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CHAPTER I

THE PASTORAL TRADITION: ITS ORIGIN
AND CHARACTERISTICS

Any literary tradition which has sustained the interest
of resders throughout a period of several ecenturies merits
econsideration as a form revealing a continulty of literary
taste. Such a tradition 1s that of pastoral literature,
which apparently had its beginnings during thn claasical
period and which spread through Italy, Spain, Prance, and
England.l To understand the pastoral tradition; to ascer-
tain its history; to observe its development, especially in
the rield of drama; and to trace elements of pastoralism in
_the English drams written from 1580 to 1642, the interval of
its greatest parf&atiaﬁ, sre the purposes of this study.

The thesls unﬁarﬁakas‘an analysis of the characteristics of
' yaatnralism and of various pastoral plays.

| It is worthy ﬁf'nete~§h§t the pastoral has been associ-
~ ated with Theocritus, Virgil, Petrarch, Cervantes, Lope de
Vega, Shakespears, Jonson, and Milton; however, there are
reasons for its consideration other than that it has been
treated by outstanding writers. Walter W. Greg belleves

lWalter W. Greg ?gatagg; & Pastor A;
(hﬂdﬁn, 19%}' p. ﬁ’t - m M J—m m



that its importance is "to be sought in the fact that the
form is the expression of instinets and lmpulses deep~rooted
in the nature of hﬂmaniky*“a Purthermore, he says, ‘the tra-
ditlon has played a "distinctive part in the history of
human thought and the history of artistic expression.” The
contradietions and inconsistencles to be noted in psastoral
literature make 1t all the more important to ascertain the
source of the vitality and continuing appeal of the form and
to observe its influence on the development of European lite
erature. |

_ For one to understand adequately the scope of litera-
ture that can properly be termed pastoral, it is imperative
that specifiec limitations be established to define the realm
of the paataraia Definitions or statements of purpose of
bueolic literature are necessarily broad in order to permit
the inclusion in the classification pastoral of numerous
taﬁkp which also have other distinguishing qualities. In-
deed, sxplanations of the tradition range from Homer Smith's
statement that ideallged portraysl of rural 1ife may be des-
ignated ss pastoral litoraﬁurah to Pontenelle's theory, set
forth and diﬁausaaé(by~isinaat$e Marks, that the pastoral

tradition is & very deliberate, over-refined, conscious

2Ibid., pe 2. 31bid.
haamgr.ﬁaith¢ "Pastoral Infuence in English Drama,"
blications of the Modern Language Associstion, XII (1897),

L d
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i&eal¢5 However, according to Walbter W. Greg, who has given
the most satisfactory and complete explanation, the reaction
againet the world that is "too much with us" is the keynote
of what has gaaa associsted with the pastoral from the time
of Theooritus., Observing that s sense of the contrast be-
tween town and aeuntvy‘ﬂua eaaant$ﬁl to the development of a
distinetively pastoral literature, Greg further notes that
the sonceptlon of a golden age of rustilc simplicity accounts
for the "yearning of the tired soul to escape, if 1t were but
in imagination and for & moment; to a 1life of simplicity and
innocence from the bitter luxury of the eourt and the menial
bread of princau»”6

In addition to this "ideal" type of bucolie literature,
the definition of the term pastorasl encompasses the allegore
ical type which often satirigzes the corruption of an artifi-
eialvuiviliautian and the supposedly realistie type which
wxpﬁmau amusement at and even envy of the rustic freedon of
country falk'T )

The definitions have not made direet reference to the
literel meaning of pastoral. Specifically, an expression or
portreyal of the 1ife of shepherds is the denotation of the
word., By extension, however; the term refers to the ﬁannnra

and customs not only of herdsmen but also of country and

wgd’ammfzte Marks, English Pastorel Drama (London, 1906),
P L3

6&1‘&%; LPe m** Pa 6; S ?zbiéug P 6 L.
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outdoor life of any kind. Basleally, bucolic literary forms,
therefore, should be extremely simple and entirely rustie,
but various m@éarn‘arxtiaa,‘1nn1u¢1ng Greg, have shown that
the pastoral 1s a result of a somplex soclety's yearning for
simplicity and happiness without always achleving, in the ex-
pressions of that yaarningg the ultimate in simplicity of
form, Expressions of pastoralism, then, with varying degrees
of reference to the rural 1life of shepherds, have represented
for mﬁny authors the escape from a dreary, sad, or aampiax'
world:s Desiring to emphasize the naturalness and virtue of
the simple man, the writers must have sought some natural,
viv%uaui,baing to aymbaliz@ simplielity, and they discovered
that being in the gulse of a ahéphardz thereupon they began
to provide him with some qualitlies of their own invention.
The artifiaiality<te which the tradition progressed féqm its
originally simple idaai will be discussed more fully in a
consideration of the development of the paator§1¢

The definitions of pastoral have suggested at some
points the purposes of the form end the elements in soclety
that gave 1t life., It is probable that many writers of bue
coliec literature were merely aﬁ@eriwwnting with a popular
tradition in producing the wvarious literary types of pastoral,
such as the idyl, the eclogue, the romance, and the drama.
Despite the fact that some of the authors were simply con-
forming to a literary vogue, other writers apparently meant
thelr pastoral works to serve certain definite functions.
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Tt im necessary, therefore, to examine generally the purposes
of the pastorsl as they have been interpreted during differ-
ent perlods in which the traﬂiﬁimn.ha$ fiﬁﬁ?iﬁhﬁﬂa - ‘
~ Although Horace belleved that the purpose of the pastoral

should be nothing more than to present a pleasing pleture of
rural 1ife¢, most Renalssande critles, following the pgttarn
of allegoricel pastoral set by Petrarch end Bocoacelo, con=
sidered an allegorical treatment of religious and political
matﬁars the object. Phil&p_&iﬂnay and George Pubtenheam, iﬁ
essays on the art of poetry, inmixtaa that the awtmaﬁy‘pur*
pose of pastoralism was to &aa; al}agowinaily Qiﬁh,raiig$#uﬁ
and political ldeas and issues, as Edmund Spenser did in the
Mey and July eclogues of The Shepherd!s r.

| It 1s the aan&mntianfar neoclassic scholars that buaalw

ie literature should portray for a degenerate and less fore
tunate age the 1nnmean¢e, vir#aau, and a&mpliuiky‘ar %&a
‘ 91aan1aai &a&ﬁ&n.ﬁg@, shnuing the 3rukh and ainaariﬁy-waa»
n&@te& with the 11f& of a xhayhard» John Gay, for axamplw,
voleed his éiﬁappraval of allegory and emphasized the impﬁrﬂ
tance of the essentlally rural qualitles of pastoralism,
uimaitunaeu@&y‘&gnauring-ﬁpannur for ﬁvwramgh&§1n #n
"ehurchly matters.” \

At the other extréme, rationalistic critics have sensed
man's bgﬁin delight in idleness and indolence. One of these
eritics, Fontenelle, has asserted thaet the function of the
pastoral is to gratify man?ﬁ desire for ease by pleturing a
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1ife of indolence and love, which he conecelved the shepherd's
11fe to be.B

ﬁia?in&tiva and separate though these theorles of pur-
pose sve, some suggestlons of each critical school of thought
are to be &iﬁﬁ@j&fﬁd in varions Epg&iah pastorel gla@u of the
period from 1580 to lgsz Indeed, ideas of ellegory, pretty
pletures of country life, innocence and simplieity, and i&iaw
ness and love are nm%rinaﬁmyatibla within the aoafina#'af one
work. These ideas merely represent the many facéts af a lihﬁ
erary tradition whgﬁh e¢an achleve & variety of matbter, pur~
yaaayland form, qlthﬁégh in some respects 1t conformas to some
limitations and stenderds. The suthors of 9&gtaia1'plﬁys and
pastoral literature in general were not consclously limited
by the dicts of critics but rather meintained a contimuity or
unity of form through Imitation of other paztorsl works.
Inseparable from mganing and purposes of the pastoral

are 1ts characteristics, a disecussion of which will clarify
the definitions end design. Scenes, character types, matter,
language, style, and qualities in‘paataral literature, with
particuler reference to the drams, became a@nvantianalizea‘ta
gueh an extont that individuality seemed the lesst Important
factor.,

| In 2 discugaion of the pastoral scenes, J. E. Congleton
ghowg that the scensry as such did not recelve much critical

8#’ ‘35, %ﬂglatma, oprlie g.g ' 1 Po
L1750 (araemvities P e 1SRy e T

A in Englend,
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sttention un@&l the latter part of the seventeenth aqntury¢?
Nevertheless, suthors of pastoral works must have known in=
tuitively, without critical prompting, that the setting is
one unifying prineiple upon whish the pastoral relies for
its identity; therefore, they tended to conventionalize the
setting.

The conventlionality of scene and setting came to be ex«
pressed in the name of a region called Arcadism. The wide use
of the name caused it eventually to lose its specific refer-
'mao to an area in OGreece which was known for its grassy,
hilly characteristics and which was extensively used for
‘sheep-ralsings the neame of the reglon became associated with
any pesceful, pleasant rural location familiar to the read-
ers. The settings of Arcadla and of S8icily, another locale
frequently used by early pastorsl authors, especilally
imwwimn; were almost over-simplified as purely pastoral
1@@&%1@11;; remote from the wearying strain of busineas and
full of pesceful pursults end amusements, The origin and
symbolism of Areadia and Sicily as the idesl bucolic set-
tings dre explained by Jeannette Marks as follows:
| The two sccepted habitations of the pastoral ale
Theorivus bequesthed v us Sieily, and many sinee Aaye
Bl Bobenth Boloxus, mpoke of two shephords ar both’ from
Arcadia; this Is probably the first mention of this home

of the pastoral., Later Sammazaro, Lope de Vega, Sldney,
and others were to make Arcadla more popular than Sleily.

91bid., p. 179 £f.



Every country has its places of traditional wealth and
beauty, reminiscent of a golden age, of simple luxury
and innocence of life; every lsnd has 1ts Slcily or

Arcadia, éagundury centres of plenty, leisure, and
romance , 10 |

Recognition of the imparhénca of setting certainly does
not imply that scenery ls the outstanding or only identifying
characteristic, nor, indeed, does 1t imply that all works
having a rural scene and aheph#rd aharaatara are purely pas~
toral,

Just as authors placed varying degrees of emphasls on
the importance of setting and scenery, they alsec varied in
the extent to which they developed the imegery of setting.
Nevertheless, scenery in virtually all pure pastorels is
limited to the country, and one may expsct to find rustie
scenes of sheep~filled pastur&k in works of the genre« In-
deed, a true rupraaanta%iﬂn‘nr:tha pastoral background would
include enough landascape to upﬁoal to the s»nsQSVQf the reads
ers or audience, presenting or at least suggesting 2 pleture
of soft grasses, blossoming frult trees, beautiful flowsrs,
babbling streams or famntaint;-an& ginging birds, perheps
with an ease~loving shepherd at rest In the shade of a leafy
tree, contemplating his love for a falr young maiden, or
with a comely shepherdess cooling her dainty feet in the
flowing waters of s convenlent brook as she watches over her
flocks.

19&&?&3, op. elt., ps 30 L.
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A variant of the pastorel scene ia that of the piscatory
eclogues, in whlah the idaalizad pleture of & 1aiauraly:aﬁn
gler pu##uing hie rﬁcreatién @ﬁ a shady bank sug@aéﬁa the
sane fﬁ&ling and mood as does the supposed carefree sxlistence
of ﬁhﬁ‘ﬁhﬁphﬁrﬁcll‘ The plscstory branch of pastoral litera-
. ture has recelived the attention of such important writers as
the poets Jacopo Sannszaro and Theocritus and the English
eritice John Jones and MHoses Browne , 12 Although the HEnglieh
pastorals are generally limited to the affairs of ah&@haféa
or pseudo-shepherds, fthere 18 an exception in a plscatory
group devised by Phineas Fletcher in his "plecatorle Fe-
1@33”13 and Siﬁﬁléd@ﬁtlh

The 1deallsu of scenery In the pastoral 1s best ax-
plained by Fdmund K, Chambers, who points out that "pastoral
18 not the poetry of country life, but the poetry of the
townsmants dregm of counbtry 11?&;“15 He expends his 1lden as
followst

Upon the semblance of such a dream lg Arcadia fashe
ioned; a land of rustling leaves and cool waters, of
simple deasures and honest loves; a land where men "fleet
the time carelessly, as they did in the golden world",
untroubled so long as thelr flocks bear well, and thelr

mistresses are kind, content with rude lodging and hum~
- ble fave, andlgithaut envy for the luxuries snd vexations

of the gresi.
116%51&’&&1’3:, op. m., P 185 laxbigi’ pe 209,
13@!’”5’ 8P w::; P 118. m;bidig Pe 31}5;

15Edmnd K. Chambers, English Pastorals (London, 1906),
Pe XXxix. ‘

161b14.
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Such are the elements of external nature and freedom
from care emphasized in the pastoral, the ideallszed pseudo~
natural beauty and simplieclty of life outside the city, from
which urban writers ﬁurv§yud'ﬁha settings for thelr works.
The tension between town and country, the contrast between
the cultivated end the wild, gave importance to the treat-
ments of the externals of nature. An outstanding character~
istic of the pastorsl scene, %h#n, is the glorification of
nature. Chambers speaks of the spring-like quality of pasto-
ralism, the almost sudible singing of birds, and the variety
of calorrul flowers, concluding that these and similar ele~
ments constituted nature as it presented itself to the
Elizabethans, although in e rather vague and general manner.
He says, B

There 18 none of that accurate observation which
Darwin has taught our modern poets, any more than there
is that haunting sense of imminent deity which they
heve inherited from Wordsworth. The times and seasons
of a country calendar are rarely observed, the habits
of faune and flora imperfectly understood. . . « Only
Shakespeare 1s careful to make Perdita distribute the
proper flowers of middle summer from her nosegay, and
lament the ebsence of the flowers of spring that might
furnish fitting garlands for her girl friends. These
are perhaps the incidents of rural poetry as the towns-
man writes it; yet one 1s ineclined to think that they
point to a deeper divergence of the Elizabethan point
of view from ocur own., Nature for them was a thing only
to be felt, not studied; emotion was itz interpreter
end sclence., They caught the fresh innocent delight of
childhood, and were content to miss the subtler, if not
higher pleasures which come of greater knowledge and
understanding.17

171p1d., p. x1L f.
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Thus nature, in the usually poetical Elizabethan sense,
was an important factor in the scenes of pastoral literature,
and recognition of ﬁhﬁ Elizebethans' delight in an idealized
portrayal of it contributes to an understanding of the appeal
of pastoralism to people of the time.

In this idealized aattiﬁg the pastoral writers placed
their charecters to make love, herd sheep, and follow other
puraui%k which urban dwellews expected of rural persons,

Although most a&i@ies attempting to define the pastoral
genre have insisted that characters in the pastoral should
be morally and poetically mood, plain, simple, innocent, un=
sorrupted, and plous falk,is ag many actually were repre-
sented, they did not inveriably conform to the idsals whieh
the critics have set. Thus in bueolle works there are por-
trayed personages of elegance as well as personages of great
simplieity,

Samuel Johnson's statement that "pastoral admits of all
ranks of persons, because persons of all ranks 1nh§bit the
nountry“19 suggests the broad possible interpretation of |
characters in literature of the tradition. Prom his state-
ment one need not infer, however, that setual inhabltants of
rural areas are the only 1ndividuaia presented or even that

real country people are nmaaaaarily depleted in bucolle works.

mscangxéten;ggzq‘gage; ps 196 f£r.
19quoted by Congleton, op. eit., p. 211,
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Again, the townsmants conceptlon Ar pastoral elements--with
particular reference hers to eharaétsrﬁnnis appliaabla,

As in all pastoral literary types, there will be noted
in the plays to be considered elegent shepherds and charming
shepherdesses, aammtim;a using daurtly language and manners,
who seem to be the epltome of refinement and who represent
the ideal of ease and indolence. The elegance 18 sometimes
scoounted for Sy‘tha discovery that one or more characters
are of noble or royal birth, although their true statuses
may have been unknown to thelr assoclates,.

An extension of the theme of rusticity inecludes the
alawny‘ané ruder, less cultivated country folk charscterized
by Jollity, joking, and pranks. The clever maiden of lower
birth ﬁnﬁ the young women disguised as a man, usually as a
shepherd, eft&n belong to this division; however, these fe-
mﬂld characters are sometimes cspable of improving thelir
gocial ﬁﬁandimg and becoming adapted to more refined groups
in the soclety.

Another class of characters is composed of mythological
ecreatureg and pagan or aylvén ﬁéihiﬁa, ineluding Pan, ?@unua,
Silvanus, Pomona, ?Iora, Diana, and various other gods, ga&w
desses, nﬁﬁ f&taﬂﬁaﬁ | |

Jeannette Marks reviews the personages of pastoral lit-
aratura in a aanaiaa‘mannarﬁ Although her discussion has

reference malnly to & perlod somewhat later than that with

29’&%8; op._ ¢ its, po» 316:»
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which the current sﬁudy is concerned, it is applicable to the
paatﬁral field as a whole.

The h&aytnfrea, invineible shepherd who 1s conquered,
the lustful shepherdess, the pood old shepherd, the faithe
ful shepherd, the chaste shepherdess, the priest, the
satyr, the stern father, the luatmhmyal lover, deity,
are all types at once recognizable.

It 1s apparent, then, th@t ordinary country people &11&
not always suffice as the outstanding individuals in pastoral
drama; too faithful & picture of rural 1life would involve a
cognigance of hardship as well as of pleasure, and, assuredly,
emphasis on hardship has no élaaﬁ in 8 form as delicats,
pretty, and ordinarily lighthearted as the pastoral.

" fhere remains one other important factor in regard to
cheracters, and that is the conventionality of names for the
persons, A survey of pastoral literature shows that Just as
Arcadia is the customary aatiimg of the shnyhar&'m‘gambals;
so are the following character names used rraquantly:'ﬁhlaa,
Philomelas, Corydon, Thyrsis, Amynta, Amaryllls, Colin, Corin,
Phyilida,“?hyllia, Damon, Daphnis, Corinna, Clorinda, and
Dorinda. The names whieh anthors selected were 1nﬁanded‘te
carry out the epirit of the pastoral. The poetical, exotice
sounding sppellations blend well with the ovar»i&aai&msd‘anﬂ
exagperated scenery pecullar to pastoral literature in gen-
eral and to the drama in particular and even suggest the
lighthearted mood, the yﬁ&rﬁ&ng for a happier life, and the

indolence assumed to accompany the h&régman*a existence.

Qlﬁaﬂw; op. elt., p. 1304
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Subject matter in bucolie writings 1s limited as to
theme. Love, the toplie most frequently chosen, 1s the one
gerious occupation of the pastoral life. Chambers observes
that the stylized love | |

 « s+ & 18 a2 love meinly enamoured of simpllieity: as
of the courtier, wearied out by malds of honour, with
thelr sirs and graces, and finding an exquisite pleas-
ure in ﬁhgzghy‘wurﬁa and open heart of Phyllida or

Amaryllis,

Some variation of the theme of love is the matter with
which the pastoral most fraquantly concerns itgelf, The
reader finds love treated in aavarallwayaﬁ love between peprw
sons of different social classes; love in what has been
called "the lovers! merry~go-round, in which everybody loves
gomebody who does not love him?$a3 love unﬁaquitad; love
gained successfully and happiiy} or reciprocal love; and love
gained by forece. It is apparent that the love theme is in~
tricately comnected with the plot outline in meny works, for
plot development in the pure pastoral relies in large measure
on this theme. Jeannette Marks expressed a similer idea in
the statement that “ah&ra@@a# in & certain sense interlaces
with the plot device, as the pastoral play had scarcely more
for a plot than a character type or a serles of character
typea;“zk

It muet be concluded, then, that plot 1s not of major
&mpartanaa; except a8 1t 1s related to the themes with which

ﬁaﬁhmbam‘, oD« Mtg z‘njmlﬁ 23!1%!’33, oD« m»; e 3.30»
2hrpia,
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the pastoral is primarily concerned. Quite naturally, the
supposed affairs of shepherds, ineluding not only their loves
but also their sports and other occupations, provide sowaior
the substencd. Allegorical content, either personal, moral,
- political, or ecclesiastical, 1s the nucleus of many works
'alasaifia& as pastoral, Juch that can be called matter is
inseparable from scenery and characters, for some composie
tlons seem to have as at least part of thelr purpose simply
a presentation of a pleasing rural pleture or a considera-
tion, expected to be refreshing, of the virtues of simple
people.

The style, too, came to be conventional in the pastoral.
A econsideration of style employed by pastoral writers ine
volves attention to dialogue, language usage, tone, and at-
mogphere in works of the tradition.

In order to clarify the usage of language in pastoral
drama of the Engllish Renalssance, one should observe forms of
language found in bucolic works of other periods. Theocritus
chose & rustic dlialect, Virgll used a refined and courtly
language, Spenser employed rustlc terms, and Gay again eme
phasized a refined dialaguaags Numerous critical justifica~
tions of the two types of languaga. rustic and refined; have
been advanced, In the current study, what is of importance

concerning languasge is that influences of each group are

256‘61251&1:0!1, Ops ﬂ_ﬁug Ps 363 g o
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traceable in pastoral dramas of the latter part of the sixe
teenth century and the firast part of the seventeenth. Thus
some authors used archalc or even obsolete expressiona) some
made consclous efforts to giv¢ §h51r characters ﬁﬁa\mustia
and "humble® speech of country people; and others chose to
write in an exaggerated and av&rwrafinaa manner imitative of
courtly speech., The student of pastorals will observe in
extant oxamplys of the tradition a econsistency between chare
acters and their speech, wherein refined characters use
refined languege and rustic characters use rustic 1angu&ga¢‘

Mode of expression in ehs pnﬁtara1 has ranged from a
lyrical, flowing style to & simple but delicate one. ‘Qna
eritic states that the major portion of pastoral literature
has maintained an artificial quality, "in which there 1s a
dominance of art over nature, form over matter, expression
over aantunt.”zﬁ

Conventionality in the yﬁxﬁaral gschool extends to thﬁ
atmosphere, or spirit, pervading the works. Critical opin-
lons of the qualities that characterlze pastoralism have
most often emphasized sweetness, mildness, delicacy, sim-
plicity of thought and expression, and conclseness of 1&@&&.
Certainly the first three qualities are easlly found in the
bulk of pastoral works, and even gimpliecity and conciseness

are to be noted if one has reference prineipaily'ta matter,

aéz bld., p. Egﬁu
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which is usually somewhat limited. Contrasting with sinm-
plicity of thought and subject in actual pastoral practice,
howaver, a tendency toward euphulsm with its affectatlons,
excessive elegance, and artificlality particularly in con~
versation 1s traceable in some bucollc pleces. Sweetnesa of
tone, then, may be sincere or arfaeted§a7

The sénga in many pastoral plays, which reflect the
taste for delicacy and charm Qf style, contribute greatly to
the customarily carefree mood, the delineation of character,
and the feeling of freedom. Indeed, the songs serve as a
1link between the drama and the great body of nondramatic bu-
colic compositions., Analysis of forms and content of these
shorter works within the plays wlll necessarily be reserved
for discussions of individusl dramss in which they are found,

Writers of pastoral in tha‘ﬁﬁgliah Renaissance found
that the characteristics of pastoral litersture were already
conventionalized and fixed, even though there was some vari-
gtion of style, technique, and content within the limitations,
It becomes elear how such conventions and limitetlons evolved
when one considers the origins sand development of literature
of ﬁh& pastorsl ira&itian. It will be the purpose of the row
nalning chapbers of this thesis to trace the characteristics
and conventions of the pastoral as they can be observed in

specific bucolic works from various writers of various

271bid,, pe 290 ff.
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nationalitlies and ultimately to ezamine specific examples of
¥nglish pastoral drama in light of these conventlons and

characteristics.



