeth to the powers

of the mind an image of that whercof the
philosopher begtoweth but a wordish deseription,
which doth neither strike, pierce, nor possess

the sight of the soul so much as the othar dothe

(Apology, pe 107)

virtue, vices, matters of public poliey or
private govermment——replenich the memory with
many infalliple grounds of wisdom, which,
notwithstanding, lie dark before the imag tive
ond judging power, if they be not illuminated
or figured forth by the speaking pieture of

POESY s <

see a felgned example hath asz auch Zorce to
teach as a true example (for as for teo move,
‘1% is clear, since the feigned may be buned %o
-~ the highent key of pasaion) cee : ’
A ' ] Apology, ps 110)

For as the inage of each nction .st\irr'efh and
ingstructeth the mindy so the lolty image of
'suegh worthigs nont inflameth the mind with

(Apology, ve 119)

desire to be worthy eee

Nay truly, though I yvield that Possy may not
only be zbused, but that being abused, by the
reason of his sweet charming forece, it can do
mora hurt than any other army of words. eee.

In our attempt to understemd the thought and art of
the Renzissance, it 1s essential to romeunber that the
Rena;iérﬁmcg was primarily characterized by the rich
corpus of figurative arts — symbols, emblems, imprece,

~and allegories which spavned on the imagination. This
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i8 manifested by the 'furore' for emblems in the sixteenth
century, which was inaugurated by Andrea Alciati's
Emblematum Liber (1531). Etmologically, the word ‘emblem’
derives from Greek omd as Geoffrey Whitney defined in
1586, in the first English book of emblems, A Choice of
Emblems, 'is as muche to saye in Englishe as to "o set
in, or put in"t properlie ment by suche figures, or WOrkesg
as are wrought in plate, or in stones in the pavements, or
on the'waulés, or such like, for the aderning of the
place: having some wittie devise expressed with cunning
workmenship, something obscure to be perceived at firsst,
whereby, when with further consideration it ie understood,
1% nale the groater delight the beholder,'*> The Italian
equivalent for the word is Vimpresa', which comes from

the verb 'imprendere', meaning 'to undertake'; in other

words, designating a symbolical representation of a purpose,

a wish, or a line of conduet that the bearer wishes ‘Lo
'undertake's The imprese, which was either amorous or
military in the period of 'llimpresa manneriste® until
this was succoeded by the period of 'l'impresa
concettista'44. bocame very popular in academies and
salons, The wide incidence of emblems and impresas in
contemporary life is pictured by the anonymous friend of
Samuel Dunisl, who signed himeelf as N.We, in his
intrddﬁcﬁign t0 Daniel's translation in 1585 of Paula
Gioviofe;%éﬁqﬁs disquisition on the aesthetic principles

b4

43 se0 Henry Green's edition of Whitnev's "Choice of
mb; s" (London, 1866), sig. recto,

44 In the words of Robert Klein, in his essay 'La Tadorie

de L'expression Pigurée dans les Traites Italiens Sur

¥ Lee Iopress 1555-1612,¢ in La Poimme @t L'intelligsible
/ (?aris, 1970), 320341.
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involved in the *'science' or ‘art' of making eﬁblems, £

Anyone who wishes to apply ornament to ,
vacant or te bere surfaces will find in this
little book, as in a well-furnished store-
house, all tnat he may wish to inscribe or
paint on the walls of the house, on the -
windows, the carpete, the hangings, ploturés,
tableware, figures, rings, trinkets, £,
clothing, tables, beds, in short on every )}
.plece of furniture in al) apartments, so that'

/in their essential features objecte in every=
day use may thus be rendered in all cases
effective and attractive to the eye. Whoever
is desirous to enrich his productions with -
the device of & short sentence, graced with
an agreeable illustration, will be able %o
find abundent material, for he can teke from
the present book whatever may appear to ba -
suitables for all kinds of ornement=l purposes,
Such can readily and quiekly be found on
consulting the general agreement of the 45
subjects, or on the reference t6 the index"'~,

There is no doubt that Sidney took & lively interest
in the emblem litersture of the Renaissance, feor in his
lotter to lenguet from Vonice in 1573, he proffered
Ruscelli's Le Imprese Ilusiri (1566) ms one of tho
‘elepantes 1ibri! and most prized possessions ofltho
Ronzissance mar of 1etters46. John AubreyArecOraé in his
1ife of Sir Philip Sidney in Brief Iives*! thet |

45 Quoted by Gilbert R. Redarave, in 'Deniel and the Bamblem
Literature,? Transactions of the Biblio oal Society,
XI (1909-11), 3 :

46

See The Correspondence of Sir Philip Sidney and Hubert
Lenguet {London, 1845), trans, S.As Pears, p. 9

7 See the edition by Oliver L, Dick, (London, 1949), p. 279.



Tiilting was much used at W11ton in the
tines of Enry Earle of Pembroke, and Sir.
Philip Sidneye At the solemmizgtion of the
great Wedding of ¥William the 2 Barle of = .
Pembroke to one 6f the Co-heires of the Earle
of Shrewsbury, here wes an extraordinery Shews
at which time s great many of the Nobility
and Gentry, exverienceds and they had sm.eida
of Pasteboard painted with their Devieces, and
Fmbelms: whiech were very pretty and ingenious,
and T believe they were mont of‘tnem contrivbd
by Sir Philip Sidney.

That heroic pageantry and chivalric tournament which
gave @ecusion to lavish uge of emblems and merasas &
constituted a prominent feature of #1izabethan 1ife is
also confirmed by Frances Yates48; who found the origins
of the Iberian yearly jousts olosely deqcrihed by Sidney in
the Arecdia in the Accession Day Ttltl. Giordano Bruno
dedicated his De Gli nro;ci Furo ;, whi@h is a uolleetion
of emblens described in words, to bidney‘lﬁaa. Abrehem
Fr%unoe, one of the Sidneian circle and. am impaselonsd
evbm-matist, dedicated a manusceript emnlam ‘book to&ahher
. with an essay on rhetoric4g to Sidney ip ﬂne same yeare
e was the author also of a fullar traatmﬁnt of the aubaeot
entitlicea Insignium, Armory 7 ‘
Symbolorum printed at London in 1588 da?aated %0 msber-b,
Sidney. The important part played by Sidney in inltiating
the eﬂhleu vo[ue in Ingland is testiﬂied py contemporauv
writers such &g Fanry Peachan in The 0t Gentlens

48 Seae her article, 'Llizabetnan Chivalrv: Tao Bnmanoe of

the Accession Day x11t Jwe ' (L957), 4=254

49 the Bod, Rewliason WS D 335.: &

2 : Qo W =



who mentioned a collection made by himself of ‘devices
of Tiltings of Sir Philip Sidney, the Barl of Esnex and
othera'??, Thomas Blount, 4in hiz trenslation of Henrdi
Estierme’s The Art of laking Devices in 1646, listea
Sidney's device of "the Caspian Sea', with the motto -
9ine Reflwm' among others adopted by Bligabethan
courtiers. The internal evidence of Sidney's work slso
provides smple support for Sidney's relish for the
enblenatio mode of communication. The Arcodis abounds in
descriptions of devices on armours, shields, jewels, many
of which were transposed direct from continental. emblem
colloctions. Among these the most interesting ones are
that adopted hy Philisides in the 1590 Arcadia with the
motto 'Spotted to he Khovm"n, which has been shown to he
spacifically Sidney's propertysag~ and that adopted by
Clitophon, the well-Xnown ‘ermine’ impreaa53, whare
according to Roy Strong 'Sidney is desceribing a pioture
used in allegorical tournament of Elizabeth I accompanied
by an ermins which ecarmo% hove been so very different:
from the "Ermine” portrait at Ha tfie1d?2%, Apart from

%0 Gitea by Rosemary Freemen, in Enslish Sublom Books
(London' 1948)' Pe 72| NO%B 2. i

% See Woxrks, I, pe 285, - 25

52 Sse D, Coulman'e short note on the ddentification of

Philisides as Sidney, 'Spotted to be Known,;' JWCI, XX

(1957), 179-80,

3 Works, I, pe 108.
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endowing actual devices with a genuine narrative

interest im hise prose writings, in Si.dney's poetry; the

: deviea-;n.ké quali.ty of the imagery of Astrophil and
'w haa also boen fruitfully studied by Prances Yataass
An emimn‘h emx)lo of this is Sonnet 48,

"
.

ﬁoulo's doyy bénd not those morn:lng starree Irom
me,
!'m,era Vertue is made strong by Becutie's m: ght,
vhere Love is chaetenoaee, Paine doth '!e'aamé
.A.nr‘r Hmnlenesse growe orne with :hjcstle.
Whet ever may ensug, o let me be
Copartner oi the riches of that sights :
Let not mine eyes be hel-lriv'n frou that eightt
0" Looke, o shine, o let me dle and sge. ,
* Por though I o:%'t my selfe of tham hemone,
~ That through my' heaxt their beamie darts be gcney
m'zoee curelesse wounds even now most freshly bLleeds
Yot gince my death-wound is alrendy shots
Denre ¥iller, spure rot thy sweat cruell shots
A k:md of erace it i» to slay with speed.

Am is otgse_::ved 'by Prancos ga,tes, the 'star-sye' image
is in fact the dominnting conceit of the entire sequences
Yét what .is interesting here is not the full porallel that

cen he worked out betweon the imegery of Astrophil and.
Stella apd that of Bruno's Da Gli Eroiecl Purori in the
-demone tratm of . the cladm that *Sidney's sounels are sven
to be, 11):@ Bruno'.a, g snir-!t'zsﬂ autoblograohy, reflecting
in tggxna of Patmahan emblens, the moods of a soul m.eking
God' , but the ‘evnbl“krratio' use of the poetic conceilt to
insimmte a wealth of <'igm.fj.ma.nces bayond the literal

r o

7% Yotes, in the same agt‘ic;,e., gL, VI (1943), ps 124,



- meaninge, That is to say, the conceit is used as qﬁ‘emblemz
#hich approves the saying of Nario Prez thal 'emblems and
conceite are fruits of the same tree, and the periods
waieh are fond of conaeijs were algo pericds of emb&ama'ssh
An impresa, as Robext Klein has perceived, ae a Symbolie
foxm propotly funmtions*as '1'image intelligible?: 'la
theorie de l'art f;guree avait comme premier postulat le
caractexre vnivaraal du discgmo et le ﬂoaaibilite de’ rendre
visible l1l'Idee’!, he whole theory’ of the figurative arts

hinges on 'la fonctgon du gymbol pour représenfer une 136e
pexy une figure yui fparticipe” a l'nnivsrazte et 1'1daa11t5
do son q@jet's » The point that Klain strezces time -and again
is precisely that tie i.preSa is *un instrument de-notre
intellect', *dont tous les &léments sont indispensables et
strictement suffisents pour traduire un concetto unique,
acte simple de la_pgnsee'. In other words, we are reminded
that the emblem is-essentially'a pieture witi: 2 hidden
meaning, and it is inadequate %o road these 'pictures aua
pictures', overlobicing “thelr ability %o function as .
- iconogrephic sighs'sa. The emblem functions as '4 concoptual,
quasi-verbal .discourse’, It is fundamentally adiressed to
vhe mindj.and whatever show ¢r semblance of ‘sensudus

~lobtente it has points beyond itself and rofcers us away
fron itaalf’to sonething syviritual which it is meant to

56 in Studiea 1n‘oevaﬂtuanth—cgn4u*v Imacery {(London, 1939),
s -

o Ian thg ossay alrendy cmtad, 'La Phiorie de 1'evpresslon
figure, "

58 Bender, gp. cite



bring before the mind's eye. The gensuous presentation

of the image in the emblem is one that is_inQGSte§'ﬁ1th
netaphysical powers. Thus it is understandable that rich
crops of'meaning may be gleaned from the imesery of certain
of the sonnets of Astrophil and Stellam. The marshalling.of
the visual materials in the meblematic imare btridges the
gap bgtwéen the sensuous and the ahstract, and the concrete
victuré-painted in words serve to figure xorth ‘Abstractions
and vast conceptual meanings,

" Soule's joy, bend not thoso‘mbrninr starres Trom
me,
Where Vertue is made strang by Be&utlc'evmight,
Where Love is Chastenessge. Paine doth lzorne
delight,
Ang numblenesSe.gr04s one with Iajestie,

utm;larly the star-eye image ic expanded by the embleaatie
nethod to take on netapliyaical dimensions, so tnat it ie
posalbla Lo interpret the ayes of the Niastress as 2
metauhor for the tantalizing naturs af God; in Somnet 42,

0 eyas, which ao the Svyheares of beautie move,
Hhose heamer be 3oye-, whose joyes all vertiies be,
Voo while they make Love. conguer, coneuey love,
_ The schooles where Venus hath learn'd Chastities-
. © eyes;, where humble looks most glorious prove,
Only lov'd Tyronts, just in eruelty,
Do not, o do not from poore me remove,
Keepe still ny “denith, ever shine on me,
-, For though I never see themy; but straight wayes
- Ny iife forgets vo nourish banisht surites
Yei =till on me, o eyes, dart down your rayesi
o And if from Majestie of sacred lights,
Oppressing Llortall sense, my death proceed,
Wrackes Triumphs be, vhich Love (hleh sggg goth
’ ede



The pictorial conceit, like the pictorial emblem;
sorvee to render the intelligible visible, which as Nario
Prag has put it, argues a process of the ‘materialization’
of the epirit rather than *sublimation*®®, The
recognition of the autonomy of the symbolic form won by
the fashion for emblems which originated from the
Bgyptian hieroglyphics, the perfection of the emblem or
impresa ag *un nouveau language symbolique - image-ideat
"Noeud de parcles et d'images" (Ammirato)®, the intence
sophistication of the techniques of devising emblems, as
demonstrated by the discourses on the art by Paolo Giovio,
Dominichi and Ruscelli, are all part of the same movement
in which the sensuous tendency became combined with the
didactic tendency. It is not difficult to understand the
converse of this in poetry, resulting in the cultivation
in verbal form of 'feprésontation quasi-visuelle' and the
choice of vivid, vigorous images as a means of expressing
meaning rather than bare, direct logical statementj hence
the use of the pictorial method in Sidney, which consists

most of the time of 'une image pensée remplagent un concept'.

Thus pictorialiem forms a vitel means of increasing the
energies of the language in Sidney. In the next chapter we
shall proceed to examine other ways of writing
energetically adopted by Sidney.

