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PROLOGUE

0 GOdl methinks i t  were a happy l i fe  
To be no better than a homely swain;
To s it upon a h i l l ,  as i  do now,
To carve out d ia ls  quaintly, point by point, 
Thereby to see the minutes how they run-- 
How many makes the hour fu l l  complete,
How many hours brings about the day,
How many days w ill finish up the year,
How many years a mortal man may live;

Ah, what a l i fe  were this! how sweet! how lovelyt
Gives not the hawthorn bush a sweeter shade
To shepherds looking on their s i l ly  sheep
Than doth a rich embroider’ d canopy
To kings that fear their subjects’ treachery?
O yes, it  doth! a thousandfold i t  doth!
And to conclude, the shepherd’ s homely curds,
His cold thin drink out of his leather bottle,
His wonted sleep under a fresh tree’ s shade,
A ll which secure and sweetly he enjoys,
Is far beyond a prince’ s délicates,
His viands sparkling in a golden cup.
His body couched m a curious bed,
When care, mistrust, and treason waits on him.*-

•̂ Henry V I, Part i l l ,  IX, v, 21-56.



c h a p t e r  I

PASTORALISM: THE FAMILY TREE

The memory of a lost earthly paradise remains 

with fa llen  man, who seeks to regain Eden at least in 

part even in this world.^ This instinctive longing is 

perhaps the basis for that vast body of literature  

termed "pastoral.«

Many elements, i t  is true, enter into pastoral- 

iSm. The idea of a "golden age" is , however, consist

ently present in the pastoral, even ix found in other 

forms.2

Shakespeare, profound and reverent searcher of 

the human heart, sympathetic portrayer of man's s p ir it 

ual struggles, yet withal true child of the Elizabethan 

age, would inevitably have shown this longing of man

kind in some type of paatoralism.

The English pastoral drama as Shakespeare found 

i t  was a complex growth from far remote rorbears. The 

pastoral was already old when, in the f i r s t  century be

fore Christ, Lucretius suggested that the shepherd songs

^pope Pius XI, "Encyclical on Atheistic Cornmu- 
nism," Five Great Encyclicals, ed. by John Tracey, s.J. 
(New York; Paulist press, 1940), p. 177.

% . W. Greg, Pastoral Poetry and Pastoral Drama 
(London; Bullen, 1906) , p.

2
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from which it  sprang were probably suggested by the hint 

of singing and whistling from the sound of the wind among 

the weeds.

The exquisite idyls of Theocritus, written dur

ing the third century B.C.» commonly regarded as the 

father of the pastoral,^ were antedated fo r centuries by 

hymns, songs, ceremonies, and r itu a lis t ic  celebrations 

connected with the worship of various rural d iv in ities, 

especially with that of Artemis, goddess of wild nature.3 4 5 &

preceding Theocritus, too, were shepherd songs 

which had already taken on a longing fo r the past. Thus 

the choruses of the Achamians and the peace6 are among 

the f i r s t  authentic ancestors of the idyls of Theocri

tus. 7

Very early did Theocritus contrast the recollec

tion of a l i f e  spent among the Sicilian h i lls  with that

3J. 8. Phi Him ore, Pastoral and Allegory ^Ox- 
ford: The Clarendon Press, 1925) , p. 5.

4lb id .

5John Hubert Cornyn, "Pastoral poetry," Americana, 
XXI (1941), 374-77. ---------------

6Anstophanes, Achamians, 425 B.C.; Peace,
421 B.C.; with the English translation of B. B. Rogers, 
(Hew York: Putnam & son, 1924). in the Loeb Classical 
Library. 3 Vols.

7Ph il l im ore , op. c i t . , p . 4.
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of the crowded, social-intellectual ferment of the 

Alexandrian m ilieu.8

Certain traditional forms Theocritus fixed upon 
the pastoral for a l l  time; the singing match for 
son» rustic wager . . . .  the bout of rude ban
tering between two r iv a l swains; the sad lament 
fo r unrequited or deceived love; the dirge of 
his fellows around the tomb of some dead shep
herd . . . .  who in his time had himself . . . . 9

been a singer of lofty rhyme.

Bion and Moschua following Theocritus are said 

to have founded a school of pastoral verse in that they 

went directly to nature fo r their descriptions and in - 

spirati ons.10 Imitated widely through the Greek and 

Latin countries, these two poets never surpassed their 

master Theocritus whose jdylliums charm us with a cer

tain sweetness, a romantic rusticity and wildness, 

heightened by the Doric dialect, that are almost in - 

imitable. ̂

There were, too, in Theocritus, as m  Shake

speare, «an almost passionate sympathy with human

8Greg, op. c i t ., p. 4.
a
Edmund K. Chambers, English Pastorals (hew 

York; Charles Scribner’ s Sons,“T895), pp. x x n -x x n i

10Alexander Chalmers, English poets (London: 
J. Nichols and son, 1816), pp. xxix, 247-48.

131bid.



IPnature, n*“5 a tender concern “fo r  the homely aspects or 

human l i f e , “15 a close fusion of the imaginative with 

the rea l14 and an attachment to the land of his child

hood.15

Reaction against a world too much with us, con

trast between a preceding simpler age and the l i f e  of a 

complex civ ilization , an undercurrent of tender melan

choly thus early became distinguishing marks of the pas

toral ly r ic .16

Passing from Alexandria to Rome, the pastoral 

inspired to some degree the earlier contemporaries of 

V irg il, Catullus, Tibullus, and Propertius. Recognized 

by Lucretius17 it  was imitated by Ovid and to some de

gree by Horace.

V irg il,  however, was the great Latin pastoral- 

is t . content to take a second place to Theocritus, he 

polished the verse, conventionalized the forms, set a 

fashion in his eclogues,1® and bestowed thereon a

12Greg, op. c it . , p . 10.
13Ib ld .

