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PREFACE

TH‘IS book is neither a systematic chronological sur-
vey of Elizabethan nondramatic poetry nor a purely critical
and evaluativejudgment of it. | have included some historical
narrative and a good deal of critical comment, but my prin-
cipal purpose is to study the nature of the creative process in
the last quarter of the sixteenth century in England.

To understand the creative process you must of course have
before your eye the things created. The beginning is obvi-
ously thefairly large body of Elizabethan verse, which | wish
it were possible to represent more fully in my illustrative
quotations. But the poetry by itself cries out for connections,
for context; the reader whose acquaintance with the period is
incomplete will anachronistically provide a context from his
own time and thus distort the poetry. The relevant context
for Elizabethan poetry israther different from the one we are
accustomed to. We normally think, in the nineteenth and
twentieth centuries, of the context of poetry as the private
experience and biography of the poet—his particular feel-
ings and "personality” which give him his own identifiable
voice.

In the sixteenth century, it seems to me, the appropriate
context for poetry is a series of ideds, values, commonplaces,
or conventions. The modern reader can observe these com-
monplaces readily enough in the poetry, but he has difficulty
in responding to them because they seem to him dead conven-
tions, without significance beyond their own time. My effort
has been to reanimate some of these conventions and to show
how the poetry they fathered gets from its source a character-
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istic vitality and versatility. |1 am trying to explan, in part,
the "Elizabethan-ness" of Elizabethan poetry. The mystery
of this quality, or of the reasons for it, has often been felt.
Somehow, it seems, an obscure force worked on everybody in
the latter part of the sixteenth century to contribute to a
dazzling display of poetry, the work of soldiers, courtiers, sea
dogs, parsons, tavern-brawlers, scholars, merchants, lawyers,
and apprentices. As Jusserand put it, in his Literary History
of the English People: "One other phenomenon surprises the
spectator more than all the rest: the richness, the variety, the
incredible literary fecundity of this country, erstwhile so far
behind, and whose principa poets, representing half a cen-
tury of efforts, had barely supplied Tottel with enough to fill
his slender volume. Indefatigable, the poets now sing verses
worthy of remembrance, on every subject, amorous, religious,
epic, satirical, pastoral, didactic, moving from the world of
insects to the world of heroes. Songs rise naturally to their
lips, no one knows why, they do not know why"

| begin with pastoral, felt by the Elizabethans to be the
humblest kind of poetry and the most appropriate for a be-
ginner (they remembered Virgil). For them pastora con-
stituted a positive ideal and was not merely an artificial game
or an escape from life. In the second chapter | proceed to the
amatory-mythological poetry which the Elizabethans derived
from Ovid, tracing the changes in the English attitude toward
those myths which combined imaginative invention and
sophisticated sensuality. My treatment of the sonnet cycles
shows how the Elizabethans coped with the problem of s
curing vitality in their exploitation of the tremendously popu-
lar Petrarchan mode; | suggest rather sharper distinctions
among the principal sonneteers, Sidney, Spenser, Daniel,
Drayton, and Shakespeare, than have before been made. In
the chapter on satire, | take the opportunity to explore the re-
lationship between Elizabethan poetic expresson and the
socia and economic changes which so profoundly affected the
sixteenth century. In showing the interplay among motives
economic, moral, and psychologica which agitated the men
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of the age, | aso dea with the problem of the valid ground
for the satirist as the Elizabethans saw it.

The most difficult, and in some ways the most interesting,
relationship of Elizabethan poetry is that with music. | have
offered no more than a minimum of detail in my chapter on
poetry for music, because | did not wish to burden the reader
with technicalities. But | have, | trust, indicated how the
association with music influenced the tone and character of
the Elizabethan lyric, and how the vexed problem of quantita-
tive rhythm in English was finally solved by applying the
principles of music to verse.

To complete arough analogy between the organization of
this book and the career of some hypothetical archetype of the
Elizabethan poet, | end with heroic poetry, as | began with
pastoral. Here the limitations of space are most evident and
| am compelled to give only small fragments of the poetry |
am discussing. But | bring to bear upon Elizabethan epic
verse another commonplace, or symbol, or myth, which,
though it had great power in the sixteenth century, is almost
forgotten now; and | consider the Elizabethan approach to
Homer and to Ariosto as the appropriate introduction to
Spenser's Faerie Queene.

Long as this book is, | am conscious of several omissions,
and | regret them. A chapter on religion as a source of poetic
feeling and expression would probably have been longer than
any chapters now in the book. | have neglected philosophical
poems, like Davies Nosce Teipsum and Daniel's Musophilus
and much of Chapman. | have left aside the long historical
and geographical poems which are so characteristically and
inevitably Elizabethan. These omissions, and others unmen-
tioned, merely mean that | am not writing a history but a
critical and historical study, intended for anyone who is inter-
ested in poetry, where it comes from and what it does.

My obligations to others are very great; this is not the kind
of book one writesby himself. Louis B. Wright, then of the
Huntington Library, provided me the chief impetus and en-
couragement to write the book. | was given the time to do it
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by the generous and sympathetic attitude of the President and
Trustees of Williams College and of my colleagues in the
English Department there. | was supported first by the Class
of 1900 Fund of Williams College and later by a fellowship
of the John Simon Guggenheim Memorial Foundation. With-
out any one part of this assistance | could not have finished
the work.

In 1947-48 at the Huntington Library | did the actual
writing. William Haller stimulated, encouraged, and guided
me. Margaret Gay Davies saved me from making a good many
mistakes in Elizabethan economic history. And the incom-
parable staff of the Henry E. Huntington Library again and
again saved my time and my temper. | have benefited from
criticism of the manuscript by James Wortham, Ellsworth
Mason, Harold Wilson, and George R. MacMinn. Successive
drafts were typed, with patience and accuracy, by Jane
Thomason and Mary McNamee. Mary Stockly helped with
the final preparation of the manuscript, and Elizabeth Tree-
man of the Harvard University Press greatly improved the
book with her editorial skill and acumen. | am profoundly
grateful to al of them.

HALLETT SMITH
California Institute of Technology

Pasadena
April 1952
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PASTORAL POETRY

The Vitality and Versatility
of a Convention

AHE Elizabethan poet usually began, as Virgil had
done, by writing pastoral poetry. And, since many poets begin
and not all of them continue, the proportion of pastoral to the
whole literary production of the Elizabethan period is fairly
high. There have been many attempts to account for this
prominence of the shepherd in the literature of an age of sea
dogs and explorers, of courtiers and usurers, of magnificent
Leicester, dashing Essex, and staid Burleigh.

One critic maintains that pastoral is aways a vehicle for
something else: "The pastoral, whatever its form, aways
needed and assumed some external circumstance to give point
to its actual content. The interest seldom arises directly from
the narrative itself." ' Another commentator shakes his head
over the whole pastoral tradition and seems to think that in
the Elizabethan period it is merely a literary fad which got
out of hand. "The exquisitely Artificial convention of the
pastoral poetry of the late sixteenth century and its stylized
vocabulary, at times so dazzling and yet S0 often monotonous,
gave little scope for original expression." > A more sensitive
critic finds the reason for the popularity of pastoral in artistic

LW. W. Greg, Pastoral Poetry and Drama (London, 1906), p. 67

2 Anonymous review of England's Helicon, ed. Hyder E. Rollins, 2 vols.
(Cambridge: Harvard University Press), in TLS, April 11, 1955, p. 840.
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considerations; "It was the peculiarly combined satisfaction
of freedom and formaiism which attracted so many Eliza-
bethans to pastoral 3 Probably the most commonly held view
is that pastoral is merely escape literature, especialy attrac-
tive at a time when populations are shifting, life is becoming
more complex, and the townsman dreams nostalgically of life
in the country.