HISTORIOAL DEVELOPMENT OF THE
 PASTORAL TRADITION

The pastoral ides is 'tmwabuw the classical "golden
age” antedating the birth of Christ. The coneepts of innos
¢ence, ease, snd uim‘lmi#y; whieh have been shown to be
important factors in the pastoral tradition, are to be noted
in literature of that golden age; indeed, various scholars
hw‘u bnliﬁvaﬁ that the m:mu origin of the ﬁmﬁi.‘%m was
fm lost mm written m #le a8 slx hundred years before
~ Christ. For such & mmp ar scholars the pastoral idea

' "awzwa during & wuly mﬂa and pastoral wrmaﬁ

Most oritics, hmwm agree that the dammtw formation
 of the pastoral &s a literary mediwm and the bagimmg of its
wyuimw are to be mm in the writings of %’h«wﬂtﬂm &
post ar Greek parentage w&w was born about 310 B, ¢, in
Sieily, where he a;wms mt hmt & part of his am.mmwg in
‘mamy there were many mmm and fishermen of whom
m%x*iﬁm snd his fbiim:u wrote, and the natlive pastoral
scenes were familiar to thi.‘.,x father of bucollie nﬁﬁmﬁmﬁ

) %amtm mm English Pastorsl Drams cmmu. 1908},
P ¢

29, p. ﬁwriam Pastoral Elegy fmat:m ?am
1939), pe 257. v s | ' ’

T
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- Theoeritus dsveloped as his principal literary form the
idyl, which suggests inrluengaa of both eplec and lyric poet«
ry. Possibly desiring at 1&&## a momentary escepe from the
intrigues of court life in Alexandrie, Egypt, where he spent
much of his adult iifa,B the poet began to write the pasto-
rel idyls for which he is remembered. For him, as for later
writers, the pastoral setting must have represented relief
from everyday affairs, especlally since some of the memories
of his childhood were of pleasant pastoral and piscatory
gcenes 1n.$iei1y¢h What could have been more natural, then,
than his cholce of Sicily as the setting for his pastoral
compositions?

In suggesting the idealism of the pastoral l1life, the
idyls of Theocritus nevertheless present a semblance of ac~
tuallity far removed from the artificliality and ax&ggaratad
idealism found in some later pastoral compositions, Greg
characterizes hiy works as follows:

He depicted no age of innocence; his poetry reflects

no philosophieal 1lluslion of primitive simpliecity; he

elaborated no Ilmaginary cult of mystical worship. His

art, however little 1t may tempt us to the uge of the
term realism, is nevertheless based on an almost pas-
slonate sympathy with actual human nature. This is
the fount of his inspiration, the central theme of his
aen%w The literary genius of Oreece showed little
aptitude for landscape, and seldom treated inanimate

nature except as a background for human action and
emotion, or 1t may be in the gulse of mythological

Swalter W. OGreg, Pastoral Poetry and Pastoral Drama
(Mndun, 19%); P Qe T '

ngza.
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e RNt iy gL

‘gzzggizi 2gm§§£§§£fg was not likewise sensitlive to the

Since Theocritus elected not to over-idealize, not to
pregsent a fictitlious parfaet'innmuanae, how did he treat his
pastoral material? It has been suggested that proof of his
truthfulness 1s to be found in the near-realism of his ohar-
acters, for the songs of shepherds and goatherds are such as
he might really have heard along the shores of Sicily.® The
singing and pipe playing probably were actually common divere
sions of Greek herdsmen,! even though in later years they
were overdrawn. The love sahg, the singing mateh, the physe
ieal bastcrnl gsetting, and even the seeds of mythological
factors exlsted in the Theoeritan 1dyls*a

The viviéy lively quality of the dramatie situations in
some of the idyls has led at least one eritic to theorize
that the inceptlon not only of the pastoral tradition but of
the paa%aral‘play itself lay in the works of ?ha@eritung9
Another critic says that the dramatic method of Theoeritus,
through the imltatlons by Vitgil; wag later to baaﬁmﬂ the

germ of the English Renaissance pastoral masque and even of

S;hi&;; e 10.

éAnﬁraw Lang, ?gggﬁritua,'aia s and Mosechus (London,
1389); Pe XX ‘

s, s, F. Gow, The Greek Bucollic Poets (Cembridge, 1953),
p. xiii, ' ' ‘ ‘

3$rag,,ggﬁ,g£§,, p. 13 £f,  9Marks, op. eit., p. 7»
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the &rama;lc In fect, so close 18 the relationshlp between
the two forms that the pastoral 1dyl itself has been defined
as "g dramatic presentation of some characteristlic scene in
the joyous life of hardamwn«*ll Martha Shackford éxplainﬁ
that the 1dyl is dramatic in that it represents the movement
and speech of the asctors but that it lacks the unlty neces-
sary to the true drana.1?

Greek followers of Theocritus who also wrote verse in
the form of the idyl were Bion and Moschus. Although their
extant works have only small emounts of the bucolie matter or
spirit, it 1s possible that uama pleces contalning more mate-
rial of a pastoral nature have been lost, 13

"The Lament for Adonis," which 1g eseribed to Bion, may
be considered yartly pastoral in inspiration because of the
tradition that Adonis once tended aheap*lk "The Lament for
Bion," which is usually attributed to Moschus, refers to
Sicilian muses and calls Blon a cowherd; references to sev-
eral gods and nymphe and an awareness of nature .are to be
found in thie 1dyl. One senses a 1&#5 natural style in the
two works than in the writing$raf Theoeritus; even at this

| Ogarrisen, op. eite, o L.
1lygrtha H. Shackford, "A Definition of the Pastoral
Idyll,” %mmu of the Modern Lanmuase Associationm, XIX
(1904), 591. :
3‘g§b1ﬂu 13&‘1‘6@;; op. m;, pe 11,

1k§arr1aan, ope_cite, P 260,
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aarly'd&tg the pastoral was beglnning to show some twraces of
artificiaslityv.

Before turning from the consideratlion ar fireek pasto=
rals, one should take note of a form of psasatoral other than

the idyl, The romance Daphnis and Chlos, aseribed to an

author known as Longus and written probably about the third
century A, D,, carried on the tradition in its dellicacy of
expression and simplicity of story. Its most important con-
tribution was the convention 1@ which young lééars who had
been reared by shepherds were dlscovered to be in reality
the children of wealthy aristocrats. This situation recurs
frequently not only in pastoral but alsc in chivalrie ro-
mance and can be found in drama of the English Renalsseance.
The love theme, too, 1s developed in Dephnie and gg;ggilg
Another diseiple of Theoeritus, better known than Blon
and Moschus, is Virgil, who lived two centurles after the
Greek poet, To Theoocritus, Virgll was indebted for many of
his ideas and even for the éxternsls of pastoral sétﬁing
which he employed in his works. To Virgil 1s ascribed the
development of the type of éﬁl&gua on which English pastoral
poetry was founded, B
Certain it is . . . that the English pastoral ecloguve
reverts to Virgll for its type; to thia very fact may
bs attributed the preponderance of allegory in English
pastorals, for there was more masquerade, more hidden

and secondary meaning in the verse of this first of &
Romen pastoralists than in the poetry of the Greeks ¥

1’5&1"55, CD« m;; ’Pi 11 £f. 1615&1*}(3, %M&y D 3.
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It wes Virgil who infused into the pastoral some of iis
early artificiality in scenery and characters, who developed
mytholegieal themes beyend the very gketohy xm-i:im given to
them by Theocritus and his immediste follewers, and who in=
troduced allegory and dldsoticism. Thus first became
associated with the pw%aﬁﬂ am of its outstanding ole-
ments. The seeming lack of realism, freshness, and sponta~
neity of Virgil's eclogues ls compensated for by his word
usage and lmsginatlon; the intellectusl sssocclation with the
eclogues caused other w&iﬁgw to imitate his mr&a@”

But vhy was it Virgll;, who in:&t%.%a& these qualities
seemingly allen to the original idea, to vhom many of the
later authors looked for i{xapﬁ.rwzaxx‘? Why did they not rew
fer directly to mawi;m. the father of the pastoral?
Greg observes that some of the themes which Virgll treated
were of universal importance, and he points out that Latin
had mueh wider use than Groek; before the Renalssance res
instituted Greek as & pauéihl& source of literary material,
the Virgiliten tredition wes already established.l

- The first wrlter of note to imitate Virgll was Calpure
nius, who developed the punegyric and who wrote some pleces
didactic in spirit. His sclogues followsd ths customary
themes of busolic literature, but more than any of his prede-
cessors he brought to the fore a clearly stated contrast

17&&%@1;@9&; Sp« m»,yﬁw 5 18@?‘&3 OB« m*’ Pe 18.
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between the 1ife of the town and that of the country.'? In
3o doing, Calpurnius clarified for future writers one of the
basie characteristics of the pgataraly for a distinguishing
factor in many expressions of the tradition was the contrast
botween the urban and the rural.

The Middle Ages prwﬁnaaavﬁm outatanding pastoral works
but did preserve the tradition of the pastoral eclogue as @
literary form., The bucolie works of this perlod maintained
allegorical touches and other Virgilian characteristics. The
sole contribution of the pgriaﬁ to pastorallism was the intro-
duetion of religious thamua‘ga ;

When the pastoral emerged from 1ts almost static state
of the medleval era, a fusion of religious themes and the
Virgilisn tendeney toward allegory had teken place. Indeed,
such a combination of alaﬂﬁnﬁsT&haraaharinuﬁ some of the
fourteenth~-century writings of the Itallan Petrarch, the
first important author after Calpurnius to treat pastoral
themes. |

Some of Petrarch's eaﬁl&siuﬁtiaal eclogues; in denounce
ing and satirizing aorruption ﬁ1kh1n the Chureh, utilize the
allegory of pontifical shepherds (representing the ahurah}
'pﬁrsuing sinful mundane yiﬁ&ﬂarésf in other eclogues, con-
versations between shepherds set forth the poet's views on
religious verse and the Ndegth" of true postry. Petrarch

reverted to Virgil for hls fmrm, tha eclogue, and his subject

19Ibid., ps 116, 201bid., p. 19.
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matter, most of which is of a moral tone; however, he derlved
his imeginative freshness, which was lacking in Virgil's
works, from Theoecritus. His indebtedness to Theocritus is
further attested to by one eclogue which 1s a neoclassical
companion plece to a work by the Greek gaat‘zi

Just as Petrarch was the first modern writer of pastoral
eclogues, so his compatriot and contemporary Boccaccio was
the first modern writer at a pastoral romance, the develop-
ment of which contributed to the completely dramatic pasto-
?&1432 ILike the eclogue, to which Boecacelo élaa gave some
attention, the romence as a form possessed dramatlc possi-
bilities by virtue of its dialogue and dramatlc situations,
guch as those produced by the love theme. The romance which
Boecacclo wrote as his major contribution to pastoralism ls
a work entitled &ga&g.zB

Utilizing both prose and verse for narration of his
tele, Bocecacelo ineluded in the Ameto many of the elements of
pastoralism. An unusual treatment of the love theme is found
in the representation of the feast of Venus, at which several
nymphs relate the stories of ihétr loves; little else that
can be called plot exists In the work. Traditional pastoral
characters-~shepherds, nymphs, and goddesses~~-and pleaszant
rural scenes with shady lsurels and limpid ténntainaah help

to oreate a pastoral atmosphere in the romance.

213:’&1‘343 Ps 23s | 22&&3’35, SP. m», Pe 6y
23&!‘83; Op» m«g P 2’-}. 214‘1{%33.&;3 P l}gq
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A contrast between spiritual and physicel baagﬁ; par=
allels & contrast between spiritual and mundane love, and
Ameto!s hymn in honor of the Trinity climaxes the work; ale
legory is implielt In it, and one theory concerning the
synbolism is that each nymph in the tale represents some
cardinal or theologleal virtue; thus Lis, the nymph with
whom Amebto, representing ignorance, falls in love is the
personification or’fgiﬁhwﬂg Purther elusidation 6£‘ﬁ§b alw
legory is that Ameto, unbaught and gr&mitive hunmanity, is
taught and civilized by divine love, represented by the
nymphs. The fountalns signify beptism, into which.Lls, or
faith, plunges Ameto, mnn.zé

The Ameto was the source of inspiratlion during the fife
teenth eentury for Bannazaro's romance Arcadia. In the
artificlal style of Samnazaro's work there is to ‘be seen the

 great influence of Boccascliols aﬁy&a and ranm, _prose and
vaﬁwa being intermingled. ggggg;g, like Ameto, contains no

ﬁiémbntﬁ other than the conventional pastoral ones. Mythow

logleal influences and %ﬁﬁ@ea&nﬁa&ia&a of nature are some of
the important factors.27 The romance goncerns & group of
ih&ﬁhnw&a, uﬁsamblnﬁ with their floecks, who become ﬁngagné

ﬁmma Ku%em, g¢iovann
Study (Lendon, 1910), P+ &

~ 26pnomas G. Ghabb, The of
York, 1930), ps 108 f. Life of Siovamni

a?ﬁmag Bp« m:g P l}? e,
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in a singing mateh; various members of the group tell the
gtories of theilr ;msraua sdventures, one shepherd discourses
on the powers of maglc, and the company proceeds to the sa-
cred grove of Pan to pay him homage in the typilcal Arcadian
manner. The narrator dreams that his lady 1s approcaching
death, and the remeinder of the tale relates his sorrow and
eventual knowledge of the truth of hie dream.20

The romsnce; however, wag not the only branch of pasto-
ral literature with which Sennazsaro dealt. Possibly teking
the ides of plscatory subjects from gome passages in the
1dyls of Theoeritus, he composed five piscatory eclogues in
Latin which reflect both romantic love and love of nature.
The plece of the satyr in the pastoral wss perhaps instituted
by Sannazaro, who also composed a poem entitled "Salices," in
which satyrs, nymphs, and goddesses have roles.29

A contemporary of Sennazero who, llke him, was of Spanish
extraction end who helped to develop the eclogue as a pastoral
was Bettista Spagnuoli, often celled Mantuan bhecause he was
born in the city of Mantum. Hig ten eclogues variously trest
the theme of love, satirize the‘laxury of eity 1ife, describe
the simple relicious faith of country peopls, criticize ec~
clesliastical abusaa,’an& pralise the religlous 117e.30 The
works of Spagnuoll may have had strong influence on English
pastorals, for his didactic and religlous eclogues were wide«

1y read in England, and "many a led was thrashed through
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Mantuan, for this Carmelite scholar was thought an excellent
:Aaxaraiaa for the 3@&&3.”31 It has even been suggested that
there can be traced a direct line of influence from Virgil
~ through Calpurnius and Spagnuoll to. the subsequent English
poets.32 o |
It has been ataﬁeﬁ thah the ineeption of paxtﬁrnl ﬁr&&u
Z'itteif may p&nsibiy*ba trae&& to ?hsaeritas, sinao his buwslw
e wﬁrks ﬁontain ér&matie aiﬁu&tiens‘ The fira% paat@ral
{7a@rk af intentianally érumatie structure, hawnvar, waﬁ prob=
. ably a f1v~a~aet fab}.ea-;:lay written in the latter ym wr the
rittuanth @antury by ﬁgﬁﬁl@ Poliziano. Entitled gggg;g‘g;
énémfha, the plaey has a aonvanticnal paat@wal uaﬁt 1&&1&&&&3
altsaiaal ahag&arﬁa, ge&n anﬁ ‘goddesses, and a a&tyv 3
Almost a aentury &ftﬁr the appaaranaa af;ﬂ;ﬁ;g, &gas&in@
ivaaaaariia g;iwggg;gggg_‘xﬁs written, presenting the arﬁadian
| msrwgbgawraunﬁ ef lovers. - ﬂy%hﬁlagiﬁal‘trnaitiana uara re-
, amghs&izad in Laigi ﬁrutafa mgégggg, of the aams paried; the
: plsy deals with Jugitar*t 1@?& for Caliste, tha nhastw ngwmmu
Ag@#ﬁino Argenti formed a plsy on the love-chain idea; hin
f»gg‘gﬁaiggﬁ£g, g@@p&aa uith enamored #h&phﬁrﬁs and shtyharé-
| esses, is said to have int%a&nee& ?nrquaxu Tasso t¢ aampeae
hia maatarpi&aa ar pasﬁaﬁal arama.3h ?haa tha traﬁiﬁiaﬁal
-tmma of love ami mhaiegy eontinued to extst m Iizﬂim

B“Iua»m, ,_g. m., p. 2; | 3212 a.,, P ma rr.
331bld., pe 7 £. 31!-1..&&-; p. 9 .



yastc}ml limrama, thﬁi_{* vitality pmbably had extensive
:lnfhzanca on English ax'm, for Br.ttish witew are kmm to
have mi‘armd dirmtly ta,t}‘w works of Tasso end Groto an&
indirectly, through Tasso and Battista Guarini, to those of
Beccarli snd Argenti.

Excesding all other Italian plays for besuty, | edherence
to tradition, snd spirit is Tasso's Aminta, which was first
acted in 1573, Reminiscent of aaﬁywwg@s\{w its frae-
dom from ovaﬁi&aaﬁ sat;tén, the drama neverthelesa 15 ra‘kh&r
artiﬁai&l in structure m& relies immily on nawatiw as a
m‘batitzum for mtion on zttagm35 |

The plot concerns the shepherd Aminta, who has fallen
In love with the nymph Silvia, his childhood playnmate and
cdmpﬁnian, who ig now a h@tmas in the service a!;‘ the gadw
dess Diana and who spurns his love for her. The nymph's
confidante, Dafne, and Aminta's friend, Tirsi, consider ways
of bringing about an m&aratmmg between the shephérd and
the object of his a.ffmtiana; They decide to im% thn bash-
ful lover intrude upon Silvia when she 1s alone at a apﬂ.ng
preparing for the chase. “I‘hraugh i’irsi'a mratian rather
than actual r&ﬁﬂaenﬁaﬁi&n the sudience learns that when
Aminta appramhaﬁ the apr:ing he ammmtsmd his laéy bound
to a tree and Mnrwutad by a wicked satyr, which rlad at
sight of the -zhapharé, Aminta released s.nvm;'ma the
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ungratefnl huntress immediately deserted her rescuer, he ab-
tempted, unsugcesafully, to commit suleide. After Tirsi's
story, there is brought a false report that Silvia h&albaan
alain by a wolf; through a second-hand aceount, again, the
andience learns that Amintae has thrown himself from a cliff
to end his grief, just as ﬁii#ig, alive and well, appears on
the scene. Hearing of Am&ﬁﬁ&fk;ﬁmmplaﬁa devotion, she Pl
nally realizes her love for himg. The very brief fifth act
relates Aminta's second aaéﬁpé fram death and hig revival in
S8ilvia's arms, and the pi@?Pﬁnéﬁ on a happy note,30

~ The only Italian play to rival the excellence of Aminta
1s Battista Guarini's Il ﬁast&r fido, on whieh many subse-

gquent plays have been baaad. With choruses of shepherds,
huntsmen, nymphs, and priests, the cast has as its principal
parsﬁﬁégas 811lvio and kmariliiég who have been b@t:@th@a by
thmiézparénﬁs; Mirtillo, the faithful shepherd; aoﬁiﬁﬁﬁgva
wantan.nymph; Dorinde, a ahapﬁaﬁ&aas; a setyr; Lupino, s
gaathard; Montano, father of ﬁilwiaz Titiro, father of
Amarilliag oridon, lover of carigaaz and Carino, auypaaed
father of Mirtillo.  .

- _One of the most strikiﬁgﬁﬁh&raaﬁariatiaa of this p&a4
toral play is the eanvantibﬁuiiﬁy +f names aé well ae the
famiiiargbﬁealia setting. ?hs ¢auntry is rapraaantad aa ha*
ing in great distress at ﬁh&;ﬁhﬁﬁﬁ of unfavorable deities.

361b14., p. 180 ff.
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Because of a prophecy that peace will prevall once more when
children of divine extraction are married, Silvio and
Amarillls, who are of the blood of Hercules and ?aﬂ.37 are
betrotheds The young people do nobt favor the proposed union,
however; amarillianlavms mirtilia, and Dorinda loves &ilvim*
The nymnh Corlsesa, 3&&10ua.gf Mirtillots love for Amarillis,
attempta to win his love fai bérwalf‘ Amarilliis is unable to
acknowledze his love because of an Arcadian law that any
nymph found gullty of a breach of faith shall be executed
unless somsone offers to die in her place. Corisca makes
secret plans to have the two discovered togethsr, and when
they are appreshended, Amarillis ls condemned to dle; thus
Corisca’s plans to have Mirtillo for herself might have suoc-
ceeded had he not immedliately @frayaﬁ his 1ife thet Amarillis
might live. Meanwhlile Dorinda has been accidentally shot by
84lvio ns she fnli@wa him on 4 hunting expedition; overcome
with remorsse, the hunter &aelﬁré& his love for the ghepherd=
ess, and they are leter merrieds Just as Mirtillo's life is
about to be sacrificed, hie supposed father, Carino, appears,
and it gradually comes to light that Mirtille is in reality
the long-losgt elder son of mahtana,33 Thug the lowve b@twéan
Mirtillo and Amarillis heas fulfilled tﬁa‘oraﬁla concerning
the marriage of two children of divine descent 37

37Ibid., p. 197. 381bid., p. 196 £f.
39Marks, op. git. p. 1L
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As in Tasso's play, much of the supposed sction takes
place off the stage and is presented to the audience by nar-
ration; nevertheless, the intricacy of the plot and the
emergence of at least one dramatie and clearly defined char-
acterlO make the pley a memorable one. Amarillis is the
character who does not bow to conventlonality of type and
who is outstanding ss a person who lives by her convictions,

The importance of Aminte and Il pastor fido In the his-

tory of the pastoral cannot be overestimated. The love
theme and conventionality of characters are traceable in the
plays; these and some other outstanding factors contributed
to the perpetuation of the pastoral tradition. Thé plays
express a longing for the fra&dam and pesce of the simple
1ife; nevertheless, they have much of the lmprobebility and
artificlality found in many other works of the type. Alle~
gory, with Arcedis representing perhaps the ultimate in
earthly goodness and beauty, has its place also in the two
w@rkSahm |

Although Tasso's play is aénaidare&;tha Italian master~
piees of pastoral drams and im one which exerted notable
influence on the development of the dremstic pastoral, it
was Guarini's work to which many Engllish playwrights turned
for inspiration, asyaaiaily 1h ﬂtavyxaa Italian paatoral

h%mgp 9P+ m*, Pe 2@2» h'lzbidny P 52;
h'am&rkﬂg 2&2‘ mra’ Do 13#
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pleys conmequent to the two works were of less importance in
the development of the gaﬁ&e and were composed principally
upon the forms and in the tradition elready set. Thelr func-
tion was simply that of carrying on the traditian.