14Ib id .

15I bid.
16Ib id . , pp. 6-7.

17ln fra , p. 1.
18Cornyn, op. c i t . , p .  375
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IQconsummate art.

V irg il xt was who made the pastoral what " it  

was to remain for eighteen centuries, a form Cased upon 

a r t if ic ia lity  and convention . . . . «* 20 Although it  xs 

true that V irg il stamped upon literature the chief line 

aments of the "golden age," he was the f i r s t  to separate 

from the pastoral setting the conditions of actual l i f e .  

His shepherds cease to retain the characteristics of the 

homely keepers of the flock; his landscape becomes imag

inary and undefined.21 with V irg il appears "the a lle 

gorical pastoral, in which actual personages appear to 

discuss contemporary events."22 23

In Horace may be f ound germs of the "so-called  

rea lis tic  pastoral in which the town looks with envy at 

the rustic freedom of the country,"25 with a touch of 

satire on the insincerity of those who pretend love of 

country l i f e  while shrinking from its  rea lit ies .

V irg il,  moreover, abandoned the simplicity of 

motive found in Theocritus, m  his Georgies especially

■^Chambers, op. c it . , p. x i i i .

20Greg, op. c i t ., p. 14.

21Ib id . , p. 14.

22Ib id . , p. 6.

23Ibid .
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the pastoral was a cloak fo r matters of more pith and 

moment, thereby foreshadowing use of the pastoral, dis

guising religious and po litica l controversy.24 Pro

fessor Greg notes that with V irg il the Olympic gods be

came literary  figures, and tales of their deeds, matter 

fo r literary  allusions. The simple faith , or supersti

tion, of the Greek shepherd folk in their woodland gods 

as found in Theocritus had changed to a dim, philosophi

cal mythus in V irg il. The ceremonial rites as depicted 

by V irg il were no longer mystical sacrifices, but, at 

their best, time-honored customs for rural holiday fes

t iv it ie s .25

Cornyn, however, holds that with his followers 

among the Latins, especially the Christian versifie rs , 

V irg il bridged the transition in religious themes from 

ancient Greek taste to that of Christian appeal.26 27

in western literature V ir g i l ’ s influence has 

been great. Boethius, Dante, and Jean de Meung are his 

literary  h e irs .2  ̂ scores of lesser medieval poets and 

poetasters were his imitators. Before the revival of 

learning had turned men’ s minds to the Greek as a

24Ib id . , p. 7.

25Ib id . , p . 14.

26Cornyn, op. c i t ., p. 375.
27Greg, op. c i t . , p . 6
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source of literary  inspiration, the pastoral as used by 

Boccaccio and Petrarch had made the V irgilian  tradition 

supreme.28

With the Renaissance Erasmus did not disdain his 
29Latin master. Noted among the neo-Latin writers is

Baptista Mantuanus (1448-1516), «the Last of the Lat- 
30in s.« There are also the Neopolitan Jacobo Sannazaro 

(1458-1530) with his piscatory eclogues and Jacobo*s 

French contemporary, clement Marot (1495-1554).

Unequalled in the English pastoral lyric  is 

Shakespeare» s earlier contemporary, the distinguished 

Edmund Spenser (1553?-1599?).  There are, too, a host 

of English pastoralists--Lyly ( 1540?-1604), Peele 

(1558?-1592?), Lodge (1556-1625), Constable (1555-1615), 

Drayton (1563-1631), and Milton (1609-1674)--to mention 

the bet ter-known names.

In the V irgilian  tradition was the French Medi

eval pastourelle which le ft  it s  trace upon the love 

story of F lorize l and other Elizabethan heroes.31 Thus 

to the eclogue is  linked the pastoral narratives and

28Ib id . , p. 19.

^Chambers, op. c i t ., p. xxiv.

SQlbid.

31Ib id . , p. xxv.



romances at times intermixed with verse, such as 

Boccaccio» s Admeto32 33 and Sannazaro» s Arcadia.33 Draw

9

ing from Sannazaro was the Spanish George of Mont may or 

with his Diana34 * * in 1560.

The famous Cervantes with his gently satiric  

Don Quixote drew from the pastoral tradition as w ell as 

from the picaresque romance, in England these predeces

sors were followed by the illu strious Sir Philip  Sidney

(1554?-1592) with his Arcadia, a medley of verse and
35prose. Then, too, there are Greene’ s porastius (1558), 

Lodge's Rosalynde (1590), the basis for A Winter's Tales 

and As You Like I t , respectively.3®

The pastoral novel Daphnis and Qhloe, attributed 

to a certain Longus in the sixth century after Christ, 

is thought by Chambers to have influenced Sannazaro, 

Montmayor, and Sidney.37 On the other hand, Professor

32Ronald Bayne, "Pastoral and Masque," Cambridge 
History of English Literature (Hew York; The Macmillan" 
Co., 1910)7 VI, 411.

33George Saintsbury, "Shakespeare: L ife  and 
Plays," Cambridge History of English L iterature (New 
York; The Macmillan co. , 1910)', V, 1504-05.---------

34Greg, op. c it ., p. 6.

33Chambers, op. c i t . , p. xxx.

^ > P • xxxi.
3?Ib id . , p. xxv.
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Greg holds that the book was not widely read until the 

fifteenth and sixteenth centuries, when the main fea

tures of the renaissance pastoral were already fixed  

and that the fresh sp irit of the story was entirely  

lacking in the prose pastorals of the V irg ilian  tra

dition.®8

The semi-dramatic dialogue features of the an

cient pastoral, together with the developments consid

ered, played their part in the origin of the pastoral 

drama to be treated in the next chapter.

38G reg , op. o l t . , p . 12.