It is certainly true that pastoral was a convention. Shep-
herds thronged in the entertainments for royalty, in the
pageants and devices like those presented at Kenilworth in
1575 and in the royal entertainments of 1578. These shows
are in part literature, and they had their influence on works
which were more purely literature.” But to establish the occa:
sion, and even the fashion, of awork of art is not to explain
its significance. The more conventional it IS, the more likely
it is to have some central core of meaning from which indi-
vidual treatments may originate. "Originality" cannot be
estimated until we know what the convention meant to the
writers working in it.

Whatever may be said of other times and places, Eliza-
bethan England saw a meaning in pastoral. This meaning
was, or constituted, a positive ideal. It was an ideal of the good
life, of the state of content and mental self-sufficiency which
had been known in classical antiquity as otium. The revival
of this ideal is a characteristic Renaissance achievement; it
would have been imﬁ0$ible in the Middle Ages, when time
spent in neither work nor communion with God was felt to
be sinful. By projecting this ideal, poets of the age of Shake-
speare were able to criticize life as it is and portray it as it
might be. Their shepherds are citizens of the same Arcadia as
that |i(gihabited by the shepherds of Milton and Matthew
Arnold.

The Elizabethan mind took over its conception of pastora

3 Kathleen Tillotson in The Works of Michael Drayton, ed J. W. Hebd,

5 vols. (Oxford, 1931-1941). V, 4.

4 S for example, Thomas Blenerhasset's Revelation of the True Minerva,
ed. J, W. Bennett (New York, 1941), and I. L. Schuhe, "Blenerhasset's A
Revelation, Spenser's Shepheardes Calender, and the Kenilworth Pageants

ELH, XI (1944), 85-g1.
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from many sources. The most general and the most obvious
of these sources was the Bible. In Genesis, the first great event
after the fall of man is one which involves a shepherd; it is
the story of Cain and Abel. What it meant to the Elizabethans
is explained by Bacon:

We s (as the Scriptures have infinite mysteries, not violating at
al the truth of the story or letter), an image of the two estates, the
contemplative state and the active state, figured in the two persons of
Abel and Cain, and in the two simplest and most primitive trades of
life; that of the shepherd, (who, by reason of his leisure, rest in a place,
and living in view of heaven, is a lively image of a contemplative life,)
and that of the husbandman: where we see again the favour and election
of God went to the shepherd, and not to the tiller of the ground.®

Moreover, David, perhaps the most romantic figure in the
Old Testament, was a shepherd, as well as being the principal
poet and singer of songs among the ancient Hebrews. Of his
psalms, the twenty-third was of course a specia favorite. It
reflected not only the atmosphere of green pastures but also
the doctrine of content as the greatest of God's blessings.
"The Lord is my shepherd; | shall not want" was explained
by the preachers as a pastoral metaphor expressing the truth
of Christian content.’

In the New Testament there is the central pastoral imagery
of Christ the Good Shepherd, and of course the episode of the
shepherds hearing from heaven the good tidings of Christ's
birth. As Michael Drayton wrote, "In the Angels Song to
Shepheards at_our Saviours Nativitie Pastorall Poesie seemes
consecrated."

Characteristically, the Renaissance mixed examples of the
shepherd from Greek and Roman tradition and history with
those from the Bible. In Mantuan's seventh eclogue, Mosss
and Apollo are mentioned in pastoral roles® Paris, the son of

®Sir Francis Bacon, Works, cd. James Spedding, R. L. Ellis, and D. D.
Heath, 15 vols. (Boston, 1860-1864), V1, 138,

® Sec, for example, Davids Pastorall Poeme or Sheepeheards Song. Seven
Sermons, on the *}. Psalme of Dauid, by Thomas Jackson (1603) .

™To the Reader of his Pastorals’ in Works, ed. Hebei, 11, 517.

* The Eclogues of Baptista Mantuanus, ed. W. P. Mustard (Baltimore,
1911), p. 97. Trandations or adaptations of this passage are in Alexander
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Priam, King of Troy, was the most famous of all classca shep-
herds because from his actions sprang the whole epic narra-
tive of the siege of Troy. Besides Paris, James Sandford's trans-
lation of Cornelius Agrippa (1569) cites Romulus and
Remus, Anchises, and the emperor Diocletian as shepherds.
Thomas Fortescue's translation from Pedro Mexia, The
Foreste (1586) adds Galerius and Tamburlaine. A shep-
herd in Drayton's "Dowsabell" is described as resembling
Tamburlaine in looks and Abel in temper.’

The Elizabethan attitude toward Peris reveals much of the
meaning and significance of pastoral in the poetry of the age.
The story of Parisis of course one of the great stories: how a
king's son, living as a shepherd, is in love with the nymph
Oenone; how he is chosen to be umpire among the three god-
desses, Juno, Venus, and Pallas Athena, to decide which of
them deserves the golden apple inscribed "For the fairest”;
how he decides in favor of Venus and is given as a reward the
love of the most beautiful of women, Helen; how he deserts
Oenone, brings Helen to Troy, and precipitates the Trojan
War with all of its consequences—this plot is surely one of
the great achievements of the Western imagination.

Dramatic treatments of the story of Paris are mentioned by
Saint Augustine;™® the subject is inherently dramatic, both
for the power of the rival claims of the goddesses and for the
world-shaking consequences of Paris' choice. The death of
Hector and Achilles, the destruction of Troy, the wanderings
of Ulysses and of Aeneas, the founding of Rome (and of
Britain, too, as the Elizabethans thought), al resulted from
this one simple decision by a shepherd on the hills of Ida.

Purely as plot, then, the story of the shepherd's choice had
color and vitality. But it was aso symbolic, and an under-
standing of what was represented to the Elizabethan mind by
die offers of Juno, Palas, and Venus while Paris was trying

Barclay's fifth eclogue (before 1530), lines 469-492; in Turbervile's tranda-
tion (1567) , sg. Ka’; in Spensar's July eclogue in The Shepheardes Calender
0579) lines 131-160; and in Francis Sabie's Pan's Pipe (1595) , sigs. "-D3}
10W0rk_3, ed. Hebdl, I, 89.
De civitate Dei, XVIII, 10.
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to make up his mind is essential to an appreciation of poetic
treatments of the myth. From classica times on down, the
principal myths had been interpreted morally, if not allegori-
cally, and the Judgment of Paris was one which lent itself to
such treatment in a very natural way. Athenaeus says, in the
Deipnosophistae, "And | for one affirm also that the Judg-
ment of Paris, as told in poetry by the writers of an older
time, is really a trial of pleasure against virtue. Aphrodite,
for example—and she represents pleasure—was given the
preference, and so everything was thrown into turmoil." "

Fulgentius, Bishop of Carthage, also moralized the myth of
the Judgment of Paris. The three goddesses, he says, represent
the three ways of life: the active, the contemplative, and the
voluptuous. Jove himself, continues Fulgentius, could not
make judgment among the three contending goddesses or the
ways of life they represent; it is essentially a human dilemma.
A shepherd, in Fulgentius' opinion, is the most suitable of all
men to be the judge, though of course, according to the
bishop, Paris made a foolish choice. Spenser agrees, and in
the July eclogue of The Shepheardes Calender goes out of his
way to condemn Paris:

For he was proude, that ill was payd,
(no such mought shepheards beg)
And with lewde lust was ouerlayd:
tway things doen ill agree®

To the Renaissance, Paris mistake was intended as a pow-
erful warning. Italian treatises on nobility considered the
Judgment of Paris story to represent the choice which must

actual Im\é be made by the young man deciding upon a course
of life.