 From Italy the pastoral spread to Spain, France, and
| England. The bucolie literature of Italy directly influenced
that of Fngland; nob only did Italian writers help taﬁr«
- petuate eenvantiﬁnaiztg*afiaetting,<atgiaf and characters,
but they also contributed actual incidents and subject mate
tor on whilch m&ny~ﬁngliahﬂpaztara1 plays are based. In both
prose and verse forms Italian suthors dealt with the themes
of love, religion, mythology, and naturse. It was Itallan
literature that exerted the greatest influence an‘ﬁngiiéh
 pastoral drama; however, English literature also absorbed
some elements from Spanish and French works, which r@aaivaé
some of their inspiration from the Itallan and which made
contributions of %hair‘éwn/ta pastoralism,

It was in Spain that the most lmmsdiate influence of
the Ttalian pastoral was felt. Similarity of dialects’3 and
the Spanish subjugation of Sicily in the thirteenth century
and of the Italien paniéﬁaia 1atarkh made easgy ths transfer
of msterial from one language to the other. Imitetions of
Petrarch, Seannazaro, Tagso, and other outstanding Italian

M@mg; B w_vf ( 33% 53a

Uhmugo A. Rennert, The Spanish Pastorsl Romances
(Philadelphia, 1912), p. 12 f.
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writers are traceable in sixteenth and seventeenth century
Spanish literature,45 just as they are in English writings.

Perhaps the sarliest evidence of pastoral influence in
3paln is to be found in the =zclogues of Juan del finclina
(11,687-15297), who has been called the patriarch of the
Spanish theater. The royal patronage glven to Encina supe
pests the regard in which literature wasz held Iln thls couniry.
Although Bneina's first dialogues between shepherds were brlef
and had no dramatlc actlon, his type of eclogue seema to have
developed in a comparatively short time Into a lively form as
the writer began to vary his material.

It was Encina who secularized Spanish drama, and he did
30 using the themes of festive, lighthearted love and some
allﬁgory.hé Host of his characters were shepherds and shep-
nerdessea, authentic usually in sentiments and language. In
some ﬁyaaitia instansess, however, & ahepherd was a gentloman
who had sought escape In ths peace of the aaantry‘aY Thus
Eneina followed the conventional pestoral formulas.

Séma other early examples of Spanish pastoral dramna were
the wﬁrk of Lops de Rueda, wao wrote two goloquiocs which may
be regarded as pastoral because the characters are shepherds

and shepherdesses who spealt the artificlal language of the

h51bid., p. 13 n.

46y, Romera-Navarro, Historis de la literatura espsnola
(Boston, 1928), p. 109 ff,
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Arcadiens. These pastoral works are not considered his best,
hawavur*hs

Desplite the apparent conventionality of some aapéeta of
the pastoral in Spain, bueolle writings of that country hed
theiyr own distlinet flavor., Kot purely pastoral in the clas~
sieal sense, much Hispenic literature of the bucoliec school
wag fused with the domestie chivalric tradition, which en-
tered the pastural through Spain.

¥hen the pastoral romence sppeared in Spain about the
middle of the sixteenth ecentury, the country had reached the
peak of 1ts military greetness end influence over the western
world., The Spaniards were very conscious of all things mili-
tery, and nearly all gentlemen were primarily soldiers; the
emphasis on arms and & gpirit of chivalry and adventure led
very naturally to the pre&uatian of books about ﬁhivalry@hg
Introduction of pastoral personages into such books resulted
from the Italisn influence which was spreading to Speln, and
gradually there developed in the works other elements of
pastoralism. | | |

The most outstanding and influentlial book of the chivw
alric tradition was Amed{s de Gaula, the chief sourece upon
which Sidney relled for incidents, The importance of the
work is that it

hagb&déﬁ pe 197,
hgﬂ@nncrt, op. cit., ps 9.
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. « . eatablished a patbern which all wribers of chive
glresque fictions apperently felt bound to follows the
 gane verbose, rhetorlcal style; a succession of lknlght-
zg combatg) exaltation af'lﬁv%{ an&sg fantastlic array
of glants, monsters, and magleians.. S
Enbirely ertificlal and faﬁﬁa&ﬁig, and lacking lsgendary or
historieal basis, the incidente in Amadf{s de Gaula might
have talien place in any country; perhaps the ynpu}mrihy'af
the work, not limited to the counbry of its birth, was due
in part to the sebting's not being exclusively Spanish.
~ Although the tradition of chivalry has many distine
gulshing cherseteristics, only those which relate it to the
pastoral will be considered here. Importance of the hero's
ancestry, revelation of royal lineage by blrthmarks or lden-
- $ifying tokens, snd fearlessness and physicsl suporiority of
the hero are olements of the chivalric romanceSl which be=

ﬁﬁ&# adapted to pastoral drame. Spanish chivalric romances
snd on joyous notes, posalbly because the ﬁpgniahﬂwﬁltar&
looked at the world as they would fashlon ity an ideal and
happy world;52 the dreau of such a world is another ehivals
rlo element which lent 1tself to conciliation with pastoral
themes. For the first time, then, we find entering the
pastordl certain details from the chivalric tradition which
later became fixed items in Bucollic lltsrature.

5% vy ?‘rﬁﬁh‘XIe* iy "L & “:i.“:‘ LI tILEAA
Frose E n (New York, 1947)s p+ O

51zbid., pe 26 ff. 52bid., p. 115,
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The mesterplece of Spanish pasboralism in the romsnce
form wos achieved in the Dians of Jorge de Hontemayor, a
Spaniand of Portuguese extravﬁimn who wrote in the ﬁaﬂtilian
dialect. The work Ls dated nbout 1559, two years before
Hontemayorts deﬁhhuEE Inﬁpiraﬁien for the romance can be
treced direetly %o $annaxaﬁa»f@heaa Argadia wan translated
tnto Castilien in 1547), t&anca~te Virgil and Theoeritus.
Spein was the firet country to produce an imitation of
Sannazaro's work, the effect of which is to be noted in the
combination of prose and verse in the §g§g§,5h Because the
story exerted great influence on the Argadia {1590) of
Philip Sldney, the Astrde (1610-1619) of Honord 4'7rfé, and
even on The Two Gentlemen of Verons of Williem Shekospeare,5 5
a brief consideration of ploﬁ will be . of benellit.

An exceptionally besutiful shepherdess nered Dlane,
'livingrin the gauntry;n@&r‘Lﬁéﬁ, loves and is loved by’ﬁhﬁ
ghepherd Sirencj their love is pure and honorsble. Vhile
Sireno 1 absent from the country for one year, however,
Dienats father wills that she marry Dello, & weslthy but un-
talented man, and when ﬁir@nélraturna it is only to meet
with the heartbreak of his lost love. Resting under a beech
tree, he plays his lute end laments his sad gtate. Another

R

shepherd epproaches, slso singing sadlys it is ﬁilvana, 8

53Romera-Navarro, op. gites p. 206, 5hgg;m~
5§Ibid.; Pe 259
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former rivael of 3irana:for the affections of Dimna, The two
shepherds console each other, and zoon Disna's friend Selvapgla,
& shepherdeas whose love for Alanlo is mrequited, joins them
in the fleld, and the three weep together. There follows a
sequence wherein several nymghag priestesses of Diens, appear,
and thls and other seoctions inﬁradaam various characters
whose stories complicate the plot in the conventional loveps!
merry-go-round; there are aaﬁafﬁigraasiona which yrevida the
reader with detalled background information concerning these
'parsan&g¢§¢ The sad lovers, including those presented in the
digressions, journey in a gr@up‘ta the temple of Dians to
find some solace for thelr various woes. En route they stop
at a magnificent palece and are received by the wime Felicls,
who yvamiéea 8 remedy for thelr sorrows. She offers them a
magie pbtian-uhiah wipes out their former 1avgs; thus Bireno
and Silveno are cured of their affection for Diana, Belvesia
forgets Alanio,; and ﬁilvaho}&nﬁ Selvagia fall in love. The
shepherdess Diana appears anjﬁhe gcene for the firat time,
and 1t is revealed that ahﬁ“étiii loves Sireno. He, however,
re jects her now, and she goes away, not to resppear in the
story. The various other lovers proceed to the temple and
are happily unitaé»Sﬁ

| The author promised a second part, which, however, waa

never written, Some of the numerous imitations have provided

56Rennert, op. git., p. 40 ff.
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an extension of the story; the Disna enamorada (1564) of
Gaspar Gil Polo, inferior on the whole to Montemayor's ro~.
mance but superior in verse and perhaps in logleel plot
waaymm,ﬁ? tells of Bireno's recovery from Felicla's
msgle draught which has cancelled his former love for Diana
and of the subsequent happy marriege of Sireno and Diana,50
. An entire pastoral novel, Ls Gslates, was the work of
Gerventes.59 Published in 1385, it shows the influence of
the Dians stortes®® ana SBannazaro's Arcadis. The story ine
troduces mumerous ghepherds, mixing the ascounts of theis
~amorous advenbures with philosophical idess. Without much
centrel plot, it is principally a stringing together of
loosely related mﬁwﬁl:@ym&m& ‘mainly on the love theme.
. Tmbrlo gots out for Naples, wherve m;ig to mgﬁg& in a
duel with another knight; his friend Silerio, who follows
some days later, rescues him from execution after he has been
captured by a band of robbers end spprehended with them. In
Ngples, before the duel, ﬁ‘imbmq falls in love with Nisida,
who returns his affection, and her sister Blanes becomes

57&mwmmg | “_3; 53,3., pe 209,

ﬁﬁamm% OPe m'y P 7,3 f:b

59%:”@%&% (1605) maﬁﬁm mw**al puw
toral digressions %ﬁ %%mﬁm author's amuﬁa;m in the
inquisition sequence, on pastoral md. ﬂhimlria literature. .

6%amm~liwma, P ﬁ&?&u P m;é £ | ’ |

&Ramw, ops gite, pe 117 £f.
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engmored of Sileric., When the duel ie held, Fislda misbalke
enly belleves that Timbric has been killed and falls in &

- swoon, auﬁwiﬁg‘hﬂw:aamyahibnn to believe her dead; Timbrio-
and N¥isida by chance are re-united on the ship veturning to

' ﬁp&m} a £ight with some Turkish vessels ensues, and the
gwg%ﬁ;&ap@w aAre m}mn,abawa s Turkish galley. mw wmw
‘save the vessel in & stormj tho Turks decide to land on the
éﬁw% of Catalonla, w%ww ‘3%:21&3 are murdered on the spot mm
*m‘lﬁri@ had rescued 'fimbria, ‘The second part of the movel,

"_ uhi&h Cervantes had planﬁa& to write, never &ppaavaagég

-~ Ls W: in 1ts mm, 1g said to have inspired the
romance Arcadis (1598) of Lope de Vega.53 Relating the une
fortunate love affalrs of the shepherd Anfrisc, grandson of
Jupiter, the novel desoribes the lelsure ia which the arise
tocratic soclety lived in the country, passing the tim with
hunting parties, literary sontroversies, love affalrs, and
other diversions. Maglc and mythology also are notable eles
ments In the pastoral romarnce ‘61*

It was 8s & playwright thet Lopo de Vega achieved fane,
however; indeed, he dl so Qmpaﬁw & drame entlitled W
published in igaﬁ and Maﬁa on the romance of the swme ti«
tle, as well a8 ﬁavarui‘uﬁhér ‘plays having pastoral ldems.
The love theme, once mm* 18 the aesuamtam rwbw of the

63‘%‘* P 125*' ( 63@1’”3! OpP ,Q&_,b; F: é@&
é‘h‘amvwxwm, wg. m., pe 308,
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comedy, the plot of which concerns Ergasto's insistence that
hig daughter, Belisarda, marry Saliclo. The father invites
the shepherds and shepherdesses of Arcadias to solemnize the
betrothal at the temple of Vaﬁna. Anfriso, who has loved
Belisarda, who in turn loves him, believes that he cannot
survive if the proposed mahﬁi&ga takes place. The witty ruse=
tic Cardenlo determines to prevent the betrothal because
Anfriso once saved his 1ife; hiding himself behind the
statue of the goddess in the templs, he pronounces an oracle
desipgned to keop Saliclo rvom agrrying Bellsarda, and the
betrothal party 1s ultimetely dispersed. The conventional
complications result when Olimpo, Anfriso's best man, falls
in love with Belisarda; Anardas, who loves Anfriso, attempts
to help Olimpo. Olimpo, ﬁdliaia, and Anfriso declde to cast
lots for the privilege of marrying the shepherdess Bellsarde,
although, according to the oracle pronounced sarlier, mar-
riage with her may mean death. Venus hersell then appears,
reveals Cardenio's trick, and decrees the unlon of Anfriso
and Belisarda, whereupon Ergesto gives his approval and or-
dains the marrlage of Olimpo and Anar&aqég

Thus the pastoral in Spain, whieh was merged in many
works with the chlvalric romance, carried on the traditions
of 1dealism, escapism, disgulse and recognition, pastoral

characters, Arcadian aaanary, mythalagy, and artificiaiity.

653, ». Wickersham Crawford, ?ba wgga;mg gatara; rama
(Philadelphia, 1915), p. 111 ff.
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French literature alsoc felt tho Impaect of the pastoral
ldea but exerted leass influsnce on the pastorals of England
than d1d the literature of Spain and Italy. As early as the
twelfth century and into the thirteenth one form of the pas-
toral flauwi#h&d in Prance. Exﬁmplaa of the pastourelle, a
narrative poem with some dramatie coloring, usually repre=
sented a knight or a poet riding down a roed and encountering
a fair shepherdess by the roadside, whereupon he would alight
and proceed to woo her, either with or without wua¢e$$_66
Even at this early time, ﬁhaﬁggﬁranuh literature gave evi-
dence of both chivalrle and pastoral influences.

Before the great perlod of herolic-pastoral in France,
however, other trases of pastoralism are dlscernible. It hss
been noted by one critic that Margaret of Navarre (1492-1549)

e « + Pollowed the pastoral tradition in her imitation

of Sennazaro's Salices and her lament on the death of

vourite theme in'ner somédle of human and diving Love.67
C1ément Marot (1495-154L) was a writer of eclogues having
both mythological and sllegorical elements. Marot's place in
the development of the pastoral tradition 1s that of a link,
for hé was influenced by Virgil, one of whose eclogues he
translated, and he also served as 1napirﬁb1én for Rdmund

Spenser, the great English post.08

ﬁé&eﬁr il :
reorge Edward Bateman Saintsbury, A Short History of
French Literature {foarﬁ,*1937)y pe 52 f%ﬁ

67areg, ops clt., p. 61  O8rbid., p. 62.
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Purther Spanish influence was felt in France when in
1578 a translation of xantema#ar*s Disnes gave impetus to the
faney for pastoralism. Perhaps 1t was the new empheasls on
the pastoral, combined with the somewhat esrlier heroie in~
terest in Amad{s, that inspirved Honord d'Urfé to write his
heroiec pastoral romance Astrée, issued in two parts in 1607
and 1625. Having & definitely artificial pastoral scheme,
the novel nevertheless has beautiful descriptions, a mixture
of chivalric and philaaophiaal‘elzmantayka delicate humor,
and a purely sentimental type of 1&v&a69

The setting of égggéa 1s the traditional Arcadia, and
the characters are courtly, conversational poet~shepherds.
Celadon has been in love for three years with Astrée, but
Aleippe, Celadon's father, 1s opposed to thelr marrying; con-
sequently, Celadon felgns devotion to another shepherdeas.
Astrée banishes Celadon, who thereupon unsucceasfully at-
tempts sulclde. Rescued by nymphs, he escapes the amorous
pursult of the Princess Galathée and finds refuge in a cave.
Celadon appears for a time in the gtary in the gulse of a
malden; while he 1e& in this gﬁiaa he is once more united
with Astrde. She banlshes him a seecond time, however, and
Geladan,again attempts sulelde, offering his body %auﬁﬁh ‘
lions of the Fountain of Love. The lions refuse to prey on

69&a1nzabary) gg.tg;g«,4§¢’291 f.
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so true a lover, the young people are reunited, and the story
ends happilyw7@

Didactic elements can bse found in the work, for 4'Urfe
tried to moralize and teach good manners to the crude. His
works show fusion of heroic and idylliie, andr&§§g§é in pap-
ticular laid the foundation for many future romances because
it united pastoral and pseudo-historical, >

The pastoral tradition in Englend had been apparent be-
fore the advent of the pastoral drama. BEarly pastoral slements
in England derived primarily from two sources, the purely
native iImpulse and the classical pastoral tradition. The
eventual merging of trends from the two sources was & natural
outgrowth &f their simultaneous development.

The pre~sixteenth century religilous drams furnishes
exemples of the native pastorsl. The comle representation
of rustic manners of shepherds in religlous drama 1ls s protow
type of later comic elements in the pastoral. As enother
example of the native infln&nﬁé; the English psstoral ballad
can be clted. In some respects 1t is reminiscent of the
French pastourslle, but whereas the Prench poems were wpite
ten from the point of view of the gentleman, the Engliahv-

works were composed from that of the peasant maiden, 12

70yi1l1am A. Nitze and F, Preston Dargan, & History of
French Literature (New York, 1938), p. 230 f, -

?1Ibidqg Pa 2329 Y%Mg,, %* m:, Pe 70,
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Alexander Barclay and Barnabe Googe are the first Eng-
lish writers of note who dealt with the pastoral of classicel
tradition. Barclay composed most of his eclogues, which are
avowedly of Latin inspiration, about 151li. The works are
peopled by the customary shepherds, Some of the eclogues
~ reflect Mantuan's satirical comments on moral ‘qmatiam.'?}

There is evidence in the writings of Googe that even
minor Italian suthors had their influence on English pasto-
~ rals. For example, Googe translated into English several
of Spagnuoli's Latin imitations of Virgil ;?1% therefore Googe
provided a link between Continental and English pastorals,
The eclogues of ‘ﬁtmga* emphasizing once more the misery and
wretchedness of eity life in contrast with the mﬁwmﬂ de~
lights and ease of the country, are generally considered
 more postical than those of Barclay. 5

The eclogue reached the peak of its perfection in The
Shepherd's Calendar, by Edmund Spenser; indeed, to Spenser
is attributed the stabllization of the pastoral as a mode
of expression iIn English literature. In his works there
are echoes of earlier sclogists; he seems to have been im~
pressed by the didacticism inherent in the works of Mantuan,

73“‘rkﬁg 2231££§03,§“h& ‘
Tipe11x E. Schelling, Elizabethan Drana, 1558-16l42

(ﬁﬁﬁt@n; 1?@31, Vol. II, Pe
75“&?kﬁg‘gﬁaigéﬁt; Pe h £
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the nemes usged in the writings of Marot, and the situations
employed by Theoeritus and Virgila?é
The Shepherd's Calendsr, published in 1579, thus shows
8 strong foreign influence and 1s apparently a deliberate at=
tempt at imitation of the literary pastoral in the classical
sense} nevertheless the native impulse also had some effect
on the work. The result waa‘ﬁhét some original additione to
the pastoral tradition were made by Spenser, prinmipally'in‘
fGMaT?
The chief point of originality in the Calendar is the
attempt at linking the separate eclogues into & con-
nected series, We have already seen how with CGooge the
same charscters recur in a sort of shadowy story; but
what was in his case vague and almost unintentional
beecomes with Spenser a2 central artlstic motlve of the
piece, The eclogues are arranged with no small skill
and eare on somawhat of an architecturel design, or per-
heps we should rather aag with somewhet of the symmetry
of & geometric pattern, /C
The themes of the varlous eclogues, each having referw
ence to one of the twelve months of the year (hence the title
of the work), may be briefly stated., January's plece is a
monologue, in whieh Spenser, in the guise of Colin Clout,
laments his unsuccessful love for Roselind; "February" pre-
sents a dlsputation between youth and age; "March® relates
a flght with Cupld; "April" tells of Hobbinol's recitation

to Thenot of Colint's lay ln honor of the falr Elisza, "queen

zéﬁg?nnd K. Chambers, English Pastorals (London, 1906),
Pe XXLV .

TTareg, op. cit., p. 82 ££.  78Ibid., p. 8L.
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of shepherds.” The May eclogue treats of th&’ corruption of
the clergy, the poem for éum returns to the theme of love
for Rosalind, snd the July 'giéﬁe again emma wel&ﬁim‘a%
cal matters. A singing mutch is the subject of "August,” .

| tm reflections of a ahayham on his difficult lot in a fm'
country are the meterial of "september," and a dialogue on

the subject of poetry makes up the October eclogue. In
"November" the suthor treats the Rosalind theme in elegy
and panegyric, and in ‘*mwmmm*‘ a mnélngua 'M@h is a
counterpart to the first, w January, poem, Colin Ihmnta
his wasted life and bids Rosalind goodbye. 19 e ycar, «
*kherafam, pmaem:a the perméa in & man's ufa, ﬂ‘ﬁh
December, or winter, for instance, ai@ifying old ags.

Thus in The Shepherd's Calendsr are met again mmy of
the conventlions of the pastoral idea--the love theme, | alle~
gory (partlcularly with reference to eccleslastlcal matters),
the typlcal shepherd ehar#atam and deitles, the pmgyria
and the elegy, the aiﬁging mateh, the discussion ém poetyy=-
81l of which had oceurred in earlier pastoral works from the
times of the Greek bucollic poets through the Continental
Ramixsmm. |

- The greatest imii;amz* of Sponser was Michael Braytem,
who published a volume of eclogues in 1593, In one poem the
love theme concerns en old shepherd's advice to a youth that

- 791bid., pe 85 ff.
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he bawmraAat'lava. Another poem ls a panegyric in honor of
Ellzabeth, and still others, having the usual pastoral char-
acters, graawph a dlspute between typiagl representatives of
youth and age, return to the love motif, and describe the
golden age,80

The ﬁglugua received the attention also of other Ellza-
bethan writers. In 1589 George Pesle published a aﬁ#li
‘quk?ﬁa vulémn eantaining an eclogue "to the right honorable,
unalrannumﬁd Shepheard af‘&ibiana Avcadlia: Robert Harle of
Essex and Bwe, for his :#iaamm to England from Portugall.”
During the next few years &hﬁwaa Watson, whose puntﬁ#ﬁi work
| was done muinly*zn%natingfpubliaha& variaun‘aalagua§§ Other
Elizabethan an&‘augahaaﬁ‘awlagiaka of note were Thomas Lodge,
who was the writer alau 9f an important pastoral romance,
Richard Barnfield, Francis Sable, William Basse, ﬁanry Chet~
tle, Bdwerd Fairfax, Richard Brathwaite, William Browne, and
‘Phineas Fletcher. Their eclogues in general followed the
pastoral conventions in setting, characters, end matter,81

Various types of pastoral lyries existed in great abune
dance during the Elizabethan age. The best early sollection
of such works is a compilation by Bartholomew Yong, transle-
tor of Montémayor's Disna, entitled England's Helicon. The
work first appeared in 160052 gnd contained poems by Philip

801bid., p. 203 £f. 811p1d., p. 110 rf,

825, H, Bullen eaitar  En d's Helicon, complled b;
Earthnlamntfﬁbng {nzv‘ﬁbrkgaiﬁgs§, Pe iX. » comp hed
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5%‘3& ﬂmﬂ %«mw; Hicheel Drayton, mawlm Breton,
Robert Greene, Usorge Peecle, and Thomss Lodge, to name only
the better known conkributors, Thus it will be observed
that many suthors were both sclogists and lyricists,

The numerous lyrics sontinued the traditional theme of
love and often employed the conventlonal pastoral names.
Greg charasterizes and explsins the works as followst

Except in the rarest cases originslity was Impossible,
The impulse was to write a certain kind of amatory
verse, for which the fashioneble medium was pastoral}
not to write pastoral for ite own sake, The demand was
~ for convention, the familiar, the expected} never for
originality or truth. The fault was in the poetlc rew
quirements of the sge, and must not be laid %o the
charge of those admirable eraftemen who gave the sge
what it wanted, expeclally when in so dolng they enw
rished English w@gw with some of its choleest gens,83

The psstoral lyries, in fact, have been cslled the
Tahief glory of Blizebethan paw%ma"% The development of

the lyric form and its relation to othesr forms In English

literature is expleined in & concise mennser by Chambers.