60 22- m.. Pe 134
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CHAPTER THREE THE ARCADIAN EXPERIMENTS

When we come to consider the rise of the vernaocular
in the sixteenth century, the significant part played by
Sidney in realizing the potentialities of the English
ilmanguage cannot be over-estinated., As is well-known, the
eixteenth century witnessed the making of the vernaculars,
- a8 oxemplified by Du Bellay's attempt to make more
'{llustriocus' the Prench language in order to emulate with
the Ancients, which intention is set forth in the
following proclamationsl.

and

Et quand la barbarie des meurg de nots
ancestres eust deu les mouvoir & nous apeller
barbares, £i est ce que je ne voy point pour-
quoy on nous doiva maintenant estimer telzs
veu gu'en civilite de meurs, equité de loix,

ite de couraiges, bref en toutes formes
& maniéres de vivre non moins louables que
profitables, nous ne sommes rien moins gu'euxi
mais bien plus, veu qu'ilz sont telz maintenant,
queé nous les pouvons jJustement apeller par le
nom qu'ilgz ont donne aux autres,

that,

Ces raysons me semblent suffisants de faire
entendre a tout equitable estimateur des chosmes,
que nostre Langue (pour avoir ete nommes

es ou de noz ennemys ou de ceux qui
n'avoint loy de nous hailler ce nom) ne doit
pourtant estre deprisee, mesme de ceux aux
quelz elle est propre & naturelle, & qui en
rien ne sont moindres que les Grecz ou Romains,

1 Du Bellay,

La Deffence et Illuetration de la Langue
Francoyse, © » Cll., Livre 1, chap,. .
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The descriptive epithets that recur in La Deffence -
the state ofithe vazmoular tongues as being 'brutaux,
cruels & barhares,, and the ambition of making the French
language ultimately, si copieuse & riche gue la Greque ou
Latine', strike the key-note in the writings of a lot of
advocates for the aggrandisement of the native tongue, As
*Imitation’ supplied the chief apparatus for the recovery
of the wisdom of the Aneients in the efflorescence of the
‘new learning' in the Renaissance, there was the general
recognition of the neceseity of making the vernacular
'rich' and ‘'copious’, of sughénting the reésources of the
language, and refining and developing it, so that it may
become a supple and flexihle instrument for the expression
of meaning. As R.R. Bolgey has pointed outa, Eresmus® De
Copia (1511), which was intended to be a textbook for
schools for the nastery of the Latin tongue, 'has not been
accorded the impoxrtance it deserves, It provides us in a
sense with a olue to the whole of humanism, Specifying the
techniques on which imitation depended, it makes cleay what
men were attempting not only in Datin, but also in the
vernaculars +se'e Sheer aptness and lucidity of expression
were regarded to be inadequate, and the concept of ‘copia’,
which comprehends the meanings of ‘variation, abumdance or
richness, eloquence, and the ability to vary or enrich
language and thoxight'3, wag get up as a rhetorical orx

2 Bolgar, 013.%;;&_; Heritage and Its Beneficiaries (Camb.,
1954), pa

3 The trenslation by Donald Bs King in Erasmus' On Copia

W trans, Doneld B, King, in%roa
H;z A . x (Harquetto University Press, MNilwaukee,
1963), , :



stylistic ideal for writers to follow. There was in the
sixtcenth century as a whole a movement from the

tuneloquent language® to the 'eloquent lahguage'4, and 8
glance t}iruugh the manuals and treatises of rhetoric will
exhibit a common intention to supplement, if not replace,
'plainness® or baldness of statement with 'exormatien',

"The latter, in fact, constitutes an inescapable heading in
~almost every handbook of rhetoric in the Rensissance, Thomas
Wilson, for instance, in The Arte of Rhetorioue (1553)5
enunerates 'fowre paries belonging to Elocution', namely,
'Plainnesse, Aptnesse, Composition, Exornation®', Wilson
maintaine that *plaine words® are ‘proper to an Orator'! -
'First therefore, an Orator must lahour %o tell his tale,
that the hearers may well lmow what he meaneth, and undexrstand
him wholy, the which he shall with ease vse, if he viter his
minde in plaine words, such as are vsually rooeiued, ‘and tell
it orderly, without going about the bush' (gde Cite, pe 2),
and exhorts learners against speaking in “da.rk lanmiage

and affectation of 'any strange ynkehorme terms',
'Plainnese® is regarded to be the first requisitej yet
Yexornation' is put forward at the end %o crown the art of
*alocution?,

When wee haue leaxrmed apte wordea, and vsuall
phrases to set foorth our meaning, and ean
orderly place them without oﬁ'ence to the Lare,
wee may boldely commende and beautifie our talke

4 In the words of Richard F, Jdones, in ge Iriumph of
Enfilish Language (London, 1953).

 Ed, with introd. by G.H. Nair (Oxford, 1909).



with diuwers goodly colours, and delitefull
translations, that our aspeech may seeme as
bright and precious, as a rich stone is -
feire and orient,

Exornationy is a gorgious beautifying of
the tongue with borowed wordes, and change
of sentonce or speech with much varietie,
Pirst therefore ?as Tullie saith) an oration
i made to seme right excellent by the kind
selfe, by the colour and iuice of speech,

3 (22. Site, Do 169)

Wileon actually pens a panegyric of 'Elocution’,
which he lauds as *that part of Rhetorique, the which
aboue all other is moet beautifull’, in the following
enthusiastioc terms,

Elocution getteth words to set forth
inuention, and with such beautie commendeth
the matter, that reason semeth to be clad in
Purple, waiking afore both bare and naked,
Therefore Tullie saieth well, to finde:out
reason end aptly to frame it, is the part of
2 wisoman, but to commende it by wordes and
with gorglous talke to tell our conceipt,
that ie onely proper to an Oratour,

(_ﬁ.’ m-, Pe 160)

George Puttonham, in his treatise on postry, also
devotes a whole book to the elaboration of the subject of
YOrnament !, where expatiates on the importance of
texornation' not only a8 2 means of embellishing
discourse, but for the better moving and delighting of
the reader,

As no doubt the good proportion of any thing
doth greatly adorme and commend 1t and right
20 our late yemembred proportions dos to our
vulgay Poesies 80 is there yet requisite to

i1
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the perfection of this arte, another maner

of exornation, which resteth in the fashioning
of our makers language and stile, to such
purpose as it may delight and allure as well the
mynde as the eare of the hearers with a certzaine
noueltie and strange maner of conueyance,
‘disguising it in no litle from the ordinary and
accustomedt neverthelesse making it nothing the
more vnseemely or misbecomming, but rather
decenter and morecagreable to any ciuill eare
and wmderstanding .

Puttenham was responsible for introducing the idea of
style a8 ‘'germent’, which gained wide currencgy among
Rensissance writers!,

Buen so cannot our wvulgar Poesie shew it

selfe either gallant or g.rgious, if any lymme
be left naked and bere and not c¢lad in his
kindly clothes and colours, such as the common
course of ordinary/speach and capacitie of
the vulgar iudgement, and yet being artificially
handled nust needes yeld it much more bewtie and
commendation. This ornament we speake of is
giuen to it by figures and figurative speaches,
which be the flowers as it were and colours
that a Poet setteth vpon his language by arte,

- a8 the embroderer doth his stone and perle,
or passements of gold vpon the stuffe of a
Princely garment, or as th'excellent painter
bestoweth the rich Orient colours vpon his table
of pourtraite eee

The extont to which Puttenham was speaking for the
poetic practice of his age may be garuged by a survey of

7 See the discuesion of the metaphor of ‘style as a
garment® in Rosemond Tuve's %W
Imagery (Chicago, 1947), Chepter 1V, e "Gorment” o
5¥y§o

and Funetional Sensuous Imagexry,?.

8 Puttenham, oD m.. PPe 137-38.




the stream of lyrical anthologies which issued from the
pross from Tottel's liiscellany in 1557 to Davidson'e
Poetical Rhansody in 1602, including such fanoiful titles
as A Handful of P].gasanj Del;ggta, Gorgaous Galley of
lant iops, The inty Devices, The
Phoenix Neat, etcg. Elizabathan poetry was characterized
by the pervasive use of rhetorical figures and deviges,
- Bo that when Sidney inveighed against the factitious
conventionality of contemporary poetry = %the honey-
flowing matron eloquence apparelled, or rather disguised,
in a courtesan—-like painted affectation'; he was commenting
on a tendeney in contemporary poetry which had been pressed
too far, :

The eclose alliance between voetry and rhetoric is o time-
honoured one, Rhetoric was defined by Aristotle as "the
faoculty of discerning in every case the available meams of
persuasion' and by Quintilian a8 'the science of speaking
well'., Thus rhotoric has from early times been recognized
to be that branch of knmowledge which has ‘'elogquencet as its
object of study, as the wery name 'elocutioc', from whioh the
word ‘elogquence'! derives, indicates, Aa Avril Bruten points
out®, o scholastic thinkers rhetoric and poetry establish
no important connection between words and truth bacause both

¢ See the account of Elizabothan 1yrioal poetry 111{.1 b
~ - of Eng ! 50

%hg Reggigs%gpe
% as er

edition x.ondon, 1967). Paxt 11. chape 1, PDe 383

10 1n her unpublished doctoral dissertation submitted to
cambrid%e ﬁniveraity, May, 1966, 'Res and Verbe in
Spenser®s Poetic, ‘.



are concerned with style, and style is an expedient means,
not & necessary end,' This is because in the Middle Ages
rhetoric took up new and specialized functions, in the
form of 'ars dictaminis' and ‘'ars praedicandi', and
classical rhetoric became practically reduced to the
consideration of *elocutio'. Apart from Cicero's youthful
work De Inventione, the rhetorical textbook that held most
sway in this period is the Pseudo-Ciceronian Ad Herennium,
more than half of which is devoted to the setting forth of
the resources of 'elocutio'. Thus rhetoric in the Middle
Ages was regarded as an 'art of recommendation', whose
task is to recommend the certain truths of theology which
revelation guarantees, or those discovered in any other

discipline., That is to say, it came to be regarded almost
exclusively as a verbal art, or an art of words. This view
of rhetoric as stylistic decoration is that put forward by
Martianus Capella in his picture of Dame Rhetorica in his
De Nuptiis (ca. 410-427), and shared also by Stephen Hawes,

in his depiction of Dame Rethoryke in The Passetyme of
Al

Pleasure ~. The poet appeals to Dame Rethoryke for the gift

of eloquence,

And depaynt my tonge with thy ryall floures
0f delycate odoures that I may ensue
In my purpvose to glade myne auditoures
And with thy power that thou me endue
To moralyse thy lytterall censes trewe
And clense awaye the myst of ygnoraunce
With depured beames of goodly ordynzaunce
(1ines 673=5679)

The efficacy of 'elocucyon' as a means of recommending

11 4. W.E. Mead, Early English Text Society (London, 1928).
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what ' inuvencyon hath the purnose wrought' 1s set out in
the following enconiastic terms, .

Yet elocucyon with the power of Mercury
The mater exorneth ryght well fagundyqnaly

In fewe wordes gwete and sentencyous
Depaynted with golde harde in construccyon
To the artyke eres swete and dylycyous

The golcen rethoryke is good refeccyon
And to the redsr ryght conaolacyon

As we do golde frome coper puryfy

So that elocuecyon doth ryght well claryfy

The dulcet speche frome the langze rude
Tellynge the tele in termes eloguent
The barbory tongue it doth ferre exelude
Electynge wordes whiche are expedyent

~In Lotyn or in englysshe =fter the entent
Encensynge out the aromatyke fume
Our langage rude to exyle and consume

{lines 908~924)

Hawens's poem furnishes an instance of the fusion or
confusion of rhetoric with poetry, whieh isc s continuation
of theé medieval tradition. Poetry ie'praisad by ﬁawea in
torms which are strikingly similar to theose applicable to
rhetpric - '0 redolent well of fomous poetry/0O clere
fountayne replete with swetenes/Reflerynge out the dulcet
dylycacy/0f .41i4, ryuers in meruaylous wydenesse! (lines
1051-1054), for rhetoric is regarded as the fountairhead
of ornate diction, One of the four rivere that filow from
the well of poetry is e=lled ‘'carbunclest, that igs, the
rhetorical figuree; Virsil is praised for his rich use of
rhetorical ornaments, o

Anmyddes of whom +the tour is so goodly
0f Vyregyll standeth nost solacyous
“Where he is entered in stone precyous
(1ines 1060—1062)
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Likewise Chaucer wes praised by Lydgate ns 2 source of
noble sentiment and thes founder of eloquent diction. In the
liddle Ages, the poeticsl treatises, such as the Roetris
Nove of Geoffrey of Vinsauf (fl. cas 1210), weresattusliy
nannals dealing exelusively with rhetorical techniques,
'disposito! and ‘elocutio', which wero épplied %o poetry.
However, despite its strong mediaval flavour, we f£ind llawes
in more than ome places giving utterance %o sentiments which
ere strikingly modernm,

. When the nater is founde by inuenoyon
. Be 1t mexy or yet of grete sadnes
satte in o place by the disposycyon
- And by elocucyons famous clerenes
Exornate well anc redy to expres . -
Than pronouncyacyon with chere and countenance
Conuemiently must meke the vitterance

'

For though & mater be neuer. 80 good

Y¥f it be tolde with tongue of barbary
In rade moner without the dyscreie mode
It is dystourbsunce %o o hole companye
Por te se them so rude and boysirously
Demeance themselfe viterynge the gentence
Without good maner or yet intelligence

And thus the gentyll rethorycysm -

Through the labour of his ryall clergy

The femous nurture orygymally begen

Oppressynge our rudenes and owr foly -

And for to gouerne vs ryght prudently’

The zood maner encreaseth dygnyte

And the rudenesse also inyaugte TR :
(1ines 1184-1225)

' o -
In this passage we find the ad.wnb:’rat_idu'of 'several
ideas whiech acquired rich significances in the sixteenih
century - the tirade against the 'tonqua of barbary® and




‘rude mener' of specking, the vision of the 'gentle =

rethorycyan' in a sense as the ‘shyherd' of the people
*Through the labour of bis ryall olergz/ﬂhe famous
nurture orygynally began/Oppreasyngz our rudenes and our
foly?t, and most important of all, foreshadowing thé oreed
6f the unton of *sapientia’ and ‘'eloquentia', already
mentioned in the preceding chapter; which was smealously
embraced in the sixicenth century. The gentle spesch of
the 'gentyl rethoryéyan® is belioved to have a civiliging
effect on the hearers, 'To gouerne vs ryght prudently/The
' good maner enrreaseth dygnyte/And the rudenesse also
inyquyte's

In the sixteenth century, ‘eloguentia' was regarded as
e cultural ddeal which wes to be assiduously cultivated,
and an epitome of some of the firest aspirutions of the
agee This can be seen from the distemper o£ Ciceronianisn

vnich ewept Englend in this period, giving rise to *diligent

fmitators of Tully end Demosthones (most worthy to be

imitated)’, who %keep Nizolian peper<books of their figures

and phrases', lhere wis the attempt %0 render the vernacular
g ‘worthy' medium of exXprecsion, comparable to the olasuical
languages, which embodied the 'wisdom' of the Ancients, This
is the conviction of Ascham, in The Scholomaster (ed. aits),

ses in the Greeke and fatin tong, the two onelie
learned tongues, which be kept, not in common °
“tculke, but in priuate bookes, we finde alweyes,
wisdome and eloguence, good matter and good
Vitterance, neuwer or seldom & Sonders
- (pe 265)

But yet, bicauwse the prouidence of God hath
" left vnte vo no other tong, saue onelie in the
Greke ond Latin tong, the trew preceptes, and
perfite exsmples of eloquence, therefore must

- we tecke in the Authors onelie of those twe

L %



tongues, the trewe Paterme of Eloquenoe,

if in any other mother tongue we looke to
- attaine, either to perfit vtterance of it

our selues, or skilfull iudgamant of it in

othors,
(pe 283)

Qasﬂo, writing in the late clnqnecento, also urged
~the supreme necessity of eloquence — 'And eloquende,
which derives its name from elocution, is not second
even to prudence, if indeed the two,can possibly be
disjeined, since many prudent men fof‘lack of this gift
have been kept out of the government of kinzdoms and

republics and thought almost infants! (Discourses, p. 139).