CHAPTER I I

ENGLISH PASTORAL DRAMA: A STURDY SON

As the »immediate progenitor" of the English 

pastoral drama, the Ita lian  pastoral drama deserves con

sideration.^* Generally said to have originated with the 

Favolo di Orfeo in 1472, the two great masterpieces are 

the Aminta of Tasso (1573) and the Pastor pido of 

Guarini (1590).* 2 *

Not only did the Ita lian  form influence English 

pastoral drama; it  is  also the only dramatic form of 

conspicuous v ita lity  fo r which Italy is the creditor of 

European le tte rs .5 Furthermore, from i t  developed the 

opera Orfeo os Angelo poliziano,4 called by at least 

one critic  . that dramatic inan ity .«6

The masterpieces of Tasso and Guarini mark the 

point of furthest development attained by the pastoral 

drama in Ita ly  or indeed in Europe.6 Moreover, these

^Greg, op. c i t ., p. 155.

2Chambers, op. c i t . , p. xxvii.

5Greg, op. c i t . , p. 156.

4Ib id . , p. 212.

5Pelix  Emmanuel schelling, Elizabethan Drama, 
1558-1642 (Boston and New York; Houghton, M ifflin  & go. , 
1908), I I ,  180.

6Greg, op. c i t . ,  p. 211.

11
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two dramas illu strate  also the fusion of the two pastoral 

traditions--the V irgilian  predominating in Tasso m his 

idealization of the court, 7 and the Arcadian in Guarmi, 

springing chiefly from the pastoral romance of Longus men

tioned above.8 9 10

I t  is to be remembered that a dramatic tendency 

existed in the pastoral eclogue from its  beginning, show

ing with its  growth a steady increase of dialogue, pro

fessor Greg points out that more than one character is 

present in about one-third of the idyls of Theocritus.

At least half of V irg il*s  bucolics present two or more 

speakers, calpurnius (1st century a .D.) has only one 

eclogue without two or more characters. At least two 

appear in a l l  those of Boccaccio and Petrarch.^ Guarini 

especially noted this tendency, stating the form is  »in - 

dependent, possessing within it s e lf  both beginning and 

end.

I t  is  true that the mythological-religious plays 

of the medieval period showing traces of the classical

7Ib id . , p. 195.

^Herbert j .  c. Grierson and J. c. Smith, a C rit i-  
cal History of English Literature (jtfew York; Oxford uni- 
versity Press, 1946), p. 95.

9Greg, op. p it . , p. 159.

10Ibid.
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tradition influenced the Ita lian  pastoral drama1-1, and to 

some degree the pastoral romance, Daphnis and chloe, that 

of Longus noted above giving rise to the Arcadian motif. 

Nevertheless, it  is held that "the pastoral drama comes 

into being, not through the infusion of the Arcadian 

ideal into pre-existing dramatic forms, but through the 

actual evolution of a new dramatic form from the pre-ex

isting non-dramatic pastora l.»11 12 13

in England the pastoral drama found it s e lf  a home 
at court, where everything a r t if ic ia l  was sure of 
a welcome from Elizabeth. Sir Ph ilip  Sidney’ s 
masque, The Lady of May, was presented bei ore her 
in 1578, and was followed, a few years later, by 
peele»3 pretty comedy, The Arraignment of Paris 
(1581?), in which the scene is set among the“
flocks of Ida.............. Shakespeare g lo rified  the
prevailing fashion in As You Like i t  (1600?) and 
in the fourth act of A Winter’"a Tale (1610?).
Fletcher modeled upon- the pastor Fido his own 
Faithful Shepherdess (1608?*) I  ̂ ^

The chief writers on the pastoral do not agree

with Chambers ¿n toto, especially in application of the

term pastoral drama. Thus,

peele’ s Arraignment of p an s  and Lyly’ s . . . .  
Gallathea and hove*s Metamorphosis exhibit an 
English type of pastoral so original in its  mix
ture of pastoral, mythology, allegory, and satire  
that some critics  have denied that i t  is  pastoral 
at a l l . 14

11Ib id . , p. 156.

12lbid . , p. 155.
13Chambers, op. c i t . , pp. xxviii-xxix .
14Bayne, op. c i t . , p. 412.
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Setting a definite date for the f i r s t  English 

pastoral drama as 1605 for Samuel Daniel’ s Queen ’ s 

Arcadia are Grierson and Smith, who state that i t  is  

"the f i r s t  authentic specimen of the pastoral drama m 

England, according to the practice and example of the 

great Italian  pastoralists—Tasso, sannazaro, and 

Guarim.

Regarding the pastoral drama as a literary mode 

of expression, not as species, a way of looking at life  

and nature, not as a variety of prose or poetry, point

ing out that the Italian pastoral romance preceded the 

Ita lian  pastoral drama by centuries^6 another writer 

states that " it  was not until the reign of James, until 

the conventionalized work of Daniel and Eletcher, that
17the English stage was to know the true pastoral comedy."

Beginning with Daniel’ s Arcadia in 1605 Homer 

Smith considers that until 1660, when the pastoral drama 

ceased to be attempted, there were only eleven other 

plays which closely followed the Ita lian  models. Six of 

these written for court presentation did not attain wide 

popularity there. With the general English public the 15 16 *

15Grierson and Smith, op. c i t ., p. 192.

16Sehelling, op. o it . , p. 159.

1 ̂ Ibid. , p. 151.
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pastoral drama was s t i l l  less successful.1® He concludes 

that the English pastoral dramas are important h isto ri

cally because they show the extreme popularity of the 

pastoral m otif.* 19

It  may be held then the balance of evidence is  

against Chambers in regarding As You Like it  as a pas

toral drama and that other pastoral elements are to be 

considered m a study of shake speare*s plays prior to 

1605. furthermore, it  may be mentioned here that only 

one of the better known stric t ly  pastoral dramas besides 

Arcadia was produced before Shakespeare wrote his last  

plays (1610-1611?)--namely, El etcher1s The fa ith fu l 

Shepherdess (1608).

in a lengthy discussion on pastoralism m the

English drama before 1605 Thorndike believes the English
*

pastoral drama was influenced greatly by pastoral ele

ments m royal entertainments and productions on the 

London stage as well as by the Tasso and Guanni tradi

tion.20

1®Homer smith, «Pastoral influence in the English 
Drama,“ Publication of the modern Language Association, 
XII (1897), 555-460.