1 The Deipnosophists, XII, 510 ¢, trans. C. B. Gulick, Loeb Classicd Li-
brarzy, 7 vols. (1982-1949), V, 295.

2 The same point had been emphasized by Horace in Epistles, 11, 10. The
idea was dso familiar to Renaissance Platonists and was elaborated by Ficino,
for example, in his commentary on Plato's Philebus. See P. O. Kristeller, The
Philosophy of Marsilio Ficino (New York, 1943), pp. 358-3%9.

53 The passage in G. B. Nenna's treatise is so typica, and the reputation
of his book in England is so amply attested to by Edmund Spenser, Samuel
Daniel, George Chapman, and Angel Day, that it must be quoted: "Now let
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In the most popular of the pastoral romances, the Judgment
of Paris is a subject for debate; in Montemayor's Diana, for
example, Delia and Andronius spend the greater part of a
night in arguing the question whether Paris gave the apple to
the right goddess or not and whether the inscription on it
referred to physical or mental beauty.* The shepherds and
shepherdesses in Elizabethan pastoral poetry often allude to
the Paris story or compare themselves with figures in it. An
example is from "Phillidaes Loue-Call to her Coridon, and
his replying," by "Ignoto” in England's Helicon; ** another
is Willye's compliment to Cuddie, the umpire of the singing
match in Spenser's August eclogue:

Neuer dempt more right of beautye | weene,
The shepheard of Ida, that iudged beauties Queene.*®

Drayton's Rowland, on the other hand, compares himself to
the deserted Oenone’

Whatever the faults of Paris decision, the son of Priam
remained, for the Elizabethan, the archetype of the shepherd.
Spenser's Sir Calidore, when he takes off his armor and puts

vs consider what fruit may be gathered by the shadowe of fables, especially
of this which | euen now recited. For indeed vnder those vailes we may
receiue no lese pleasant then profitable instruction . . . After that a man
is once framed, and that he hath attained to that age, that hee beginneth
nowe to discourse within himselfe, what kinde of |ife hee were best to followe
as the most noble in account amongst men: whether that which is grounded
vppon knowledge, which the Philosophers were wont to cad a contemplatiue
kind of life: or otherwise, f;]/_t which guideth a man that addicteth himself
only to worldly matters, which they terme actiue: or dse that which con-
sisteth wholy in pleasure, which they name delightfull. Then straightwaie
discord entreth: of which three sortes of liues, Soueraigne lupiter will not
giue sentence which is the bedt, least that in approuing the one, he should
condemne the other two; and so the life of man should rather be constrained
then free, but hee leaueth them to the judgement of man, to the end that
he may as pleaseth him, tie himselfe to that kind of life that shall best like
him; it may be, shewing vs thereby, the free choice which is granted to vs
by him. Of the which notwithstanding he that is caried away to follow the
delightfull kind of life, doth bring vnto him sdfe vnspeskesble detriment"
(Nennio, or a Treatise of Nobility, trans. William Jones, 1595, fig. Hy™ .

"Trans. Bartholomew Yong (1598), p. 53.

" Rollins ed, |, 70.

©1ines 137138, .

"1dea The Shepheards Garland (1593), Eclogue IX, lines 5560,
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on shepherd's weeds in order to woo Pastorella, suggests the
obvious model, "Phrygian Paris by Plexippus brooke™ *

The Judgment of Paris had of course been treated in medi-
eval love alegories such as Froissart's L'Espinette Amoureusc,
Machaut's Le Dit de la Fontaine Amoureuse, and Lydgate's
Reson and Sensuallyte; there had been continental dramas on
the subject in the fifteenth and early sixteenth centuries; and
most important of all for the English pastoral, the Paris story
was a common subject of the pageants—for Queen Margaret
at Edinburgh in 1503, for the coronatlon of Anne Boleyn in
1533, and at a marriage masque in 1566™ It also appeared in
the emblem-books. In Whitney's Choice of Emblemes the ac-
count of the Judgment is much abbreviated, but full justice
is done to the interpretation.?

It isobvious, then, that the major Elizabethan treatment of
the Paris story, George Peel€'s play The Arraignment of Paris
(1584), is in a well-established tradition. It is in dramatic
form, butitissoimportant asan indication of the significance
of pastoral in the Elizabethan mind that it must be discussed
briefly here.

In the temptation scene, when the three goddesses in turn
offer their rewards to Paris, they are more abstract than per-
sonal. Juno offers the shepherd "great monarchies, Empires,
and kingdomes, heapes of massye golde, scepters and dia-
dems," symbolized theatrically by the appearance of a golden
tree, thefruit of which isdiadems. Pallasoffersfame, wisdom,
honor of chivalry and victory, "but yf thou haue a minde to
fly aboue." The reward is symbolized by nine knights in
armor treadingawarlike Almain. Venus offers Paris the serv-
ices of Cupid, kissesfrom herself, and finally (herethe reward
and the symbol become the same thing) ~Helen? Paris is

18 Faerie Queene, V1, iX, XXXVi.

"See C. R. Baskeill, "Early Romantic Plays in England," MP, XIV
(1916-17), 483; T. S. Graves, "The Arraignment of Paris and Sixteenth Cen-
tury Flattery," MLN, XXVIII (1913), 48-49; A. H. Gilbert, 'The Source of
Pedes Arraignment of Paris' MLN, XLI (1926), 36, and Douglas Bush,
Mythology and the Renaissance Tradition in English Poetry (Minneapolis,
1932) PP0f5152

2139 a

1586, p. 83.
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constantly a symbolic figure; he is suggestive. | do not mean
that the artist had nothing to do with this suggestiveness and
that the audience could be counted upon to do it dl. A sx-
teenth-century Italian treatise on panting makes clear the
artist's obligation in the matter and uses Paris as an example:

Hence then the painter may learne how to expresse not onely the
proper and naturall motions, but aso the accidentall; wherein con-
sisteth no small part of the difficulty of the Arte, namelie in represent-
ing diversities of affections and passions in one bodie: A thing much
practized, by the ancient Painters (though with greate difficulty) who
ever indevored to leaue no iotte of the life vnexpressed.

It is recorded that Euphranor gaue such a touch to the counterfeit
of Paris, that therein the behoulder might at once collect, that hee was
Vmpire of the three Goddesses, the Courier of Helena, and the daier of

Achilles?

.But Paris, with the alternatives clearly before him, chooses
Venus. When he defends himself before the court of the gods,
in Peele's play, he speaksfirst asaman, blaming his fault, if
any, on the judgment of his eye. Then he adds a reason: that
it was only for beauty he gave the ball, and if other virtues
had been concerned he would have chosen Pallas or Juno.
Furthermore, he says, he was tempted more than man ever
was, and as a shepherd he was relatively immune to offers
other than that of Venus? The simplicity of the shepherd's
conditions makes for an invulnerability to appeds in the
name of wealth or of chivalry. It isonly beauty, of the three
idealsrepresented by the goddesses, which has any significant
power in a pastoral life.