The emount of attention that is dedicated to the culi—
ivation of 'eloquent' expression in the Renazssanoe may
be estimated from the quantity of rhetorical textbooks
that reached the public, if not used in schools, since
the publication of Erasmue's De Copia in 1511, which
include Leonnrd Cox's Ihe Arte or Crafte of Rethoryke
(1530), Richard Sherry's A Treatise of Schemos and

Iropes (1550) and A Zreatise of the Figuros of Grammar
and Rhetorike (1555), Wilson's The Arte of Rhatorike

(1553), Richard Rainolde's A Book Called the Foundecioun

of Rhetorike (1563)y Roger Ascham's The Scholemaster
(1570)¢ Heury Peacham's The Garden of Eloguence (1577),.
Gabriel Harvey’s oration on the Rhetor in the same

yeaxr, which are a list of the rhetoriocal treatises in
English that Sidney might hmve known, by the time he
commenced his poetic career, From an examination of the
rhetorical precepts and proctice of the age, one can sce
the shaping influence of contemporary rhetorie on

Sidney's art of pceitrye. VWhat is perticuiaerly illuminating

is the high importaace the rhetoricians mttached %o the
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affeoctive power of the language, for 'moving' or
*persuading' ie traditionally one of the threefold
aims of the orator = 'docendi, movendi, delectandd®
(Quintilian, Inst. Orat., VIII, Pr., 6). These aims
wore reiterated by Wilson in the Renaissance, who
declared thet 'Three things are required of an
Orator. To,toaoh; To delight, And to perswade’.
Wilson also prescribed in an imperative way that

Now when these two are done, hee (the orator)
must perswade, and moue the affegtions of his
hearers in such a wise, that they shalbe
foreed to yeeld vnto his saying, «es

“(ope cifes Pe 4)

-

Wilson declared that

Among all the figures of Rhetorique, there

- i no one that so much helpeth forward an
.Oration, and beautifieth the same with such

delightfull ornaments, ae& doth amplifications

Por if either wee purpose to make our tale

appeare vehement, $o Seeme pleasant, or to

be wall stored with cople: ncedes nmust it be

that here we geeke helpe, where helpe chiefly
is %o be had, and not els where,

(gps cit.y p, 116)

For the reason that 'the beautie of amplifying,
standeth’ most in apt mouins of affections' (gp. git.,
ps 130)s The intimate relation of rhetoric to the
moving of the affections is revealed by the fact that
in Aristotle, one of the three appeals of rhetoriec is
to the 'pathos', that is, the feelings, of the audience,
as distinguished from the 'logos', which is their
reason, and 'ethos', which is based on confidence in
the moral trustworthiness of the speaker (Rhetoric



1.2+ 1356%25), As has been diacuéﬁedvaariiér,vlangunge'
in the Renaissance was believed to have an ethical
funotion, and a source of influence on man's moral
behaviour. Rhetorid, aboye all, was devoted to the
fashioning of man's moral conduct, whieh explainé'wmf“
the rhetoricinn tskes into account tha ethical and
psychological aspeets of man as in w1lsun's anaiysis of
the affections, 7

"k

 Affeotions therefore (called Paamlan )
are none other thing, but a stirring or fgrstng
of the minde, either to desire, or els to. .

detest and loth any thing, more vehemently tﬁon "

by nature we are commonly wont to dode We

desire those things, we loue them, and like “them
earnestly, that appeare in our iuugement tc be
godlyt wee hate and abhorre thost things that
seeme naught, vngodly, or hermful wmto vse
Neither omely zre wee moued with thnso things, -
which wee thinke either hurtfulld, or prefltable
for our selues, but also we reioyce, we be.
soriey wee ptt%ie en other mans happe.

ms. p. 130)

Behind this iz certainly ihe Ariqhetelidn concept of

the twefold nature of meni the 'concupiseiblc’ aide of
humsn neture to enbrace the good, znd the '1rasciblo"'
side to shun evil. A neat forﬂulation of this ethical
conception of rhetoric is svailable in Bacon's’ ggg
Advoncenment of Learning, who reached the conclusion that
'The duty and office of Rhetoric is to apply Reason to
Inzzinstion for the betier moving of the w;l.ll.'12

Becon applaunded the exércise of eloqueﬁce on the ground

12 . ‘ '
Bacon, ¥Works, ed. cit,, III, p. 409,
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that

For we see thet cpeech is much more
convenient in adorming that which i good
than in colouring that which ic evil; for there

".4s no man but speaketh more honestly than he
can do or think: and it wes excellently noted
by Thucydides in Cleon, that ‘because he used
to hold on the bad slde in causes of estatey
therefore he was ever invelghing aeamet

: eloquence and good speechy !mowing
man can speak fair of courses scordid md. ‘nase.

(m.. Po 410)

Knowledge of conté.-npomry rhetorie is esventisl %o a
full understonding of Sidney's poetyy for the light it
sheds on Sidney's basic assumptions, Poetry 10 ok T
indissolubly linked to virtuej; end poetry towers above
the reet of the arts because it serves ;helfme‘ticn hest
of *moving® %o virtuous agtion -~ 'And that moving is of
a higher degree than teaching, it may by this appear,
that 1t 15 well nigh the cause and the efi‘aet of teaching!
(Apolopy. pe 112), T..e the poel, with the same hand of
delight, doth drow the mind more effesctuzlly than any
other &rt doth.' Behind all these clainms ig the *fallen®
view of human nature, that 'reason' is perpetually swayed
by ‘paseion® from doing good (& theme that runs through
the Arcadja and Astrophil and Sialla, and which is one of
the greatest themes of Elizebethen literature), which is
precisely what nakes the ¥teadhing' of poetry such an urgént
nmatter of procticel expediency,

Noy truly, lcarned men have lezrnediy
thought that where once reason hath so much
overmastered passion as that the mind hath a
free desmire to do well, the inward light oach
mind hath in itself is ac good ac & philosopher's
bookj seeing in Nature we lmow 1t is well to do



well, although not in the worde of art which
the philosophers bestow upon ugj for out of
natural concelt tho philosopher drew it. But

to be moved to do that which we lmow, or to

be moved with desire to ¥mow, 'hoe orus, hic

“lnboy estt,
(Ibide, pe 113) -

It io hardly surprising, therefore, that both in’
theory and practice the prime objective of the writing
of poetry to Sidney is the “moving' of our affections,

In the Arcadis, we find Sidney investigoting, through
actual experiments, ‘energetic' forme of writing that
will address themselwes to eur mind and aénses in tho
noet direct and urgent way. That Sidney is preoocupiea with
the 'mystery' of the nnture and the proeess of imag;inat&ve
creation in the Arcadin is revealed by the ad_d:ttion of a;
highly figured end rhetorieally written episode to the -
opening of the romance in the revised and expanded
version of 1530y In this episode our attention is drewm
%o the laments of two ghepherds Klaius a.nd' Strqphozi, at
~the departure of a lady called Uranda, who has gone to

the island of Gytheré, the traditional abode of Vemus,
What is interesting about Uramia is her high and
inspiring nature, whieh is portrayed to be a source of
elevating influence upon the two shepherds, .

hath net the onely love of: her mode us
(being 8illy shepherds) raise up. our thoughts'
above the ordinary levell of the worlde, so
as preat clearkes do not disdaine ouxr
conference? hath not the desire to seome
worthie in her eyes made us when others aove
eleeping, to s8it viewing the course of
heavens? when others were rumning at base, to
runne over loarned writinga? whew other marke
their sheepe, we to marke our selVes? hath not
shee throwne reason upon oux des§r and, -
as it were given gyes into cupia h in amr,
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but in her, love-fellowship maintained
friendship between rivals, and beautie
taught the beholders chastitie?

(vorks, I, pe 8)

In & poem added presumably by the Countess of Pembroke
to the 1593 edition of the Arcedia Urenia is described as
‘nothing earthly, but of fire and aire'13. At Kuotherine
Duncan=Jones has pointed outl‘, from 2 poem written by
Nathaniel Baxter, one of Sidney's past tutors and '
addressed to the Countess of Pembroke long after Sidney's

death, Sir Philip Sidney's Ourania, That is, Endimions

Song and Tragedie, Containing all Philosonhie (London,
1606), it is apparent that 'Sidney was cleoely

associated toth with the revival of sacred verse and with
the adoption of Urania as ite Muse,' And although, as
Duncan-Jones has clarified, the identification of Urania
ag the Countess of Pembroke, who is the patroness of ‘
religious'poetry 'dges not take us very far in exylaining
her relationship with Strephon and Kalius", that Urania is
intinately related to and indeed sours Stréphon ond Xlaius
to the writing’of poetxry is apnarent from the' faect that in
the 0ld Areadis the luront of the two shepherds over the
departure of Urania gave occasion to the most beautiful
double sestina written by Sidney, 'Ye goat-heri gods?,

very finely analysed amd appreciated by'Empsonls. Yhat 1o

13 Sidney, Poaomd, pe. 2504

14 =, Sar s ;
" In her article, 'Sidney's Urania; ' RES,N.S. XVII, No
66 (1966), 123=32. 3 ‘ Pty

15 Pupson, Seven Tywes of Anbigmity (Londom;, 1954), ppe 34=

——r e
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likely is that whatever Urania was meant by Sidney to be,
in thise baffling and m&aterzons coneption of Urania's
 nature me the Muse or Heavenly Beauty, mnd in the
account of the transformation Uranie wrourht upon the
'Billy ahephoarﬁa' Strephen and Klaius, there is an
approximation of the inward changes, the %paai—relisious
converaion that takes p&ace whaen ono is enamoured of
poetry, or a similer uplifting force, The passage stands
as & tentative enalysis of the peetic mind, where the
act of croation is seen to stem from a highly speciclized
experience pertaining to the hwaan personality.

In the history of the rise cond development of vernaculex
poetry in Elizabgthan Encland, the importance of the
Avendis as & storehous @f poetic experiments merits our
fullest attention. The contribution of the .rendiem poens
lies not so mueh in the form of actual achievement
(though doubtless formidable in several cases), as in the
thorough etudy and understanding of the theoreitical and
technical problems of writing poetry that these »
experimonts ontaileds It is from Sammazarc's Arcadia and

his plﬁcatory ecloguea that Sidney borrowed the title and
form of pastoral romance interﬂpersed with verses, with
four seta of eclogues marking eruocial breuals in the central
actione Sbe Arcadiz sarners o wide range of experiments in
diverse foreign, especially Italisn, verse forms - the
double sestine, the crown, terma rima, the asonnet; czrmen
correlativun, the madrigal, and so omj and abecve 211 the
highly contréversial éxperiqents in classioal quantitative
hexametres whose signifiemnce for English postry has long
been disputed by critics, It is fitting; therefore, %o
look upon 'the Arcadian poems as a Tountainhesd of creative
enorgies for later Hlizabethan writers for the sheer
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brillfance and ingneﬁity of the exportmants, the vifélity
of Sidney's verss, and the vigour and. consistency with -
which Sidney endeavoured to acelimatize foreign verse
forns on Snglish soil. The impression one gets after :
“reading the Arcadia, apurt from notiéing the inaaca@ablo
moral and political eoncerns which are so deoply
charagcteristic of the $1izabethanwtempar, 28 in Astrophil
and Stella. In the 01d Arcadia, where there is 1no referetce
 to Ufania as & possible source of insbi*aticn of the whole
: orkl s the 1dea of poeixy ac composed under the suiding
Tight of the ‘ituse? is taken up time and again: 2s in the
bried mentioning of 'country : uaeﬂ"lu thg statenent that
'Bul emong the best singers of the ahenharas, ﬁhn had in
their youth been brougnt up in seme argy o help. the
natural henefits of the covntry muses, there grew a
contxovarsg ...'17, and in %he depietion of B&azlius that
ceing the sun what speed he nade to 1eava oﬁr ﬂ&"t to
do nis office in the c¢thar hu’i”pﬂ&f@, hia inward HoBes
made aim in nis best wmuslic sing this madrigal'ls. In the
first instanec the 'uounﬁn muses ' nay well refer to
anonymous eylvan dgeities or mJthOlQ&lCdl beings thet -
preside over poetic creaiion, but in the second 1natanee
the "muses® zre definitely uged aaug,synpnym for the
internal prompiings compelling Basilius 1o -the crentive
acte )

& With the iaplication, =8 Duncan=Jones asserts, thet
‘he (Sidney) may have intended der degarture at the
beginning of the romence to indieate that it is neot
to be & divine but @ secular work' (gpe cit., RES,
NeSe, XVII, No, 66 (1960}, De 130)..{ : e

17 one Countesc of Fembroke's Qpcadia;-od. cite, Pe 89.




In the Arcadia the relation between the central
action and the individusl poems dispersed in it is also
worth our examination., The question which presents
itoelf is how far these poems spring organically from
the narrative, and whether they are actually detachable
from the central action, being in fact rhetorienl set-
pieces which are the end in themselves, In certain cases,
the poem does seem t0 be a functional part of the whole,
such as what follows,

Transformd in shew, but more transformd in minde,
I cease to strive, with double conquests foilds
Por (woe ic me) my powers all I finde

With outward force and inward Hreason spoild,

For from without came to mine eyes the blowe,
Whereto mine inward thoughts did feintly yeeldj
Both these conspired poore Reason's overthroweg
False in my selfe, thus have I lost the field.

Thus are my eyes 8till Captive to one sights
Thus all my thoughts are slaves to one thought
stills
Thus Reason to0 his servants yeelds his rightj
Thus iz my power transformed to your will,
What marvaile then I take a woman'e hew,
Since what I see, thinke, know is all but you?

The above poem is integral to the central action, It
furthers the plott it highlights the moment of 'discovery!
of the disguise of Pyrocles as Cleophila, Thematically,
it recapitulates the central theme of the struggle between
Reason and Passionj and annmounces the first of the
succassive overthrows of Reason by Passion, which
eventually wreak total havoc in the pastoral retreat.

The song of Musidorus disguised as Dorus, ‘Come shepherd‘'s
weeds, become your master's mind', performs a comparable
function (Ibides pe 40)s Basilius® song, ‘'Let not old age
disgrace my high desire' (Ibid., pe 95), is also
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dexterously tailored to the mood of the speaker, and
serves as & humorous commentary on the situation,
Another set of poems which perform a similar dramatie
function are found in the episode in which Philoclea
acquires self-kmowledge as she ponders over her

earlier avowel of chastity engraved on 'a fair white
narble stone', The juxtaposition of this earlier poem
with the subsequent palinode brings out the 'frailty!
and inconsistency of women, as in Hamlet, and in a
larger sense, the frailty of human naturej and deepens
the basiec irony of the situations The two poems, bearing
withess to the transformation of Philoclea's state of
mind, add to the anguish of FPhiloclea and increase the
poignancy of the whole scene of intense self-interrogation.
However, in other cases, the narrative interest of the
songs and poems inserted to the action is much more
questionable, An indication that they do not necessarily
stem from the characters and actions of the prose
narrative is the fact that some of them we find are
transposed and ascribed to different speakers in the New
Arcadia of 15907, For example, the tirade against Cupid
is assigned to Miso in Book II in the 1590 Arcadia
inatead of to Dicusj) the eclogue between FPlangus and
Boulon reported by Histor over the unfortunate fatevef
Queen Brona is exchanged between bhetween Basilius and
Plangus instead in the new versionj end the 'blason' of
Philoclea's beauty by Cleophila in the 0ld Arcadia,

Book I1I, upon the sight of Philoclea in bed, is trans—
ferred to 2 completely different episode in the MNew
Arcadia. The poem, instead of being 'a song the shepherd

19 The above poems by contrast are retained and affixed
to the same dramatic situation in the new version.



Philisides had in his hearing sung of the beauties of
his unkind mistress®, appears to be the originsl
oreation of Zelmane, when she beholds Philoclea in the
bath scene, Yet the most interesting point is that in
the 014 Arcadia this long poem actually interrupts the
flow of the narrative, and the narrator, who frequently
intrudes into the story, feels obliged to give the
following explanation,

But do not think, fair ladies, his thoughts
had such leisure as to run over so long a ditiy}
the only general fanoy of it came into his mind,
fixed upon the sense of that sweet subject,

m.' Ps 242)

The story-teller's apology shows that the poem is
foreign to the main narrative purpose, and arrests
rather than advances the general movement of the story.
In fact, in many cases, such as the song of Dorus in
Book II in the 014 Arcadia, 'feed on my sheepj my
charge, my comfort, feed® which is answered by Philisides’
corresponding poem ‘'Leave off my sheeps it is no time to
feed', and the set of poems composed by Dorue and
Cleophila in Book III whieh consists of variations of the
same motif, 'This merchant man' (Ibid., ppe 170=T1), the
narrative context appears to be only a pretext for
composition, The Argadja, especially the old version,
is punetuated with songe and poems which seem to be
written for their own sake, such as the poem 'Virtue,
beauty, and speech, did strike, wound, charm', which is
the most elaborate example of ‘carmen correlativum’
written by Sidneyj so that it is debatable whether these
poetical utterances are there for the sake of theso
poems, The truth is, what we get in the Arcadia is a
vast symphony of characters issuing in songs end speeches
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and poems, who are concerned with giving expression

to their thoughts and feelinge and slo with refining
their utterances, In 1590 Arcadia, we have, for

example, an account of Dorus in the act of poetic
composition, sedulously striving to express his emotions
in the most 'energetic' and moving way,

That conceipt found such friendship in his
thoughte, that at last he yelded, since he
wae banished from her presence, to seeke some
meanes by writing tc shew his sorrow, &
testifie his repentance, Therfore getting him
the necessarie instruments of writing, he
thought best to counterfaite his hand (fearing
thet as alreadie she knew his, she would cast
it away as soone as she saw it) and to put it
in vers, hoping, that would draw her on to
read the more, chusing the Elegiac as fittest
for mourning. But pen did never more quakingly
performe his office} never was paper more
double moistned with inke & tearesj; never
words more slowly maried together, & never the
Muses more tired, then now with changes &
rechanges of his devisesi fearing howe to ende,
before he had resolved how to begin, mistrusting
ech word, condemning eche sentence, This word
was not significant, that word was too plain:
this would not be conceivedj the other would be
il conceived, Here Sorow was not inough
expressedj there h¢ seemed too much for his owne
sake to be sory. This sentence rather shewed
art, then passion; that sentence rather foolishly
passionate, then forecibly moving ...