19Ib ld .

20Ashley H. Thorndike, “The Pastoral Element in 
the English Drama Before 1605,“ modern Language Motes,
XIV (1899), 227.
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Twenty-four plays, both court and public per

formance, are listed  by him as containing pastoral e le

ments in varying degrees. They cover the years 1£>73- 

1605.2  ̂ The elements summed up are; the story of unre

quited love, the chastity motive, the singing contest, 

the setting of shepherds and hunters, the hunting scene 

with sounding horns, and the escape from court intrigues. 

Certain characters also have become fam iliar — the satyr 

type, or wild man of the woods, the rude forester, the 

venerable shepherd. 21 22

To these elements may be added the other consid

erations. nearly a l l  these plays were mixtures of the 

mythological-pastoral mode.23 The forest, the court, 

the comic re lie f  are to be found in them in varying de

grees.24 25 26

Other considerations of pastoral elements are the 

idealized l i f e  of the country, the offshoot of the »golden
OR P A

theme"; a hidden a llegorical meaning, personal

21Ib id . , pp. 242-43.
0

22Ib id . , p . 234.

23Grierson and Smith, op. c i t ., p. 191.

24Schelling, op. c it . , p. 179.

25Greg, op. c i t ., p. 357.
26'Ib id ., p. 362.
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allusion and satire.

Throughout a l l  these may be considered an attempt 

to portray country l i fe  as superior to that of the town, 

to show the simple life  as the better mode of existence, 

and a certain nobility of character apart from positions 

of honor.

Such in general was pastoralism in the English 

drama during the early years of Shakespeare, such it  

was during the f i r s t  decade of his productions in London. 

It follows, then, to consider his use of pastoral ele

ments in his early plays.

27Greg, op. c i t ., p. 362.



CHAPTER I I I

A YOJHG MAH SEES VISIONS1

In the decade preceding 1600 Shakespeare pro

duced twenty-one plays including the three parts of 

Henry V I. During this same time he wrote Venusand 

Adonis, the bulk of the sonnets, and The Rape of lu- 

crece. 2

The f i r s t  seven years of this period have teen 

designated as the time of Shakespeare’ s »dramatic ap

prenticeship and experiment";3 the time from 1096 to 

1600 has been called the period of his "h istorical plays 

and joyfu l comedies.“4 i t  may be noted that the poet’ s 

only son, Hamnet, died in 1596,5 and that the Globe 

Theatre was opened in 1599, just prior to the end of this 

division. 6

V o e l 2: 28.

Edmund K. Chambers, w illiam Shakespeare; A Study 
of Facts and Problems (Oxford; The Clarendon PressY 1930*. 
I ,  244-49.

3Ib id . , p. 251.

4Ib id .

^Israel Gollancz, Life of Shakespeare (New York: 
The University society, 196l) ,  p. 18.

6Ib id ., p. 29.

18
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In a fa ir ly  long passage in Henry v i , part m ,  

Shakespeare sets forth several facets of pastoralism.7 

Henry soliloquizes,8 when chid from the battle by Mar

garet, his queen, as he sits upon a h i l l ,  and disheart

ened by the c iv il s tr ife , he wishes fo r a quiet country 

l i fe ,  or for his death “i f  God’ s good w il l  were so i”^

He continues;

0 Godt methinks i t  were a happy l i fe  
To be no better than a homely swain;
To s it  upon a h i l l ,  as i  do now,
To carve out dials quaintly, point by point,
Thereby to see the minutes how they run__

So many hours must i tend my flock,
So many hours must i  take my rest,
So many hours must i  contemplate,
So many hours must i sport myself;

Ah, what a l i fe  were this! how sweet! how lovely!
Gives not the hawthorn bush a sweeter shade
To shepherds looking on their s i l ly  sheep
Than doth a rich embroider’ d canopy
To kings that fear their subjects’ treachery?
Oh yes, it  doth! a thousandfold i t  dothl 
And to conclude, the shepherd’ s homely curds,
His cold thin drink out of his leather bottle,
His wonted sleep under a fresh tree’ s shade,
A ll which secure and sweetly he enjoys,
Is  far beyond a prince’ s délicates,

7Henry V i, part I I I ,  n ,  v, 1-56.
Q
^Ibid. A ll quotations from the plays of Shake

speare, unless otherwise noted, w ill be from the single 
volume edition, The Complete works of Shakespeare, 
edited by George Lyman Kittredge (Boston; Ginn and com
pany, 1936). The line arrangement of Kittredge is the 
same as that used in the Globe edition.

9I b i d .



His viands sparkling in a golden cup,
His body couched xn a curious bed,
When care, mistrust, and treason waxts on hxm.10

20

This xs the age-old yearning for a sxmple coun

try l i f e ,  the longing to escape the xntrxgues of court, 

and the responsibilxty of high position. The detaxls 

of the country l i fe  enumerated by Henry VI are a l l  those 

that appeal to the city-worn man. There is  added poxgn- 

ancy xn the realxzatxon that i f  peace of mxnd be absent, 

a luxurious environment only palls .