Paris is the judge precisely because the conditions of the
pastoral life provide the greatest independence, the greatest
security. The shepherd is not motivated by ambition or by
greed. Free from these two common human passions, he en-
joys "content,” or the good life. Elizabethan pastoral poetry
Is essentially a celebration of this ideal of content, of otium.
The contemplative state enjoyed a freedom, not only from

2G. P. Lomazzo, A Trade Contalnlng the Aries of Curious Paintingc,

trans. Richard Haydocke (1598), sig. Bb6'.
32 8ig. Dyt



Pastoral Poetry 9

ambition or greed, but from the vicissitudes of fortune. The
popular tradition of the fall of princes, represented in Eliza
bethan literature by the Mirror for Magistrates and the poems
added to it, had stressed ominously the dangers in the turn
of Fortune's wheel. Kings and princes, the high and mighty,
were exhibited in tragic circumstances, the victims of their
own high position, their ambition, or their greed. The poetic
tragedies of the Mirror therefore supported, negatively, the
same ideal celebrated by pastoral. Occasionaly the warning
in a Mirror tragedy concludes with a direct endbrsement of
the quiet life of content. In one of the tragedies in Blener-
hasset'sMirror, for example, the herdsman who kills Sigebert
and is hanged for it concludes with the lesson:

And happy he, who voyde of hope can |eade
A quiet lyfe, all voyde of Fortunes dread.

This makes the following Induction deal with the question
of why it is that formerly the wisest men were content to be
shepherds, but now "in these our dayes, none bee Heardmen
but fooles, and euery man though hiswitte be but meane, yet
he cannot Hue with a contented mind, except he hath the
degree of a Lorde" #

In order to respond adequately to the appeal of the Eliza-
bethan idea of the mean estate, content, and olium, it is
necessary to feel the force of its opposite, a form of ambition
which the sixteenth century called most commonly the aspir-
ing mind. Marlowe's Tamburlaine is of course the great rep-
resentative of the aspiring mind, as he is its philosopher:

Nature that fram'd vs of foure Elements,

Warring within our breasts for regiment,

Doth teach vs al to haue aspyring minds.®

But there are many other examples of the concept in Eliza-
bethan England. Mr. Secretary Wal singham, summing up the

* Parts Added to the Mirror for Magistrates, ed. L. B. Campbell (Cam-
bridge, England, 1946), pp. 462-463.

*'ines 869-871. For evidence that Tamburlaine was a symbol of this Ren-
aissance spirit before he appeared in Marlowe's play, sse my "Tamburlaine
and the Renaissance” Elizabethan Sudies in Honor of George F. Reynolds
(Boulder, Colo., 1945) , pp. 128-129.
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persona charges agal nst Mary Queen of Scots sad that she
had an aspiring mind; and Queen Elizabeth herself, writing
a poem about Mary, included the line

But clowds of tois vntried, do cloake aspiring mindes.”’

Blue, as the color of the sky, was symbolic of the aspiring
mind, according to Lomazzo:

Persius sat. 1. speaking of Blew garments, sheweth that they belong
only to such persons, as aspire vnto high matters: and Cicero vsed some-
times to weare this color, giuing men thereby to vnderstand, that he bare
an aspiring minde.?®

There were many other Roman examples of the aspiring
mind; a typical oneis Pompey ¥ That the aspiring mind Was
a dangerous and possibly sinful state is made clear Qé’
Bartas, who contrasts it to the attitude of the angels.™ The
first example of the aspiring mind, according to Du Bartas,
was in the hunter, Nimrod, "that was the first Tyrant of the
world, after the time of Noah, thefirst Admiral of the worlde:
his aspiring minde & practises in seeking the peoples fauour,
his proud and subtle attempt in building the Tower of Babel,
& Gods iust punlshment thereof in confounding the Ianguage
of the builders,"®

The central meaning of pastoral is the rejection of the
aspiring mind. The shepherd demonstrates that true content
isto be found in thisrenunciation. Sidney expresses the pref-
erence in terms of a contrast between pastoral and court life:

Greater was that shepheards treasure,
Then this false, fine, Courtly pleasure®

% Conyers Read, Mr. Secretary Walsingham and the Policy of Queen Eliza-
beth 3vals. (Oxford 1925), 1, 69.
“" George Puttenham, The Arte of English Pocsie, ed. Gladys D. Willcock
and Alice Walker (Cambndge England, 1936), p. 248.
The Aries of Curious Palntmge trans. Haydocke, p. 122.
Fennes Fnttes (1590), sig.E3".
% The First Day of the Worldes Creation, trans. Joshua Sylvester (1595),
|V
3 Babilon, trans. William Lisle (15%) , sig. A3".
% Disprayse of a Courtly life" first pubhshed in A Poetical Rhapsody
(1602), ed. Hyder E. Rollins, 2 vols. (Cambridge: Harvard University Press,
1941, 1933), I, g-12.
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In the pastora episode in Book VI of The Faerie Queene,
Sir Calidore envies the apparent happiness of the shepherds;
he comments that their life seems free from the "warres, and
wreckes, and wicked enmitie" which afflict the rest of the
world® In reply to this, the sage old Meliboee then answers
with an anadysis of the pastoral existence which is in effect a
definition of "the good life." It consists of four elements:
(1) being content with what you have, however small it is
—this is the way taught by nature (contrast Tamburlaine's
statement that nature teaches us to have aspiring minds);
(2) enjoying freedom from envy of others and from excessive
care for your own possessions (the flocks multiply without
your doing much about it); (3) avoiding the dangers of pride
and ambition and also the insomnia that plagues those who
hold positions of responsibility (see the testimony of Shake-
speare's kings in 2 Henry 1V, I11, i, 1-31, and 1V, v, 20-27;
Henry V, 1V, i, 266-290) ; (4) doing what you like. Old
Meliboee does not speak from provincial ignorance, either.
He once spent ten years at court, but returned to the pastoral
life from choice.

The question of the mora validity of pastoral life when
compared with lifeat court isnot difficult to answer: the long
tradition of dispraise of the court is always, by implication or
by direct statement, an endorsement of the pastoral life. But
there is a more difficult question when the alternatives are
the quiet, retired life of the shepherd on the one hand or a
mission of chivalric and honorable achievement on the other.
The pastoral romance, both in Sidney and in his sources like
Montemayor's Diana, mingles pastoral and heroic elements.
The question of the relative value of the two kinds of life is
naturally raised. The pastoral sojourn of Erminia in the
seventh book of Tas's Jerusalem Delivered is used as a
contrast to the heroic actions of the main part of the poem.
It isaso obvious that pastoral and heroic put a different light
upon the feelings of love; these might or might not be a detri-
ment to the heroic life, but they are sanctioned in the world
of pastoral.

BVI, ix, Xix.
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The commentators on the sixth book of Spenser's Faerie
Queene have been at odds over the meaning of the pastoral
interlude there, the Pastorella episode. T. P. Harrison says,
"Spenser obviously censures Sir Calidore's pastoral aberra
tion; yet he, like Sidney, isinclined to paint the rural picture
sympathetically." " The opposite view is expressed by C. S.
Lewis:

The greatest mistake that can be made about this book is to suppose
that Calidore's long delay among the shepherds is a pastoral truancy
from Spenser's moral intention . . . Courtesy, for the poet, has very
little connection with court. It grows "on a lowly stalke"; . . . according
to Spenser, courtesy, in its perfect form, comes by nature; mora effort
may produce a decent substitute for everyday use, which deserves praise,
but it will never rival the rea courtesy of those who

so goodly gracious are by kind
That every action doth them much commend.®

Lewis is certainly right about Spenser's endorsement of the
pastoral life, or hisjustification of Serahdore for the open-
Ing stanzas of Canto x make it clear™® Spenser's own words do
not, however, support conclusively the suggestion that cour-
tesy iswhol Iy natural. When in the beginning of Cantoxl| the
poet makes a kind of apology for the wandering structure
of the narrative, he is careful to defend the idea behind it.*’
The pastoral environment isafurther test and demonstration
of Sir Calidore's courtesy, but it is not its source. Calidore
treats his shepherd rival, Coridon, with great generosity and
magnanimity.* The pastoral ideal, then, is reconcilable some-
how with the code of chivalry and honor even though its em-
phasis is different. As the climax and goal of alife of heroic
effort there isastate of heavenly contemplation not too differ-
ent from the state of mind of the pastoral idea. But this state
may be reached only after the knightly quest is achieved, as
we e in the tenth canto of Spenser's Book |.