(Works, I, p. 356)

In the above passage, which gives a detailed account
of the agonizing and painful process of artistic
creationzo, the literary preoceccupation of Sidney breaks

20 Compare Sonnet 27 Ronsard in the sequence to

by
Cassandre, in Les Amours, ed. H. Weber & C, Weber
(Paris, 1963), pe. 19.
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through to the foreground as it does in Astrophil and
Stellaes The characters in the Arcadia are constantly
engaged in the quest for eloquent and forceful
expression and it is in conneetion with this central
motif that we have to consider "music' in Sidney's
writingse All of the poems in the Arcadia are set %o
musicy or so we are told that Dorus or Cleophils or
Philoclea resorts to his or her ‘shepherd pipe', or the
lyre, the lute, and the violj so that we are introduced
to a musiecal universe, 'a world of instruments', We
recollect that the most popular form of art in the
sixteenth century is musice For example, we are told that
in order to declare her mind, *Cleophila (first saluting
the muses with a bass viol hung hard by her) sent this
aembassade in versified music to both her ill-requited
lovers' (The Countess of Pembroke's Arcadia, ed, cit.

Pe 218), Musical exercises form an important element in
the life of Sidney's heroces and heroines, who give vent
to their feelings through the medium of music. In Book
III of the 0ld Arcadia. in the cave scene where the
tormented Cleophila is forced by the frantic Gynecia into
a granting of her favour, the former, overburdened by woes,
'sitiing down in the first entry of the cave's mouth, with
a song she had lately made she gave doleful way to her
bitter affects', and Gynecia does the same, Similarly
Philoclea, at the nadir of despair on account of Pyrocles'
apparent faithlessness, finds in music her only
consolation: 'The song, having been accorded to a

sweetly played-on lute, contained these verses which she
had lately with some art curiously written to enwrap her
secret and resolute woes' (Ibid., ps 229) and on seeing
Pyrocles, *'giving a pitiful but eweet screech, she took
againe the lute and began to sing this sonnet which might
serve as an explaining to other' (Ibid., Pe 231). Music
is also used sometimes as an instrument of persuasion,



which is the stratagem adopted by Dorus,

Dorug, that found his speeches had given
alarum to her imaginations,; to hold her the
longer in them and bring her to a3 dull yielding-
over her forces (as the nature of musig is to
do), he took up his harp and sang these few
VErHes se¢ The music added to the tale, and
both fitted to such motions in her as now began
to be awaked, did steal out of the fair eyes
of Pamela some drop of tearsj slthough with great
conetaney she would fain have overmastered at
least the show of any such weakness,

m.. pe 107)

Earlier, Pamela has found herself susceptible %o
Dorus's use of a tale about himself as a means of
swaying her feelings ~ 'But no musie could with righter
acoorde possess her senses than every pession he expressed
had his mutual working in her, Full well she is apt to
receive belief, but hard to ground belief® (Ibid., p. 106).
In the 1590 Arcadia, Amphialus similarly sees in musie
his best agent of persuasion,

Whatsoever could be imagined likely to
please her, was with liberall diligence
perfourmeds Musickes at her windowe, &
especially such Musickes, as might (with
dolefull embassage, call the mind to thinke
of sorow, and thinke of it with sweetnes}
with ditties so sensiblie expressing
Amphialus case, that everie worde seemed to
be but a diversifying of the hame of

Amphialus.
(Works, I, pe 381)

Amphislus also causes hie 'love=divining dre=me' to
be 'somg unto her (which he had seen the night before
he fell in love with her) making a fine boy he had,
accorde a prettie dolefulness unto it' (ibid., re 394).

Sidney's interest in the moving power of music is
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apparent from his reference to it as *the most divine
striker of the senses' (Apology, pe 122), end thie is
consonant with the hunanistic belief in the nenevolent
teffects' of music, its power of purifying and refining
the minds of the auditors, and transporting them into
higher levels of knowledge., This is in accordance with
the ancient view of music, such as revealed in the
celebration of the marvellous, 'ravishing' power of

music whigh works on the animate and inanimate alike, in
the mythological fables of Orpheus and Amphion (both
mentioned by Sidney in the Anﬁlogzgl). Plato's Timaeus
(35-6, 41-2), whers he puts forward the view of the
universe and subsequently the human soul as composed of
harmondie intervals, furnished the foundation for a later
musical philosophye In the Hepublic (III, 398E f£f£,) the
Dorian and Phrygien modes were allowed to be retained by
the guardians of the Republic because 'the Dorian mode
alone of tunes seems to act, while the Phrygian makes men
anthuaiaatio'zzo The power of music for moral reformation
was recognized by Plato, Arsitotle introduced the concept
of music, rhythm and melody, as 'imitations of anger and
gentleness, and also of courage and temperance, and of
virtues and vices in general, which hardly fall short of
the actual affections, as we kmow from our own experience,
for in listening to such strains our souls undergo =2
change' (Politics, VIII, 5)s The Pythagorean exvlanation
of the physical universe in terms of harmony and number
also emphasized the 'effects' of musicas In the Henaissance,

21 1t is noteworthy that both are regarded by Sidney as
poets, which is a measure of the extent to which poetry
toolkt over the functions of music in the Renaissance,

22 Trans, Paul Shorey, Loeb edition.
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there was the attempt to restore the 'effects' of the
music of the Ancienta, as embodied in the aime of the
group known as *'the Camerata'23. composad of poets,
musicians and s¢holars such as Count Giovanni Bardi,
Vincenzo Galilei, Doni, and others, active in Florence
in the late sixteenth century. But what aroused Sidney's
interest in exploring the relotion between music and
poetry was undoubtedly the precepts and experiments of
the French Plelade poets, whose works Sidney certainly
knew of, As Frances Iates tells u824, 'In the opening
words of the Statutes of Baif's Academy there is laid
down a certain artistic aim, namely the revivel of
poetry and music "measured"™ together after the fashion
of the ancients' and *these artistic labours are under—
taken, not for art's sake alone, but for certain effects
which are expected of thems® For that purpose, Bzif
advoceted the composition of classiocally *measured’!
songs in which the guantities of the syllables are
carofully made to correspond with the value of the notes
of music; and Rongard likewise called for a closer
union of poetry and music in laying down rules for the
establishment of the New Poetry, although he did not

go B0 far as a complete abandonment of rhyme and accent
for gquantity. In Sidney, apart from the fact that in

the Arcadia, all the lyrics are described as being set
to music, the close association of poetry and musio is

23 See the account of "the Camerata' in G.L. Finney's work,

KHusical Eg&kgﬁounds for ggglésh Literature: 1580-1650
ew swick, New Jersey, 1962}, ptexr VI, ‘Kusical

Humenisms An Anti-Pythagorean Cross-—current,'s

24 In her work The French Academies of the Sixteenth
Century (London, E§%$S, Chapter 111, 'The Heasured
oetry

and Music,'s.



manifested by his statement that

ese he (the poet) cometh to you with words
set in delightful proportions, either
eccompanied with, or prepared for, the well
enchanting skill of musiocs

(AEO;OQ. P 113)

It 18 in the light of this deep interest in the
relation between poetry and music of Renaissance poets
that we can comprehend the full significance of Sidney's
experiments in classicel quantitative hexameteTs, which
are %00 often dismissed as freakish and futile undextakingsj
and Sidney's contribution to the founding of the English
metre, In the Anology, Sidney opposes *forcible quality’
to 'measured quantity', end the meaning of ‘quality* is
left unclear, I am inclined to believe that by 'quality’,
Sidney does not mean 'accent' sg it is tempting to
agsume, but rather the degree of the imaginative appeal
of each word - its tone and colour and form which has a
direct impact on our minds, For it is noted that when
Sidney wishes to talk about 'aecent?, he uses the word
‘accent', and 'quality' is used in connection with
‘forciblenesa® or tenergia', which has to do with the
cargo of meaning carried by words rather than with
‘streas' or 'accent', Ficino, in the philosophieal
distinction he makes between poetyry and musiczE, contends
that *ypoetry is superior to musie, since through the words
it 'speaks not only to the ear but 2lso directly to the
minde 'By 'quality', Sidney might well have in mind this
*intelligidble', as distinguished from the ‘audible?,

25 See Prances Tates, op. citey Pe 404



quality or dimension of language, Sidney's percepiion
of these two distinguishable aspects of peotry or
language in general is revealed by the following
passage,

For if ‘oratio® next to 'ratio', speech
next to reason, be the greatest gift bestowed
upon mortality, that camnot be pralseless
which doth most polish that blessing of speechj
which considers each word, not only (as a man
may say) by his foreible quality, but by his
best measured quantity, carrying even in
themselves a harmony———without, perchance,
number, measure, order, proportion be in our

time grown odious,
(Apology. p. 122)

Sidney emplays a number of wordas to designate this
‘auditory' aspect of language or poetry = 'number,
measure, order, proportion’, 'Number' refers to the
number of ayliables; and by 'measure' or 'proportion',
which are roughly synonymous, Sidney designates the
length or duration of the syllables, Sidney is aware
that it is these ‘'auditory' ingredients of the language
which make poetry 'the only fit speech for Musie', For,
ify a8 C.8, Lewis declareazs, Sidney understood the
importance of 'accent' for BEnglish prosody better than
all of his contemporaries, that is to a large extent
due to the fact that he has a sensitive ear for its
*proportion' or *quantity's Similarly Tasso, in
considering the function and components of language, says
that

26 In

Egﬁlisg Literature in the Séxtqu;h Century-—
excluding drama (Cambridge, .
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Words are therefore 1mag§39 of images and
should resemble themj and mlthough the
concept, which is elmost interior speech, ise
born on the instant, words in contrast take
some time to pronouncej and since time is
measure, measure too has to be considered
in words.

It follows then that three zonditions come
together in what we call the form of speecht
words (almost like matter that is %o receive
the form), measure, and conecept or thought

as we may call it,
(Discourses, pe 131)

The statement that 'since time is measure, measure
too has {0 be coneidered in words' crystallizes the
perception that poetry, unlike painting, is a *temporal'
rather than 'spatial' medium, just as Leonardo has made
& similay peint that painting is supserior to¢ poetry
because description in words take place successively
in time whereas ‘painting presents its subject %o us in
an instant through the sanse of Bight'27. It is in this
respect that poetry most resembles rmsic, that the poet is
necessarily concerned with 'not speaking (table talk
fashion or like men in a dream) words as they chanceably
fall from the mouth, but peizing each syllable of sach
word by JjusBt proportion according to the dignity of the
subject! (Apology, pe 103)e This 'musical® property of
janguage, the necessity of 'peizing each syllable of
each word by just proportion according to the dignity of
the subject! presents a crueial factor that has to be
brought into consideration in the experiments for a New
Pootry. ‘ ‘

27 A view that looks forward to Leseing's demarcation
of the boundary between poetry and painting in his
;gg%ggn, written in the middle of the eighteenth
cenvurys
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g are in a better position to understand now the
motives behind Sidney‘'s introduction of classical metres
into inglish poetry, or the parallel experiments of the
French Pleiade posis. Sidney played a conspicuoue part
in subjecting English poetry to the laws of classiecal
Latin versificationzs, and Spenser, in his letter to
Harvey (1579-80), made the well-kmown reference to the
founding of an 'areopagus', for the 'general surceasing
and ailence of balde Rymers, and also of the verie best
tot in steade whereof, they haue, by authoritie of their
whole Senate, prescribed certaine Lawes and rules of
Quantities of English sillables for Englishe Verse,
hauing had thereof already greate practise, and drawen
mea to their factions 29 Mo lczders in question, ‘they"',
refer to 'the two worthy Gentlemen, Master Sidney and
Master Dyer', Classicists like Ascham, in the goneral
rehabilitation of ancient letters, advocated the
abolition of 'rude beggurly rhyming, brought into Italie
by Gothes and Hunes, whan all good verses and all good
leayning to, were destroyed by thems and after caryed
into France and Germanie! and at;last.zeceyucdiimnto
England by men of excellent wit in deede, but of small
learning, and less iudgement in that behalfe, >0 Without
going into the question of how far Sidney was motivated

28 For a more dctailed account of experiments in the
establishmegt of the new versification, ses Prof, G.Ls
Hendrickson's article, 'Elizabethan (uantitative
Hexameters,¥ PQ, XXVIII (1949), 237-260,

29 See the 'Spenser-Harvey Correspondence, 1579-80¢, in

Elizebethan Critical Essays (London, 1937), edes G.G,
mi 3 Pa e

30 Ascham, The Scholemaster, ed. cite, ps 289,



by 'purisi' intentions as such, that Sidney was deeply
involved in this movement can be seen from repeated
references in the Spenser~Harvey correspondence to .
activities of the Sidneian circle in thie direction,
Both of them showed enthusiasm for the 'Rules and
Precepts of Arte ..s which W, Drant deuised, but
enlarged with Me Sidneys own iudgement'Bl, "My Drant®
being Thomas Drant, Archdeacon of Lewes, a well-known
champion of the uge of Latin quantitative metres for
English poetry and remembered foxr beins the first to
translate into English Horace's De_Arte Poatica. As
William Ringler points out32, Sidney's observations on
the experimentis for the new prosody can be found in
three placess 1) in the Apclogy, 2) in the cancelled
version of the ending to the First Belogues, in the
Jesus manuscript of the 0ld Arecadia, where we can find
the dispute between Dicus and Lalus over the relative
merit of using quantitative metres or accentual ones,
3) "Nota', or some specific instructions for 5§ermin1ng
the quantity of Bnglish syllables waich can 'be" found in
the Huntington M5 116 of the 01d Arcadia, or rather, the
Ste John's College manuscript, Cambridge 308, whose text
represents Sidney's final revision of that version. Fron
these sources, we can derive Sidney's full views cn the
quantitative measuresj and the significance of all these
probinge and speculations for the ettablishment of the
English proscdy.

As Sidney's 'Nota' in the margin of the St. dohn's

8

Elizebethan Critical Essays, eds 0ite, pe 99. See
2l20 Pe .