Thia same idea is  partxally repeated i n King j ohn 

in whxch Arthur laments;

By my Christendom
So were I  out of prison and kept sheep,
I should be as merry as the day is longl11

in his early th irties at the time of wrxting the 

Henry VI trilogy, Shakespeare had already observed how 

"uneasy lie s  the head that wears the crown."12 Already 

he had grasped in embryo that the peasant is  happxer than 

the kxng, the convxction that happxness does not depend 

on place or power, a conception closely akin to the fun

damental principle of pastoral xdealism.13

10Ib id .

l lK.xng John, IV, i ,  16-19.
}

12Henry IV , Part I I ,  I I I ,  i ,  31.

13Edwin Greenlaw, "Shakespeare*s Pastorals," 
Studies xn philology, X III (1916), 151.
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This idea is  amplified later in Henry y in his 

noted speech on ceremony; 14

What in fin ite heart’ s-ease 
Must kings neglect that private men enjoyl 
And what have kings that privates have not too,
Save ceremony, save general ceremony?

Canst thou, when thou command'at the beggar’ s knee, 
Command the health of it? Ho, thou proud dream, 
That play*st so subtilly  with a king’ s repose.
I am a king that find thee; and l  know 
•Tis not the balm, the sceptre, and the ball,
The sword, the mace, the crown imperial,
The intertissued robe of gold and pearl,
The farced tit le  running fore the king,
The throne he sits on, nor the tide of pomp 
That beats upon the high shore of this world—
Ho, not a l l  these, thrice-gorgeous ceremony,
Hot a l l  these, la id  in bed majestical,
Can sleep so soundly as the wretched slave,
Who, with a body f i l l ’ d ........................................

Sweats in the eye of phoebus, and a l l  night 
Sleeps in Elysium; next day a fter dawn,
Doth rise and help Hyperion to his horse;
And follows so the ever-running year 
With profitable labour to his grave;
And but for ceremony,-such a wretch,
Winding up days with to il and nights with sleep,
Had the forehand and vantage of a king.14 15

professor Greenlaw further states that in these

lines Shakespeare “does not sentimentalize about country

l i f e . » 16 The poet knew firsthand the hardships as w ell
i

as the pleasures of the country, a rea listic  touch he

14King Henry y , IV, i ,  247-302.

15Ibid.

16Greenlaw, op. c i t . ,  p. 152.
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showed, in the lyric on winter in Love * a Labour’ s Lost

When ic ic les hang ty the wall,
And. Dick the shepherd blows his nail,

And Tom bears logs into the ha ll,
And milk comes frozen home in pail,

When blood is nipp’d, and ways be foul,
Then nightly sings the staring owl;!?

S t il l  another instance oi Shakespeare’ s expres

sion of the essence of happiness may be found in King 

Lear1-8 in the old king’ s words to Cordelia:

Come, le t ’ s away to prison.
We two alone w ill sing like birds 1 ' th’ cage.
When thou dost ask me blessing, i ’ l l  kneel down 
And ask of thee forgiveness, so we’ l l  live ,
And pray, and sing, and te ll  old tales, and laugh
At gilded butterflies, and hear poor rogues
Talk of court news; and we’ l l  talk with them too— 19

By 1595 Shakespeare had produced The Two Gentle

men of Verona which contains pastoral elements in the 

forest scene with a suggestion of the free-booting life  

hinted at when Valentine consents to lead the robber 

band. Here Shakespeare may have drawn from the Diana 

of Montmayor,21 although he may have built upon the 

thoroughly English Robin Hood trad ition .17 18 9 * 2 22

17Love’ a Labour’ s Lost, V, i i ,  922-30.

18Greenlaw, op. c i t . , p. 152.

I 9King Lear, v, i i i ,  8-14.

2QTwo Gentlemen of yerona, iV ,

2iGreg, op. c i t . ,  p. 410.

22I bid.

i ,  70-74.
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Ths quibbling dialogue and. the comic monologues 

of Launce have been considered as pastoral notes in this 

play.23

The lovely ly ric , «Who Is Sylvia?*»24 is pastoral 

in its  tone,23 the laudations of the dazzling perfection 

of the lady-love, also in its  characteristically id y llic  

touches, the carrying of the garlands and the love-making 

of the Italian pastorals.2®

Love»s Labour’ s Lost contains what amounts to

the typical pastoral singing match in the versifying of

Browne and Longaville.2*̂ Here Shakespeare may have been

satirizing the extravagances of the Ita lian  pastorals

and English imitation of them. The lines of Durnain in

the same act, however, appear in their simplicity to be

an honest e ffort of pastoral ly ric , contrasting favorably

with the pomposity of the two earlier songs.

On a day--alack the dayl- -  
Love, wh0 8 e month is  ever May,
Spied a blossom passing fa ir  
Playing in the wanton air. 25 * *

25Ki ttredge, op. c i t . , p. 33.

24Two Gentlemen of Verona, iv , i i ,  39-54.

25Chambers, English Pastorals, p. 98.

J. A. Symonds, Renaissance in Ita ly  (New York: 
Henry Holt & Company, 1888), IV, 292.

97g Love’ s Labour»s Lost, iv, i i i ,  20.
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Through the velvet leaves the wind,
A ll  unseen, can passage find;
That the lover, sick to death,
Wish*d himself the heaven*s breath.
"A ir»" quoth he, "thy cheeks may blow.
A ir , would I  might triumph sol 
But, alack, fo r youth unmeet,
Youth so apt to pluck a sweetl 
Do not ca ll i t  sin in me 
That I am forsworn for thee;
Thou for whom Jove would swear 
Juno but an Aethiop were,
And deny himself for Jove,
Turning mortal for thy lo ve .»28

Dumain» s song combines the my thological-pastoral element 

commented on previously.29

The rea listic  touches in the lyric on winter at 

the close of this play have already been commented upon.3*“* 

It  may be added here that Shakespeare uses expressly Eng

lish  names, and suggests a scene unknown in Romance pas

torals in

And coughing drowns the parson’ s saw,31

The preceding lyric on spring

When daisies pied and violets blue 
And lady-smocks a l l  silver-white

28Ib id . , IV, i i i ,  101-20. Hyder Edward Rollins, 
editor of England*s Helicon, remarks; »shake speare is the 
author of one poem, »cm a Day--Alaek the Day!--* which 
was taken from The Passionate Pilgrim , a miscellany pub
lished under his name in 1599 (Cambridge, Mass.; Harvard 
University press, 1935), I I ,  31.