34'The Relations of Spenser and Sidney' PMLA, XLV (1930), 720
% The Allegory of Love (Oxford, 1936), pp. 350353,

VI X, iii.

1. Xii, ii.

Byl, ix, xlv.
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Closr to pastoral is the Horatian praise of the country
gentleman's life, of which there are many examples in Eliza-
bethan poetry. Wyatt's first satire, a translation of Alamanni,
and Thomas Lodges "In Praise of the Countrey Life," a
translation of Desportes, are typical. This type of poetry, like
pastoral, proclaims the mora and emotional advantages of
the country over the court. Lodge, for example, sings.

Amidst the pallace braue puft vp with wanton showes
Ambicions dwell, and there false fauors finde disguise,
There lodge consuming cares that hatch our common woes:
Amidst our painted feelds the pleasant Fayrie lies,
And all those powers diuine that with vntrussed tresses,
Contentment, happie loue, and perfect sport professes.®

Thiskind of thing moves in the direction of satire, and it will
be considered again later in connection with the other ele-
ments of satire in the pastoral.

The theme of the Golden Age is one of the great common-
places of Elizabethan literature.*® The creation of an Arcadia
which is primitive and pastoral, which may be identified with
the early period before the birth of Jupiter, and which finally
is a country located not so much in central Greece as in some
Utop|an space, is a result of the work of Polybius, Ovid, and
V|rg|| There are many sources in antiquity for the theme
it was especially popular among the Stoics, and it was con-
genid to Stoic thought because it explamed the Law of
Nature as a survival from the Golden Age.*? Accordingly, the
best example of it may be chosen from Seneca

"Twas in such wise, methinks, they lived whom the primal age pro-
duced, in friendly intercourse with gods. They had no blind love of gold;

% "Sonnets' appended to Scillaes Metamorphosis (1589) , sig. D4'.

“ For the general background, see A. O. Lovejoy and George Boas, Pritni-
tivism and Related Ideas in Antiquity (Baltimore, 1935); Paul Meissner, "Das
goldene Zeitalter in der Englischen Renaissance,” Anglia, LIX (1935), 351-
367, E. Lipsker, Der Mythos vom goldenen Zeitalter in den Schdferdichtungen
Itajlens Spaniens und Frankre|chs 2ur Zeit der Renaissance (Berlin, 1933).

4 Erwin Panofsky, "Et in Arcadia Ego," Philosophy and History, ed. Ray-
mond Klibansky and H. J. Paton (Oxford, 1936), pp. 225-227.

“2 S L. I. Bredvold, "The Naturalism of Donne in Relation to Some Ren-

aissance Traditions," JEGP, XXII (1923) , 471-502.
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no sacred boundary-stone, judging betwixt peoples, separated fields on
the spreading plain; not yet did rash vessels plough the sea; each man
knew only his native waters.*

Spenser in the Proem to Book V of The Faerie Queene fol-
lows the convention of idealizing the Golden Age™ even
though his friend Harvey was of the newer school of Jean
Bodin, which thought that the earliest periods of history were
the worst and that something like progress had taken place.

Thefirstinformation given the audience about the pastoral
atmosphere in Shakespeare's As You Like It compares pastoral
life to the Golden Age; the wrestler Charles, informing
Oliver, and at the same time the audience, of the circum-
stances of the banished Duke, says:

They say he is aheady in the Forest of Arden, and a many merry men
with him; and there they live like the old Robin Hood of England,;
they say many young gentlemen flock to him every day, and fleet the
time carelessly, as they did in the golden world.*®

The identification of the pastoral life with the conditions
of the Golden Age was natural enough. One was a criticism
of life by means of adopting the point of view of its simplest
and purest elements; the other was a criticism of the present
way of life by describing an ideal past.

It isalso true that pastoral was considered the earliest form
of poetry and would therefore be the natural expression of
the earliest blissful age.®® Not all English opinion agreed with
this conventional account, however. George Puttenham, bear-
ing in mind the humanistic use of eclo Ogues for wtire, con-
siders that the form cannot be primitive.”" He insists that the
eclogue is a sophisticated form, but he concedes that the pas-
toral lyric does come down from "the firgt idle wooings," "the

“ Hippolytus, in Seneca's Tragedies, trans. F. J. Miller, Loeb Classica
L|brary s vols. (1916-17), |, 525:539.

"V, Proem, ix.

© i, 109114,

For a Renaissance account of this historical side of pastoral, sc F. M.
Padelford, Selected Trandations from Scaliger's Poetics (New York, 1905),

PR32 The Arte of English Poesie, cd. Willcock and Walker, pp. 37-39.
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first amorous musicks" The Golden Age, associated with
pastoral as we have seen, was supposed to have been an age of
free love® It is so celebrated in a song from Taso's Aminta
which Samuel Daniel translated under the title "A Pasto-
rall." * And since the shepherd is insensitive to the claims
of power and wealth, as Paris was, it is sometimes emphasized
in pastoral that his susceptibility to love is a cruel bondage.
As Montemayor puts it:

The shepherd busied not his thoughts in the consideration of the
prosperous and preposterous successe of fortune, nor in the miitabilitie
and course of times, neither did the painfull diligence and aspiring
minde of the ambitious Courtier trouble his quiet rest: nor the pre-
sumption and coye disdaine of the provide and nice Ladie (celebrated
onely by the appassionato vowes and opinions of her amorous sutours)
once occur to hisimaginations. And aslittledid the swelling pride, and
small care of the hawtie priuate man offend his quiet minde. In the
field was he borne, bred and brought vp: in the field he fed his flockes,
and so out of the limits of the field his thoughts did neucr range, vntill
cruell loue tooke possession of his libertie, which to those he is com-
monly woont to doe, who thinke theimelues freest from his tyrannie.*®

Love in a pastoral environment is first exploited in the
second-century Greek romance Daphnis and Chloe, written
by someone whose name was perhaps Longus. It is the only
one of the Greek romances which is pastora in character, and
it is the great forerunner of the Renaissance pastoral romances
—those of Sannazarro, Montemayor, and their many imi-
tators. It plays with the adventures in love of two perfectly
simple and naive pastoral people; their innocence of sex along
with their captivation by it is presented with amused sophisti-
cation by the author for an equally sophisticated reader. S. L.
Wolff well describes the peculiar salacious quality of the ro-

“8 The differing attitudes possible on this and other points are noticed by
Lois Whitney, "Concerning Nature in The Countesse of Pembrokes Arcadia,”
P, XXIV (1927). 207-222.

“This is the final poem in Daniel's Works (1601) ; it did not, as Grosart
asserts, appear in the Delta of 1592 (Complete Works of Samuel Daniel, ed.
A. B. Grosart, 5 vols. [London, Spenser Society, 1885-189), |, 260) .