32 1n nie article, 'Master Drant's Rule,® PQ, XXIX (1950),
T0=T4
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College indicates, the most obvious result of these
quantitative verses i3 definitely the impetus they
provided for determining the 'length' of English
syllables, in differentiation from Latin syllables, in
rules such as 'Consonant before consonant always long,
except a mute and’'a liquid (’as refrain'}, such
indifferent', or 'Single consonants commonly short,

but sueh as have a double sound (as *lack?, 'willt,
'$i11') or such 28 the vowel before doth produce long

(as ‘hate!, 'debate’).'33 The contribution of this
towards the better undertsnading of native speech
characteristics is selfl evidente The coneideration of

the relative mexrits of the two rival systems of
versification -« ‘measured! or 'rhyming', also

contributed to the discovery of the best mode of meitxrieal
organigation of the language that can best produce the
lcffects? of moving to virtuous action, which is supposed
to be the end of poetry. ¥For as Sidney has said, although
it is true that verse is only an ‘apparel?!, 'being but
an ornament and no cause to Poetry, since there have been
many most excellent poets that never versified, and now
swaym meny versifiers that need never answer %o the name
of poets?, nevertheless 'the senate of poets hath chosen
verse as their fittest raiment, meaning, as in matter
they passed all in all; 80 in mamer to go bheyond them?
(Apology, Pe 103)e The claines of the 'measured’ mode of
writing poetry are urged by Dicus in the rassage that
follows,

Dicus szid that since verses had their

33 See The Courtess of Fembroke's Arcadia, ede cits; ppe
80=81,
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chief ornament, if not end, in musie, thooe
which were jJjust appropriated to rsic did
best obtain their end, or at lezst were the
most adormed; but those must needs most agree
with music, aince musie standing principally
upon the sound and the gquantity,to znawer the -
sound they brought words, and to answer the
quantity they brought measure. So that for
every senibreve or minim, i% hnd his

syllable matched unto it with = long foot or
a short foot, wherecon they drecw on certain
nanes {as dastylus, spondens, trocheus, ete.),
and without wresting the weérd did as it were
kindly accompany the time, so that either by
the time a poet should straight Imow how every
word should be measured unto 1t, or by verse
as soon find out the full gquantity of the
musice, Besides that it hath in itself a kind
(as a men may well eall i%) of secret musie,
since by the measure one may perceive some
verses running with a high note fit for great
metters, some with a light foot £fit for no
greater than amorous conceits, 'Where,' said
he, ‘thoame rhymes we gomnonly uee, observing
nothing but the number of syllables, as te
make it of eight, ten, or twelve feet 'saving
perchaunce that some have some care of the
accent), the musie, finding it confused, is
forced sometimes to make a quaver of that
which 18 rough and heavy in the movnth, and at
another time to hold up in =& long that which,
being perchance but a light vowel, would be
gone with a Wreathy and for all this comes a%
length a hink, tink, blirum snd lirum, for a
rhyming recompense, much like them that,
having not £Xkill 4o dance (proportionirg
either slowly or swiftly his foot according
to his ear), will yet for fellowship clap
his feet torether to make a noise, And this
1s the cause we have such hives full of
rhyming poets, more than ¢ver there were owls
at Athens, where of the other there were but
few ir 2ll ages come to our handa, but they

dearly esteemed,’
(ibid.s p. 89)

From the above account it can be seen that 'measured!
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poetyy is advocated because it can best produce the
'effects® of music = "more fit for music, both words
and time observing quantity, and more fit lively %o
exprese divers passions, by the low or lofty sound of
the well-weighed syllable' (Apologys, pe 140). The
observation of 'quantity' ls a means of making poetry
reproduce the affacts of muwsic; and the restoration of
the 'ancient' kind of versifying is of a plece with the
attempt to restore the music of the Ancients of Saif's
Academyes On the other hand, the 'modern' kind of
versifying, 'observing only number (with some regard

of the accent), the chief 1life of ite tandeth in like
sounding of the words, whieh wa call rhyme' is granted to
heve the following advantages,

Lalus on ths other side would have denied
his first proposition, and sald that since
music brought a measured qunatity with it,
therefore the words less necded i%, but ra
mugic brought time and measure, so these
versas brought words and rhyme, which were
four beauties for the othesr three, And yet
to deny further ths strength of his syeech,
he said Dicus did mgch abuse the dignity of
poetry to apply it to music, since rather
music is a servant to poetry; for by the one
the eaxr only, by the other the mind, wase
pleaseds And therefore what doth most adora
words, levelled within a proportion of
nunber, to that musiec must de impliedj which
if it cammot do it well it is the musiciam'’s
fault and not the poet's,; sinces the poet is
to look but to beautify his words to the most
delight, which no doubt is more had by the
rhyme, o¢specially to common eaxrs to whigh the
poet doth most direet his studies, d thaerefore
is ealled the popular philosopher, £7d yet in
thie the finest judgement shall have more
pleasure, since he that rhymes cbserves scmething
the measure but much the rhyme, whereas the other
attends only measure without a2ll respect of

)



rhyme; besides the accent which the rhymer
regardeth% of which the former hath little
or none, ‘'And therefore', said Lalus,
'‘meseems rather like those kind of poets
are such manner dancers which, not binding
them to return to one cadence, are ever

. kicking of their heels, and leave the
pleasant observation of the chief cause,
And where by the number of our kind you
object too much fmecility, although easily
no fault, yet they that will bind themselves
to rhyme as the Tuscan and Arcadian shepherds
do, you shall not find them so thick, And for
the few of the other kind, the cause 1s that
many did write, but few wrote well, and
therefore few lasted to the posterity; end
the same no doubt will fall to a great pumber
of rhymes, which die as eocom as they are dborn,
and few remain to come cut of wardship,'

(ibid., pp. 89-90)

The statement that ‘music is a servent to poetry;
for by the one the ear only, by the other the mind,

- was pleased' is an unmistakable echo of the PFicinian
distinction between poetry and wusic, already menitoned.
Although the debate between Dicus and Lalue in the 0ld
Arcadia is deliberately left openj end Sidney concluded
in the Apology that 'English, befors any other vulger
language I kmow, is fit for both sorts?, %the ‘accentual?
metres were ultimately to carry the day in Sidney's owm
poetic practice amd in Elizabethan poetry in general.
The reasons for this ars not difficult to guess, For it
is this 'rhyming' mode of versification that takes into
account all the possibilities of the language - '"these
verses brought worde and rhyme, which are four beauties
for the other three.' This mode of wvergification, whioch
is independent of musie¢, presses intoc service all the
resources of the native speech., Here we can see that.
Sidney reacned the perceptilon that the poet is primarily
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concerned with worde, and that there is a difference
in kind between music as it ie (with words set to it),
and the music of poetry = 'since the poet is to look
but to beautify his words to the most delight, which
no doudbt is more had by the rhyme, especially %o
common ears to which the poet most direet his studies?,
It is very likely that influenced by the opinions of
fellow members of the hypothetical ‘academy’, the
'Areopagus', who advooated the use of Latin quant-
itativdmeaaures and the programme of the French
Pleiade poets to effect a closer conmnection between
poetry and musig, Sidney hesitated to give first place
to this latter 'modern' mode of versification, Yet in
the theory advanced by Lalus, we can see seeds of the
later viotory of ‘accentual' verses,

Significantly, both the *Nota' and the controversy
betweem Dicus and Lalus, though later cancelled, are
appended to the 0ld Arcadia. which is a sure indication
of Sidney's preoccupation with these burning poetical
issues of the day, and his interest in metrical
experiments, Having thoroughly investigated the
delicate relation between poetry and music¢ through his
experiments in quantitative hexamecte¢vs, perceiving at
the same time the fundamental difference between the
two, Sidney was able to bend his energies in the
Arcadian poems towarde the creation of a new kind of
poetry, an unprecedented kind of poetry that would
Justify his claims that 'our language giveth us great
occasion, being indeed capable of any excellent
exercise of i1t' (Apolozy, p. 140). For, as John
Thompson has admirably put it, 'In Sidney's poetry
the metrical system of modern English reaches
perfection for the first time. Everything that has
been fragmentary before is fully realized. The technicdl
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details of the relation of language to the metrical
pattern are settled in the form they were for
centuries to keep (or consciously to depart from),

in poem after poem so fluent that the achievement
seems effortless'34. The poems of the Arcadia are
distinguished by the minute precision and technical
meticulousness with which Sidney attended to their
composition. Quoting Thompson again, the achievement
of the Arcadian poems lies in the faet that 'Sidney
brings to perfection the exact, regular correspondence
of features of the language to the same features in
the metrical pattern.' In other words, there is a
complete satisfaction of all the formal requirements
of the metre which Sidney adopts, and a perfect
marriage of native speech characteristiocs to the
exigencies of the metre. Convention is most fruitfully
utilizged; so that what emerges is a beautifully
constructed piece of verbal artifact which brings the
possibilities of the English language t0 new levels,
Of this, the following examples serve as apt
illustrationss

Up, up Philisides, let sorrowes goe,

Who yelds to woe, doth twt encrease his smart,

Do not thy hart, to plaintfull custome bring,

But let us sing, swee?t tunes do passions
ease,

An olde man heare, who would thy fancies
raise.

(Poems, pe. 22)

Dorus, tell me, where is thy wonted motion
To make these woodes resounde thy lesmentation?
Thy sainte is dead, or dead is thy devotion,

For who doth holde his love in estimation,
To witnes, that he thinkes his thoughts

delicious
Seekes to make sch thing badge of his awea%



passion,
(‘B‘Qo, Pe 47)

Curet be good haps, and curst be they that
build
Their hopes on haps, and do not make
despaire
For 2ll these certaine blowes the =surest
shield,
Shall I that saw Eronae's shining haire
Torne with her hands, and those same hands
of snow
With losse of purest blood themselves to
teare 9 e3e

wop Pe 58)
Got honce foule Griefe, the canker of the
minde:

Farewell Complaint, the miser's only pleasures
Away vayne Cares, by which fewe men do finde
Their sought-for treasure.

(Lblgﬂ ve 83)

Yee Gote=heard Gods, that love the grassie
mountaines,
Yee Nymphes which haunt the springs in
rleasant vallies,
Ye Satyrs joyde with free and quiet forrests,
Vouchsafe your silent sares to playning

musique,
Which to my woes gives atill an early
nornings
And drawes the dolor on til very evening.
(ibides ve 111)

Indeed, in all these instances, to describe the
metre adopted in each poem is tantamount to describing
in each a wholly new and different formal pattern.

Never before has there appeared in English lyriocal
poetry of the period such ‘paseion, eloquence and

music?, subtly differentiated and refined to mateh

divers moods and feelings of the speaker, Sidney

in creating a new 'music' of poetry, through exploitation
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of the potentiamlities and capabilities of the English
language to the full,

Apaxrt from the metrical brilliance, the poems of
the Arcadia ars lmportany in yol another way. They
also fine demonstrations of Sidney's rhetorical
genius, which is evidenced by the fact that both
Abraham FPraunce and John Hoskyns used the Arcad as
a source of illustrative materials for their respective
rhetorical manuals, The Arcadian Rhetorike (1588) and
D;raeo':ms for Speogh and Style (1599). There is no
question that Sidney was a zealous student of rhetoriog
for apart from the fact that rhetorical handbooks such
a8 Erasmus' De Copia was used at schools, public
oratory and declamation gained greater importance in
Elizabethan 1ife than in the Middle Ages, as religion
and politics became the burning questions, The internal
evidence of the Arcadia also shows that Sidney took a
lively interest in oratory, the finest example of this
being the description of Zelmane's oratorical skill and
thorough knowledge of the art of persuasion in the
episode of the commoners' riot in Book II of the New
Arcadia. The Apologyv, as has been noted already, is
constructed in the form of a classical oration; and seo
are some of the speeches in the Arcadia, notably the
dispute between Musidorus and Pyrocles, the one
inveighing against women, the other defending them
(New_Arcadia, Book I, chap. 12), Interstudded in'the
prose narrative are frequent references to the Orator
as the following ones., In delineating the pathos of
Parthenia's refusal to marry Argalus, Sidney digresses
to say that

Truely Sir, a very good Orator might have
a fayre field to use elgouence in, if he
did but onely repeate the lamentable, and
truely affectionated speches, while he



conjured her ...

(_!9_}32. I, pe 35)

and in brief asides such as the statement that

It were the part of a verie idle Orator
to set forth the humbers of wel-devised honors

done unto thems ...
(ibid., pe 205)

Yet what is most important for our purpose is
Sidney's expressive use of rhetoric, both in prose and
in poetry, as a means of communicating meaning. The
Arcadia is richly overlaid with rhetorical schemes and
figures throughout; and I wish to demonstrate in the
following chapter that these rhetorical devices are
not merely ormaments and serve a decorative purpose
only, but act as a functional prineciple of organization
and safe conductors of the poet's thoughts and feelings.
They are manipulated by Sidney to create a truly
sufficient and energetic 'language of imitation',
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CHAPTER FOUR THE LANGUAGE CF
IMITATION

In considering the poetic achievement of
Astrophil and Stella, it is fruitful to adopt as
a guide to the understanding of the sequence the
remerk made by Touchestone in As You Like It (Act
I1II, scene 1ii), about the nature of the ‘poetical’s
*$ruly, for the truest poetry is the most feimning'.
In the brief, Jesting exchange bhetween the simple~
minded, enquiring Audrey and the quibbling,
equivocating Touchstone we find one of the most
intriguing, thoughbprovoking linking of the poet
and the lover, the writing of poetry with the art of
feigning in Slizabethan literature,
' The aptness of this remark as a preamble to a
discussion of the sequence is demonstrated by the
fact that the conneetion is hinted in the very
first line of Astrovhil and Stella, *'Loving in truth,
and faine in verse my love to show', The discussion
in this chapter proposes to demonstrate that Sidney
believed, as much as Touchstone, that 'the truest
poetry is the most feigning', among other things,
and an underctanding of the art of *feigning' in
Astrophil and Stella lays central to the understand-
ing of the poetic theory and practice of Sidney.
'Full, material, circumstantial' are the descriptive
epithets applied by Lamb to the sequence, and these
tegtify to the vividnees and realiem which
characterige the sequence, and which have long led
critices of Sidney to fuse and confuse literature and
lite , fiction and faoct in their indefatigable
dissection of the biographiocal problem of Astrophil
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and Stella’. However, o mointer to the Tact that

oidney was preoccupied with much more than a purely
autobiographical concern is the existence in the
sequence of a cluster of sonmets, a2ll of the same
character and posing inter-related problems, inter—
spersed in the amatory sonnets, which may be called
'literary sonnets', numbers 1, 3, 6, 15, 19, 28, 50,
55 and 84,

In these sonnets, Sidney dwelled repeatedly on
problems of poetic compreition (as in Sonnets 1, 50,
55 and 84) so that these sonnets, together with the
Apology, may be said to contain Sidney's main
expositions on matters of style and above all
contemporary poetic practice. It is a salient feature
of the 'literary sonnets', which has provoked
considerable Niterary comuient , that in nany of these
sonnets Sidney inveighed against the stylistic
ornaments and conventional devices widely used by
his contemporaries as in the following instances,

Let daintie wits cerie on the Sisters nine,
That bravely maskt, their fancies may be

told:
Or Pindare's Apes, flaunt they in phrases
fine,
Enam'ling with pied flowers their thoughts
of gold:
Or else let them in statelier glorie
shine,

Ennobling new found Tropes with problems old:
Or with strange similies enrich each line,
0f herbes or beastes, which Inde or Afrike

1 See, for instance, Jack Stillinger's summary of
critics who adopted =z biographical approach to the
sequence in his article 'The Biographical Problem
of "Astrophil and Stella"', JEGP, LIX (1960), 617-
39.
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hOldo
(Sonnet 3)

You that do search for everie purling
spring,
- Whieh from the ribs of 0ld Parnassus
flowes,
And everie floure, not sweet perhaps,
which growes
Neare thereabout, into your Poesie wring;
You that do Dictionarie's methode bring
Into your rimes, running in ratling
rowes
You that poore Petrarch's long deceased
) woes,
With new-borne sighes and denisend wit do
sing;
You take wrong waies, those far-fet helpes
be such,
And do bewray a want of inward tuch:
(Sonnet 15)

The practice of the contemporary love poets,
above all, is subject to mockery just as in the
Apology Sidney deplores the lack of sincerity of
contemporary lyricists in the following way,

But truly, many of such writings as' come
under the banner of irresistible love, if
I were a mistress, would never persuade me
they were in lovej; so coldly they apply
fiery speeches, as men that had rather
read lovers' writings, and so caught up
certain swelling phrases——which hang
together like a man which once told me the
wind was & North-west, and by South,
because he would be sure to name winds
enough——than that in truth they feel those
passions, which easily {(as I think) may be
bewrayed by that same forcibleness, or
energeia (as the Greeks call it), of the

writer.
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In Astrophil and Stella, we find Sidney denouncing
the artificiality of ‘contemporary love-1¥ricists in
exactly the same way,

Some lovers Speake when they their Muses-
entertaine,
Of hopes begot by feare, of wot not what
desires:
Of force of heav'nly beames, infusing
hellish paines
Of living deaths, deare wounds, faire
stormes and freesing
fires:
Some one hie song in Jove, and Jove's
strange tales attires,
Broadred with buls and swans, powdred with
golden raine:
Another humbler wit to shepheard's pipe
veLires,
Yet hiding royall bloud full oft in rurall
vaine,
To somé a sweetest plaint, a sweetest
stile affords,
While teares powre out his inke, and sighs
breath out his words:
His paper, pale dispaire, and paine his own
doth move,
(Sonnet 6)