From the time of Theoeritus the introduction of songs
had been & reguler feature of the eclogue, These had
often but a very slight comnectlion In subject with the
dialogue in which they were inserted, Spenser had
further given them a metrical 1m§caé¢mm It was
but & short step to detach them entirely from their
setting, to treat them as self-conbtained lyrical poems,
Prom such lyries the poetic anthologles of the day,
England's Hellcon end the rest, derive much of thelr
il grmi they star the pages of innumerable

83aveg, ope gltsy pe 130.
Blicnambers, 9B eite, pe xxxii, 35%,
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En omtstanding exemple of the pastoral lyric 1s the al
legorical elegy "Lycldas," written by John Milton in 1637 in
memory of his friend EBdwerd King. The frlendship of the two
men, Milton's sorrow at the death of "DLycidss," and his
eventual realization that the world wlll go on even without
his lost frlend are the matters dealt with in the posm, which
presents the usual nymphs and ghepherds and gives particular
notlee to colorful flowers; flames of the morning sky, and
other elemenis of na&uretﬂé

English péaﬁaral fietion has an lmportant place in the
story of the development of the tradition, The romance,
which had flourished on the Continent, appesred also in
England and carried on many of the traditions of the pasto-
ral school.

John Lyly, whose work in pastoralism was confined to
the drama, composed s novel which, nonpastoral though it is,
had gvaaﬁ effect on the style of the pastorsl in his time.

Euphues supplied the atruotura of the rﬂwanaa an which other
novellists, and aapacially pmstar&l navaliata, ﬁaaad ﬁhair
wnrks.37 Tho sbtilted, elabarata style, marked by ylay on
words, alliteration, and aﬁtithasia, lent iteelf easily to
the language of ﬁhﬂ pasturaliat&o

Bobert CGreene, thu alaa was well known as & 1yri¢iat,

- gontributed two works of importance to the fitl& of romance.

| Séz:mg., Pe L 132 ££. 871bd., . 11+1~
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Pandosto, printed in 1588 and reprinted as Dorastus and
Fawnis in 1607, provided the plot for Shakespeare's play The
Winter's Tale. Laid in Sicily and Bohemis, the romance con-
cerns Pandosto, King of Bohemia; his wife, Banarii; their
son, Garinter; t&mi\.:'; daughter, Fawnia; Egistus, King of
S8ieily; and his son, Dorastus. Although the story is essen-
tially that of Shakespeare's drama, there are some notable
variations. Bellaris is never revived; when the baby girl
is abandoned, she is put to sea in a boat without sall or
rudder; the story lacks some of the main characters intro-
duced by Shakespeare; the rustlc revels of the play are only
mentioned in the novel; and Pandosto, after discovering that
he has fallen in love with his own daughter in her shepherd-
ess gulse, commits sulcide, As in Shakespeare's work, the
son dles, the queen defends herself admirably agaizwk the
charpes of her mbmx&, the princess grows up as the daugh-
ter of a shepherd, m&. the story has a happy ending insofar
a8 the young lovers, Dorastus and Fawnia, are concerned.88
Elements other than the setting and characters closely
follow the pastoral tradition. Pandosto contains the ora-
cle, references to Apollo, and a bucelie laea,i}._a.ﬁg . Greens's
euphuistic romance Menaphon also conforms to the pattern of
%%ﬁ? T e T

891b1a.
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the pastoral in presenting a bucolic setting, Arcadlan
shepherds, end courtly persons disgulsed as shepherds,90

~ Another short romance in the pastoral vein shares with
Dorastus and Fawnis the dlstinetion of bs‘ing conslidered the
best of the type in English, a type based on the more pure-
1y Italian models instesd of the heroic romance.9l Thomas
Lodge's Rosalynde (1590) provided the plot for g,g_ You Like
1t, another of Shakespeare's plays with pastm:'ai ai&mnﬁs.
and continued the euphuistic style.’2 Rosalynde has both
g’a‘:rﬁim shepherds and gmfa«ahephﬁh&a and contains e mune
b&r" of love poems which are in keeping with the pastoral
idea,. Since the xaa.;}{xr,daetail\s of the plot are those of Az
- You Like It, it is ma%aaﬁy here to point out énf};y:i‘;héak
detaile in which bthe novel and the drama differ.

Saladyne bids his servants take Rosader into custody,
but the latter, in great rage, forces Saladyne to take ref-
uge in a loft near the garden. After varlous attempts at
making peace, Saladyne finally has Rosader chained to a
post; Adam Spencer helps him to escape, mamw‘ he attacks
the guests of Saladyne, injuring, frightening, or killing
many of them. The sheriff of the county comes to arrest
Rosader, but he and Adem escaps to the Forest of mﬁ.\ The
plot from this point is the seame as t’zm: of A _Y_gg M L_,

928naKespears, op. eites Pe 29l. | ‘
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{for Shakespeare followed Lodge closely in the love story),
except that in the aanaxuaian the usurping brother iu_killed
in battle, whﬁruax ahnkaspgira presented him as éoalixing
his wrong and rufarmings?3§y. |
- Probably the most famous and outstanding of the English

pastoral romances was Philip Sidney's work The Countess of
Pembroke's Arcadls, which was begun in 1580 but was ﬁmﬁvyubw
lished until 1590, after his ﬂﬂﬁthqgu Sannazsro's #w&anﬁa
probably inspired at least the title ar the work, but ﬁ&nﬁ&e
mayar*t‘ggdgya seems to have had greater influence on Sidney,
whose masterplece reflects the chivalric Qlémant of the
Spanish composition. Even such tales as Amadfs de Gauls ave
thought to have provided incidents and material for the
&raadig»ﬂg

Pedious and full of affectstions, Arcadia nevertheless
was less stilted in style then the earlier euphulstic works
of Lyly. Indeed, the new style 1s sald to have set a fash-
jon which helped to extend the populsrity of pastorslism,9®

The plot has mnny‘digmaaaians; reminiscent of some of
the Spanish pastorals, which interrupt the central story.
The work has no true pastoral characters; those persons who
appear in the story are in reality aauxtly’ehamwntﬁﬁa in the

93Ibid., po 291 £, Y4Chembers, op. git., pe xxx.
9%Gregs ops cit., pe 149 fo
%Ghmboz*a; opes cltey po xXX.
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disguise of shepherds or the rustic burlesque type of the
tradition.97

B8genery in the work is ty?iaalxy greuﬂian* v?ha author
calls attention to the valleys, rivers, thickets, and pas-
tures irhsbited, as usual, by pretty shepherdesses, singing
birds, piping shepherds, and b&aazing'lambi.ga

& varistion of the conventional lovers' merry-go<round
oceurs in the story. Pyrocles disgulses himaplr go that he
may enjoy the company of Philoclea. Basilius, Philoclea's
father, falls in love with him in his dlsguise and attempts
to have hls dgnghtar‘xid him in his suit, Meanwhlle, howe
ever, Gynecis, Philoclea's mother, has detected Fxrﬁalda*
disguise, falls in love with him, @sd becomes Jjealous of
her own danghkaragg

By the time of Sidney's Arcadia the pastoral wes begin~
ning to find its way into English drems. In fact, this
romance, as well as other works of the Spanish chivalrio
type, made various contributions to writings for the stage.
Therefore, further consideration of the plot of Arcadls will
be reserved for & discussion in Chapter III of similarities
between this work and a pastoral play based on 1it,

The pastoral tradlition has been traced from its incep-
tion almost three hundred years before Christ thrwagh its

97@%5,_@;‘ m» s p. 159» %Mdﬁ Ps 153,
%zbédcg Ps lmt i |
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progress on the European mainland to its development in the
nondramatic English pastorals, It can be seen from this ree
lviww of the numerous manifestations of the genre that the
English bucolic drama di&‘ not spring Iinto being full-grown
without antecedents. The predecessors of English pastoral
drama had a‘ézwnat or indirect influence on the structure,
style, tone, plot material, characterizations, and settings
of the bucolic plays.of the late sixteenth end asriy‘uevaﬁp
teenth centuries. @antiﬁﬂatian of the spirit of classical
pastoralisw and fusion of Italien and Spanish elements with
native British lmpulses ave dlscernible ia these plays.

Some conventions and dhﬁ&aéﬁariatiua which avummtinﬁﬁ obw
ﬂ$§vad in mw@&ing pautgzﬁmﬁ had been & part of the tradition
for almost 1,900 years, whereas other conventions had become
1dentified with the form in subsequent times and in various
countries. An examinatlion of specific plays in the light of
the fixed and stylized characteristics of pastorslism will
reveal the extent to which English playwrights referred to
earlier bucollc works snd the measure of their originallty
and contributions to the pastoral.



CHAPTER III
REPRESENTATIVE ENGLISH PASTORAL PLAYS

The period from 1580 to 1642 was the time of the great-
est flowering of the pastoral drams in England, This era
braugh% to light numerous examples of bunalie playa}vﬁwmm of
them are purely pastoral in 5an¢ral eoncept, setting, char-
acterization, subject mabtter, and style, whereas a%hérﬁ
sontain pastoral elements in verying degrees without belng
representative in,%hﬂir'anﬁiraty~or the tradition.

The eurrent investligatlon encompasses the years from
the introduetion to the English stage of mythologicael plays
having pastoral elements to the close of the most produstive
period of bucolic plays. George Peele's ggg?gggg;ggggggqgg
m (15817)} and Jemes Shirley's The Arcadis (16407)2
signal the beginning and the ending of thﬁ'galaﬁn era in
English pastaral drama.

The plays selected for analyels in thils ﬂh@ptar'xrﬂ
generally conceded to be the best examples of thelr kind and
merit consideration because together they embody éll the
conventions sssoclated w;th pastorellem, yarlaat‘higtnrigal

1wa1ter'¥§ Gre i«?&ataggl Poet ; ‘w& t# 1 Dy
(London, 1906}, p. §i§.~ | foetry and fastoral Drems
21n1d., ps 319s

LY
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development of the gmra; and show the introduction of Enge
11sh elements. Works by some of the best known Renalssance
dramatists such as Shakespeare, Jonson, and Fletcher sre
among those to be considered in some detall.

8pecial attention ﬁin be glven to four ylayn mmh can
be elmaiﬂa& as purely pwhwal: Samiel Danilel's m Gueen's
Arcadia, which was first acted in 1&@5}3 John Pletcher!s The
M Shepherdess, which was apparently first wo&wud in
the winter of 166&1669;1} Ben Jonson's The Sad Shepherd,
which was probably written a few years before the author's
death in 163735 and Thomes Randolph's Amyntas, or the
Impossible Dowry, which may have been composed shortly before
the playwright's death in March, 1635.0

The play by Daniel is important first because it was the
1nitial avowed ettempt to meproduce the conventional Itelien

pastoral drama on the Engﬁah,wagaﬂ The prologue shows
that Daniel had & well-conceived theory as to what e pasto-
ral should be. He said,

+ « « though it be in the humblest ranks of words,

And in the lowest reglion of our speach, |

Yet 18 1t in that kinde, as best accords

With rurall passionsi which use not te reach ,

mgmm the grovee and woods, where they were bred:
best become a c¢claustrall exercise,

Where men sghut out retyrtd, and sequestred

31b1d., pe 250 £, brvid., p. a@t*
5Ibid., p. 298. 61bid., p. 263.

. o, Jeffery, "Italian ind English Pastorsl Dr ar
the Renaissance," Modern Language Review, XIX (192), |
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~ Prom publicke f&ahimg geems to sympathize
With innocent, and plaine & 1ieitys
An 1iving here under the aw: “hand”
Of discipline, and gtrict observanc {
Leayne but our weaknesset to unders md, )
And therefors dare not enterprize to-show
In lowder stile the gme&m mysteries,
And arts of Thrones.
nmial intended to mea a striectly pastoral drama m& to
weia nixing in a court element.? His concept reflects the
pastoral ideal of simplicity mm originated with Theoori~
t\w.' A consideration of setting, characters, mhjuet: m%w,
and utylo of The W Arcedie will reveal m a:,amly he
mnma that conecepts
The bucolic tone 18 established early in the ;ﬂ.w. In
a grove adjoining the green fields in which ﬁhﬁﬁh@rﬂﬁ mﬂ;
mpmv&&aun tend their sheeps; the Mancient Arcadian"
| ‘Ex‘gutm bamm the changes made in his amm.s He spesaks
ai’ ﬁmemﬂm as having ’t:aan v'
The gentle wgiem of plaine honesty bf\

The modeat seat of undisgulsed t%
Izﬂmbita& wi*kh gimple ixmmmah

%ml Emial 7 'y Avesd!
an mmwmu w m.m:@&%%?w
: m ra, sart, © vol ;

Mr amm. "pastorel xnnmnm in the mmm Drama,®
publications of the Modern Langusge ASS0C28VIONs 1 {1897,

‘1%%%1#1;‘33: mt; I, 1, 217, Unless otherwise speci-
‘ thwnghwt tma paper it.ndmsm aot,
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The grove an@ the nearby fial&a gerve as the loeale through~
out the play, thus bearing out the concept of simplicity end
freedom from courtly influence described in the prologue.

In presenting the various characters, the author intro-
duces several personages whose experience reaches beyond the
sylvan area of truth and innocence; however, the sophisti-
cated group foreign to the pestoral scene 1s h@t of the
ﬁonrily cirecle to nhiehyths playwright refers in the pro-
logue.

, ﬁbrking in a tradition mhara character pértrayul 1a
often parfunatory; Danlel giVQs more attentlon to character
delineation than do many ﬂritara of p#s#&ralxplaysﬁ ;%ha \
shepherd ﬁariﬁna; one of two young man‘in lava with Cloris,
transcends tha limita of the canwantienal ﬁharaatar»%ypaa in
aevwral scones, ﬁb ahsws that he has a aiaarly 1n&iv1ﬁuaxw
ized personality vhnn ha refuses to fulfill his 9art of &
pact with his rival, kmyﬁtat. The two youths have agread
to raveal the signs of 1nvn which Cloris has given to thenm.
Carinus has a gay but euzking v&jaiadar f&r sach axsmgla
- that his rival advances of ﬁlarisf affection rar himg When
Amyntes has sam@iﬁteﬁ unumarating tha rxVéra uﬁiah the shep-

harﬁ&na haa gran;uﬁ him, he ingalrna what aigns of love sh@
| has shaan Carinus. The 1&%&&#, unlikn the &g&ritlaaa anﬁ
aanvantianally lovesick émyntaa, replies uiﬁh this brxxh and
taunting query:
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One almost regrets that it is Amyntas rather than the more
vivid Qarinus who swntmily wins Cloris JA2

An importent ennwntiaiml character other tzlwxi &mtm
i Amarillle, who loves Garinus so mch t’:h@# #m ‘mﬁma his
| tfgéuwt: rebutfs, offers to tend his sheep, and améma to
‘be near him constantly. When Clorls st length chooses
- Amyntas, Amarillis very @ivllingly z'mjgau &wmm* uaﬁy in~
atﬁmman.m her md is mmy to amﬁam,m over ﬁiﬁ’i@m
of ‘{3?16:'1;. Her .raum to express any feeling other then
| 1%0 is in keeping ﬁﬁhizh& ususl pastoral mode. |

- The various other palrs of Arcadian lovers 'mfiéw ‘the
spirit of the Atraﬁikim in their a‘pﬁiku&aa, i‘wumm ‘mﬁ
puréui?:ﬁ.. Thelr nyématmd names, Daphne, Dorinda, .MW .
t1llus, and Silvia, z‘allw ‘the asccepted pattern,

In contrast with th« expected cast of shepherds snd
shepherdesses are certain 4iaavqntumm recently arrived ‘in
Arcadis. The plotting Techne, like Guarinits Corisca, de-
velops a schems to win Amtzm for herself by attempting to
place Cloris in a bad 1ight., Greg, in fact, says ‘mai;

1lrp14., I, i1, 222.

1214 should be noted that Carinus' claims to Cloris!
affection are based on his heving rescued her from a wicked
satyr, as Tasso's Aminta rescued his love. This reference
to the satyr is the eénly mention of a mythologieal charsecter

in The Queenis
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Techne 1s nonse other than Corisca under a now name and that
it was prabably" the "wanton zxym;zh"’ of Il pastor f£ido who
suggaﬁted to Danliel i:ha other characters of sophlsticated
civilimtian.m ‘i‘he maaimsa of Colax, Alcon, axzﬁ mmm

‘ te liva 8 3.2.?& of ease and pleasure at the ammw of the
innaeant &ma&im, their lack of remorse on having thelr
ﬁah&ms ‘discovered, and thelir projection of fubure intrigues
 type them as gmooth villains 3 mv@?tmieras,ﬁ Daniel gave &t~
*ﬁentmn to detall of charseterization that keeps the three

" rogues from being mersly shallow representative types. Al-
m, who is subsisting by pretending to practice medicine,
and L&mu, who assumes the gulse of a hwyarr, af%an display
I.ivslimss and wit, as 1;1 the following :u.ma:

- AlCe o . I talké of (tallen, Averrois
‘Hypoerates, Rasls, and Avencen '

~ And bookes I never read, and strange speach
Of Symptons, Crysis, and the Critique dayas;
Belegmats, Embrochs, Lixives, Cataplasmes;
0f Trochises, Opiats, Apophllegmatismes;
With all the hideous tearmes Arte can devise

- Tigmse weake, and admiring ignorance.

Lin. And that is right my tricke; I overwhelme

My practise too; with darknes, and strange words;
With Paragraphs, Conditions, Codicilles,
Acceptilations, actions m&iswﬁn,
Hoxall, and Hypothecall, and invelve ‘
Emntim matter ia a forraine phrase. 1l

These two characters, ;ntwdueaﬁ rather late in the play,
. make & place for themselves because of their vivid

1greg, op. oit., p. 253.
Upeniel, op. cit., III, 1, 252.
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personglities, Although they are designed primarily to add
mmoyr to the play, they are more then vahielﬁé for ecomedy or
sative. ‘

Bpeaking through various ones of his charscters, Danlel
injects the element of satire, long an esteblished tone in
the pastoral tradition. Moral and ethlcal corruption enters
Arcadia wﬁﬁh the band of ﬁdvanturavﬁg and properly m@%ivubéﬂ
satire is thus introduced into the play. Homer Smith has
paintad‘aut that the corrupted Arcadla represents Englgnémxg
One is reminded of Petrarch's satirical dencuncements of
ovil practices among eccleslastics. Greg comments that

the zest of the play for a court sudlenee in the early

years of the reign of James I was very possibly the

satirical slements The shadowy fietion of Arcadla and

‘its age of gold quickly vanished when the actual or

fanclied evils of the day wers exposed to the lash.

The ebuse of the practlice of taking tobacco flattered

the prejudices of the kings the quack and the dishonest

lawyer were stock butts of contemporary satire; Colax
and Techne, the he and she “°ﬂﬁ{§¢“ﬁ¢h$§3ﬁ have maine
teined thelr faseination for all ages.l -

One bit of satire is Alcon's reference to tobaceo. 7
Handled in a comie¢ manner, the passage 1is nevertheleas a
distribe against the weed:

e » » now to see with what a strangs

And gluttonous desire, th'exhaust the samej
How infinite, and how insstiably,

lgsmex;, ope gltes pe 398,
léamgi\: ope git., I’* 255 £,

179me speech was included in the play, as Greg observes,
probably because James I was opposed to tobaecco.
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They doe devour th'lntoxicating fume,
You would admire; as if thelr npirita thereby
Were taken, and inchanted, or transformd,
By some infusdd philter in the drug.

Por whereas heretofore they wonted were,
At all their meetings, and their festivalls,
To passe the time in telling witiy tales,
In questions, riddles, and in purposes,
Hau doe they nothing else, but sit and sucke,

git, unﬂ slaver, all the time they sit;

Ehat s and laugh unto my selfe,
And thinks ﬁhub this wll one day make some worke
For me or others; but I feare it will
Blanother age wiil finde the hurt of this.
But sure the time's to come when they looke backe
On this, will wonder with themselves to thinke
That men of sense could ever be so mady
To sucke o grosse a vapour, that consumes
Thelr spirits, spends nature, drles g memorie,
Corrupts the blood, and is a vanihia‘

By tha time English dramatists cultivated the pastaral,
& variation on the theme of love had become well established
~as the standard hinge on which the plot turned. Daniel,
however, has more in his plot than the usual lovers! merry-
go-round and themes of unrequited affection. Variaaayidaga
and incidents are carefully selected from T&gsa, Guarini,
and even the less important Luigi &r@to;l9 thess are skill-
fully worked into an harmonicus whole. In telling Silvia
that Palaemon iz courting Nisa, Colax plays the same trick
that Corisca plays in Il pastor fido. Themss of &errﬁi over
unrequited love are traceable to the same sauraa*aa.4@ha ine-

7éidant of the meeting in the cave is also baken from Guarini;

18paniel, op. eit., III, 1, 25}.
197errery, op. cit., p. 436. 20Ibid., pe 1439,
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the attempted sulcide and recovery of Amyntes are borrowed
from Tasso,Zt |

In noting Danlel's eclectliclsm, however, one should not
minimize his originality, for as at least one critic has ob-
served, the plot development in The Queen's Arcadia 1s mainly
m*igina.lfaa

Elements of structure which are apparently original
with Daniel are the play's fremework of the dialogue between
the two elderly shepherds and the arrangement of ssveral
scenes in pairs.?3 FPelix E. Schelling believes that the
frequent appearances of Ergastus and Mellbaeus to comment on
various happenings ilmpalr the effect of the ple:tgzh and
Homer Smith regards the mechanical balance of scenes as a
fault in the structure of the drama.25 Nevertheless, Daniel
was injecting into his plan some experimental devices which
made the play distinetively his creation despite the obvious
Italian influence. He very ably blended his plot into a
plessing whole by using these devices; furthermore, the me-~
chanical design gave the play unity and continuity.

Danlel pives further evidence of his stature as a play-
wright m the style he employs. Here again he conforms to

Zlgmith, op. eit.» pe 396,  22bid.  231bid.