* Diana, trans. Yong, sig. Al".
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mance: "Longus with al his art did not—or rather did not
tryl—to take his emphasis off the teasing succession of Daph-
nis and Chloe's attempts, and place it wholly or even pre-
ponderantly upon their idyllic simplicity, their idyllic en-
vironment. They are simple enough, but we are not; and
Longus knows it." **

There was an Elizabethan translation of Daphnis and
Chloe, by Angel Day from the French of Jacques Amyot, in
1587. Day's version does not include the more salacious parts
of the Greek romance, substituting instead pastoral lyrics and
Inserting a pastoral praise of Queen Elizabeth under the title
"The Shepheardes Holidaye." Day's language is often col-
loquial and vivid, especially in descriptive scenes, but his tone
is softened and sobered the conscious absurdity and the con,
scious aphrodisiac quallty of the original are quite lacking.>
The great translation of Daphnis and Chloe into English is
not Day's but that of George Thornley in the mid-seventeenth
century.

The innocent and naive, but pagan, lover immediately calls
to mind such figures as Shakespeare's Adonis and Marlowe's
Hero and Leander. Marlowe especialy may have been in-
fluenced by Longus, but the significant point here is that
pastoral is touching the boundary of still another literary
genre, that of Ovidian-mythological poetry. In the Ovidian
tradition sexuality was of course an important element, and
the shepherds of pastoral, if made creatures of myth (and
Paris could be treated as mythology or pastoral) became
suitable subjects for the Ovidian love poem.

The general tendency of English pastoral literature was to
subdue the sexual element and make the love scenes romantic
and innocent. The innocence of rustic lovers is not exploited
for the superior feeling of more worldly readers; what humor
there is develops from gentle satire of rude and boorish char-
acters. A conventional comic device is the detailed description

* The Greek Romances in Elizabethan Fiction (New York, 1912), p. 131.

2|t is impossible to agree with Wolff that "Ange Day's version is per-
vaded by this indulgent ridicule of rustic wits, manners, speech and dress’
(ibid., p. isa, n. 6) . Day presnts it all quite serioudy.
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of a costume which is inappropriate or absurd.® The love is
generaly idyllic, lending itself to lyrical treatment, fitting in
with the idealized setting, timeless and remote.

The element of love in pastoral romance works in two di-
rections—toward lyric simplicity, as | have said, and toward
plot complication. The events of pastora plot usually come
from outside and are not the result of the lovers characters.
Brigands, unscrupulous rivals, uncooperative parents al pro-
vide motion and direction for the plot. The oracle, the ex-
posed child, the changeling motif supply a frame for the be-
ginning and conclusion of the story. Essentidly, however,
there is nothing complex about the course of love itself in the
pastoral plot. Fortune and villains provide the difficulties;
they do not lie in the nature of love itself. Love expressed as
emotion (rather than as plot) is simple and lyric; love used
as plot entanglement (not as feeling) is involved and com-
plicated.

Pastoral emphasizes the irrationality of love. That is, it
agrees with the general Elizabethan view. Lovers are subject
to the whims of fortune (although Fortune is kinder in Ar-
cadia than elsewhere), but there is no blame imputed to any-
one for falling in love. It isirrational but unavoidable. The
lyric, then, accepts the fate of love but complains at its sor-
rows just as it rejoices at its pleasures. "Since that in love
there is no sound/ Of any reason to be found" is a basic as-
sumption.*

Love is smple in essence, but the variety and complexity
of its consequenceS make for atotal paradox. Though thereis
no jot of reason in love, the lover invariably reasons about it.
Pastoral provides amply for this paradox. It utilizes for the
purpose various devices which taken out of their context seem
absurd. The most common perhaps is the "cross-eyed Cupid”
situation, in which A loves B, B loves C, C loves D, and D
lovesA. Itisused in Montemayor,” and of courseit is adevice

| have pointed out an example of this in Lodge's Rosalynde. See The
Golden Hind, ed. Roy Lamson and Hallett Smith (New York, 1942), p. 665.
There is another in Montemayor's Diana, trans. Yong, sig. E6'.
Montemayor, Diana, trans. Yong, sig. D5
Diana, trans. Yong, sig. B6'.
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in Lodge's Rosalynde and Shakespeare's As You Like It, as
well as in the woodland part of A Midsummer Night's Dream.
The paradox is that love itself is so simple; the lyric and plot
elements of pastoral romance work together to enforce the
contrast between simplicity and complexity.

Another aspect of pastoral love is the contrast between the
direct, personal, subjective expression of the feeling and the
same feeling seen in some other way, reflected, as in a mirror.
In Book XI of the Diana Syrenus hears three nymphs singing
his own farewell song to Diana—a song which one of them
got from a shepherd who heard it long ago and memorized it.
A similar effect is produced by having a pastoral lover hang
his poems on trees, to be read or recited by others, sometimes
in his hearing. There is an absence of self-consciousness in
both these devices which makes the paradoxical effect poss-
ble. The naivete of the whole pastoral convention is being
utilized.

The ancestry of much pastoral poetry has something to do
with its quality. The primitive song-and-dance games of the
countryside, which often kept the color of their native sur-
roundings, were in large part wooing ceremonies or com-
plaints of the rejected lover who wore willow at the wedding
and was expected to display his sorrows to heighten the merri-
ment of the occasion. There were aso celebrations of the
beauty of the shepherdess who was crowned queen of the
May. These popular customs were beginning to die out in
Elizabethan times, or rather to be relegated to the use of chil-
dren. But the courtly vogue, picking them up, made of them
something both sophisticated and naive. There is an aware-
ness on the part of the Elizabethan poet of pastoral that he is
exploiting a quality which works in two ways.®

This combination of "distance" and familiarity, of formal-
ism and freedom, gives the Elizabethan love lyric and the
song of good life their characteristic tone. Their "Elizabethan-
ness* that quality which makes them popular in the antholo-

%A good account of the popular dance-song background of Elizabethan
pastoral is given in C. R. Baskervill, The Elizabethan Jig (Chicago, 1929),

chap. I.
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gies, which permits enjoyment of them without any concern
for the authorship, derives from this suspension.

If we turn to the greatest storehouse of Elizabethan pasto-
ral lyric, the anthology published in 1600 called England's
Helicon" we may examine die concrete results of the fashion.
The compiler of this anthology had under survey the whole
body of Elizabethan literature, from TotteVs Miscellany on
down to the end of the century. He selected poems from trans-
lated pastoral romances (Montemayor's Diana translated by
Bartholomew Yong), from original romances in English
(Sidney's Arcadia, Greene's Menaphon, and Lodge's Rosa-
lynde), from the songbooks of Byrd and Morley and Dow-
land, from plays, from other anthologies (The Passionate
Pilgrim, 1599), and from manuscripts. His volume has re-
mained popular from 1600 to the present time, and his mod-
ern editor says it would be hard for anyone to compile a
better anthology of the period without lavish use of Shake-
speare and Jonson.®

| shall consider the poems in the volume under severa
headings, without suggesting that these headings constitute
rigid "types' or kinds. For purposes of clarity it is easier to
talk about pastoral lyrics ascomplaints, invitations, palinodes,
love didogues, blazons, and dance songs than to group them
all together.

More of the poems in England's Helicon are complaints
than any other kind. Most commonly the shepherd himself is
the speaker, although sometimes the complaint is "framed"
within the poem as something overheard by the speaker. This
latter is an old medieval device, familiar in such poems as
Chaucer's Book of the Duchesse. The cause of the shepherd's
complaint is of course always unrequited love, or a mistress
who has proved fickle, and his sorrow is almost always re-
flected in the change made not only upon himself but aso
upon his flocks, his dog, upon nature itself. No. 35 (which
had already appeared in Weelkes Madrigals, 1597, and The
Passionate Pilgrim, 1599) begins.