29Grierson and Smith, op. c i t ., p. 191.
30ln fra , pp. 21-22.

31Love*s  L a b o u r ’ s L o s t ,  V , i i ,  932.
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And. cuckoo-buds of yellow hue 
Do paint the meadows with delight,32

When shepherds pipe on oaten straws,
And merry larks are ploughmen’ s clocks;
When turtles tread and rooks and daws,
And maidens bleach their summer smocks,* 33

showing the pleasant phases of rural l i f e  depict, never

theless, an English, not an Italian  pastoral scene.

Thus early was Shakespeare taking on an independ

ence, developing his s k i l l  in his remarkable powers of 

adaptation.34 j f  exuberant with youth and a l l  the heady 

wine of London l i f e ,  i f  at times his head was in the 

clouds, his feet were solid ly  on earth. His genius lay 

in part that he so early grasped the secret of men’ s 

hearts.

Rated by one critic  as among the most original 

of a l l  Shakespeare’ s plays, especially in his use of the 

subject matter, fairy-mythology, Midsummer Night’ s Dream 

is considered to be the one drama in which Shakespeare 

depended more upon incident than upon character.35 *

Possibly the royal entertainments with their

52Ib id . , V. i i ,  904-08.

33Ib id . , 913-16.

3% e lix  Emmanuel schelling, English Literature
During the Lifetime of Shakespeare (Hew York: Haary Holt
anT'Company ," '1931) , p. 191.------------

35S a in t s b u ry , op. c i t . , V,  204-05.

V'QW.'} >
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songs and fa ir ie s  may have suggested the idea to Shake

speare.^® Despite the outdoor setting and the many 

lovely bits of woodland description, the play is not 

strongly pastoral. Two scenes, however, I ,  i i ,  and I I ,  

i i ,  are in part unmistakably pastoral.57

The delightful and delicate ra ille ry  in the play, 

especially in the fairy  scenes, but also in the conver

sations between the aristocrats, have been considered 

pastoral.* 38 39 * 41

The culmination to the period of the joyfu l come-
3Qdies, as You Like i t , »the greatest of Shakespeare’ s 

comedies, ”4® Man eternal spring-poem,»4  ̂ with prose, 

blank verse, and lyric  "in absolute perfection,»42 43 shows 

the author’ s "opinion and judgment upon the whole pas

toral id e a l,»45 and is  his "criticism of the philosophy

S6Thorndike, op. c it . , p. 229.

57Homer Smith, op. c it ., p. 378.

38Gri erson and smith, op. c i t ., p. 191.

39Chambers, William Shakespeare, p. 244.

4°Saintsbury, op. c i t ., p. 216.

41Brander Matthews, Shakespeare as a playwright 
(Hew York; Charles Scribner’ s Sons, 1913)', p." 158.

42Saintsbury, op. c i t ., p. 217.
43Schelling, English L iterature, p. 187
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of l i fe  which underlies the pastoral,»44 a satire, yet 

withal a serious one, upon »the absurdities of pastoral- 

ism coupled with the conventional use of the country ver

sus the town motif* "45

Shakespeare drew his material fo r this play in 

large part from Lodge's Rosalynde, a true pastoral ro

mance with purely conventional characters and incidents.45 47 

Lodge had founded his narrative upon the medieval Tale 

of Gamelyn, obliterating almost entirely the forest 

setting in the earlier story.48 Although the f ir s t  act 

has the "court" atmosphere, Shakespeare restored the 

forest setting in a large part49 with much of the Englih 

Robin Hood tradition50 51 * using to the fu l l  advantage its  

sp irit  of romance and adventure.53'

Two Shakespearean scholars, Schelling and Smith,

44Chambera, English Pastorals, p. x l i i .

45(jreenlaw, op. c i t . , p. 381.

4%omer smith, op. c i t ., p. 381.

47Schelling, Elizabethan Drama, p. 155.

48Homer Smith, op. c i t ., p. 378.
49Schelling, Elizabethan Drama, p. 154.

50Bayne, op. c it . , p. 412.

51William Shakespeare, edited by Hardin Craig
(Chicago; Scott, poresman and Company, 1931), p. 305.
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agree that J onson’ a Sad. shepherd is the only other Eng

lish  drama besides as You Like i t  that successfully com

bines the pastoral with English forest id e a l.52 «we are 

always conscious of the forest in As You Like i t . i t  is 

something more than a scenic background; i t  is a sp ir

itual force, bringing medicine to the hurt souls of men,« 

a place free from the perils of the court.53 *

Professor Greenlaw has pointed out that, in com

mon with Spenser in the third book of the Faerie Q.ueene, 

and with Sidney in Arcadia, Shakespeare has in As You 

Like I t  these incidents told in the same order;

The story of love between a hero and heroine 
who though of high station are living as shep
herds; the clown who serves as a fo i l  . . . .  
the rescue of the g i r l  from a wild beast 
. . . .  the fin a l recognition.^4

The pastoral scenes and episodes in the play in- 
elude the following;

1. The conversation between Gorin and silv ius  
and the purchase of the sheep-farm by 
Rosalind and Cecilia ( l l ,  iv) ;

2. Orlando’ s soliloquy and his sonnets (H i ,  i i i *
5. corin’ s speeches ( I I I ,  i v ) ; ’
4. The dialogues between (a ) silv ius and phoebe

( I I I ,  v ); (b) Orlando and Rosalind (rv, i ) ; '
(e ) Silvius and Rosalind, Oliver and Celia