2hipe1ix E: Schelll Elizabethen Drans, 1556-16L2

: : 2 LA 1&3 37 Lrams $ 8"’“

(Bﬁﬁtﬁﬁp— 19&)’ Vol. II; ;’u 3 » * o
assmith,gﬁc eit.s po 396.
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%:1@ pastoral ttrmtiam for the atmosphere 1s purely Ardadi-
.m,‘ and the tone 18 generally lighthearted} the reader never
: «fmls that thé peacefulness of the country or the innocence
of the pastoral uharaeﬁwé ‘1s permenently endangered by the
| &m&ny mischlef-makers. The author enhances the tone
: v/_”khwugh his flowing uﬁ&lﬂ“ Smith calls his verse smooth and
mlﬁd@ms,zﬁ and Schelling says that Deniel shows eloquence,
taste, and grase, even | Mﬁing on occasion té the dignity of
\gmuim poetic uetwanw{z*? .
© As 1t has been stated, Danlel brought to the English
stage the first direct imitation of the Itnliim pastoral

. .arm: he carefully observed the boundaries of bucolie 1ite

erature in concept and practice, Even though his play is as
& consequence derivative, he composed a work worthy of cone
sideration on its own merite rather thean s pale reflection
of the Italian models, Greg sume up his position in the de-
velopment of pastoral drama when he refers to Deniel hm one
who seeks to rival and to acclimatize rather than to reproe
duce the Italian compositions,

From Daniel's place in the hlstory of the genre to |
Fletoher's is but a short step, for The Felthful Shepherdess,
one wwar asserts, ”wm the earliest, mnd long remained the
only, deliberate attempt to acelimatize upon the popular

%mu p. 397. 278chelling, op. eit., p. 158,
28areg, op. git., pe 263.
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stepe in England a pastoral drame which should oceupy &
pomitian‘aorrﬁagaﬁﬁing to that of Tasso and Guvarini in
Italyc“ag Daniel's work was primarily an imitation uf.thn
Italian models, wh@wwan Pletcher's was primarily a rivael,
ory acecording to some dvitiea, g eanneiaua‘aﬁtampt.ta adapt
the Ttalleon pastoral to the requirements of the English
&tagé‘”BQ Even the title rings a challenge or at least suge
gests a work ranking as & companion plece to Il pagtor fide.
The title and pastoral spirlt are generally recognized as
Fleteher's only direct borrowings from Italisn drama.
The reader will recall Danilel's concept of th&"paatarml
88 he expressed 1t in the prologue to his play. Pletcher |
also dilrectly a&émasaad‘hié roaders in somewhat the same
veint
Ir yauvbe not reasonably assured of your knowledge
in this kind of poem; lay down the book, or read this,
which I would wigh had been the prologues . + « Under~
stand » » s & pastoral to be a representation of
ghepherds and shepherdesses with thelr actions and
passlons, which must be such as mey agree with their
naturesy at least not exceeding former fictions and
wlger traditions; they are not to be adorned with any
art, but such improper omes as nature is sald to bew
stow, as singing and poetry; or such as experience may
teach them,; as the virtues of herbs and fountains, the

ordlnary course of the sun, moon; and starsy and such
likes But you are ever to remember shepherds to be

’ - — |
Ppugns v 25, Praia., p. 26,

3*@hwre has been considerable eritical discussion of

the authorship of The Fal 1 Shey :ﬁ;;;é however, most

erlties regard the play as of Fletcher solely

;:thuw ghwa the result of his collaboration with Pranels
aumont.
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guch as all the anclent poets, and modern of under-

standing, have received them; that is, the owners of

floeks, snd not hirelings.32 \
Thus the author of The Faithful Shepherdess aimed at a real-
istic representation of the pastorsl life. An examination
of various factors in the play, however, will demonstrate
ite conventionality and artificiality rather than the real-
1sm and simplieity which Fletcher hoped to achieve.

Scenes of the drama are lald in Thessaly in a wood be-
fore Clorin's bower and near a villagaa33 The setting is in
keeping with the pastoral mood but is go a#ar~iéaaliaed that
it aa%uaily mirrors the townsman's conceptlon of the country
Instead of presenting the realistic ploture that the author
avowedly had intended. Fletcher succeeded, however, in pro-
Jecting the sweetness of the pastoral scene.

In the development of charscters in this play, the
conventionality and srtificiality of bucolle literature as
8 whole are strikingly apperent., The characters themselves

frequently refer to the goodness of shepherds and of the

| 32John Fletcher '?  "?a%ﬁhfu; sgongugd;uaP?aiaguu

'g. 18; g&l raf:rwn§;§f§§ t g ) ay‘grg g : «‘ﬁarhm of ’
rancis Jo 8 Jol. IIT of E vols.

edited by ﬁ;.§;>35§fen Zﬁnn%an,v%ééa}o ' "

33ggg,?§%thru& Shaggﬁrd&a% is one of few English pas-
toral dramag to pregerve the clessical unities. It mey be
noted that the unity of place ig mainly observed. The
unity of time 1s strictly followed: the action begins st

. svening end ends at dawn the next day. Smith (gp. eit.,
p. 1j06) discusses the relation of the unities to the play.
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pastoral 1life, lem; who may be called the protagonist
only because she mitm one personage directly connected
with all the others, 1s a paragon of ,viz;bua* Her pgoodness
extends to exaggerated nelvetd, When the satyr approaches
her bower, she attributes his failure to do her harm to the
overpowering effect of chastity on evil; such complete sime
plicity places wmecessary emphasis on what one writer calls
the ™unvesl sentiment the cynielsm of the renaissance had
grafted on the superstition of the middle age. n 3l 'fh# su~
preme purity and goodness of Clorin coupled with her utter
'iwk of individuality make her only a stereotype. &m ls
“the least oredible and vivid of important ﬁmwt@r& in the
four mjor‘ pastoral plays of the period.

Almost as unreal as Clorin is Thenot; his seemingly
Incurable love for her because of her faithfulness to :mr
deceased shepherd friend is cured completely when she pre-
tends to return his love. The ostentatious goodness in the
two characters is reminiscent of the didactieclsm of Virgil.

- The gentle and amiable satyr who has & reverance for
chastity further mxzhmiwﬁ the heavily moral tone of the
plays In this figure of the satyr the reader meets & pecule
farly English contribution to pastoral drama. Although a
few traces of the "good" setyr have been found in minor

%mg; ope gibes Pe 2730
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Italian drm,ﬁg English writers seem to have identifled the
satyr as & creature belonging to fairylend rather than to
.&mmim% Such m identifieation was & British Innovation
in the pastoral, '

Sontinuing In the mnvantmml pawamt Fletcher ine
tmmmzea the mytiwlagmal’?m and God of the River; the
loving shepherdess Amoret; whom .mxm eritics wnﬁi&w the
sentral figure of the play; the ideal shepherd Perigot; the
jenlous and vengeful shepherdess Amarillis; the mlaﬁahmy
and lasclivious Sullen Shepherd; the shy and innoceent Daphw
nis; the forward Cloe; and the smorous Alexls.

Homer Smith conecludes that the artificlality and con<
ventionality of the charscters are & consequence of the fact
that they are allegorical in purpose., He belleves that the
persons in the play um‘bﬁiﬂ,z« various phases of :;.wé‘,—;rmh
as splritual constaney and chivalrous worship of WQM& The
dramatis personae are perfectly consistent as idealizations
of the love types, he writes,2! In referring to this theory
of allegory in the characterizations, however, Greg declares
that Fletcher is "far too gsrwtieal a eraftsman to be nkaw

By, u. ;tamz-y, *'a:tmm Influence in Fletcher's
r{%ﬁmm Shepherdess," Modern Languaze Review, XXI (1926),

36y, H.
Drama &%m %,

3?3311'3}1. ope m*’ P ’496*

» "The ?aawml Ehmm m the m%.
Modern Lansuage N (1699), 119.
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to add the dead-welght of a moral allegory to the already
dangerous form of the ﬁra#&ian‘paﬁtara&“;3ﬁ he cites
Fletcherts intention expressed in the prologue to present a
realistic plcture of the pastoral, coneluding that it was
hii‘par@aaa "to enforce & reasonable propriety of chare
acter."3? | .
Whether or not the author set out to allagariga and
moralige, he did spparvently plan to develop the usual pasto-
ral theme of love from several standpoints, The core of the
plot of The Faithful Shepherdess is the working out of the
love affalrs of the several pairs of young people and the
evil plotting of the Sullen Shepherd, Amarillis, and Cloe.
The familiar lovers' merry-go<round has its place in Eh&
play. 7The in@ﬁn@ﬁ@ﬁéﬁﬁiﬁi‘naxum@ of the plot l1s indicated
when Greg points out that although there are complications
to be solved, the situsbtion at the end of the action is ao=
tually unchanged from what 1t was In the b&ginningwka
Fletcher mekes considerable use of supernatural ele~
ments in The Falthful Shepherdess. Amarillis' changing into
‘the shape of Amoret, trials by the ordesl of the holy taper,
and the fallure of &mnréﬁfﬁ wound ta‘haak in the presence of
\aﬁy'im@uﬁity\gnm autatﬁn&iﬁa exumpltaa au@annxturﬁlfﬁiﬁm
mgﬁxay indeed, are r#uaﬂAia many pestoral plays af the time.

~ 3Bareg, ope g§§ag pe 270, 391b18., pe 271,

kewo‘p Pe 263. v
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An attem@k’aﬁ:unifying the action is spparent at the
end of the play, when all the csharsceters are brought togethe
er before Clorin's bower for thelr respective vewards and
puni shments. Until this time, various groups of characters
had been related only by their simultaneous presence in the
wood and thelr aequaintanse with Clorin., Otherwise, ele~
ments of plot ave ﬁann@ataa enly by the conventions of the
pastoral; nevertheless, the sction is clear and understand-
able throughout the five acts because the entire action of
the play is actually represented on stage. As Greg empha-
sizes, the action uﬂaas no previocus history to explain it.
"As a vesult," he says, "the interest is kept constantly
whetted, the mnvamant-iﬂ'tr&uk‘and varled, and with the help
of the verse goes far towerds carrying off the many imper=
fections of the piaaﬁa*kl *

The longevity of the play must be ama?ﬁditad;yrimayilf
to the perfection and beauty of its poetry, for 1t is this
factor that provides its strongest claim to consideration.
The sweetness of the ideal pastoral seens is ﬁugg&&kud by
the flowing verse of the play. Indeed, these opening lines,
gpoken by Clorin, intimate the excellence of composition
that 1s to follow:

Hall, holy earth, whose cold srma do embrace

The truest man that ever fed his flocks
By the fat plains of fruitful Thessalyl

Ulrpia., p. 269,
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Thus I salute thy grave} thus do I pay
My early vows amg tribute of mine eyes
To thy stil) lovéd ashes; thus I free
Myself from all ensuing heats and fires
0f love; all sports, delights;, and merry games,
That shepherds hold full dear, thus put I off.
-Now no move shall these smooth brows be gird
With youthful coronals, and lesd the dance;
Ho more the company of fresh falr malds =
£nd wanton shepherds be to me dellightful,
Hor the shrill pleasling sound of merry pipes
Under some shedy dell, when the cool wind
#lays on the leaves: all be far away,
Since thou art far eaway, by whose dear side
How often have I sat erown'd with fresh flowers
For summer!'s queen, whilst every &Emghwé' 8 boy
Puts on his lusty green, with gaudy hook, = =
And hanging serip of finest cordevani '
But thou art gone, and these are gone with thee,
And all are dead but thy dear memory} o
- That shall outlive thee, and shall ever spring,, :
Whilst there are pilpes or jolly shepherds amg,!&ﬁ |

Numerous passages of such besuty are found in the drama.

In the closing scene the satyr is gilven some of the most
striking lines in the play: |

Thou divinest, felrest, brightest,
Thou most powerful mald end whitest,
Thou most virbtuous and most blegsed,
Eyes of stars, and goldenstresssd
Like Apollo; tell me, sweobtest,
What new service now is meeteat

For the Sstyr: Shall I stray

In the middle air;, and stay

The sailing rack; or n.mblg take
Hold by the moon, and gently make
Sult to the pale queen of night
Por a beam to give thee light?
8hall I dive into the sea, :

And bring thees coral, making way
Through the rising waves that fall
In snowy fleeces? Dearest; shall
I cateh thee wanton fauns, or flies
Whose woven wings the summer dyes

b2p1etoner, op. cit., I, 1, 23 f.
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", e, i e, o

To do her service all these woods mw.&&
ﬂwg mﬁiewn the mﬁaxiaamng quality of Fletcher's verse
when he seys, "The wealth of pure poetry overflowing in
every scene is of power to make us readily forget the host
of objections which serious eriticism must ralse, mﬁ revel
with mere delight in the verbal melody."i4

' m MM sgang’ egg less remains an outatanding example

of ‘Engluh pastc:mll dﬁm becsuse it mpmamti & m%@
toward adapting tm bucolie mode to the Engum stage. Its
aﬁ‘wtz on ubwatzm of the years mnwim its publication
cannot be nwmatimsbsd.: indeed, even Milton was influenced
by the play when he wrote Comus.'® It is significant that
Fletcher 1is baats remembered as the author of this purely

" paatowl work, for few witam achieved tm pmmxy a8

mﬁmrﬂitth
Whereas Daniel's ,'Ifg__ W Arcadis was huwallar &
reproduction snd Fletcher's The Faithful Shepherd |

wtmwily & vinl af Itelian pastoral xauys, Janmn! ' m
Sed Shepherd; or, & Tale of Robin Hood 1s & more completely
English work representing %};g comingwofwage of the pastoral
dreme in Englend. In the period of more than twenty years
between the composition of The Fa

hful Shepherdess and

MM'? ?4‘ Vs 3"09 Le %mgi Ope glte, Do 275,
L45Smith, ops cibe, pe 4OS.
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Jonson's The Sad Shepherd, pastoralism had absorbed trends

: :f’rm native impulses which gave bueolie Wii:‘ingu a new flavor
and a new 3.1%115&%, Ihe Sad Shepherd 1s en mtatmﬁimg
example of a garxﬁim En@;iiuzi pastoral drama, the w&mﬁm of
which wa;é the author's definite &iml*&

The play exists ‘w&ay ax a :t‘mgmni‘z:a ﬁhathw the au-
thor neven Mmp:mted. 1t or whether the final portions have
been lost is unlnown, but 1t seems that theve is 11ttle rea=
son to believe that Jonson ever finished the drama, Some
eritical attempts to idmi:iry The S8ad Shepherd with Ihe May
Lord, ma'bl#r mk by .mmm,’*? apparently have 1ittle to
recommend them, as the latter work is lost. |

The title of Jonson's p‘l&y gives evidence of his gen~
erel pma The sylvan-pastoral blending and the entleipated
amﬁi’z of jollity samct«& with the introduction of Robin
Hood and hls merry men are both sugzested in the t1t1e.48

The suggestion of the lighthearted mood 1s borne out in
the prologue, in which Jonson explains his concept of pastos
ralism, Just as vwiam'madaﬂ and emotions are wmiﬂe

Wisehel1ing, gp. eites pe 166 fe.

gh sylvan elements had existe pastoralism
4851 ¢hough sylvan elements had existed in pastorali
throughout its history, special méﬁlmam on the forest, its
inhabiltants, and the gay 1life of the wood was an English ine
novation. The term sylvan as used here implies a forest
element not limited to & simple background of trees and use
of names such as S8ilvia end Sylvanus, '
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within one man's being, so they should be allowable within
the confines of one play, the poet opines. He scathingly
answers some contemporary views on mood in the pastoralt
But here's an Heresie of late let fall;
That Mirth by no meanes fits a ?angzg;ll;

Such say so, who_can meke nppe, he 16
authoy/ preaumas?ggg

The poet enlarges on the idea of varled moods in the follow-
ing lines:

You shall have Love and Hate, and Jeslousle,
As well as Mirth, and Rage, and Melancholy:
Or whatscever else may elither move,

Or stirre affections, and your likings prove,
But that no stile for %§g§g§§;% should goe
Current, but what is stamp'd with Ah, and Q;
Who judgeth so, may singularly arru% w

As 1 1 Poesle had one Character.-0

Thus 1t was Jonson's intention to prssanﬁva generally happy

but realistic view of country life, since his 6an¢apt of the

pastoral existence was that it, like real life, admitted of

ell emotlons. |

. The plan for the setting was stated in these words:
The scene 1s Sher-wood. Consisting of a Landt-

shape of Forrest, Hils, vVaellies, Cottages, A Castle, A
River, Pastures, Heards, Flocks, all full of Countrey
simplieity, Robin-hoods Bower, his Well, The Wigghea
Dimble, The netards Oake, The Hermit's Cell.-

The scenes femiliar to both herdsmen and hunters--as well as

those known to roa&#rn of bucolie literature--were to be‘

i98en Jonson,; The B8 3%gghﬁgd, Prologue, p« 9+ The
references to this p aﬁ”ﬁ%& © Ben Vol. VII of 10

Jonson,
vole., edited by C. H. Hereford, rercy 3§&ps@ny and Evelyn
Simpson (Oxford, 1941).

501bid., p. 104 | 511bide, pe 7s
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vepresented. That it was the playwright's desire to paint a
mmigtgnﬂy Enpglish pi.amm 1s mede clear again in the pro=
logue, where he writes,
And though hee now m‘amm you with atmh wooll;
e hiopes whom T “"'ﬁgxﬁ%; Bosey D
Not the most mmiwﬁ head here will be mmm
To weare & Hood of 1t; it being a Fleece
To mateh, or those of Slelly, or @waa«mgﬂ
| In the sylvan-pastoral setting Jonson placed h:m gylvan
and rustic ahmwﬁwm who are more vivid than aﬁm m mw
sons in many bucolie :ﬁkym Homey Smith observes that there
are two nearly equal g@oﬁw.at characters-~the r&%ﬂ dm the
»aﬁ%&*ﬂwmﬁ states that the sffect of the two groups on
‘htm at once 1is inwngwam;m The presentation M‘ the
various types of ehumetera is perfectly amiutm&, hamvw,
with Jsgman*s aim of prwmting life as 1t m%mxy is. Nor,
indeed, &5 The Sad Shepherd by any means the first bueollie
play to introduce such a variety of personages. The reader
will observe that the names of the characters are not the
@nwmwml pastoral appellations} rather, they are izm
names of the popular romance «l |
The sad shepherd referred to in the title is Aeglamour,
who hes fallen into a deep melancholy over the supposed
death of the besutiful shepherdeas Earine. In Aeglamour are

%fﬁﬁr ope alte, pe 297,
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‘geent the usual pastorsl qualitlies of a "good"™ and loving
herdsman, ¥His demented state hespesks the depth of his love
for the 1@&‘3' uhaphémags. Conventional shepherd and lover
thourh he 18, he proves hinself a human being in &wmng
with an actval situations When &m‘un sings him & song to
divert him from his melancholy state, he sees that the singe
or 1= mwardad. He am, o

Soma of thma K&mphm he:m wﬂ.ll reward youj; this,

This pretty Mald, &l though but with e klsse,

e T e I e b e,

mmxmw p;m :ﬁa;‘?a‘%n tmamm I had in her,

Enm, vhose name was coined by Jonson to s*ymhal&m

the apw:l.t of apring,gé wag awmnﬁly ylanmd as the female
@mmtwymt of Mglmw. Because the raadnr meets her in
only one scene of m rvmm,; hewewtm there :ia little maw
terial on whish t‘é fm a el&w_ idea of this aharw%m
She does show ax&iﬁﬁ ’:m‘ %jwting the suit of the mﬁul%w
swineheprd Lorel and glves evlidence of & lively mwinauty‘
It should be mim& that Barine's speeches ave mmmami in
the strange dialect which the playwright concocted for his
ruder -shamcwrg‘ Had he 'remmpleta& the play &mi prepared it
for publicatlion, he pmba’biy would have corrected the obvis
ously wrong assiznment ai’ speech. |

553onson, gp. cit., I, v, 20,
Sf’awg; ops elt., P 297
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As wei have come to expect in the pastoral tradition,
the love motif play$ g prominent part in this drema. It is
exhibited primarily in Anle, the gentle shepherdess, and
Karolin, the kind shepherd. Amie's strange melady, which
Lionel jokingly .explamafb’gr saying, "Shee's sick o' the yong
Sheplard that bekist ner,"57 garries out the typical bucolie
theme . szrﬂm?mum, t:hiw motil extends to the forest group
of characters. Robln msaa* g8 legendany ax‘fmtian Tor Marian
is glven & pastoprsal g;a?b m this play.

. Other members of ttrm pg.ﬁﬁaml group are the following
,ﬁmﬁmmafﬁéh& rich Olarion, the courteous Lionel, and the
sage Alken, The sweet shepherdess Mellifleur completes the
w&tw of the buecolic e,hwmtarm

Robin and Marian, af course, head the forest aimau‘iw
cationy they are the same beloved characters known to
English-gpeaking people everywhere., Thelr f‘fe:mily“ ineludes
Priar Tuck, Little &ahri; Bearlet, Scethlock, Georpe<a-Greene,
and Mueh. Thus there 1s & balance of sylvan and pastoral
persons in the drama. | |

A thlmi group ai‘ characters is composed of ﬁmdlim the
envious ﬂtﬁh} Mum, her daug;%am Lorel, her sonj and
Fuak«haiw, or Eﬂhiiﬁw@ﬁﬁﬁi‘ﬁll@ﬂ; who is in ‘k&mir aemiw.

The menner in mm é’amm interningled the sylwn, the
purely pastoral, and tm Qmﬁa rustiec suggests %hat, had the

-+

573033&03# » Mlﬂ 3, Vﬁ.g 2.3‘
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play been completed or preserved in 1ts entirety, it would
have had an exeeptionally lively and well-organized plot.
Smith thinks that the forest traditlon provides the main ma-
terial and that the pastorsl serves as the subplot,S but
the first slement of the title clearly indlcates that the

‘bucolie theme is accorded primary importance. Although the
woodsmen provide much rsr the ughﬁhawwa mood, 1t wam
"“%hm insofar as major plot development is aamum&&y Fonson
‘» f“f'ylmma to use them pr&neipally as vehicles ta Mwmw the

‘ "‘utmightming out of th& sad conditions in which me ’bwwhm
‘.""jfﬁw ‘of the witch has p&aeﬁd Aeglamour and Earine, mm

“»%ﬁm@rm dissension M%«&éw Robin and Marien is eﬁmplawly

N '}'-wst. by the end of &m awm& act. Had this one. xxmblm

on the sylven level rwt bam overcome before the pamb at

?‘{fmamx the fragment bresks wm 1t might be somevhat move
”_l:,‘masmubh to consider thﬁ activities of Robin and hia band
,w’ﬁh& main material of t&m piuw however; the ﬁwugwmnt and

~ the ultimate discovery that Maudlin hes essumed the shape of
i ﬁ}M&m merely serve to WM the pastoral and sylven charao-
:; -:i‘tj.-_s%m and to mobilize *b‘hem nwmt the witch and her uah&mu

The main pastoral pwh is complicated by the vitaw 8

imprisonment of the ho‘mt;m shepherdess Earine and the

shepherd's resulting grief over the supposed death of his

love. The extent of informstion about the outcoms available

. 5B8smith, op. mu pe 38l
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to the reader is that Earine harshly rejscts Lorel; the sad
Aeglamour remainsg felthful to his love, and hxg sympathetie
friends arve ready to take arms againgt Maudlin, the instige~
tor of the mischééf} even though the friends do not lmow
that Earine still lives, the reader feels that they will
soon discover the truth, |

One expects to encounter a happy ending in any pastoral
play, and g0 it would not be too faneiful to assume that
Maudlin's mischief is overcome, that Earine ls eventually
méemﬁad, to Aeglamour, that the varlous other pastoral cou-
ples find happiness, end that Robin Hood and hie friends
live the free and joyful 1ife indefinitely. How such devel-
opments might be brought ebout, however, must remain in the
realm of conjecture.

. Supernatural occcurrences have thelr place In The Sad
Shepherd., The witeh's gbility to tranaform herself into
various shapes 1s reminiscent of Amarillis' assumption of
Amoret's appearance in m Faithful Shepherdess. Pﬁakwh«iry
hints of his msunmm ‘!m Maudlin aslong mpwm&:ur&i lines,
edding that 1t 1g his f&tﬁ tm frirke 1t like s Geblm“ about
the forest. The argument M‘ the incomplets third w‘b Pro=
Jects the sudden rising of a mist, that "late awknww\
iwv:tﬁg been ordained by nwaa,m to protect her son.