In fact, we find \in Astrophil and stella pro-
fessions of true love intertwined with the repudiation
of the conventional decorations and embellishments of
style to such an extent that the plain style is
virtually identified and canonized as the poetic
style most capable of 'moving' the lover's mistress

and portraying the truth of his emotions,

For me in sooth, no Muse but one I know.
Phrases md Problems from my reach do grow,
And strange things cost too deare for my poore

sprites,
How then? even thus: in Stella's face I
read,



What Love and Beautie be, then all my deed
But Copying is, what in her Nature writes.
(Sonnet 3)

I can spedke what I feele, and feele as-
much as they,
But thinke that all the Map of my state I
display,
fihen trembling voice brings forth that I do
otella love,
(Sonnet 6)

You that with Allegorie's curious frame,

Of other's children changelings use to make,
With me those paines for God's sake do not
take:

I 1list not dig so deepe for brasen fame,

When I say 'Stella', I do mean the same
Princesse of Beautie, for whose only sake
The raines of Love I love, though never

slake,

And joy therein, though Nations count it shame.
I beg no subject to use eloquence,

Nor in hid wayes to guide Philosophie:

Looke at my handes for no such quintessence;

But know that I in pure simplicitie,

Breathe out the flames which burne within
my heart,
Love onely reading unto me this art.
(Sonnet 28)

In Sonnet 55 we find a drematie portrayal of
the poet-lover's conversion from the ‘'ornate' to the
tartless' style and the latter 1is proclaimed as the
'true' style for writing love poetry,

Muses, I oft invoked your holy ayde,
With choisest flowers my speech to engarland
=
That it, despisde in true but naked shew,
Might winne some grace in your sweet skill
arraid,
And oft whole troupes of saddest words I
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staid,
otriving abroad a foraging to go, .
Until by your inspiring I might know, >
How their blacke banner might be best £
displaid.
But now I meane no more your helpe to'trie,
Nor other sugring of my speech to prove,
But on her name incessantly to crie:
For let me but name her whom I do love,
S0 sweete sounds straight mine eare and
heart do hit,
That I well find no eloguence like it,

Similarly in Somnet 74, we find an open avowal
of the apostleship in the plain style,

The
furnish
against
which a
text of

I never drank of Aganippe well,
Nor ever did in shade of Tempe sit:
And Muses scorme with wvulgar braines to
dwell,
Poore Layman I, fo sacred rites unfit.:
Some do I heare of Poets' furie tell,
But (God wot) wot not what they meane by ite-
And this I sweare by blackest brooke of hell,
I am no pick-=purse of another's wit,
How falles it then, that with so smooth an
ease
My thoughts I speake, and what I speake doth
flow
In verse, and that my verse best wits doth
please?
Guess we the cause: 'What, is it thus?' Fie no:
'Or so?' Much lesse: 'How then?' Sure thus
it is:
My lips are sweet, inspired with Stella's
kisse.

'literary sonnets' of Astrophil and Stella
abundant verbal echoes of Sidney's invective
the abuses of the ornate style in the Apology,
comparison of the above examples with fthe

the following passage from the Apology will

immediately make apparent,
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S0 is that honey-flowing matron eloquence
apparelled, or rather disguised, in a
courtesan-like painted affectation: one time
with so far-fetched words, that may seem
monsters, but must seem strangers, to any
poore Englishman; another time with coursing
of a letter, as if they were bound to
follow the method of a dictionary; another
time with figures md flowers extremely
winter-starved, But I would this fault were
peculiar to versifiers, and had not as
large possession among prose-printers, and
(which is to be marvelled) among mae
scholars, and (which is to be pitied) among
some preachers, Truly I could wish, if at
least I might be so bold to wish in a thing
beyond the reach of capacity, the
diligent imitators of Tully and Demosthenes
(most worthy to be imitated) and did not se
much keep Nizolian paper-books of their
figures and phrases, ags by attractive
translation ?as it were) devour them whole,
and make “them wholly theirs. For now they cast
sugar and spice upon every dish that is served
to the table., Like those Indians, not content
to waer -earrings at the fit and natural place
of the ears, but they will thrust jewels
through their nose and lips, because they will
be sure to be fine.

' (p. 138)

To appreciate fully the significance of Sidney's
espousal of the ‘art of plaimmness' in Astrophil and
Stella, it is important to bear in mind that one of

the dominant literary tendencies in the sixteenth
century was the cultivation of 'eloquence', richmness
and ‘copie' fo style, as exemplified by Erasmus'
treatise On Copia of Words and Things (1511),
dedicated to John' Colet for use in St, Paul's School,
As has. been noted in the preceding chapter, in the
words of R.R. Bolgar in Classical Heritage ;nd Its
Beneficiaries (Cembridge, 1954),
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The 'De Copia' has not been accorded the
importance it deserves. It provides us in
a sense with a clue to the whole of
Humanism., Specifying the techniques on
which imitation depended, it makeg clear
what men were attempting not only in Latin,
but also in the vernacular...

If we want to trace how the Humanist
practice of imitation affected creative
writing, if we want to go behind the
scene and cast an eye on the mechanism of
the process ... our beet guide is Erasmus
see The 'De Copia' outlines his method.
'The Adages' presents us with the fruits
of that method ... And finally 'the
Colloquies' and 'The Praise oszolly'
shows us the finished product.

suggested to Erasmus by a passage in Quintilian's

Institutio Oratore, Book Ten, which in turn was based .
on a2 similar phrase in Cicero's De Oratore, Book Three,

'‘De Copia' set the artistic ideal for the century that
writers must strive for 'copie', whiech Erasmus'

modern translators render as 'variation, abundance or
richness, eloquence, and the ability to vary or enrich
language and thought'3. Erasmus deserves sSpecial
mention at this juncture of pur study of Sidney for
the importance he attached to the choice of the

appropriate diction as an end in itself, for 'just as

the fine appearance and dignity of the body are either
set off to advantage or disfigured by dress and habit,

Just so thought is by words. Accordingly, they err
greatly who think that it matters nothing in what words

2

3

P, 273, Referred to in Herbert D.Rix's introduction
to On Copia of Words and Things (Milwaukee, 1963).

Op. cit. (see Note 3, Chapter Three).



something is expressed, provided only it is in some
way undersiandable.' The above-quoted passage from
the Apology is replete, in fact, with innuendoes and
references to contemporary literary practices which
came to a head at the time Sidney was writing, the
more often than not slavish imitation of Cicero
('the diligent imitators of Tully and Demosthenes
(most worthy to be imitated) did not so much keep,
Nizolian paper-books of their figures and phrases,
as by attentive translation (as it were) devour them
whole, and make them whoily theirs '), and widespread
use of rhetorical devices as 2 means of the enhance-
ment @and ‘exornation' of style ('figures and flowers
extremely winter-starved'). Abundant evidence from
sixteenth century texts testifies to the predominance
of this tendency towrads the 'sugring ' of speech,

the lavish use of stylistic ornaments - 'pied flowers',
'phrases fine'’, 'new found Tropes', 'strange similies?,

'sweetest stile' and 'choisest flowers my speech to
engarland so' as a positive mefit, and a standard of
excellence which writers should aim at achievinge.
The prevalence of such terms in Francis Meres®

Palladis Tamia, Wits Treasury (1598), albeit a mundane

and pedestrian collection of commonplaces and remarks

regarding contemporary writers, is a good illustration

of this tendency,

As Eloquence hath found many preachers
and orators worthy fauorers of her in the
English toung: so her sister poetry hath
found the like welcome and entertainment
giuen her by our English poets, which makes
our language so gorgeous & delectafble

among us.
(p. 67)
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As the Greeke tongue is made famous
and eloguent by Homer, Hesiod, Euripides,
Aeschylus, Sophocles, Pindarus, Phocylides
and Aristophanes; and the Latine tongue
by Virgill, Ouid, Horace, Silius Italicus,
Lucanus, Lucretius, Ausonius and Clau
dianus: so the English tongue is mightily
enriched, and gorgeouslie inuested in
rare ornaments and resplendent abiliments
by Sir Philip Sidney, Spence, Daniel,
Drayton, Warner, Shakespeare, Marlowe and
Chapman.

As the soule of Euphorbus was thought
to liue in Pythagoras: so the sweete wittie
soule of Ouid liues in mellifluous and hony-—
tongued Shakespeare, witnes his Venus and
Adonis, his Lucrece, his sugred Sonnets
among his priuvate frends, &c, *

As Epiu S5tolo said, that the Muses would
speake with Plautus tongue, if they would
speake Latin: so I say that the Muses would
speak with Shakespeares fine4filed.phrase,
if they would speak English. .

{p. 76)

In order to see this movement in the correct
historical perspective, we have to turn to Bacon vho,
writing with the benefit of hindsight in the century
that followed, was able to analyse the causes and
summarize the situation in the following manner,

So that these four causes:concurring, the
admiration of ancient authors, the hate of
the schoolman, the exact study of languages,
and the efficacy of preaching, did bring in
an affectionate study of eloquence and
copie of speech, which then began to flourish.
This grew steadily to an excess; for men
began to hunt more after words than matter:

4 See Francigs Meres's Treatise "Poetrie", ed. D.C.
Allen, University of Illinois Studies in Languoge
and Literature, XVI, 3-4 (Urbana, Ill., 1933%




and more after the choiceness of the
phrase, and the round and clean
composition of the sentence, and the

sweet falling of the clauses, and the
varying and illustration of their works
with tropes and figures, than after the
weight of the matter, worth of subject,
soundness of judgement, life of invention
or depth of judgement. Then grew the flowing
and watery vein of Osroius, the Portugal
bishop, %o be in price, Then did Sturmius
spend such infinite and curious pains
upon Cicero the orator and Hermogenes the
rhetorician, besides his own books of
periods and imitation and the like, Then
did Car of Capbridge, and Ascham, with
their lectures and writings, almost deify
Cicero and Demosthenes, and allure all
young men that were students into that
delicate and polished kind of leamming.,
Then did Erasmus take occasion to make the
scoffing echoj ‘'Decem annos consumpsi
legendo Cicerone', (I have spent ten years
in reading Cicero:) and the echo answered
in Greek, ‘one, Asine'; Then grew the
learning of the schoolmen to be utterly
despised as barbarous, In sum, the whole
inclination and bent of those tiges was
rather towards cog; than weight.

It was in reaction against these abuses of
Ciceronian imitation, the tendency to imitate the

168

merely formal characteristies, and to neglect thought=

ful matter in favour of commonplace formulas,

meretricious figures and schemes culled from one's
reading, that the same ad ocate of *‘copia‘, Erasmus,

was led to present in the Ciceronian Noscponus &
scathing analysis of the Italianate Ciceronian

5 See Bacon, Works, ed, cit., III, pp. 283-84,
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imitator . Similarly, Gabriel Harvey, in his

oration before the studemts of Cambridge, Ciceronianus

(1577), a work mainly of Ramist inspiration, urged a
much closer union of thought and language, mean1ng
and expression in his exposition of true Ciceronian
eloquence7. Sidney belonged firmly to this tradition
of pressing a return to greater 'purity', and more
thoughtful use of language in satirising the

excesses of contemporary poets in his sonnets ('Or
with strange similies emrich each line,/0f herbes or
beasts, which Inde or Afrike hold?, Sonnet»3), and in
the Apolo |

How well store of 'similiter cadences' .
doth sound with the gravity of the pulpit,
I would but invoke Demosthenes' soul to
tell, who with a rare daintiness useth

themo
(p. 138)

Now for similitudes in certain printed
dis¥ourses, I think all herbsxisis, all
stories of beasts, fowls, and fishes are
rifled up, that they come in multitudes
to wait upon any of our conceits; which
certainly is as absurd a surfeit to the
ears as is possible: ..«

' (p. 139)

6 In Cicecronianus, or A Dialogue on the Best Stvle

of Writing, trans, by lzora Scott in Controversies
Over the Im1tat1on of Cicero as a lNModel for Style
and some phases of their influence on the SCNOOLS
of Renaissance (New York, 1910).

See Gabriel Harvey's Ciceronianus, introd. by Harold
S. Wilson nd trans. by Clarence A. Forbes, in
University of Nebraska Studies in the Humanities

No. 4 (Nov., 1945).
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Sidney's contribution to the 'purification' of
the English language in this respect scarcely
escaped notice, and was in fact the subject of praise
in Drayton's elegy To my most Dearely-Loved Friend

Henry Reynolds BEsgquire, of Poets and Poesie (1627)8,

The noble Sidney, with this first arose,

That Heroe for numbers, and for prose,

That thoroughly pac'd our language as to show,

The plenteous English hand in hand might goe

With Greeke and lLatine, and did first reduce

Our tongue with Lillies writing then in use;

Talking of Stones, Stars, Plants, of fishes,
Flyes,

Playing with words, and idle Similies,

As th'English, Apes and very Zanies be

Of every thing, that they doe heare and see,

S0 imitating his ridiculous tricks,

They spake and writ, all like meere
lunatiques.

Scet against this background, the 'literary sonnets'
of Astrophil and Stella acquire special significance
for providing the key to understanding 'the art of
imitation' in Sidney's poetry. For as a clear break
from the first sonnet cycle of the Elizabethan period,
the work that has gained mention almost always in
Blizabethan literary history as a precursor to the
greater works to follow, Thomas Watson's Hecatompathia
(1582), Sidney's poems are marked by an uneguivocal
declaration of sincerity and truthfulness, expressing
itself in the condemnation and discarding of the
tTaditional, Petrarchan conventions and stylistic

devices, which is affirmed and re-affirmed in one
sonnet after another. What the poet appears to be

8 See The Works of Michael Draytoné ed, J, William

Hebel (Oxford, 1932), III, p. 228,
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saying seems to be that the force of his emotions

is so great, his concern with the ‘moving' of his
mistress to a benevolent understanding of his case

is so immediate that he can ill afford to rely on

the conventional phrases and 'conceits' of his
contemporaries. To body forth his emotions in as
forceful and 'energetic' a manner as possible, the
lover-poet is driven to the creation of a new poetic
voice, &2 new mode of expression that is capable of
portraying in an lovely and realistic a way as
possible the extremity of his feelings. The ‘artistic
programme' proclaimed in the 'literary sonnets' could
hardly fail to elicit critical comment, and as Robert
L. Montgomery points out, 'the Defence is echoed in =2
aumber of sonnets in Astrophil and Stella which argue
against conventional devices in 1lyric ormament and

urge a plainer, more direct style, and had the
sequence carried out this program with utter and
obvious fidelity to its. new principles, the work of
the critic would be simpler than it is. Perhaps,
indeed, criticism would be unnecessary.'9 It is
significant that Astrophil and Stella does not
abandon the devices familiar in the Arcadia poems,

and while the sequence does speak with a different
voice, it does not represent the sharp, absolute break
with ornateness that some of its own poems would

suggest'lo

9 1n Symmetry and Sense (Austen, Texas, 1961),
Chapter 5, 'The Theory of Artless Style,', p. 64,

LFL
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Perhaps the declarations of Sidney himself,
as a critic and a defender of the noble aims of
poetry in Apology, afford the most illuminating
clues to the apparent contradictions in his
'artistic programme' as revealed in the literary
sonnets of Astrophil and Stella. The '‘end of
speech', according to Sidney, is ‘'the uttering
sweetly and properly the .conceits of the mind®
(Apology, p. 140}, iWhere style is concerned,
Jidney was & typical representative of the disciples
of the Renaissance artistic doctrine of *'Follow

Nature', as shown in the following discussion of the
comparative merits of 'courtiers' and 'professors of
learning' in the art of writing,

Undoubtedly (at least to my opinion
undoubtedly) I have found in divers
smally learned courtiers a more sound
style than in some professors of
learning; of which I can guess no
other cause, but that the courtier,
following that which by practice he
findeth fittest to nature, therein
(though he know it not) doth according
to art, though not by art: where the other,
using art to show art, and not to hide
art %as in these cases he should do),
flieth from nature, and indeed abuseth
art.