52Schelling, Elizabethan Drama, d . 154: womp-r 
Smith, op. c i t ., p. z W i — ---------------

53Edmund K. Chambers, Shakespeare; a  Survey fT.on-
don; Sidgwick and Johnson, LtdT, l9’6o) , p! IV?“----- *  K

54Greenlaw , op. c i t . ,  p .  126.
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(IV* i i i )  ; (d) and those of the marriage 
plans of Orlando and Rosalind, and of silv ius  
and Phoebe (v, i i ) ;

5. The conversations of Rosalind, Orlando and 
the Duke and of the second brother and the 
Duke (V, i v ) . 55

The bulk of the foregoing is  not especially  

large; yet the whole play is shot through with pastoral 

gleams which Shakespeare handles »with fu l l  freedom» 

by rearranging incidents, adding new characters, height

ening and brightening the tale he borrowed.56

A study, giving in detail Shakespeare’ s improve
ments upon Lodge, may be summarized thus: 1. The 
expansion of the court scenes and making prominent 
the forest l i f e ;  2. the condensations of the pas
toral episodes and reductions of the eighteen 
lyrics to three; 3. the replacing of the long pas
toral wooing of Lodge’ s second pair of lovers, 
Saladyne and Alinda, to only an indirect reference 
of a few lines for the courtship of Oliver and 
Celia; 4. adding the clown, Touchstone, and Le Beu, 
Jacques, and Amiens; and introducing genuine Eng
lish  rustics in William, corin, and Audrey instead 
of shepherds; 5. subordinating Sylvius and Phoebe, 
»in whom . . . . he . . . .  preserves the fu l l  pas
toral co loring.»57 58

Practically  the only character who is  a true 

Arcadian is Oliver, another minor personage, who in the 

end of the play says to Orlando that he w i l l  remain in 

Arden »and here live and die a shepherd.»5® Even m

55Greg, op. c i t . , p. 338.

5%atthews, op. c it ., p. 156.

57Homer smith, op. c i t ., p. 381.
58As You Like I t , V, i i ,  11.
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Oliver the pastoral coloring is toned down.59 Corin, a 

typical pastoral character in Lodge, has teen naturalized 

by Shakespeare into a true English shepherd.60 Mrs. 

Jameson noted that “Phoebe is  quite an Arcadian coquette; 

she is a piece of pastoral poetry; Audrey is only a rus

t i c . " 61 The rustic pair, Audrey and William, combine the 

farcical "with the inimitable humanity which distinguishes 

Shakespeare»s creations."62 63

The melancholy shepherd, a set pastoral figu re ,65 

was probably the suggestion for Shakespeare in creating 

Jacques, who with Touchstone "are eminently, piquantly 

out of place, while most picturesquely in p lace ."64 

Celia is no shepherdess, nor does she wish to be one.

She is in the forest, in disguise, simply to elude pur

suit. 65

5%omer Smith, op. c i t ., p. 381.

60 Ibid.

Mrs. Anna Brownell (Murphy) Jameson, Shake
speare « s Heroines (Philadelphia; Henry Altemus,' 1924), 
p. 69.

62Greg, op. c it ., p. 411.

63Greenlaw, op. c it ., p. 124.

64 Arthur qu ill e r -couch, Botes on Shakespeare's 
Workmanship (New York; Henry Holt and' Company'," l'Sl^TT*-
p. 10 S.

65Homer Smith, op. c i t . ,  p. 381.
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'»Honest» Orlando is pastoral when so liloquiz

ing he hangs his love poems on the trees and battling 

saves Rosalind from the lioness,66 67 an incident noted by 

another c ritic  as truly pastoral when the forest can 

shelter »a lioness under every bush.«68 69 70 71

So poorly does Orlando write his verses, how

ever, that it  may be considered as another point Shake

speare was making that manly love may well exist apart 

from a r t if ic ia l pastoral gallantry. Otherwise Orlando 

is a directly presented character, strong of body, firm 

of w il l ,  manly, and resolute.7®

The delicious wooing of Rosalind and her demure 

enjoyment of i t  mark her as wholly natural and completely 

unpastoral. Witty with a gentle humor, unfailingly femi

nine, petulant even on occasion, with a depth of senti- 

ment, «she is  at once tender and sprightly, frank and 

cheerful, the English ideal of a healthy g ir l ,  glad to 

be wooed. "7^

66̂ uiller-couch, op. c it ., p. 107.

67Homer smith, op. c i t ., p. 381.

68Chambers, Shakespeare; A survey, p. 157.

69q,uiller-Couch, op. c i t ., p. 107.

70Matthews, op. c it ., p. 157.

71Ib id . , p. 158.



32

I t  has been suggested that Shakespeare may have 

unintentionally, or intentionally satirized, in a l l  good 

nature, s ir  Philip  Sidney in character of Jacques, a l 

though he did not «make a practice of representing among 

his Dramatis personae leading men of his time, as Lyly 

. . . . and other Elizabethans constantly d id .»?2 such 

an a llegorical masque was, as pointed out before,?3 a 

predominant pastoral tra it .

The satire, i f  such i t  is , would be Shakespeare's 

way of gentle laughing at »those elements in polite l i t 

erature, the petrarchisms and the a r t if ic ia l pastoralism 

of which Sidney was altogether the most conspicuous ex

emplar.»?4

ThUB it  may be seen that Shakespeare drew copi

ously upon the traditional pastoral scenes, incidents, 

characters and atmosphere, transmuting these elements of 

an elaborately a r t i f ic ia l  form into a fanciful »comedy 

of young love«?5 with »a subtle glamour of sunlight 

. . . . overspreading his sketches of the natural man 

and woman as he found them in the English fie lds and * * * *

?2(jreenlaw, op. e i t ., p. 156.

?3ln fra , p. 6.