- One commentator stams that The Sad 8
poral pure and simple, free from all secondary intentions of

hepherd is a pas«
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a symbolical or satiricel nature.>9 However, a c¢lose read-
ing of the play will reveal a few instances in which Jonson
seems to be satiric in intent. Perhaps the author 1s in-
dulging in satire in contrasting the normal snd reasonable
ghepherds with my;e uncouth swineherd. In all walks of life,
he may be saying, there are gradations of polish in manners;
one can find both socially scceptable and crude persons
mng city dwellers as well as among the herdsmen of the
country. Priar Tuck's lecture following Clarion's reference
' to "the sowrer sort of sﬁepbﬁrﬂs"é@ is a diatribe sgalnst
- Puritan reformers. |
In regard to the style of Jonson's play, it should be
 observed that a tone of lightheartedness prevails and that
' many passages of postieal besuty exist in the work. The
sweetness of tone usually wao&i&ﬁed with the pastoral tra-
dition is evident, for exsmple, in the Tollowing lamentation
’bvy Mglmx | |
_ Here! she was wont to goel and herel and hnrai , |
Just where those Baisles, Pincks, and Violets grow:
The world may find the Spring by following her;
For other print her aerie steps neer left.

Her treading would not bend a blade of grassel
Or shake the downie Blow~ball from his stalkel

S94dolphus W. Ward, A History .
%ﬁ;ﬂﬁd&lﬁa&gﬁiﬁg&ﬁ zw géoi %orﬁ; lﬁ% gf % #%.
» » L

*

6ﬁ§am&a. op. eilt., I, iv, 15. Ward concedes that this
. peference may be satirieal, It is interesting to note the
- anachronism of Puritan reformers in the time of Robin Hood.
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But like the soft mamm&, gshe shot s;mngg,,
And where she went, the Flowers tooke mm}mgg mem
Aﬁ she hed sow'd *hm with her odorous foot.

&ga&m the conventional buedlis spirit is found in these

s *\-WA!

1ines spoken by Amie?

o I doe mmmbw, Ma s have c:;ft :

- With pleasure kist my Lembes, end Pupp&u; mfts
And onee a daintie z'im Roe«fawne I had, =
0f whoss out«skipping bounds, I was as glad
As of my health: and him I oft would kisse:

Yot had this, no such sting, or paine; as @him
. They never prick't or hurt my mma And, for .
They were s0 blunt; and dull, I wish no mores
. But *bhia. tha’& hw sa, and prickes doth pumn
This mﬂ, ‘
Mingled with mnsg; ’I. wm:. againe to meets
And thet delay, mée thinks, most tedlous 1s 62
. That kmp«z, or Mnéam mee of Karols kisse.*

Xn contrast with tm lig,h‘t ama pmtty verse ai’ the aylvmu
‘ mﬂ‘twﬁ, sequences, hwmmr; the reader finds the wgmm

and mischlevous mood of ?Mkwhairy‘ s speechs The miah
sharacter addresses his au&i&ma &!:z followst

The Peind hath much to doe, that keepesx & Schoole;
Or 18 the Father of a familie}

Or govermes but a country Academiel

His labors must be great, as are his careg,

To: wateh all turnes, and sut how w revent 'Ianm
Eh,w dame of mine here, « growe gh in evill,
And thinkes shee doe’s &1L, when 't1s I. her Divelis
That both delude her, and mat yet protect herr =
Shee's confident in mischelfe, end presumes CL
The changing of her shape vz.li still secure hw.u
But thet may faile, and diverse hazards meete

ar other wmmnmm, which I must loakg ‘ket

61 s Iy 1, 11. This passage exhibits a apzmiu sim-

ilar to 15 aﬁ alwm in Qhriwaphw Marlowe's poem "The
Passionate &hagzmré to His Love,"” which Walter Raleigh an~
swers sativically in "The Nymph's Reply to the Bhwwm,s

63&’&;!{6‘;‘, I, vi, 37 ¢.
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Hot 1let her be surpriz'd on the first cateh.

I must go dsunce about the Forrest now,

And firke it 1ike s Goblin, till 1 find her,

Then will my service come worth scceptation.

When not expected of herj when the helpe

Meetes the necessity, and both doe &iug

Tis call'd the timing of a dutie, this. 5 |
Thus Jonson's work hes s variety of moods. Although he fol-
lows the conventional bucolic mode when it is reasonable and
fitting, he injects a more robust langusge at times; the
impxémmt of & vigorous style makes The Sed W cleap=
1y English in kesping with the author’s plan to develop &
British paktoral drama.

- Pragmentary tmugh twnlayia; it 1s 8 distingulshed

o fm%nw of & true pu&kéﬁéfﬁéi, obmerving many of the factors

essocisted with the tradition yet having & quallity distincs
tively its own. Both the bucolie and sylvan elements had
long miat#ﬁ tagethag,m }#u%mlim; but i:l;ﬁ t‘ww‘k and
bucolie setting, the grwping of characters, and tha&m:t, .
 plot are blended in Jonson's unique manner. Purthermore,
the forest elements m‘v,viw;éw English and are not a%mﬁ@
typed as are similer elsments ln earller bucolic plays. The
Sad Shepherd, therefore, stends s & significant marker in
the development of the Eugiiah pastoral drama.

Another step in Angllelsing the paatswa:t was taken by
Thomas Randolph when he composed Amyntas, or the
Dosry, appmxima@‘l# dontemporary with Jonson's pi&am

631b4d., III, 1, Whe
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Posserzing the a”bvmm pastoral setting, characters, and
themes, the drama nevertheless has & unique @wm. and mode
of plot revelations i
Randolph does not wmu:y gtate hls concept of pasto-
rallsm, as the other three writers of pursly bucolic plays
“do; hownver, he indicates gomething of hlg i1dea in the hu~
morous prologue. The following dialogue betwsen a shepherd
‘and & nymph reveals the author's intent to present the sime-
ple countrified characters in their natural moods, actions;
and mannsrst L
| &anmﬂmu look not from usg rural swalns
or pﬁlism& amwh, high lines, or gourtly strains:
Bxpect not we should bring a labour'd scene, ‘
Or compliments; we ken not what they mean.
Hymph. And ladies, we poor country girls do come
With sueh behaviour as we leam'd at hm

Ew shall we talk to nymphs so trin BaY,
?!m‘h neter saw lady yet but at a May

In the epilogue Randolph aﬁa&mz ﬁhwb he means ua write
only to "true lovers.," Insofar as the theme is wnmmwﬁ,
then, the pl#y might have been no more than mo’shar convens
tionsal and artificial pastoral, but the drams reflects the
carefree vigor of The Sad Shepherd. Although some Postures
of Amyntes show direct Italien inspiration, the wrk“ is defw
inii%aly English in mm@ -

6%&19&&; Rmo&g:& m; r the TR

| ,  Dowry,
Prologuey Pa 3?@" m erences a“"'ﬁiu 5Xay 806 To

play ave tc
Postical o GIaas ggds%g% Vols I of 2
vOlge, © d arw &Eﬁi £ (London, 75)e
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The setting of the play ls that of the conventional
pestoral. The scene reverts to Sielly. In regard to time,
the author followe the classioal unities} the sotion takes
place in "an astrological day from noon to noon." Randolph,
in fact, obssrves the ﬁﬁiti&s more clogsely than most ﬁhgiiah
paﬁﬁural\drwmatia%a; There 13 no graaﬁviagaa of %&mgrar‘
Jumping rrdm place to place as thers 1m, for example, in

Shakespeare's The Winter's Tale.

In spite of the playwright's expressed purpose of pre=
senting simple eountry characters with their lack of polish,
the principal persons of Amyntas convey the impression that
they are really tﬁwﬁamanfﬁkmaﬁiﬁning in & rural xstting;

The nymph Laurinda ia;ma?avﬁ&ariy somparable to the sourtly
Rosalind in As You Like It than to the shepherdess Phebs in
the same play, Although Leurinda ostensibly belongs to the
sountry and {# not really courtly, her refined mammér and
sophisticated wit rsmévw her from the realn &f’gﬁﬁﬂiﬁﬁ s
ticity, Her fres-flowing and witty banter with Damon and
Alexie, the %wé rivgls‘f@#7hﬂr,han&, is ﬁnmtnikaant of Rosaw
1ind*s dizlogue with Qrianab. Laurinde stepe oub of the
role of the conventionalized ah»yhardan# when she disobeys
| her father, ‘Ho&arum has #ﬁp&u&n&d at length why she should
"take heed of love® and cbsevve the ﬁnhuppiﬁaua 1t hes
brought to many yafaan#}"hia daughter promises that she will
Ttemper her axraatianﬁg“ but as soon as Medorus makes his
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exit, she proceeds to talk with Damon and Alexis, Indeed,
ahe Bays,

Thelr prasanﬁa giakﬁy puts these amgitatimnw
fut of my'mindg

naurinda reverts to the ataraatypa of the ahaﬁh&rﬁema, HOW-
ever, when she finally aeaapt& Alaxia in these wawdﬁt

: ~ Long, O, too 3@ng, Alaxia;
My doubtful fanay vawaraé whon to lo
Damon or youj in both was happiness,
But double heppiness was my single miaary‘
S0 far'd it once, Alexis (for I well
_ Remembey it), with one of my poor ewes,
Equally mov'd between two tufts of grass:
This tempting one ways that enticing %*otharz
Now she would thls, then that, then thils sgaing
Until, poor fool (ﬁra& emblem of hor mistress),
8he almost starv'd in choosing which to feed onj
At lest (so heaven pitied the imnoeent fool)
A western gale nipp'd o gg, which beling hlaﬁk&é
~‘3ha fed upon ﬁh& é@ham¢

@h@ mad Amyntas ia 113% many another shapharﬁ ﬁammntﬁé
béawuﬁa of his love prahiama and closely resembles Aaglamﬁur
win~g§g 8ad Shepherd 67 VWhereas &aglcmau» mourns the gup
pﬁﬁﬁ& death of his lgvag ‘however, the here of Randolph's
_»play loses his wiha 1n‘tryiag to interpret en oracle ”Blﬁﬂ
J‘tiva to his marrying ﬁrania¢ Amyntas 1 the eanvwaﬁiona&
' 1$h¢phard, aamaﬁhnt too. ﬁﬁiiahad in lanzueage and mannéva to

- ¢awr¢¢yanﬁ to the pl&gvrigh%‘m own deseription of ﬁeuutry
folk, .

851b1d., 1, Vi, 29{5;‘ 661b14., v, 11, 353 f.
67¥h# "mad" hero 1& ‘comnon in the r@munaewapiaa A Tre-

en ¢
Yi,fi“ ﬁ 3 djéwf%rﬁiaw,hby %m o%i%%mk% o&ﬁ%’%wmww is ﬂ” hers
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In eddition to the usual assortment of conventional
ghepherds and shepherdesses, the play presents a group of
comic characters connected through plot development with the
pastoral persons, A third group provides the mythologleal

element of the play.

A variant of the lovers'! merry-go-round 1s found in the
several love affairs of the characters. Randolph here
shows some ingenuity in meeting the need of close assoclation
among characters.. Amyntas loves Uranim, the sister of Damonj
_Urania returns Amyntias' love; Damon and Alexis both love
Leurinds, who at first 1s undecided sbout whom she loves;
and Amarillis, the sister of Amyntas, loves Damon, &iﬁnaugh
he spurns her until Laurinds accepts Alexis., Thus the play-
~ wright has interwoven the various storles into & unified
plot that is lacking in The Falthful Sherp
other plays.

The main plot depends upon the solving of the curse and
oracle which the goddess Ceres has pronounced:

Siecilien swains, 1ll-luck shall long betide

To av&wz‘bridagvaaa,nn& to every brides

No sacrifice, no vow shall still mine ire,

7111 Claius' blood both quench and kindle fire;

The wise shall misconceive me,; and the wit,

Scorn'd and neglected, shall my meaning hit,.

That which thou hast not, may'st not, canst not have,

Amyntas, is the dowry that I crave.

Rest hopeless in thy love, or else di
To glve Uranis this, and she 1s thine.

werdegs and some

68;‘3;&1’ I, iv, 288 r.
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The matter of the dowry rests on the tradition that the
priests of Ceres, one of whom 1z the father of Uranlia and
Damon, do not give but expect to recelve portions for ?;hﬂw
daughters. The miut:wrz is, as the pronouncement sald, the
work of the scorned and neglected wit Amyntas. The shepherd
discovers the answer to the riddle with the assistance of
Echo, who helps him to sée that the dowry which he cannot
‘have but must give to Urania is & husbend.

The mere outline of the plot resembles that of Il
- pastor fido. Esch play opens with the overbearing wrath of
an angry goddess. The final scene in each brings the near
saerifice of a priest's wﬁ, which tragedy is averted only
by the ingenious interpretation of an oracle b9

~ Guarini's play was not the only Italisn source from
vhich Randolph borrowed ilncidents. Iuigi @ré%* s Pentimento
W contalng en 'episode which parasllels that in vhieh
Lm;lnda places her garland on Alexls and wears that of
Damon herself. Furthermore, the clever answer to the oracle
resembles the solution to a problem in Glovanni-Cuccheti's
Lg Pagzia. Although Groto's and Oucchetl's plays were con-
sldered awmﬁé- or even third-rate in Italy, they served as
inspiration for some English drama, including Amyntas.’®

69%0r & discussion of simllarities between Guarini's
and Rendolph's plays, see Smith, gp. git., p. L22.

707effory, "Italisn and English Pastoral Drame of the
‘Renalssence,™ ps 4443 £,
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Rendolph undoubtedly referred to Iumm pastoral drams
for plot materisl} nevertheless, his play, like Jonson's, 1is
olearly English in spirit. The atmosphere of mirth, some
individualized characters, and the well organiszed unrolling
of the plot make &_mmﬂtgﬁglay which emerges from the overw
 1dealized artificiality of the bulk of pastoralism to maine
tain its 1dentity as @ vigamm example of the genre,

4 study of these ‘:Z‘wiri purely pastoral plays 1llustrates
the major steps in the development of the English pastoral
drame after the introduction of Italian influences, The
first step wes intentional imitation of Itallan pastoral
models as exemplified by Danlel's play. The second phase
was attempted adaptation of Itallian materials as shown in
The Feithful Shepherdess. In the third stage there finally
evolved & lively British bueolic drama. The Sad Shepherd
and Amyntsg transcend and surpass the mainly dwivaﬁzw
plays of Daniel and Fletcher. The works by Jonson and
Randolph mark the high polnt of excellence of the English
pastoral drama,. ' ,

Gonsiderably before the period of Italisn influence
mpmnm;a# by Daniel, Fletcher, Jonson, and &mﬂphg pas~
toralism had already come to be held in high repgard in
Englmd, as 1s amply sugpested by the wealth of works of all
types having bucolic &f&mﬁﬁﬁm Prior to the advent of eny
pleys which could be called purely pastoral, a ﬁwbw of
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plays having varying degrees of pastorallsm without being
totelly pastoral in content were written. In fuct, the pe-
riod of sscendancy for bucolie compositions can be sald to
have begun about 1580, well before the direct :timlim Arca~
dianism made itself felt. | |

The years from 1589‘ to 1642 may be divided into three
phases of influence. The first of these divisions was the
decade of the mythologlcal play with some pastoral coloring.
The second division was that of the courtly, or chivalrie,
pastoral; plays of this group present courtly persons in bue
golic situations or dramatize a@hivglv&u prose romances of
the Spanish type. The final stage, in which the English
pastoral drams reached g.!m’ ‘high point, was that of strong
ztﬂimt influence which, as we have seen, prompted imitation,
rivalry, and naturalization of Arcadlian trends,.

Beosuse qf the uignﬁi importance of the mméd of ITtal«
ian influence, plays which were an outgrowth of this influe
ence have been dealt with first and given & position of
paramount importence. The remainder of the chapter will
revert to a somewhat earlier chronologleal period and deal
with certain plays that ave elther mythologleal or courtly
in thelr basle impetus but which have discernibdle pastoral
elements. |

~ Early in the development of the (ﬁnglmh m;aw:m}. drama
two English playwrights particularly, George Peele snd John
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wly; in some of their plays combined certain clearly iden-

tifiable pastoral elements. |
Peele's The Arral it of Paris, primarily a mytholog~

leal play, shows pastorsal elements as eurly as sbout 1581.

This pastorallsm in Peele does not give evidencs of Conti-
nental inspiration. The fact that Tasso's Aminta was first
printed the year that ?ﬁé‘i&* s work was produced precludes an
assumption of such mapixfﬂ’aim; A parallel seems to exist
in the evolution of the tradition in Italy and England, for
 in each country the appearance of mythologleal plays incie
dentally introducing pastoral scenes and characters paved
the way for the completely pastoral drama.’t

The setting of The Arreipnment of Paris, the earliest
play which can be mmss.mm with the development of the

pastoral drame in England, is not prineipally ﬁm peaceful
woaa md pastures x‘milﬁ.av to the reasders of wzw liter~
-&tm in general. Alﬁhsugh such countyry scenes do nmmw in
the pley, they are ineidentel, and the atmosphere is that of
the myth rather than the pastorel.

N Three groups of emmmm may be identified: mytholog«
fcal, pastoral, m& rustic. The pastoral charscters do not
dominate this play, as they come later to do in plays which
ave purely pastoral; the gods and goddesses are the oube
atm&ing figures in ?wio?s drama. All the characters do

ﬂ&mg; OP« Mig ﬁﬁ 23.6 fe
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follow the pattern of most reslly pastoral plays in that

they have little individuality. Peele presents the gods and
goddenses principelly as conventionsl mythological beings,
the shepherds and shepherdesses as traditional pastoral per-
pons, snd the rustie cheracters as supposedly typlcal sountry
folk, 12 o

The Pirst two dots ave slmost entirely devoted to in<
tpoduction of the warious ¢haracters and explanation of
their situastions. The gods and goddesses are presented in a
rather lengthy group of scenes not heving direct bearing on
the plot. The pastorel element comes in first when Payia
end Oenone appear in what gawpmrtt to be & typianl buaulia
 scene, They express %ht&r;mnkuml devotion and sit down to-
gether under a tree, whereupon the shepherdess begine to
sing of mythological matters,

Pastoral and mythologlecal factors sre at last brought
together in the second and final scene of Act II. The ﬁhﬁpﬁ
herd Paria, who is returning to his flocks after belng with
Oenone , iw charged by three goddesses to choose vwhich is the
fairmat. When tha ahegkarﬁ names Venus the most beautiful,
the jealous Juno and ?allaw plot ruvangu.‘ Ag a consequence
of their wrath, Paris is brought before a tribunal of del-
ties for his supposed partiality to Venus. The gaésrﬁismaan

?%$hmra is au&ammhl&&liy a pastoral ¢1amnnt im,mwthau
logical works, of course, as country scenes and phenomena of
nature are prevalent in them.
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the prisoner, and the pastoral characters are not hesrd from
agaln. Peels drops the pastorsl and rustle threads of the
story completely, turning the final act into a compliment to
Blizabeth I.'2 Thus, pastoralism ceases to be important in
the play after tha~éi$miséa1 of Paris as a prisoner. Actual
pastoralism in the play encompasses no more than the scens
which Iintroduces Paris aaa 0anana, a passage in whi@k the
shopherdess lements her loss of Paris’ affection, and the
sequence of Colin's death from unrequited love of Thestylis.

Although The Arraignment of Paris is primarily & mytho-
logical play, then, it is significant in a aa&si&qr&tian\af
the English pestoral drams because 1t introduced pastoralism
to the British thester. Furthermore, this play points
toward the full &ava&uym&ﬁﬁ*af the bﬁca&i& play.

Following Peele~~at least chronologically-~in blending
mythology and pastoralism, John Lyly composed his prose play
Gallsthea probsbly in the latter part of 158l but ﬁnaaibly
as early as 1582, T4 the spirtt and style of Gallathes are
more closely identified with pastoralism than are ﬁha‘apirit
and style of Peele's play. The mortal characters, including

1ika’733 gagrag aihgasﬁaraliagﬁ&s ?nharﬁ§§ in thggg?aqua*

lke courbtesy to the gqueen. Oreg (op. olit. 23) regards
the k11l with which Peele enlarged tnis Taea into & fuile
length drama as evidence of his artistry.

T R oD e of Jokn Iviv. ¥a:
of 3 vorgo %ﬁgéd%% %&%ﬂ%ﬁ%&i‘%ﬁfl&x@.

FPuture references to Lyly's plays will be to this edition.
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the pastoral types, are more fully developed than are those
in The Arraignment of Paris. In the writings of Lyly the
English pastoral’drama progressed from casual and incidental
pastoralism to a more pugﬁeaaful,injantian‘af pastoral ele-
ments. » .

Probably the most striking feature which Lyly contrib-
uted to the pastoral is eﬁyhn&;mQ Perhaps this artificisl
style found a eongenial atmosphere in the pastoral, whiech |
from its beginnings exhibited a atrong tendency toward arti-
ficielity, conventionality, and stereotype. The tedious
recurrence of sounds, rgpatihiea of words, balance, and anw
tithesis are almost painfully evident even in the pastoral
dielogue, such as the following passage spoken by mﬁa;mf,
Diana's nymphst , | |

Diana in the Chace, whese virglns are all chest, de=

lighting in the bowe that wounds the swlft Hart in the

Porrest, not fearing the bowe that strikes the softe
hert in the Chamber. Thig difference 1a betweens my

Mistris Diana, and your Hother (as I ﬁeasa} Venus, that
2ll her Wimphes are amiasble and wise in theyr g%"ﬁj
the other amorous and too kinde for thelr sexe.

Just as the tone of Gallathea is more in keeping with
the pastoral than is that of Peele's play, so is the setting
more completely bueolic. The charscters spesk of the pleas~
anﬁ“gﬁaan fields and the woods as well es the fresh alr and
the warm beams of the sun. Lyly was the first in the Ren~
aissance pastoral period to gelect Englend as the locale for
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his story, laylng the actlon in Lincolnshire near the Humber
River. It has been shown that Jonson later employed the
English countryside as the setting of The Sad Shepherd.

Dians, Cupid, Neptune, and Venus have lmportant roles
in the play Gallathes, but the reeder's interest ls focused
on the ﬂfraet,ar‘thﬁir~ac%1ana on Gallathea aend Philllda.
These pastoral characters are really the outstanding persons
of the drama, thelr importance attesting to the ascendancy
of bucolle slements during the mythologlesl stage of the
pastoral period. The chavacters in this play are more
sharply xnﬁ&viﬁuaizxsa than the characters in The Arralen-
ment of Paris. A disegreement between Diana and Venus

reflects the querrel among dlvinities in the earlier play
but reveals the a@ntandzng goddesses as overseers of mortel
beings rather than merely fractious delties. Cupid is in-
vested with a somewhat overdeveloped sense of hnma#g'an
abundance of irresponeibility, and a full measure of indo-
lences Gallethea and Phillida display thelr quick wit in
their several exchanges of banter and give evidence of mubtu~
al displeasure in having tﬁrm$QQ§ﬂrﬂd0‘ﬂﬂ‘ﬁﬂ?‘# The obvious
effort of the author to achleve balance in composition is
paralleled by & balance in characterization., Tyterus snd
Melebeus, the shepherd fathﬁr& of the twe young women, pro-
vidé an instance of such literary equilibrium. A third
group of characters seems to have been included in the story
only to introduce a comic element, and they fulfill the duty
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admirably; this group is composed of three sons of a miller
who have been shipwrscked near Lincolnshire,

The plot iz founded partly on the time-honored pastaral
theme of love. The confusien of lovers compllcating meny
busolic playe ls gartiéﬂl&rly apparent in this one, Beeing -
one another in masculine attire and falling to anﬁtiéér that
not one but both might be disguised, Gallathea and Phillida
fall‘iﬁ love. Through the caprices of the God of Love, some
of Diana's nymphs aiuavﬁémama enamored of the shepherdesses
dressed as men., There iafim this play much speculation
about and toying with the idea of what love 1s. The nymph
Eurota remarks,

I confesse that I am in love, and yet sweare that

I know not what 1t ls. I feele my thoughts unknit,

mine eyes unataled, my hart I know not how affected, or

infected, my aleepes broken and full of dreames, my
wakenesse sad and full of sighes, my selfe in all
thinges unlike my aalra?é If this be love, I woulde it
had never been devised.