(Apology, p. 139)

Accordingly, we find Sidney experimenting
with rhythm and language in Astrophil and Stella

to create a poetic art which is ‘'fittest to
‘nature', which is cpharacterized by a 'plain
sensibleness' which Sidney believed would best
commend itself to the readers. Seen in this



context, Sidney's attitude towards the use of
rhetorical ornament was not one of complete
abandonment but rather one of highly dis-
crimfiinate application, as revealed in the
foli;%ing commentary on the ancient rhetoricians,

For my part, I do not doubt, when
Antonius and Crassus, the great fore-
fathers of Cicero in eloguence, the
one (as Cicero testifieth of them)
pretend not to know art, the other
not to set by it, becauSe with a plain
sensibleness they might win credit of
popular ears; which credit is the
nearest step to persuasion; which
persuasion is the chief mark of
Oratory——1 do not doubt (I say) but
that they used these tracks very
sparingly; which, who doth generally
use, any man may see doth dance to
his own music, and so be noted by the
audience more careful to speak curlously
than to speak truly,

(AEOlOg.!, Pe 140)

Bidney's poetry fully demonstrated the
putting into practice of the poetic theory he
eloquently expounded in the Apology: the adopt-
ion of a plainer, more direct styie, the open
avowdl of the intention to 'speak truly' rather
than 'curiously' and the fashioning of a poetic
art which is 'fittest to nature'. To this end, =2
wide array of rhetorical devices was enlisted to
enhance the 'forcibleness', or ‘energia' (in
Sidney's own words), of the poetry. The
rhetorical devices in Sidney were never used as
an end in themselves (as Sidney himself had warned
against the excessive practices of his contemporary



writers in Apology: 'for the force of a
-similitude not being to prove anything to a
contrary disputer, but only to explain to a
willing hearer; when that is done, the rest

is a most tedious prattiing, rather over-
swaying the memory from the purpose whereto
they were applied, than any whit informing the
judgement, already either satisfied, or by
similitudes not to be satisfied') but as a
means of better structuring and patterning of
the verse and getting across the emotions
Sidney strived to portray. A favourite device of
Sidney's, ‘gradatio', or 'marching figure!, as
rendered by Puttenham, was very often utilized
to this effect,

Lov1ng in truth, and faine in verse
my love to show,
That the deare’ She might" take some
pleasure of my paine:
Pleasure might cause her reade, reading
might make her know,
Knowledge might pitie winne, and p1t1e
grace obtain,
(Sonnet 1)

My words I know do well set forth my mind,
My mind bemoncs his sense of inward
smart;
Such smart may pitie claime of any hart,
Her hcart, sweet heart, is of no Tygre's
, kind:
(Sonnet 44)

Stella, the onely Planet of my light,
Light of my 1life, and life of my deSLre,
(Sonnet 68)

-~



and also the iterative pattern set up in
Sonnet 50, evidently designed for this type of
mellifluous emphasis,

S50 that I cannot chuse but write my
mind,
And cannot chuse but put out what I
write,
While those poore babes their death in
birth do find:
And now my pen these lines had dashed
quite,

But what is most interesting apart from the
dexterous application of the figure 'gradatio' is
the verbal pattern, the subtle word-play and
antithesis set up in the verses, as in the lines

Stella, the onéiy Planet of my light, ;
Light of my 1ife, and l1ife of my desire.

Wherein the word 'light’ undérgoes a subtle,
verbal transmorrification from the more general,
expansive sense of 'light' as 'sphere' to the.
concrete evocation of 'light! as 'light"™ in line 2,
gliding through the repetition of 'life' %o the
heavy, thudding end of %he line in ‘desire'., In
this way, the descent of the inage of 3tella in
the poet's mind from the plane of the ethereal to
that of the fleshly is complete. In a similar
fashion, Sidney puns on the word 'rich/Rich' in
Sonnets 24 and 37; and the word 'touch' in Sonnet
9y

Queene Vertue's court, which some call
Stella's

LiD
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Prepar'd by Nature's chiefest

furniture,

Hath his front built of Alabaster
pure;

Gold is the covering of that stately

place
The doore by which sometimes comes forth
her Grace,
Red Porphir is, which locke of pearle
makes sures:
Whose porches rich (which name of
cheekes endure)
Marble mixt red and white do enterlace.
The windowes now through which this
heav'nly guest
Looks over the world, and can find
nothing such,
Which dare elaime from those lights the
name of best,
Of touch they are that without touch doth

touch,
Which Cupld's selfe from Beautie's myne
did draws
Of touch they are, and poore I am their
Stran

Sidney demonstrote more fully hisexuberant delight
in playing with complex symbolic meanings of
words, and the vigorous, 'metaphysical' or logical
guality of his verse, which guides its readers

Yerhaps nowhere than in this ionnet did

through a rigorous intellectual process that is

at the same time the expression of intense lyrical

feelings. As Max Putzel has analysed in consider-

able detail in his study of "Sidney's 'Astrophil

and Stella', IX", ‘'touch' in this sestet has at

least four meahings, Stella's jet-black eyes as
being

B From the Explicator, vol, XIX, no. 4, January
1961, item 25,



made of ‘'touch' (basanite, a kind of glossy
black stone which has the property of drawing
straw'>), whereby Astrophil, like s straw, is
helplessly attracted to her, Astrophil is
*touched' by the vision of Stella's beauty, and
ag Max Putzel has pointed out in his study of
this conceit, 'being touched can be a mystical
and frustrating experience because Stella's
virtue frobids Astrophil to touch her', The
mingling of senses, however, does not stop

here but evokes further analogies: *touch?! is
also the 'touchstone' by which the *metal/
mettle' of Astrophil's character (like gold and
eilver) are to be temted, Another example of
this type of verbal conceit is the following
line from Somnet 36,

My forces razde, thy banners raisd
withins

where what is amaging is not just the
skilful combination of the rhetoriecal figures
‘antanaclasis' and *antitheton' but the
startling antithetical effect achieved in the
'razde-raied? conceit, As many a critic has
commented on, Sidney®s verses abound in the
use of figures of ‘'repetitio' and in these
figures of repetition (‘anaphora‘’, ‘epizeuxis®,
‘anadiplosis?, 'epanalepsis' and 'translatio?,

See Ringler's explanatory note on Sommet 9

(Works, ppe 463-64).
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etc, ), Sidney achieves subtle variations of
meaning, instils irony, wit and surprise and
infuses his verses with a compelling wvigour,
that very same quality of 'forcibleness' or
‘energia' whioch he pontificates on in the
Avologv. A good example of this ia Sonnet 5,
in which Sidney keeps turming on the phrase
*it is most true® and the word ‘*true', by
means of which he drives home one of the central
confliects in the sequence, the confliot
between the spiritual truth to which Astrophil
ought to show undivided allegiance and his
love for Stella which has become for him in
itself a greater truth and a more powerful
reality,

It is most true, that eyes are form'd
to gerve
The inward lights and that the
heavenly part
Ought to be king, from whose rules who
do swerve,
Rebels to Nature, strive for their owne

smart,
It is most true, what we call Cupid's
dart
An imege is, which for our selves w;
carve}

And, fooles, adore in temple of our
hart

]
Ti1ll that good God make Church and
Churchman starve,
True, that true Beautie Vertue is
indeed,
Whereof this Beautie can be but a
shade ’
Which elements with mortall mixture
breecds
True, that on eaxrth we are but pilgrima
made,
And should in soule up to our countrey
Movet



True, and yet true that I must
Stella love,

The repetitive pattern is often finely
married to the poet's tone of voice, so that
by the repetition of a particualr word or
phrase Sidney manages to insinuate a whole
attitude of mind, such as in the following
examples, Sonnet 6, where Sidney satirizes the
conventional stylistic practice of hie
contemporary love-lyricist,

To some & sweetest plaint, a sweatest
stile affords,

and Sonnet 10, where the word *heavent
takes on a definite sarc?etie ring,

Or seeke heavn's ocourse, or heawn's
inside to seet

Or the word is repeated each time with a
slightly different shade of meaning, as in
the following concluding couplet from Sonnet
11,

Reason thou kneel‘'dst, and offeredst
stralight to prove

By reason good, good reason her to
love,

'Reason' in line 13 thereof is Remson
personified, like the other abstractions
gimilarly dealt with in the sequencej but
‘reason' in 'by reason good' refers to ‘reasoning’
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verging on the point of becoming sophistry,.
In Sormet 34, Sidney likewise plays with the
word ‘wit’,

Peace, foolish wit, with wit my wit
is maxd,

In other instances, such as the following,

I now have learn'd Love right, and
learn'd even so,
As who by being poisond deth poison
)mow.
(Sonnet 16)

Is constant Love deem'd there but
want of wit?
Are Beauties there as proud as here
they be?
Do they above love to be lov'd, and
yet
Those Lovers scorne whom that Love
doth possespe?
Do they call Vertue there ungrateful-
nesse?
(Somnet 31)

Not thou by praise, but praise in
thee is raisde:
It is 8 praise to praise, when thou

roisde,
(Sonnnt 355

In all these instances, the figures of
repetition (the use of 'ploce' in the line
'Peace, foolish wit, with wit my wit is mard?’,
'conduplicatio’ and *'translatio’ in 'I now
have learn'd Love right, and learn'd even so,/
As who by being poisond doth poison know' and
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'If that be sinne which in fixt hearts doth
breed/A loathing of all loose unchastitie,/
Then Love is sinne, and let me sinfull be!
(Sonnet 14), the combination of *conduplicatio’,
‘homoioteleuton' and 'antanaclasis' in 'Not
thou by praise, but praise in thee is raisdes/
It is a praise to praise, when thou art
praisde’) and the 'faine-feirn' pun in the

very first line of the sequence derive especial
energy from the fact that they form part of a
logical=intellectual play. These figures of
word take on the nature of 'conceit' in that
they require special reasoning, and a particular
exercise of the mind to comprehend their full
significance,

In Astrophil and Stella, we find that a
stunning freshness and & sense of imaginative
presence are often achieved by the use of
‘personification', by means of which Sidney
surrounds the poet-lover with a group of life-
like figures - Desire, Virtue, Patience,

Grief and Love, which are not only vivid for
the moment but developed with the ingenious
mental twist characteristie of the conceit,
Examples ore the following,

Not at first sight, nor with a dr:bbad
sho
Love gave the wound, which while I
breathe will

bleeds
But kmowne worth did in mine of time
proceed,
411 by degrees it had full conque:t
£0Te

I saw and liked, I 1liked but loved not,



I loved, but straight did not what
Love decreeds
At length to Love's decrees, I
fore'd, agreed
Yet with repining at so partiall lot.
(Sommet 2)

Here the personification of love is woven
into a2 brief anecdote, concretely realized
and elaborated to form an imaginative
conceit, Similarly in Sonnet 4, Sidney begins
with an apostrophe to *Vertue', and then goenm
on to elaborate on ite hard and ruthless
nature when Virtue tries to foist itself on
the poet-lover who is craving foxr nothing but
the satisfaction of his love,

Vertue alas, now let me takotaoms
rest,
Thou setst a bate betweene my will
and wit,
If vaine love have my eimple soule
opprest,
Leave what thou likest not, deale
not thou with it.
Thy socepter use in some old Catoe's
brestp
Churches or schooles are for thy seate
moyre fits
I do confesse, pardon a fault confest,
My mouth too tender is for thyhgzra
*

The figure of 'Patience’ ie also
imeginatively conceived and presented in no
common terms,

Fy, schoole of Patience, Fy, your
lesson is

L
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Far far too long to learne i%
without bookes
What, a whole weeke without one
peecs of looke,
And thinke I should not your large
precepts misse?
When I might reade those letters faire
of blisse,
Which in her face teach vertue, I
could brooke
Somewhat thy lead'n counsels, which

I tooke
Ae of a friend that meant not much
amisses
But now that I, alas, do want her
sight,
What, dost thou thinke that I can ever
take
In thy cold stuffe a flegmatike
delight?
No Patience, if thou wilt my good,
then make
Her come, and heare with patience
my desire,
And then with patience bid me beare
ny fire,

and suffused with the wit that is character-
istic of Sidney's more overtly 'intellectual'
conceits, 'Desire?, in Sommet 72, is portrayed
in an equally dramatic and playful way, which
allures its readex to in an intellectual
exercise in order to perceive the full
significance,

Desire, though thou my old ogzpanion
a
And oft so oclings to my puro’Love,
that I

One from the other scarcely can

desorie,

While each doth blow the fier of my
hart}

Now from thy fellowship I needs must
part,

Venus is taught with Dian's winga to .
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flies
I must no more in thy sweet passions
lieg
Vertue's gold now must head my Cupid's
daxrt

As shown in the above examples, Sidney's
poetry is ‘energetic! in the eense that nothing
is trite or second-hand but thought out by the
poet and charged with deep feelings; and so
the ‘'conceits' in his poetry require a
corresponding effort on the part of the reader
t0 engage in the mental process leading to the
finished product, The sonnets of Astrophil and
dtella are pervaded by this quality, and in
some of them we find the conceit developed into
a kind of myth, as in the following,

Love borne in Greece, of late fled
from his native place,
Fore'd by a tedious proofe, that
Turkish hardned
hart,
Is no fit marke to pierce with his
fine pointed dart:
And pleasd with our soft peace, staid
here his flying race,
But finding these North clymes do
coldly him embrace,
Not usde te frozen clips, he strave
to find some part,
Where with most ease and waymth he
might employ his arts
At length he porch'd himself in Stella‘'s
joyfull face,
Whose faire skin, bheamy eyes, like
morming sun on snow,
Deceiv'd the quaking boy, who thought
from so pure light,
Effects of lively heat, must needs in
nature grow,
But she most faire, most cold, made him
thence take his flight



To my close heart, where while some
firebrands he did lay,
He burnt unwares his wings, and
cannot fly away,
{Sormet 8)

and in Sonnet 17,

His mother deare Cupid offended late,
Because that liars, growne slacker
in her love,
With pricking shot he did not
throughly move,
To keepe the pace of their first

loving state.
The boy refusde for feare of Marse's

Who threatned stripes, if he his
wrath did proves
But she in chafe him from her lap
did shove,
Brake bow, brake shafts, while Cupid
‘weeping sates
T411l that hie greondame Nature pitty-
ing it,
Of Stella's browes made him two better
bowes,
And in her eyes of arrowes infinit.
0 how for joy he leapes, o how he crowes,
And straight therwith, like wags new
got to play,
Fals to shrewd turnes, and I was in

his way.,.

of course Sonnet 7,

When Nature made her chiefe worke,
Stella's eyes,
In colour blacke, why wrapt che beames
8¢ bright?
Would she in beamie blacke, like painter
wice,
Frone daintiest lustre, mixt of shades
and light?