> Edited by H. E Rollins in two volumes (Cambridge: Harvard University
Press, 1935 Rollins, 11, 34.
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My Flocks feede not, my Ewes breede not,
My Rammes speede not, all is amisse:
Loue is denying, Faith is defying,

Harts renying, causer of this.>

This kind of complaint serves, of course, as a description of
the values in pastora life by bewailing their loss. The em-
phasis is not so much sentimental, in that sympathy is asked
for the lovelorn shepherd, as it is pictoria, in which the
"merry jigs," the clear wells, and the happy herds are thrown
into strong relief by having their basic attributes reversed.

Quite frequently some object of comparison is found, so
that the rhetorical expression of the shepherd's grief can be
saved for a climax. This principle of economy is apparent in
afine lyric by Thomas Lodge:

A Turtle sate vpon a leauelesse tree,
Mourning her absent pheare,
With sad and sorrie cheare.®

The contrast of bitter and sweet is the complaining shep-
herd's constant theme; sometimes it is expressed more lav-
ishly, as by Lodge in a poem which he himself described as
Italianate in manner.

Sometimes the shepherd's complaint takes the form of a
narrative and is elaborated in such away as to make the effect
of apageant or little drama. In this case the pastora element
is likely to be mere stage setting for the central situation,
which derives from medieval alegory or Anacreontic cupid-
lore. A good example is No. 126 in England's Helicon, by
Michael Drayton.”®

% Rollins ed, 1, 56.

®Rollins ed, I, 58.

® Rollins, 1, 85, and 11, 134,

®2 Rollins, I, 167. This poem was used by Drayton to take the place of a
more direct song of complaint which he had published in his second eclogue
in Idea The Shepheards Garland (1593). The version as given in England's
Helicon was printed in the 1606 edition of Drayton's eclogues and revised
further for publication in 1619 (see Works, ed. Hebel, I, 53, and Il, 525). Mrs.
Tillotson remarks that "the song [as given in E. H.] gives a much more de-
tached and playful impresson of Rowland's love than the song of Shepheards
Garland" (ibid., Vv, 184) .
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Fifteen of the poems in this pastora anthology are by
Sidney; all are taken irom the 1598 folio volume containing
the Arcadia, Astrofthel and Stella, and miscellaneous poems.
Actually, fewer than half of the Sidney poems in the Helicon
are pastoral when taken out of context, but Sidney's name
gave prestige to the volume and he was thought of as a
writer who had lent seriousness and dignity to the pastoral
mode. Thomas Wilson, ioi example, confessed to a certain
embarrassment about his translation of Montcmayor's Diana:
"Soe it may bee said ol nice that 1 shewe my vanitie enough
inthislitle, that after ir, yearespainfully spentinVniversitie
studies, | shold bestow soc many ydle howres, in transplant-
ing vaine amorous tomeipts out oi an Exotique language."
But his justification was that however vain and frivolous the
Diana might seem, Sir Philip Sidney "did vciy much affect
and imitate the excellent Author time of "®®

The best known ol Sidney's poems in the volume is "Ring
out your belles, let mourning shewes be spiead,” a moie
elaborate and subtle poem than Drayton's "Antheme" and
of the same type; but there is nothing specifically pastoral
about the poem. Sidney's chaiacteristic touch and his skill
in conveying a mood by indirection aie best exemplified in
No. 5, called "Astrophcll the Sheep-heard, his complaint to
his Hocke." It begins in the usual mood of the forlorn shep-
herd, telling his merry flocks to go elsewhere to feed so they
may have some defense from the storms in his breast and
the showers from his eyes. The poet leaves us uncertain how
to interpret this extiavagant feeling until the shepherd states
to the sheep the extent of his love, in terms the sheep could
understand:

Stella, hath refused me,
Stella, who more loue hath proued
In this caitiffe hart to be,
Then can in good eawes be rnoued
Towards Lambkins best beloued *

—Preface, reproduced in Reinie Hispanique, L (1920) , 372
| have substltuted the correct reading "eawes' of the 1598 folio for the
meaningless "by us" of England's Heluon.
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Sidney is pushing homely pathos to the point at which it is
felt as humor aso, and the comic tone is underlined two
stanzas later:

Is that loue? Forsooth | trow,
if | saw my good dogge greeued:
And a helpe for him did know,
my loue should not be beleeued:
but he were by me releeued.

Finally, at the conclusion, the identification of the shepherd's
emotions with his pastoral environment, a stock feature of
the mode, is used for comic purposes. The complaints of the
shepherd-lover are whimsically identified with the bleatings
of his sheep.

Parody is not the most difficult art. The "distance” between
pastoral and reality (which Panofsky says is intimately con-
nected with that other Renaissance invention, perspective)
can easily be foreshortened or flattened out so as to make a
fantastic effect. But it is not so easy to make the pathetic and
absurd felt at once, as partners in the result. This Sidney
was able to do. As Theodore Spencer accurately expresses it,
"The pastoral setting, the traditional tone of lament, the rig-
orous form of the verse have been revitalized not merely by
Sidney's superb technique, but by the fact that he has put
into them something more than the purely conventional
emotion."®

The other kind of pastoral complaint besides that of the
rejected shepherd is of course that of the betrayed or aban-
doned shepherdess. She is the Oenone of the Judgment of
Paris story. In England's Helicon Oenone's complaint from
Pecle's Arraignment is No. 149, the next to the last poem
in the book. There are half a dozen other nymph's complaints
in the volume, of which the most interesting are Selvagias
song from the Diana, as translated by Bartholomew Yong

®The Poetry of Sir Philip Sidney," ELH, XII (1945), 267. Spencer is
speaking of a J)oem not included in England's Helicon, the double sestina
"You goat-herd gods." It is certainly true that a better selection from Sidney's
pcaetry in the 1598 folio could be made than that of the editor of England's
Helicon.
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(No. 103), with its graceful return at the end to the chorus
of the beginning,
It is not to line so long,
as it is too short to weepe,

and No. 118, "Lycoris the Nimph, her sad Song," 66from
Thomas Morley's Madrigals to Four Voices (1594) > The
varied line length of the second poem and the feminine
rhymes suggest the fragility of the nymph and the insecurity
she feels. And the poem progresses very prettily from idyllic
description to rhetorical exclamation to the final taunt and
pout, conveyed by the strikingly simple and direct language
of the last two lines. Its sudden transitions of mood are
characteristic of the poem-for-music. '

~ Some half dozen of the poems in England's Helicon are
invitations, a few of them the most attractive and famous
poems in the volume. At its best, the invitation poem is
simple in language and in versification, preferring short lines
and a direct rhetoric. The strategy of the shepherd is to call
attention to the beauty and innocence of the pastoral setting
and to use these qualities as arguments naturally reinforcing
his simple desires:

Faire Loue rest thee heere,

Neuer yet was morne so cleere,

Sweete be not vnkinde,

Let me thy fauour finde,

Or dse for loue | die.