Elsewhers ln the play Cupid defines love for another nymph:

A heate full of coldnesse, a sweet full of bitter~

nesge, a paine ful of pleasantnesse; which meketh
thoughtes have eyes, and harts eares} bred by desire,
nursed by delight, weaned by Jjelousie, kild by a§aaem~
bling, buried by ingratitude; and this is lovel7

Mythological factors in the plan of the play center
saround NHeptune's anger wi%ﬁ the people of Lincolnshire and
the sppessement of his wrath by the sacrifice of the fairest

malden to a sea-monster every five years. The regular

7@3&&@'! ITI, 1, hh?» TT1pid., I, 11, 435.
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tribute of the virgin iz the cause of the shepherds! having
their daughters to appear as boys, for Tyterus and Meleheus
regard thelr respective children as fairest in the land.s It
ig the Aduty of the delties to solve the intermingled prob-
lems introduced by Cupld's deeds, the impending sacrifice of
a young woman, and the love of Gallathea end Phililda. Each
matter is disposed of with the Ellzabethan concern for com-
pleting sach phase of action; Diane sets Cupld to righting
the wrongs he has dﬂne;,ﬁﬁptunn withdraws his demand of hu-
man tribute, end Venus promiges to change one of the two
enamored shepherdesses into a man. The reader must declde
for himself, however, which of them will undergo the meta-
mﬂrphoaia¢78 |

The comie subplot 18 actually independent of the main
astion., After thelr various sojourns in Linecolnshire, the
tﬁraé shipwrecked brothers rejoin each other just in time to
sing at the wedding whieh Venus 1ls to make possible, Other~
wise there is no connection between the two plots.

Diverse critical opinions have been aired concerning
inspiration for Gallathea, The most ably argued theory is
that Lyly was only slightly indebted to Itallan works. 19
Both classical and native works have been proposed as direct
sources from which the playwright guﬁnnvaa his maﬁari&igag

787nemes of disgulse and agtual metamorphosis were com-
mon in literabture of the English Renaissance.

7%&1@" Lps mq; Pe ,4«?7 Le S:szd‘#p Pe ’{.Eﬁ fa
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andther mythological«pastoral play by Lyly was composed
probably about 1588 or 1589,81 Repeating many of the els~

ments found in Gallatheas, Love's Metsmorphosis represents

the sacrifice of a daughter, several changes of form or
1dentity, the wrath of a goddesa toward mortals, the occupa-
tions of nymphs in service to Ceres, a solution to several
problems by a compromise between rival divinities, and fi-
nally oreparations for a wedding made pussible by a deity.
One migt not infer, however, that the later play 1ls slmply
a re-working of the first, for the plots differ in many re-
gpects,

The love thewe is partlelly carrled out by three for-
esters (the pastoral characters of the play) who sre in love
with three of Gera#i nymphe, When the maidens do not re-
goond to the waodamwn'a‘affeetiaﬁ, fupid--not the pranklish
boy of Gellathea but a deity of importance~-turns the dam-
sels into a rock, & rose, and a bird respectively. Only
throush the intervention of Ceres are the nymphs restored to
their former identities; furthermove, they must no longer
spurn the love of the ywung foresters, &nethar element in
the love theme 1s the anﬁuting affection of ?rmtea anﬁ
E%tuliuu‘ f\ |

Mythologleal maﬁtara are most apperent in the plet in
(aann»atian with @riaiﬁhtnap,,Fﬁetaafa father. He has out

811pgd., Vol. III, ps 296,
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down a sacred tree; Fiﬁéiia,ra chasts nymph of Cerss, had
previougly been transformed into this tree 30 that she might
esaape a wicked salyr. ;xg anger over the loss of her nymph,
the goddess arranges fﬁrkﬁamina to prey on Erisichthon, who
finally 1a obllged %o aéﬁilhia daughter in order to satisfy
his sxtreme hunger.

The love stories aaﬁ?tha Cerss-Erigichthon sequence are
united in a psascage revé&iing divine aammramiaa:.ﬁupiﬂ uses
Cervea! petition for ﬁha‘fél&aaa of her nymphs ta‘gaiﬁ her
pardon for Erlsiehthon. Cupld willingly intercedes for the
latter because of hin a£ﬁghtar*s faithrulnaaslin love,
~ The setting af;ggxgig*s ,
‘ous scenes take place atl Ceres! tree, before Cupldts temple,

lg 12 Arcadle. Vari-

in & forest, and slong & seashore near Erisichthon's farm,
 Charscters in the playfiéﬁm to be somewhet more conventione
allzed than those in Gallathes: Cupld, for example, is hers
clearly the God of Love instead of the youthful mischief-
maker« o

Lacking humor iﬂiéﬁafaatarizatian or subject, the drama
muintalng a seriousness and at times even an alr of pathos
which are not really pastoral in concept. Although the main
and subordinate plots are admirably interwoven, the play
impresses the reader a&v&rlesa mature work ﬁhanrhh@‘ﬁlightly
sarlier Gallathea, a ,

In a third plesy ﬁav&ng both ma%hslagisal and paatomal

elements Lyly once marﬁ pﬁaaanta gome comie maﬁtarﬁ-‘gha
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Woman in the Moon, which may confidently be dated about
1589,83‘1a another of the earliest instences of the use of
pastoral material in English drama. It glves no evidence of
the Italien influence of Arcadlsnism. The setting, in fact,
18 not Areadia but Utopias.
| The Woman in the Moon is free from the stilted euphuis«
tic style characteristic of most of Lyly's writing. Unlike
Gallathea and Love's Metamorphosls, this pley is written in
verse. When the author states in the prologue that the work
is the "first he had in Phoebus holy bowre," he may bs re~
ferring to the fact that this is his first poetic drama,83
The verse is smooth and graceful, as in the following speech
by Stesias, a Utoplan shepherd:
Blest be the hand that made so happy wound,
For in my sufferance have I wonne thy love;
And blessed thou, that having tryed my faith,
Hast given admitiance to my harts desert:
How all is well, and all my hurt is whole,
And I in pareadise of my delight.
Come, lovely spouse, let us 2o walke the woods,
Where warbling birds recorde our heppiness,
And whisling leaves make muslck to our myrthe,
And Flora strews her bowre to welcome thee.l4
The paa#oral regard for nature 18 readlly apperent in the
passape, as is the bucolic theme of love.
The plot concerns the petition of several shepiwcds to
Nature for a woman to be their companion. In answer to this

request Nature oreates ?aﬁ&@ra and gives her the virtues of

 B2areg, op. elt., ps 232. 831v1d., p. 233.
8liryly, The Womsn in the Moen, III, 1, 238.
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Saturn, Jupiter, Mars, Sol, Venus, Mercury, and Luna. The
jealous plenete Influence the newly fsshloned women so that
she becomes variously sullen, proud end scornful, shrewlgh,
loving, wanbton, daceitrui,'and mad. Because of her fickle-
ness the shepherds lose interest in her; consequently Nature
placeg her in the heavens as the woman ln the moon.
A touch of humor 1s to be noted in Nature's final

charge to Pandora:

¥ow rule, Pandora, in fayre Cynthies steede,

And make the moone inconstant 1ike thy selfe;

- Relgne thou at womens nuptlals, end thelr birth;
Let them be muteble in all their loves,
Pantasticall, childish; and foligh, in their desires,

Demeunding toyes: , 8
And starke madde when they cannot have thelr will. 5

Further humor csn be seen in the rustic comments of Guno-
philus; indeed, this character has been called the ”e#anﬁ
presentment of the early 3hekespearean ﬁl&wn‘"&é'

Lyly also indulges In setirve in this play, focusing
attention on the inconstaney of woman. It has been suge
gested that the playwright's experlence of 1a¢k'a£‘ﬁ@natanay
in the royal faver prompted his inereasingly iran&# view of
womanhood.®7 The Woman in the Moon, thenm, presenting humor-

ous and eatirical material, augg&ﬁta some of the elemente to
follow 1t in subsequent pastorsl works. |

These four mythaiagiaal—bﬁealxw plays by Peele and Lyly
form a distinet group within English paatwm@liwm¢ ﬂaamamgxy

851bid., V, 1, 298, 861p1d., p. 2334
87aregs ops cit.s p. 232.



103

unaffected by Italian works, they planted in British soll
the germ for a truly English gaatora& drama. Although 1ater
playwrights were to borrow heavily from the Italian Arcadien
drama and the Spanish ahivalbia romance, meny of them would
sarry on & aiatingtivaiﬁ'ﬁritish tone which had ihs incep~
tion in the plays of Peels and Lyly.

Following the w#iting of Peelets and Lyly's primarily
mythologleal plays, many English dremes belonging to the
elaaaificatian of aaurtly, or chivalrie, paataralﬁ of the
Spanish type were produced. These plays show members mf‘%ha
‘nobility in bucoliec surroundings or dramatize shivalric pas-
toral novels. Although they are not pure pastorals such as
gome works inﬁiaating Itaiian Arecadisn influence, they ac-
cord to puat&ruliﬁm a place of great«r importance ﬁhan the
mythologleal plays did and iliuatraﬁn the progress which
English dpema was making toward complete nnturaliza@ian of
the pastoral.

Three dramas by Willlam Shakespeare are thn best exam=
ples of the courtly pastorals. A Midsummer gia&;* mmggﬁ
(1595?}83 presents courtly persons in a eountry setting, and
As You Like 1t (16001)%9 and The ¥inter's Tale (16112)90 ave

based on chivalric pastoral novels, Shakespeare seemed ever

88gard, op. glt., pe O4s 89Ibid., p. 128.

90g41111am Shakespears, “ngca%ggnt& Works of Shake-

8 e, edited by George Lyman Kittredge TBoston, 1930), ps 131,
ﬁa%aranaaa to Shakespeare's plays are to this editlony un-~
les s otherwise noted.
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to have a sensltlve ear to the demands of the theater-going
public and willingly turned out works catering to current
tastes. The popularity of the pastoral in ite chivalrie
dress apparently came to his attention atb am'a&rly‘&atew

Tentatively feeling out the bucolle ground, Shelespeare

included in A Midswmier Night's Dpeam various pastoral ele=
ments. The play is unique amnng’wurka of the genre because
it iz really es much a fairy play as & pastoral and becsuse
it hes a story plea mainly originsl with its author but
based partly on various known llterary sources. Bven sgo, 1t
has definite affinities with the courtly pastoral type and
should be considered in an anelysls of English pastoral
plays. )

The setting of the slmost masque-like drame 1s compat«
ible with the bucolic mode. The scenses, placed in Athens
and a nearby wood, provide the contrast Batwwen‘éuwn end
country which has been a distingulshing factor of pastorale-
ism from 1ts inception. The time represented 1s remote
enough from Shakespeare's own day to b# enveloped in a ro-
mantic hage such as that aosocliated with most bueollé works.

Cheracters may be easlly classified la one of tares
distinet groups common to many pastorals. ﬁt is true that
the recopnized pastoral group,; composed of ssal or supposed
shepherds and shepherdesseg, 18 lacking. Nevertheless,
some of the usuel bucolle traite are to be found in the

courtly group of persons, most of whom are involved in the
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Interesting lovers'! merry-go-round; in the grotesque group,
which, despite 1ts assoclation with the courtly element, is
somparable to the femilier rustlc classj and in the falry
group, the members of which tradlitionslly Inhabit thé forest.
There are three yiét elements In A Midswmer Nishtts

Dream approximating the grouping eof charseters.9: The malng
or romantlic, plot pregents the plans for the marrlage of
Teseus and Hinpolyta as well as obher matters of romantic
love. Hermls and Lysander sre onsmored of one ancther;
Helenats love for Demetrius is unrequited, as he is also a
aui%or‘ta Hermia. The lévawaynlﬁ 1s couplicated by BEgeus!
determinstion that his daughter, Hermls, shall merry Deme~
trius., Thus the elements of courtly love and confusion of
e&uplas relate A Nidsummer Wight's Dream to the pastoral
school,

The grotesque plot, which includes the Pyreamus and
Thiehe interlude, pravides the comedy ususlly delepated to
the roles of supposedly real country folk. Although Bottom
and his fellows are remewbered best for their sactions in
foreat scenes, they, like other persons in the play, have
come from Athens to the wood--expecting sylven pesce and
solitude in which to prepare their snterteinment for khﬁk

court.

9lFor an enlightening discussion of the gr&uping of
characters In ralatiaﬁ to the tri le plot, aaa The Seggeea

and &ng}aggag af , Midsummer t*s Dream,” compiled by
Frank Sidgwick, ew York, 1908), pe 4 Tf.
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The fairy plot relates the play to pastoralism by lend-
ing an aura of romance and injecting a supernatural factor.
This factor is assoclated with the English conception of
falries as pioturesque and often mischievous but pleasant
1ittle beings.92 It is reminiscent of the English develop=
ment of the good matyr as & aharaatarrﬁypa¢93 Through the
fairy plot the main love stories are further complicsted by
‘the use of the love-julce; indeed, this part of A M ney

Nlght's Dream has a‘tampawary lovers'! triangle of Oberonw
Titania~Bottom by virtue of Puck's anointing the eyes of the

fairy queen with the potion.

In setting, characters, and plot the play obviously re-
flects traces of pastoralism; furthermore, the lighthearted
mood sgrees with the pastoral tone. |

Yet Shakespeare was only experimenting with the pasto~
ral mode in A ?&1@&%3' Night's Dream. As You Like It goes
a step further in blending the hraﬁiﬁiaﬁaz pastoral slements
with those of court and chivalry, but the bucolic coloring
extends even beyond these factors., The ylayuright‘# under~
standing and appraaiati&ﬁ of the pastoral aalu "thing of grace
and heguzy* to be gaﬁh&rﬁﬁ, enjoyed, and forgottien, nnmuitqa

in ite evanescent charm to be the serious business of art or

93see the discussion of The Faithful Shepherdess on
page 6G of the current atuﬁy#z““
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11fe"9 15 evidenced in the prettiness of As You Like It.
Indeed, it has been called "the sweetest and happlest of
Shakespeare's @amadias.“gs The quality of happiness preva-
lent in the drama reflects simultansously the early pasto-
raliste' bellefs of the purpose of the bucolic mode and the
author's idea of vhat $h§ §aatara1 should express. One
eritlec explains the gala alr of the work ag followst

The poet escaped for a season from camps and courts,

and took a delightful vacation in the Forest of Arden.

History was for the time forgotten, and free scope was

given to imagination amid the scenes of a purely ideal

life,~-an Arcadia where they "fleet the time carelesmse

ly, as they did in the golden world.," The result is a

pastoral drame in which we have almost unbroken sun~

shine, no more of shadow beinééintroéaaad than serves
to give variety to the scene, V0 ‘ ‘

The setting of As You Like It further bears out the
pastoral feeling. Again theve 1s sontrast between the "oilv-
11ized" but imperfect life at court end on Oliver's premises
and the "uneivilized” but ldeal and carefree 11fe in the
Forest of Arden. In fact, the "shadows" in the play serve
prinelpally to send the various groups of characters into
the forest so that a common setting will allow theilr situa-
tions to become 1nt¢rmipgled. |

Some of the conventlonalities of the pastoral are enw

countered in the grouping of characters. The genuine

9*@»&@, ops slt., p. L13.

95Shakespeare, As You Like It, edited by William J.
Rolfe (New York, 1%13%;”3? %é. ;w’ |

%Zbi&wg pe 12,
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herdsman's and felgned herdsman's roles in bucolic litera-
ture are well represented. Corin and Silvius are supposedly
real shepherds; Phebe is a true shepherdess; the courtly
Rosalind masquerades In éhﬁphﬁrd attire, temporarily forasal-
ing her own clazs and sex; and Cella is dlspgulsed as a
shepherdess. The banished duke and his retinue are addi-
tional courtly personages who are apparently none the worse
for thelr sojourn in the wood; indeed, thelr banlshment has
given them freedom fra@ tha artificlality of their existence
at court.?7 Their aambéntmﬁnt emphasizes once more the su-
periorlty of the simple rural life over the urban. Besides
the pastoral and courtly charsetera, there are persons rep-
resenting the unpolished rustic class. Audrey and Willlem
provide a nativa,alemﬁnt7§hat is a &istinetivﬁly English
development;?® the playwright sdded these charactors as well
a8 Jaques and Touchstone to the group nemed in the source
TOMAnce . 4

Some very obvlous pasﬁeral,taughﬁa occur in the plot of
As You Like It, which 1s ﬁakan from Thomas Lodge's novel
Rosalynde, Euphues polden legscy (1590). The love theme has

gsome of the ususl complications as well as variations: the

9TMuech scholarship has been devoted to various cherac-
ters of As You Like It. Jaques and Touchstone in particular
have been of gréat interest to eritics. In this analysis,
however, only those factors relating the play to pastorallsm
are considered. \

9Brhorndike, op. eit., p. 118.
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captivation of Fhebe byjﬁaaalinﬁ, who she thinks is a young
men; Sllvius! despeir over his unrequited affection for
Phebe; the love of bﬂﬁhrﬁgnﬁﬁnbﬂna and Willlem for Audrey;
Orlando!s woolng of ﬁéﬁ@i&ﬁﬁ in the guise of Ganymede;
Rosalind's initial &&#@éﬁf&% Orlando's finding her in mes-
culine olothing; and Colia snd Gliver's love at first sight.
”ﬁéﬁ%av@r, Orlando's aﬁbﬁéﬁé verses posted on tr&wﬁ'abaut the
faréé are in keeping wiﬁh ‘the bucollc tones

The action is laid in the forest gebbing in all but the
first acts Duke ?rsﬁarink*a usurping of his bra%har?a posi~
tiaﬁ previous to the tim»*#f the play and his declsion to
banish his niece result iﬁ'éha exodus to the @@mnmrbef many
persong represented, 0livsr*a cruelty to Orlando elso sends
other characters to the waﬁaa In the peancefulness af +the
pastoral surroundings thﬁ‘vﬁrioua problems of the story are
regolved; the love afrairg are straightened out ta hha even«
'tual happiness of avary@na concerned, raaanﬁiliatian af the
savaral brothers i $¢fﬁﬁuﬁﬁg restoration of Duka aeniarfa
 thranﬁ 418 accomplished, aﬁé Prederiek's éaaisian to ﬂwall in
the forest is & source of 1asting sontentment to hinms

Despite some of %ha'a@parant absurdities of As You Like
;Mr*the presence of lions in the Forest of Arden, the timﬁ
concept whereby Galia,has advanced to maturity since her
unclet's banishment even ﬁhaugh he snd hiz followers have~
&aamdngﬂy spent only a change of seasons there, and Orlando's

fallure to:recognize hls beloved Rosalindw--the play has
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remained for more than three and a hall centuries one of the
most populsr comedles of the English language. Its popular-
ity hag been explained as partly &ﬁa to the subile influence
of the charmed air of the pastoral Forest of Arden,; in which
the reader forgets to be eritical.?9 The faaeiﬁmﬁiﬂg gtmos~
phere of As You Like It and some of its contemporarles,; in
fact, 1s at least partlally responsible for the contlinuing
appeal of pastoralism.

Shekeapeare did not éémgeaa any wholly pastoral dramas,
but in The Winter's Tale he gave attention to the major fea-
tures ef‘tha sourtly gaaﬁ&ral. He concenbrated in one act
of this play perhaps move features ldentified with pastoral-
{sm than are found in any other English Renalssence play
with the axﬂagtiﬁn of the pure pastoralism of Danlel,
Fletcher, Jonson, and Randolph.

Opposition of court and country 1s emphasized to a
greater degree in The Winter's Tale than in As You Like It.
The pastoral scenes stand out vividly from those of the
sophisticated worldj thﬁ»?ﬁﬁdﬁr enviasions the first, second,
third, end fifth acts in cold marble and shades of black and
white, whereas the rural background of the fourth act
emerges in warm and brillisnt colors of springtime. Thus
one sees that the Bpiriﬁ”ét pestoralism may bakavan moye

pronounced in & work such as The Winter's Tale, which

99shakespeare, As You Like It, edited by Rolfe, p; 17.
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presents a olear contrast between pastoral and nonpastoral,
than in a totally bucolic play.

The place and time of action have occasioned much come
ment from the Jacobean ers to the present. Den Jonson's
remark aaﬁasrning Shekespeare!s supposed blunder in speak-
ing of the seacoast @ffgaﬁémﬁa nas often been cited,i00
Attempts to Justify the piayuright*a geographical knowledge
have been made by various G?ﬁﬁi@ﬁwtﬁl The presence or abe
sence of the coast, howsver, has no effect on probabllity
of the play's argument. Al any rate, the story taekes place
in Sicills and Bohemla, with the vieinlty of the old shep~
herd's house the setting for the pastoral portion of the
play. The bucollc scenes are lald in a rural region of
Bohemia. The lapse of sixteen years between the third and
fourth acts has inspired %uriaus critical discussions cone
cerning the authorts disregard of the unities,l102 Shake-
gpeare did offer an apa&agy for--or at least an explanatlon
of-«the passage of the years in the chorus Time's speech at
tha‘%@ginniﬁg of Act I?§1ﬁ3 The unfolding of ‘the story

kglaaﬂhakeupaara, The Complete Works of Shakespears,
ps 431, ‘

101g, 1, Bethell, The Winter's Tale: A Study (London,
19’-??3& P 32 i g

1021,041s Sigmund Friedland, "The Dramatic Unitles in

England,” Journal of English Germaniec Philolopy, X
(5117, Joummeh of Snskieh sl & ’

163$hakaa§aara, The Winter's Tale, IV, i, 50 £,



112

requires the gap; the reader can adjust his conception of
the time accordingly just as easily as he can accept any
given date for the opening of a play; and the wlllingness to
follow the narrator*&iéiméfplan constliutes one phase of
poetic faith in harmony with’ram&nﬁiaiam, Therefore, the
time problem offers no more of an impediment to wnjéqunt of
the play than does the unimportant matter of whether Bohemia
ever had a seacoast.

Characterizations reveanl the concentration of bucolie
elements in the fourth act of The Winter's Tale. Perdita,
who 1# not intreoduced until the fourth act (although as &
baby she is sent from the Sicillan court), is a composite of
pastoral charaecter traits. Reared as the deughter of a
shepherd after belng found deserted near the seacoasst; ghe
has the country freshness of the traditional sweet shepherd-
e85 mingled with natural regal qualitles. Indeed, her
innate reflinement hag ap@érenﬁiy appealed to Prince Florizel,
who .belleves her to be of humble birth. The eventual dis-
covery of her royal origin is but encther incident famlliar
to the student of the chivalric pastoral mode. Perdita's
géééiaansa adds a dimension to her personality that is lack~
ing in many of the jdealized end conventionalized shepherd-
esses, Her supposed father reports that she does everything
we11;104 gonversely, however, he compares her unfavorably

lau;bidip Iv, iv, 1455*



113

with his deceased wife, the personifisation of rural vire
tue,105 The combinetion of noble heredlty snd rustic
environment since infency are the outstanding fectors ine
flueneing Perditars individuaslity.