Or did she else that sober hue devise,



In object best to Imit and strencth
our sight,
Leagt 41f no vaile those brave gleames
did disguice,
They sun-like should meore dazle then
delisrnt?
Or would she her miraculous power
Bhow
That whereas blacke seomes Baautie'é
contrary,
ohe even in blacke doth make all .
becuties flow?
Both 20 and thus, she minding Love
should be
Placed ever thore, rave him this
mourning weed,
To honour all their deathe, who for
her bleed,

In all these instances, Sidney composes &
bit of narrative fiction and the classiesl
motifs of the Runaway Cupid or the love and strife
between Venus and Mars are utilized to portray
in concrete terms the effects end operations
of love = how carefree Astrophil came to be
hopelessly esught, how in vain he struggled
and how subdued, In Sommet 7 the myth of Nature -
is devised to explain the incomparable heauties
of Stella and in the following poen,

Flie, fly, ny friends, I have my
death wounds fly,
See there that boy, that mur}hring boy
2ay,
vho like a theefe, hid in daxke bush
doth 1y,
Ti1l Vioudie bullet get him wrongfull

praye
S50 Tyran he no fitter place couid
Bp Q'
Noxr so faire levell in so sSecrst ntay,
As that sweete blacke which vailes
the heav'nly eyai
There himselfe with his shot he close
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doth lay.
Poore passenger, passe now thereby

I did,
And staid pleasd with the prospect of
the place,
While that blaocke hue from me the bad
guest hidi

But straight I saw motions of lightning!

grace,
And then descried the glistring of
his dart:
But ere I could flie from thence, it
pierc'd my heaxt,
(Sonnet 20)

Sidney gives dramatic expression to the
well=known contemporary theory about the
inception of love, that it is engendered by
'beams * like lightning emanating from the
lady's eyes and striking the lover's heart,
The dramatic effect is achieved by the skilful
use of the figures ‘epizeuxis', 'epanslepsist
and ‘epltheton' to produce to sense of
urgency in the opening lines,

Flie, fly, my fr[ends, I have ny
death wound; fly,
See there that boy, thet murthring

boy I say, ‘

Indeed, 'energy' is perceived ss deriving
from scenes and situationeg that arise from the
drametic moment and Sidney in Astrophdl and
stella is never tired of cultivating in his
verses a sense of the vivid speaking voice, For
instance, in Sonnet 34, Sidney employs the
figure ‘ant i pophora' to compose & plece of
drawatic diaslogue and dissects,through the
progressive guestion and answer with a
pretended interloéuter,the therapeutic effects



188

of writing love poetry on the lover,

Come let me write, 'And to what end?’
To ease
A burthned hart, 'How can worde
ease, which are
The glasses of thy dayly vexing
cara?"
0ft ecruell fights well pictured forth
do pleage,
'Art not asham'd to publish thy
disease?"?
Nay, that may breed my fame, it is
S0 raret
'But will not wise men thinke thy
words fond ware?!
fhen be they close, ~nd so none shall
displease,
‘What idler thing, then speake and
be not hard?!
What harder thing then smart, and not

to speak?
Peace, foolish wit, with wit my wit is
mard ™
Thus write I while I doubt to write, and
wreake

My harmes on Ink's poore losse,
perhaps some find
Stellats great powrs, that so confuse
ny mind,

Similarly, in Sonnet 54, by making use of
the figures ‘'anaphora‘', 'interruptio' and
tepizeuxis® (in line 8) and ‘antansclasis' (in
line 9) and 'brachylogia', 'asyndeton' in the
concluding couplet, Sidney manages to create
in his peetry the modulations and inflections
of the human voice,

Because 1 breathe not love to everie
one,
Nor do not use set colours for to
weare 9
Nor nourish speaiall lockes of vowed

haire,
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Noxr give ench speech a full point
of a grone,
The courtly Nymphs, acqueinted with
the mone
Of them, who in their lips Love's
standerd bezrej
‘What he?* say they of me, 'now
I dare swesre,
He cannot love: no, no, let him slone,!
-And thinke so etill, so Stella know
my mindg, .
Professe iIn deed I do not Cupid’s art}
But you faire maldes, at length this
true shall find,
That his right badge is but worme in
the heartt
Dumbe Swannes, not chatring Pies,
do Lovers prove,
They love indeed, who quake to say
they lova,.

In Sonnet 46, Sidney bégins with a
vocative, and addresszes Love in an intimate
yet pleyful tone of voice,

I curst thee oft, I nitie now thy
case
Blind-hitting boy, sinee she that
thee end me

Rules with a becke, so tyramnizeth
thee
That thou must want or food, or :
dwelling place.

A nice balance and antithetical effeet
iz set up in the 'isocolon' of the first linejg
then Sidney goes on to address Love in line 2
with a compound epithet *'Blind-hitting's In
the quaftrain that follows, Sidney introduces
metrical variety by interrupting the flow of
the line with an interrogative in line 6,
followed by an 'ecphonesis' snd the figure



'ploce' in the succeeding clauses in lines 6
and 7,

For she protests to banish thee her

face
Hexr face? 0 Teove, & Rogue thou %hnn
shouldst be,
If Love learme not alone to love and
saee
Without desire to feed of further éraoo.

In this way, Sidney's verses are never dull
but enlivened by a sense of the vivid imaginative
prosence of the *personified abstractions'. And
in this intimate fashion, by way of the dramatic
dialogue between the lover—poet and the deity
Love, Sidney spells out the conflict between
Love and Desire, with the mistress symbolising
the School of Virtue standing in the middle.
Sidney's ability to produce varied emotional -
effects by the skilful manipulation of figures
of rhetoric is alsc seen in many instances, suech
as the following,

I might, wnhappie word, o me, I might,
then would DPO%, oF could not see
my blisses
(Sommet 33)

where the deep feeling of romorse and the
sense of happiness missed is created by the use
of the figure 'epanalopsis’ in the repetition of
'I night' in line 1, and the use of ‘msyndeton"
whereby the 1line is broken up into short clauses
as if by the ejaculation of strong feelings, In
line 2, the sense of remorse and frustration is
further strengthened by the repetition of the



‘would not' and ‘'could not', Similarly, in
line 8 of Sonnet 48, the sense of mounting
rassion is conveyed by the use of the figures
'asyndeton' and ‘auxesis', or 'avancer',
according to Puttenham,

0 loocke, o shine, o let me die
and see,

Line 2 of Sonnet 59 likewise furnishes a
further example of a figure of rcpetition,
‘epizeuxis', utilized %o emphasize the sense
of urgengy and the intensity of the poet's
feelings,

If he do love, I burne, I burne
in lovel

In Sonnet T4, - oomb&agtion of figuree of
repetition, 'parathoaiaﬂdin the repetition of
the same sound in words in ¢lose succession,

. 'epizeuxis’ are utilized to satirize the
near-to ridioulous poetical effects produced
by Sidney's co,temporary poets, who blindly
imitated whatever was in vogue,

Somes do I heare of Poets' furie
tell
But (God wot) wot not what they'mean.

by it

By the insertion of the phrase ‘God wot!,
in parenthesis, as an aside to himself, Sidney
slightly holds back the swift flow of the line
but manages to highlight his scorn,

404



Apart from the rhyt'm of Sidney's verse, in
Astrophil and Stella the *energy' of Sidney's
poetry derives also from those intelleotual
conceits in whioh Sidney took pains to depict
the paradoxical nature of love 3 the actual
paradoxes of the lover's euperience furnishing
the paradoxes around which the poem is built,
Notable examples of this category are as
follows,

Wo, having made with meny fights hie
owne
Bach sence of mine, ech gift, ech
power of mind,
Growne now his slaves, he forst them

out to find
The thorowest words, fit for woe's selfe
to grone,
Hoping that when they might find Stella
alone,

Bofore she could prepare to be unkind,
Her soule, arm'd but with such a -
dainty rind,
Should soone be pierc'd with sharpnesse
of the mone,
She heard my paints, and did noi{ only
heare,
But thom (80 sweete is she) most sweetly
eing,
With that fai:e breast making woe's
darknesse cleares
A prety casel I hoped her to bring
To feele my griefes, and she with
face and voice
S0 sweets my paines, that my paines me
rejoyce.
(Sonmet 57)

and Sonnet 58, which dwells on the s~.2e theme
of the miraculous soothing power of Stella
nrrrndorically transforming the lover's woes into

Joys,

192



Doubt there hath bene, with his

golden chaine
The Oratour so farre men's harts

doth bind,
That no pace else their guided etepa
can find,
But as he them more short or slackc doth
raine,
Whether with worde hie soveraignty he

gaine,
Cloth'd with fine tropes, with atrong—
est reasons
lint%d,
Or else pronouncing grace, merewith
his mind

Prints hie owne lively forme in rudest
braine,
Now judge by this: in piercing phrases
late, -
Th'anatomy ¢f all my woes I wra"u
Stella's swecte breath the same to mo aid

reed,
0 volice, o face, maugre my speech 's
. mig %,
Which wooed wo, most ravishing i:ght

Even thos' sad uords even in sad me did
: breed,

In Sonnet 60, Sidney portrays in pa.radqxiénl
tems the fond lover's love-hate relationship
with his mistress,

When my good Angell guides me to the

Sreria
Where all my good I do in Ste see,
That heav'n of joyes throwes onely
downe on me
Thundred disdains and lightnings of
disgracet
But vwhen tho ruggedst step of Fortume's
‘race
Makes me fall from her sight, then
eweetly she
With words, wherein the Huses®
treasures be,
Shewes love and pitie to my abaent case,
Now I, wit-beaten long by hardest Fate,
S0 dull am, that I cannot looke into
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The ground of this fierce Love and
lovely hates
Then some good body tell me how I do,
Whose presence, absence, absence
presencs isj
Blist in my curse, and cursed in
blisse,

In the finest of these *'paradoxical' poems,
Sidney fully demonstrates the ‘energy® of his

poetry by spelling out his theme imaginatively
from the outset, in the way that Sidney reckons
would best engage his reader's attention, as in
the following example,

With what sharp checkes I in my selfe
am shent,
When into Reason®s audite I do got
And by Just counts my selfe a banok-
' rout Imow
0f 211 those goods, which heav®n to me
hath lents
Unable quite to pay even Nature's rent,
Which unto it by birthright I deo owt
And which is worse, no good excuse
can show,
But that my wealth I have moat idly
spent.
My youth doth waste, my knowledge
bring- forth toyes,
My wit doth strive those passions to

defend,
Which for reward cpoile it with vaine
annoyes .
I see my course to lose my selfe doth
bends
I see and yet no greater sorow tako%
Then that I lose mo more for Stella's
aaAke,
(Sormet 18)

Instead of stating directly as genuine
paradoxaes of fact his parsdoxieal experience of
love, Gidney presents metaphorically the theme of
the conflict between Reason and Passione In the
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octave of the sonmnet, in an image that antici-
pates the metaphor of accounting in Somnet 30
of Shakespeare's Sonnets,

Then can I grieve at grievances fore-—
gone
And heavily from woe to woe tell o';r
The sad account of fore~bemoaned moan,
Which I new pay, as if not paid before,

Sidney makes oxtensive use of accounting
inagery and comperxres himself to a profligate,
one who is bankrupt in the many virtues that
Nature hay bestowed on him as the result of the
vain pursuilt of Passion,

With what sharp checkes I in my selfe
am shent,
When in Reason's audit I do goi
Aud by Just counts my selfe a banck-
rout know
0f all those goods, which heav'n to me
hath lents
Unable suite to pay even Nature's rent,
Yhich unto it by birthright I do ows
And which is worse, no good exouse ocan
show
But that my weelth I have most 1
apent.

In Sonnet 62 Sidney bemoans the virtuous
nature of hies mistress' love, which goads him on
to the improvement of his mind rather than the
satiafaction of his desire, Not only are the
figures of rhetoric - 'ploce', 'conduplicatic?,
and *polyptoton® - called in to aid his de-
piction of the paradoxiocal nature of hie
mistress® behests, but he presents one image
after another = 'thus watred was my wine',
*these tempests of vaine love .., and ~nchor



fast my selfe on Vertue's phore' and finally
*the only metall bB/Of Love .es'y

Late tyr'd with wo, even ready for to
pine
With rage of Love, I c¢=2ld Love un—

She in whose eyes Love, though m’mfelt,

doth shine,
Sweet said that I true love in her
should find,
I joyed, but straight thus watred was
ny wine,
That love she did, but loved a Love
not blind,
Which could not let me, whom she loved,
~ decline
From nobler course, fit for my birth
end minds

And thercfore by lLove's ‘gauthority,
Willed me these tempests of wvaine
love to flie,
And anchor fast my selfe on Vertue'a
' 8hore,
Ales, if this the only mettal be
0f Love, new—coind to hel,. my beggery,
‘Deare, love me not, that you nay love
me moXxe.

B2 the last quatrain of the sommet, Sidnoy
makes use of the image of nminting end ocoining to
drive home the theme of the frustrating nature
of his mistress? vivtuous love for him, and the
conflict between the sacred and the profane in
the lover iz spelt out in the oxymoron in the
line ’'new coined to helpo my beggery's. The image
of coining in the last quatrain takes on the
nature of a conceit by virtue of the intellectusnl,
paradoxieal twist Sidney has given %o its deeper
moandnge

The sonnete of Astrophil end Stella per-
petually capiures the reader's attention by the
energetic way Sidney imbued his poetyy with



feeling and imagination, In writing energetically,
Sidney not only manages to enrioh the texture of
his poetry, but broadens the possibilities of

the language by impregnating each word he

used, whether in the metaphorie, logical,
rhcliorieal or metriecal pattern of his verse,
with new meaning, iihds quality, or rather this
attitude of mind tomards langauge and writing

in general manifests itself in Sidney's poetry

as the tendencies towards puns, paradozes and
rich ambiguities - qualities that anticipate

the greater achievement in these respecis of
Shakespeare and Donne. The reader of Sidney is
inpressed also by the rich evocative power of
Sidney's imogery, whether his inages are
elaborated to become o conceit amnd stand on their
own, such as the following,

Thus great with child to speake, and
helplesge in my
throwes,

(Somnet 1)

Sure you say well, your wisdome's
golden mine
Dig deepe with learming's spade, now
tell me this,
Hath this world ought so faire as
Stella ie?
(Soommet 21)

alas the race
Of al) my thoughts hath neither stop
nor start,
But only Stella‘'s eyes and Stella's
haxrt,
(Sonmet 23)

I sse the house, my heart thy aelfe
containe,
Baware full sailes drowne not thy
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tottring barget
Least joy, by Nature apt sprites to
enlarge,
Thee to thy wracke beyond thy limits
gtraine,

and

But give apt servants their duwe place,
let eyes
See Besutie's totall surmexd summtd in
her facet
Let eares heare speech, which wit to-
wonderxr ties,
Lat breath sucke up thope sweetesc, let
armes embrace
The globe of weale, lipe Love's
indentures makes
Thou but of all the kingly Tribute
take.
(Sonnet 85)

the military imegery in the opening lines
of Sonnet 98,

Ah bed, the field where joye's peace
some do see,

The field where all my thoughts to-

warre be traind,

and the portrayal ¢f Stelle ao the powerful
overlord in Sonnet 107,

Stella since thou so right a Prinocgess
Of all the powers whieﬁrgifO'bcstowoa
That ere by them ought 8:d§g¥akun be,

They first resort unto that soueraigne

Sweete, for a while give reggizg to

my hart,
Which pents as though it still should
leape to thee:
And on my thoughts give thy
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Lieftenancy
To this great cause, which noeds

both use and art,
And as a Queene, who from her
presence sends

Whom she 4imployes, diaminsa from thee

wit.
P41l it have wrought what :g&
will attcnds.
(n servants' shame oft Maister's blame

doth sits
0 let not fooles in me thy workes
TrepIrove,
And scorming say, *See what it 13 %o
love,"

Or whether they crwod upon the mind as a
quick succession of fleeting impressions, as
in the following examplest the apostrophe to
*Sleep' in Sommet 39,

Come sleepe, o sleepe, the certaine
knot of peace,
The baiting place of wit, the balme

of woe,
The poore man's wealth, the prisoner'a
rolease
Th*indifferent Judge betwsen the high
and lowp

The rich associative power of Sidney's
imagination is manifested by the rapid
accumlation of diverse images in the panegyrio
of kiss in Sonnet 79,

Sweet kisse, thy sweets I faine would
sweatly endite,
Which even of sweeitnesse sweetest
aweoetner artt
Pleasingst consort, where each sence
holds a part,
Which, coupling Doves, guides Venus®
chariot right,



Best charge, and bravest retrait in
Cupid’s fight,
A double key, which opens to the
heart,
Most rich, when most his riches 4%t
impaxrt:
Neast of young joyes, schoolmaster of
delight,
Teaching the meane, at once to take
and give
The friendly fray, where blowes both
wound and heale,
The prettie death, while each ::Il;f other
VO
Poore hope's first wealth, ostage of

promist weale,
Broakfast of Love, but lo, lo, where

she is,
Cease we to praise, now pray for a
kisse,

Examples in whioh Sidney passes so freely
and swiftly from one inmaginative notion to
another are indeed rare in Astrophil and Stellap
but the many and varied imaginative figuras
Sidney presents in the sequence show him to be
e poet who is aocutely sensitive to the sensuous
use of language as a source of poetic energy,
and one who is prepared to explore the poten-
tialities of the language by arranging, ordering
words in diverse metrical, rhythmiec and metaphoric
patterns, In this way, Sidney paved the way for
the great dramatic and lyrical poets of the late
gixteenth century who brought English poetry to
new heights in their respective territories,
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