% Rollins' note (England's Helicon, 11, 173), is possibly misleading when it
says that the poem was taken from Morley's book "with very lavish changes.”
Rollins depends upon E. H. Fellowes English Madrigal Verse, 1588-1632
(Oxford, 1913), p. 126, for what he cals "the original." But Dr. Fellowes text
is a reconstruction from the various part-books of Morley, and in his recon-
struction Dr. Fellowes is markedly classicad. Every variant from Fellowes
text in England's Helicon can be found in some one of the part-books. The
editor of the Helicon simply made a different reconstruction, pruning away
the "Aye me's’ and the like less rigorously. | grant that he arranged the first
line incorrectly for the rhyme. The whole point is of some importance in that
it raises the question of what are the words that make up a poem when they
occur as words to a madrigal. For Fellowes method of reconstruction, and his
triumph in reconstructing a poem by Ben Jonson, see English Madrigal Verse,
pp. xv-xvii; most Elizabethans, | am convinced, were not as firmly seded of

the tribe of Ben as Dr. Fellowes. Certainly the editor of England's Helicon
was not.
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This (No. 74) is Drayton, who well understands the Eliza-
bethan art of securing a beauty and simplicity which seems
almost impersonal. Passion and thought are carefully strained
out; the poem must be self-contained and must cast no
oblique lights. The humorous and the sentimental attributes
of the complaint are entirely lacking. The aubade and the
May-morning song are cousins to it, but the clearest and
simplest form for this state of mind is the pastora lyric of
invitation.

Come away, come sweet Loue,

The golden morning breakes:

All the earth, all the ayre,

Of loue and pleasure speaks.

This is an anonymous poem, taken from Dowland's First
Booke of Songes or Ayres (1597) | have cited these two
poems of invitation to show that the most famous of them,
Marlowe's "The passionate Sheepheard to his loue” (No.
137), is not alone in its class, even though it is superior to
all of its kind.®” The greatness of Marlowe's poem consists
in the completeness of his pastoral picture and its total iden-
tification with the state of mind which the pastoral lyric of
invitation is intended to induce. It includes gowns, shoes,
beds of roses, cap, kirtle, slippers, and belt, all rural and
simple, but rich and fine; more significantly, it includes the
entertainments fit for the contented mind: to see the shep-
herds feed their flocks, to listen to the music of the shallow
rivers, and best of all to watch the shepherd swains dancing
and singing. These are delights to move the mind (as the
last stanza in the Helicon version specifies), and there is of
course no ground for refusal to this invitation—except the
one given in the answer ascribed to Ralegh, that the pastoral
picture assumes a youthful, single-hearted, timeless world;
deny this premise and you destroy the force of the whole

¥ R. S. Forsythe, in "The Passionate Shepherd and English Poetry,” PMLA,
XL (1925), 692-742, provides an elaborate treatment of the imitations of
Mailowe's poetry in English and some account of earlier uses of the invita-
tion motif.
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thing. Just o, in Spenser's garden of Adonis, there is no dis-
turbing element but Time:

But were it not, that Time their troubler is,

All that in this delightfull gardin growes

Should happy bee, and have immortall blis:

For here all plenty and all pleasure flowes,

And sweete Love gentle fitts emongst them throwes,
Without fell rancor or fond gealosy:

Franckly each paramor his leman knowcs,

Each bird his mate, ne any does envy

Their goodly meriment and gay felicity.®®

The extreme popularity of Marlowe's poem caused many
parodies and imitations of it, one of which is given in the
Helicon as No. 139; to some extent these parodies show that
the original poem ceased to be felt as a pastoral invitation.
Modern criticism can more readily approach the famous poem
from the point of view of its contemporaries if it takes into
account the whole pastoral mode and the special nature of
the lyric of invitation.

The palinode, a song in rejection of love, is represented
in England's Helicon by a few examples. One of them, No.
54, is a definition of love put in such terms as to warn the
inexperienced away from it. The poem is an example of
those which were not originally pastoral but were doctored
by the editor of England's Helicon to make them fit the pas-
toral character of his anthology. Lifting it from The Phoenix
Nest (1593), the editor added speech tags for two shepherds,
Melibeus and Faustus, and substituted phrases like "Sheep-
heard, what's" for "Now what" and "good Sheepheard" for
"| praie thee." A better example of the rejection of love is
the well-known ballet of William Byrd, "Though Amarillis
daunce in greene" (No. no). It has a pastoral and rustic
atmosphere, since the chorus to each stanza is the humor-
ously resigned exclamation, "Hey hoe, chill loue no more,"
and the second stanza begins "My Sheepe are lost for want
of foode." It is interesting that there is so little of the rejec-

% Faerie Queene, 111, vi, xli.
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tion of love in the anthology. Perhaps a reason is that in the
pastoral romances no shepherd ever cures himself of love by
philosophy; it can be done only by magic or a drug. There-
fore there is no tradition within this mode of a rejection of
love, as there is in others. The Ovidian remedia amoris or
the Platonic "Leave me, O love, which readiest but to dust"
has no place in pastoral.®®

The "blazon" or catalogue of the lady's beauties, is in
style if not in origin a pastoral adaptation of one of the
main conventions of the Petrarchan sonnet. As such it is
subject to the same limitations as those felt by the sonneteers,
but perhaps pastoral praise exhausts itself sooner because the
comparisons must be those which are possible for a shepherd.
Further, the nai've quality of the shepherd does not fit with
his being an accomplished fine courtier (unless there is alle-
gory, of course; | am here dealing only with the lyric) ; wit
and ingenuity are out of place among sheep-flocks, as Shake-
speare points out in As You Like It. Accordingly, we get
blazons which are effective because of their subdued tone
and restraint; they are likely to be plaintive, as for example
the one by J. Wotton in England's Helicon, No. 41.

Thefinest and most elaborate blazon in al English pastoral
poetry is of course Spenser's praise of Queen Elizabeth in the
April eclogue of The Shepheardes Calender, which is printed
in England's Helicon as No. 6. The comment on this poem
has mostly concerned itself with the flattery of royalty and
with the versification. Considered purely as a blazon, how-
ever, its structure and proportion are very impressive. The
style itself is first established, as a "siluer song,” and the
Muses are invoked for aid. Then comes the justification for
the heightened praise: that the lady is "of heauenly race"
and therefore without mortal blemish. Within this frame-

% The poem printed by Albert Feuillerat (ed., The Complete Works of
Sr Philip Sdney, 4 vols. [Cambridge University Press, 1922-1926], I, 344-
346) from Harleian MS. 6057, entitled by him "A Remedie for Love" and said
in the manuscript to be "An old dittie of Sr Phillipp Sidneyes omitted in
the Printed Arcadia™ may seem to be a contradiction of this statement.
Actually, the poem is a version of the "mock-blazon" on Mopsa which | dis-
cuss below, p. 53.
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work, sheisfirst presented asapicture; ° the following stanza
forms a bridge from her physical beauty to her "heauenly
hauiour, her Princely Grace" and this makes possible the
association with her of the sun and the moon in the two
succeeding stanzas. The summary of this part is the line "Shee
is my Goddesse plaine,” and we are brought back to the lowly
pastoral atmosphere by the shepherd's promise to offer her a
milk-white lamb when the lambing season comes. The musi-
cad glorification of Elizathen follows, with the Muses trooping
to her and playing their instruments, while the Graces (she
herself making the fourth) dance and sing. The Ladies of
the Lake then come to crown her with olive branches sym-
bolizing peace, and this leads to the lovely flower stanza in
which the Queen is again associated with the beauties of
earth. As such she is to be attended by the "Sheepheards
daughters that dwell on the greene," and we have the pas-
toral atmosphere reaffirmed. Finally, the attendant maidens
are dismissed, with the quaint promise by the shepherd of
some plums if they will return when he gathers them.
The most remarkable quality of the poem considered as
a pastoral blazon is the firm and sure control the poet exer-
cises over his transitions and the harmonious blending of
many motifs. Classic myth, abstract divine qualities, the
reality of earth, music, and color—all are here. The poem
has an organic motion, wavelike, easy, and natural. Its sta-
bility comes from its pastoral inspiration and method.
The gayest pastora lyrics are the roundelays, jigs, and
dance songs, of which England's Helicon exhibits a half
dozen examples. Sp