Lesg distinctive than Perdits is Florizel, who is
willing to forseke the privileges of royalty for her hand,
He fits eamslly into the picture of the country festival bee
cauge of hisg natursl goodness, whieh 1s comparable to the
conventionalized virtue of the traditional “good" shepherd.
The 0ld Shepherd differentiates him from "these boiltd~
brains of nineteen and twﬂwand~%wmnty”166 when he comments
on Florizel's truthfulness and love for Perdita.07

The really rustic charactersi®8 inelude the 01d Shep-
herd himself, who in spite of his simplicity 1s a man of
good judgment; his son, who is gullible and even cowardly;
the shepherdesses Dorcas and Mopsa, whose brief roles suge
gest closer parallels to the country wench Audrey than to
the shepherdess Phebe in ﬁ% You Like It; the rogue Autoly-
cus; who tekes the audience into his confidence much as

protagonists in picaresque literature do; and various

1051bid., IV, iv, 453 £, 106rbid., 111, 111, LSo.
1@7&%_@&1 v, iv, 455,

] i@gxt :hﬁu%ﬁ.badggte& zhgﬁ the &igtinatign baﬁ?ﬁag }

purely pastoral” and "rustie” groups in ';n§%§fa ale
agux not sssume the importance that such erentiation
does in most plays of the genre. In fact, the two types are
almost equeted here. , ‘
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shepherds and shepherdesses, The dance by twelve herdsmen
dressed as satyrs sugpests another element of pastoralisnm
identified with characters ir many bucolie plays.

The courtly group of persons in The Winter's Tale (with
the exception, of course, of Perdita) are not actually e
part of the pastoral section of the drame., King Leontes'!
jealouey, Hermione's patience, and Kiag,?elixnaasﬁ wrath
over his son's love for a supposed commonsr show the main
courtly characters to be one<dimensionals :

Since the pngﬁara14ineidanta are of greatest lmport in
the current study, only a brief conslderation of the general
plot is necessary: The supernatural and the miraculous are
factors influencing the unfolding of the story. Leontes is
overcoms by jeslousy when he erroneously assumes that his
wife, Hermione, has become snamored of Polixenes, The son
of Leontes snd Hermione mysteriously dies, thelr daughter is
strangely lost and eventually found, the former friendships
of Sieiliam and Bohemlia are restored when Florizel and Per
dita sre united, and Hermione comes back as from the dead.
The fulfillment of the oracle marks the dénouement of thu‘
play; this pronouncement, introduced during the trial of
Hermione in the third act, is solved when Perdita is re- |
stored to her parents. Identity of the oracle with the pas~
toral m@&a hag already been shown in considerations of

various plays.
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The plot treats of various aspests of loveesthe roman-
tio love of Perdits and Florizel, filiasle-parental love, and
the remorseful love of Leontes for his reputedly decessed
queen. It 18 to be observed, however, thet the eonventional
pastoral theme of the merry-go-round is absent from the work..

Following Robert Greene's story Pandosto, The Triumph
of Iime, which was printed in 1588, The Winter's Tale is en-~
other composition based on a prose romence ,+09 The changes
which Shekespeare made in the plot have been ﬁiaéuaaad plee~
where in the current study in a considerstion of the novel
by Greanngia

in $hnk&apoara*a treatments of pastoralism there is an
aura of lightheartedness, springtime, and escape from mune
dane problems. The three works, contrasting the rural and
the urban in a manner similar to that of some clasalcal bu«
colie writings, are representative of the sourtly period
of the English pastoral drama. Shakespeare has brought
this aspect of English pastoral drama to its highest peak of
parfestion,

The only other play in the courtly pastoral tradition
which comes elose to rivaling Shakespeare's works in quallty
is James Shirley's The Arcadia, which was printed in 1640,
The play had been scted at some time before it was printed;

139$$ukoapaa§®, The Cowmp
pe L31. -

110g,, page Sl.
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although the exact date of its compositlon ig unknown,11l
The Arcadla ls representative of the extreme end of the pere
1od 1580 to 162

A drematlization embodying the major incldents of 8ide
ney's The Countess of Pembroke's Areadls, Shirley's play has
for its ssenss the royal lodges in the Areadian country re-
glong and nearby groves and woods. The setiing is the most
zlﬁmwi& pastoral factor of the drama. ‘

The characters have been taken from Sidney end even
%Zeep the same nawss they have in the novel.. &lthaagh-hh@
princinel drametis personae are of royal houses and are sim~
ply living in retivement in the country, the foollsh shepherd
Deametas, his wife, and his daughter are intended to be true
exponents of the 1dyllic life; a trace of gatire is to be
foind in their ubtter simplielty, however. Varilous other
shepherds and masquers, as well asn &uai&mrué,‘a prince dis-
gulged as a herdsman, remind the reader that the playwright
oonsldered his work a pastoral,

The plot also reveals gome of the conventions associated
with pastoralism. Az the play opens, the dislogue dilscloses
that Basiliue, the king of Arcadia, has retired with Gynecls,
hiu wife, and Pamela and Philoelsa, thelr éaughﬁarz,’ﬁa their
rural lodges, Because of the threat of an oracle, he has al-

most turned his governmental responsibilities over to the

1llward, op. cits, Vols III, p. 102.
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nobleman Philanax, hoping to escape from situations which
would bring on the family the several types of disgrace
hinted at in the prophecy.

The rustic Dametas serves as guardian to Pamela, and
Philocles dwells in ﬁha lodge with her parents. Pyrocles
and Musidorus, son and nephew of King Euarchus of Macedon,
come to the royal lodges to attempt to win the handa of the
two princesses. Since Basilius fears the oracle!'s statement
concerning his daughters' future loves, the young men dis«
guise themselves; Pyrocles is appareled as an Amazon, and
Musidorus obtains employment as a herdsmen serving Dametes.
An unforeseen merry-go-round develops when Basillus falls
in love with the ”&maxan;” and Gynecia, divining that
Pyrocles is really a man, becomes enemored of him. Musi-
dorus pretends to court Mopsa, Dametas' daughter, although
in reslity he is payimg'ﬁﬁlt to Pamela. The princesses con=
sent to flee the Arcadlan woods with their sultors. Pyrocles
promises to meet both Basilius and Gyneeia at a lonely cave
in order to insure thelr absence at the time of the proposed
flight; Musidorus sends Demetas to search for hidden gold in
the wood; Miso, his wife, follows the shepherd when Musido~
rus causes her to become suspiclous; and Mopsa is sent to
ewalt Apolle in e wishing«tree. Becsuse of various obsta-
eles; however, the two youthful couples do not escape as
they planned to do. Basilius and Gynecla, thinking to en-

counter Pyrocles, meet each other in the cave and fulfill
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one part of the oracle, The king drinks some love potion
which his wife had intended for Pyrocles and immediately
falls as 1f dead, During a trial to determine who is gullty
of murdering him, he is revitalized. Hxplanations follow,
the oracle is completely explained at last, Basilius and
Gynecia are reconclled, and the young princes and princesses
are happy in their love.

Thues the love complications, the eventual triumph of
true affection, and the problem of the oracle are outstand«-
ing pastoral themes in The Arcsdia. Purthermore, a type of
magque presented by the ?uatieQan& pastoral characters adds
to the bucolie flavors o

Ureg notez that Shiriay*& play ig distinetly pleasing;
action 18 bright and easy, and some passages are charmingly
writtan.ilﬁ The sweetnegs and delicscy of aa?nraivpartiaaa
of the play ere indicated by the beaubty of the following
lines in which Philoclea confesses her love for Pyroclest

+ « +» Buch & truth

Shines in your language, and auah‘xnnaaenaﬂ

In what you ¢all affection, I muat

Declare you have not plact'd one good &hﬂughk haya,

Which 18 not answered with my heart. The fire

Whieh sparkled in your bosom, long since leap'd

xnta breast, and there burns modestly:

uld have spread into a greater flame,
ﬂut still I aarh*a it with my tears. Oh Pyrocles,

I would thou wert Zelmane againi! and yet,
I must confess I lov'd thee then; I knaw not

11‘%}?38} *}Em Eg_-zﬂ‘ 9«3311&
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’gﬁh what ;mw}met ﬁk Mu}.; but I did wis%
en, thou were m& men, or I no woman,l13
?a&aagu such as this one dmmwam that the tm:w of ﬁ
gggg iﬁ in keeping with the spirit of the aanvnnziﬂnax
paxtéram drama even ﬁhﬁugh the work is not aamplet&ly buaala
les ‘/ . |
 This play, the 1¢¢£'m@num»n§a1 bucolic work of the pe-
viaa 1580 to 16&2; 1s among the better known of iha anthar9$
mhamiw w&tingm Ho Eﬁg&iah playwright gained rm priw-
m&*ﬁy 88 & pastoralist, :wx*, indeed, did the pwwml ‘bmom
tha principal form far any one xuthar; hanmv&w; ‘the raat ﬁhaﬁ
gagdéggﬁgﬁgiaemas %o mind at the mentlon of Jemes &hirlay |
auggasta that by ths timt he composed the play, Xaﬁe in the
reign of Charles I, pas%am&im had mhiwm mmh aanan%
an& popularity that tha‘Englxﬁh people were mﬁ&a hhuu r«a»pw
tive to bucolie drema. ”, |
A aanaiﬁ&vatiam.af’tha total pleture of the ﬁuglzuh

yua‘&:mml drama from 153() im 1642, the dagrw of success that
IMW.‘IM literature mmw.ma following the Eaatwwwm and
its leter &awl&mnﬁ wmi ba reserved rmc- tm fimﬁ. amymr
of this gﬁuay* - |

i13gamﬁa ﬁgigaﬁiﬁ g;“,;:“q;,a, xxx, iv, 916 ﬁhghﬁ refer=
ence ls to amatic Works and x%ag
?}:g%)'ﬂ of & wvols., smllw 6q y?&‘ am"é’i ax‘ﬁ m:z:



CHAPTER IV
CONCLUSION

In previous chapters of this thesis the chief charac-
teristies of the pastoral genre have been pointed auﬁ. the
hiatary 9! buaalic liﬁerature has been traced, and up»uifia
English pastoral plays of the years 1580 to 1642 have been
&n&lyzaﬁ‘ This &tudy has revealed that the English bucolie
drama exhibited some of th¢ ma jor charactariatian of the
type and at the same time injaatad new elements into what
had been a rather long history of development.

Insofar as students of pastorallism have been able to
'&eburmins, the movement had its beginnings in early Greek
writings; If any single person can be proclaimed father of
the pastoral, it is Theoeritus., The idyls of this origine-
tor of bucolie writings were composed in the third century

B¢ ¢. Meintaining = realiatia appr@ach, thay ﬁraaant the

- gao&naus of the pastoral 11£¢ in the simple but nwaat satw

%1ng of rural regions. krtifieialiﬁy in bucolie litaraﬁura
is traceable to whganritus* immedlate followers, Bion and
Moschus. Longus introduced the romance as a vahi@lﬁ of pas-
toral expression; it was he who enlarged the theme éf love
and presented a character who was digup#araa to be of noble

birth.
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Roman writers built on the works of the Greeks. The
ecloguea of Virgil were didactie and allsgorical. The compo-
sitions of Celpurnius, who developed the panegyric as a pas-
toral form, emphasized the contrast between town and country.

The pastoral, like many other literary end artistic en«
deavors following the deeline of Rome, lay dormant until it
was pediscovered during the Renaissance. Two main lines of
ﬁﬁﬁhiﬁ«nﬁ&l Renalssance influence, the Itslian and the Span=
&shw may be observed in the progress of pastoralism as a
’ wh$1a and in the. ﬁevmi@pmant of the English bueolis dramﬁ
particularly.

Outstanding fourteenth-century Itelian suthors made im~
portant contributions to the bucolie pattern. Petrarch, in
h&a'aelaguae; satirized ecclesiastical practices and cone
tinued the use of allegory. The innovation of a blending of
prose and verse is a significant feature of Boccaccio's
romance Ameto. | |

Mythological material and perhaps the aatyr 68 & pasto-
ral charscter entered tha genr@ through the fifteenth~gentury
 ramnn¢a Arcadia, by 3aﬁﬁnxﬁwau His contemporaries aantinuﬁa
‘ta writa didactic and raligiaux eclogues. |
It remained for Taﬁsa and Guarini in the late sixteenth
| gan&nry to provide tha‘&ramatia models for many subsequent
pastorals. The first application of pastoralism to the drama

w#a‘madﬁ by these two writers. In effect, 1t 1g fram them
that all pastoral drames ultimately stems. Aminta and I
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pastor fido inspived the beauty of composition and artifi-
ciality of structure of numerous Fnglish bucolle plays;
furthermore, Guearini's drama supplied the plote or indivi-
dual incldents for meny works.

The second main stream of Continentel influence was the
8panish. The chivalrie tradition was the prineipal Spanish
addition to p&staﬁaiiam, for meny elements of the buecolle
school had been standardized before the movement reached
Spain. Montemayor's romance Disna in the sixteenth century
wes to have extensive influence on British drama of the
Renaisssnce through Sidney's The Countess of Pembroke's
Arcadia. The two most widely recognized Spanlsh writers,
Cervantes and Lope de Vega, also composed works in the pas-
toral convention, the former in the field of the novel and
the latter in both novel and drama.
| Literary pastoralism manifested itself in Englsnd pri*
merily in three types of wﬁr&a*. The eclogue, belonging
essentially to the allegorical mode, was inﬁraﬁua&ﬁ h3
Spenser, who received inspiration from Roman, Italian, and
French sources.} The proge romance of the pastoral-ghivalric
tradition wes imitated by Sidney and is traceable to Monte-
mayor, thence to Sannazaro: The Arcadlan drams of Italy,
which influenced the English stage directly through the
writings of Tasso and Cuarinil, wes the third influence.

lyalter W, Gre V.Pantofal gﬁgtgz « ‘ Paatowu; ﬁ
(London, 1906) pe M —om ead =Eaas
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Thus Ttaly was the ultimete source of the three English pase
torel mma verse, romance, and drams.

By the time thet the Gontinental bucolie t:rmﬁa mwhe&
Englend during the ame.mmm. native W}ua had already
produced several vwziam of the pastoral. There ave works
in nux‘ly Eagliuh drama mm as some of the miracle y’mﬂ ﬂ
which can be said to have pastoral elements. The influence
of bﬁuﬁa‘ writings on W 3@“@%&1 drama of the rzmmma
1s negligivle; howaver, m pursly English flaver of the
m:'ml» plays was ‘to become merged with i;m amnﬂamﬂ« .

Wyﬁ.mﬁ; and 1&&1&& pastoralism w gontinental

1iterary outputs

~ In desling with axmsiul mmmm. Engiiah Renais-
sance wwwﬁ were exposed to sertain pastoral elements..
Mwaram wm pastoralism ceme to be ineluded in wimg
works mm as the compositions of mm and Lyly. By tbmﬁ
1580, then, there were plays being written and produced in
Englend that were or at 1east approached hamg pastoral dra-

~ The mythological pm“, which lasted mrmﬁsiy m
wwa, was the first major period in the &a&w&own‘k of tm
| wwm&mé English bucolie drame. |

vm:‘mg in the Wam& &iv&nm of the English pastoral
theater, the influence of the gpanish chivalric romance came
to be felt after 15903 similtaneously the first trenslations
of important Italian shepherd plays were made, Gertain
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works carried on the drematizations of the romance form une
til(ths daym of ﬁha Commonwe slth. ?maian of some 5pﬁn&ah
and Ikalimn contributions hed been &aaemyzxﬂh&a, kawmvnvy
vefore 1642, |

Finslly there developed in the third stage of the genve
in Fngland what can be ¢alled a purely pastoral drama. This
stage, the mecllimstization of the Italien thestrical patterns,
began sbout 1605, As has been shown, the pertod produced
 works imitating and rivaling Continental models and saw at~
tempts &b naturalization of pastoral drama.? |

. Although the British playwmights from w&a to 1.6&,3 were
hﬁawiiy 1nx1uwnme& by and often followed ¢losely the Conti-
nﬁnﬁaa models af the bueo ‘a &rw&a;»ﬁhay»mmﬁﬁra&ma\ﬁigﬁiiz*
‘agn# ﬁ@ﬁﬁwibgziana to the development of the dramatic fbww
of the pastoral. Most English works exhibit vigor snd
&tmangﬁh not found in #1!&‘1#&1 end 6an$inauta1 literature.
Aetian is more pwaaauuuéag aﬂd mmng ﬁhawuatavn azupimy

*@;
3

} ,’"’"‘!: m&m 9&#&; T3
-%un#, were ahnmoapu

‘ff%*ﬁéiﬁ

drsmutisat on é7ﬂ'fwifﬁﬁx wwmna#t; unﬁaﬁhkuéi?“m&aarhaﬁ some
- of the Itallen s girit gnﬁ thevefore represents. the h&«mﬁiug
~ of Spanish and Italian tendencies.



125

mamfmmx and spirit unknown in their conventionallzed
predecessors, English untheam aowtmpa& the satyr as a good
falry-like cresture pather than @ wicked, beastly individual.
Comio rustics were mwaamaﬁ by English pastoralists. The
 galety of life in m gwmww& was yet anothey innovation,
for ‘B?m p&*&m&w& mrivm factor in early pwwmh wes am@ly
wmum goonery to gerve as & convenient bmmags for the
insipid wmpatima qf 19%&1@& shepherds; Renaissance pley-
mighm gave to the fawst an importance that 1t had mt
| pﬁﬂwﬁm msﬁwd in iikamw Thus, »thgh thﬁ pmﬁw
ral dmo. of England &baarh&é many of the wmmﬁmwm
love ﬁhmn, settings, wvarious ahwmtw types, and ﬁem«mm
made adeptations and contributions of & #pmiﬁ.mlm ﬁngliw
can mmiw.
' Tne vivid eoloring of Englith pastoral drama m at its
best m Jonson's % g8ad Shephsrd. In this y:.ay pmwwmlim
takes on & mlshmm snd vigor that comes ah&emy from the
: :mmtmm effort to mka it Engla.m i.xz apiriﬂ. Jonson and
- some aﬁ' his ﬁmﬁsﬂmt drarmatists come alww to the freshe
ness m manm of *mouwiwa then do the Gontinental write
ers or any Mim wi%wa of mx&rm&m 1iterature.

In splte of the fact &mz pastoral W often mm to
the modern reader or ;awamr very mmnﬂnm& and even
stereotyped, one ghould not dismiss lightly & literary tm
which aghieved the considersble measure of popularity thet
bucolie drems maintained for a period of more than sixty
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years., As evidence of 1ts ilmportance to the Elizabethans,
it should bs noted that most of the major writers of the time
dealt 1n one way or another with the pastoral. 3p¢naaw;
Sidney, Shakespeare, Jonson, and Milton as well as many less
famous authors composed %ﬁrkn of various types which belong
to the genre. | | |
- The source of the pastoral's appeal to both playwrights
and the publie was probably the relief it afforded from the
petty irritations and vexations of urban existence., Escap~
ism, in fact, was one of the foundations on which pastoralism
had rested for centurles. A disillusioned eity dweller might
restore his diminishing zest for 1ife as well:as his belief
in the innate goodness of menkind by viewing on the Eliza~
bethan stage a happy, &vﬁﬁ,rraliaaamm presentation of the
herdsmen's activities and sensing the supposed perfection of
country perdons, If the possibility of v&leaaa’fra@'wwummw
ing tensions drew patrons to the theaters, then, playwrights
might> well capitalize on the publiets taste by conforming to
or st least trying their hande at a popular 1iéarury'¢@n%§n»
tion. Thus many bucolic plays contrasting town and eountry
were written, even though no dramatist tbok the pastorsl as
his prineipal vehicle of expression.

After having been brought to its full flawer in the
first half of the seventeenth century, drematic pastoralism
went into e p@%&aﬁ«aruaeulineﬁ In England this decline was
certainly precipitated by the closing of the thesters in
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1642; furthermore, the beginnings of satire sgainst the mode
in pastoral plays themselves were noted early in the Restoe
ration period, In Italy the realm of the pastoral was
largely taken over by operaj in Spain the plcarssque litera-
ture superseded it; and in Prance the affectations of minoy
writers brought 1t into contempt.s |
The pastorel had definitely reached a low point in 1ts
history. During the Restoration numerous busolic plays
showing French influence were ﬁroduse&;k the drama of this
period appears pele and epiritless in comparison with the
robust Renalszance works. @aga&unaa of the form continued
during the elghteenth aamtuwy,s and there was seemingly 1lite
tle bucolic compositlion after the early days of the nine~
teenth eanﬂuryaé In féct, Greg, writing at the beginning of
the twentleth century, expregsed the bellef that the pastoral
had ceased to sxist when he stated:
¥o literature based on the agcidentz of a agaaial form
of eivilization, or upon & set of artiflclally imegined
eonditions, can ever hope to outlive the civilization
or the fashion thet geve 1t blrth. . « « Every litera-
ture wears the livery of its age, but where the body
beneath is instinet with juman life, 1t can chenge its
dress and pass unchanged 1taalf from one order of things

to another. Where livery is all, ? form cannot a
second time be galvmni&nd into 1life. S

3Hdmsr Emiﬁh; "Pastoral Influence in the English Drama,®
jeations of the W Wm, XIY (1897),

%mg, op. ma, pe 318,  Ssmith, ops oit., p. 358.
boreg, ope eites pe 420.  TIbid., p. 421
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‘ Life never completely left the pastoral form, however}
the genre was only lying dorment, In pecent yeers bucolic
drama has in effect changed its llvery and entered a new
phase of existence., The spirit of the modern age wlll not
admit of the cloying sweetness, the delicacy, and the charm
of the early pastorals, but some bucolle conventions live on
in other modes of ax@raaaxcnf

One unlikely garb in which pastoral drams emerges today
is that of the "weetern," or "horse opers,” familiar to tele=
vision and motion-plcture audiences, The reliefl @hﬁﬁ*hhﬁ
*whtarn offers ite viewsrs is that of a chmge of scenery--
a brief vecation, ana'might gay, frowm the aity, 1ts sophise
tieated inhebitents, and the urban way of 1life. Basically,
then, the popular appeal of this twentieth-esentury pastorale-
escapism--1s the same as thet of classicsl, Continental, and
English pastorals.

The desire for release from the annoyancesof everydey
1ife was nob aanfimsd‘§a‘&ﬁy glven yaayla or era; it existe
in the modern American, as it does in sll persons. That
pastoral litersture cen fulflll the need lx’w immpémvy freew
dom in an idesl world should insure continuing scceptance
and popularity for the genre. From time to time 1t may seem
to have lost the favor of the publle, but as life becomes
increasingly complex and grban«aentwred, the vish to avoild u
‘unpléaganb raalibiéévif‘éﬂﬁy in imsgination and for a Brief
gpan will express itselfl agatn. The romeantiec aura of
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country life will once more become important, and the pasto-
ral-~perhaps in its English Rensissance manifestations or
perhaps in yet another incarnation--will achieve new vitality

a8 the means of amapa" to & happler existence.
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