?4Greenlaw, op. c i t . , p. 136.

?%atthews, op. c i t . , p. 158.



33

lanes.»76

Shakespeare* s good-natured, satire has been noted 

before in the characterization of Jacques,77 while in 

Orlando’ s wooing a l l  the extravagances of the pastoral 

love-making are subjected »to the test of silvery laugh

te r ,»78 a diverting parody of the sentimentality of Ar

cadian love-throes and wooing.»79

Having no illusions about country l i f e 80 81 Shake

speare has made a playful criticism upon the pastoral 

idea that courtiers in the forest are aught but courtiers 

s t i l l .  The old Duke condemns the a r t if ic ia lity  of the 

court,8  ̂ but his followers must ape his h u m o r s , the 

very essence of the environment he le ft  behind.

Only Touchstone the foo l can honestly say what 

the others probably thought, and as the typical city- 

bred man who says today in «roughing it »  for any length 

of time:

Greg, op. c it . , p. 410.

77ln fra , p. 30.
7 0

Greenlaw, op. c i t ., p. 136.
79Schelling, Elizabethan prama, p. 155.

80Greenlaw, op. c i t ., p. 154.

81AS You Like It , I I ,  i ,  1-18.

82% u i l le r -C ouch ,  op. c i t . ,  p. 106.
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Truly, shepherd, in respect of ite e lf ,  i t  
is  a good l i fe ;  tut in respect that it  is a 
shepherd*s l i fe ,  i t  is  naught.83

Belonging to Shakespeare’ s middle period, As You 

Like i t , firm in its  structure, happy in the art of mak

ing the pastoral phases an ornament upon this structure, 

contrasting his vigorous, fresh characters with “the 

polished Utopians» it  may be said that for Shakespeare 

the pastoral was «a delicate colouring, an old-world 

fragrance . . . .  a thing of grace and beauty . . . .  to 

be enjoyed» but unsuited for the serious business of 

l i f e . * 84

The »golden age» in modified tone, noted in this 

play by two c ritics ,85 has been interpreted by a third 

as Shakespeare’ s delineation of, and belief in »that 

veritable golden age that v is its  in momentary gleams the 

hearts of young lovers and sends a fa r beam into the 

reminiscent ponderings of later years. »86

This is the true Arcadia that lad and lass, man 

and maid, husband and wife have known, perhaps i t  was 

the fu lfillm ent of the younger Shakespeare’ s »visions«

85A8 You Like I t , I I I ,  i i ,  13-15.

84Greg, op. c it . , p. 412.

85Chambers, Shakespeare; A Survey, p. 157; 
quiller-couch, op. c i t ., p. 105.

86Schelling, Elizabethan prama, p. 181.
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of hie twenties. He was to return to i t  again, after a 

period of some ten troubled, bitter years, to recapture 

i t  in part, as an older man “dreaming dreams.*4



CHAPTER IV

AN OLD MAN DREAMS DREAMS

Shakespeare’ s »t itte r comedies and great trage

dies" were produced during the years 1600-1608, desig

nated as the "Out of the Depths" period.1 These »four 

wings to his sp irit«2 3 were followed ty Anthony and Cleo

patra and then by Coriolanus, which, although great, is  

not equal to Anthony and Cleopatra or to the incompara

ble four.3

There followed four, or at the most five , years 

more of waiting, the period of romantic plays and dra

matic romances, the period "On the Heights.«4

In the meantime in 1597 Shakespeare had purchased 

New place in Stratford, prom that time onward there are 

references by citizens of Stratford to him as well as 

records of further purchases of lands and houses in 

Stratford. 5

1Chambers, William Shakespeare; Hamlet (1601), 
Othello (1604), Lear (1605), Macbeth (1606), pp. 249-51.

2Saintsbury, op. c i t ., p. 224.

3 Ib id .

4Chambers, William Shakespeare, p. 251.

5Saintsbury, op. c i t ., p. 224.

36



37

London was already crowded in the last years of 

Elisabeth, and Englishmen were beginning to fe e l the op

pression of the c ity .6 7 * Shakespeare, country-born and 

bred, would have fe lt  this overcrowding and oppression 

keenly, a poet, he would have fe l t  it  more.

Indeed, during the years preceding as You Like 

I t , one author has suggested that Shakespeare dreamed for 

himself and for others a return to a quiet environment, 

to a more healthy milieu, to an existence free from the 

merciless and unsavoury court intrigues of the day.**

«One imagines that his stays at his pleasant 

home in Stratford grew longer and that his sojourns in 

London grew shorter as time went on . . . .«  and that 

f in a lly  he le ft  London to remain in Stratford as his 

established home.®

Shakespeare’ s permanent settlement at Hew place 

has been placed as shortly after his mother’ s burial on 

September 9, 1608, by one authority, who adds that 

Shakespeare had «more business transactions** of various 

kinds.9 The year 1610 is set as the probable date of

Chambers, Shakespeare; A Survey, p. 159.

7Ib id . , pp. 159-60.

®William Shakespeare, edited by Hardin Craig, 
op. o it ., p. 989.

9Saintsbury, op. c it . ,  p. 245.



tiie return to Stratford by chambers who likewise men

tions the acquisition of Blackfriars Theatre.10

38

A third scholar writes that Shakespeare never 

cut himself entirely ad rift from Stratford, probably 

never at heart a Londoner, «two or three years before 

he wrote as You Like It  he had already bought the fine  

house . . . . « a t  Stratford, where he returned »in 1611 

while he was s t i l l  but a man of middle age and in fu l l  

enjoyment of fame and fortune.«11

Cymbeline, The Vfinter’ s Tale, and The Tempest 

have been dated as between 1608-1611.12 writing of them, 

Saintebury states: «Last came the famous three: C^mbeline, 

The winter*s Tale, and The Tempest . . . .*  spoken of, 

except one, by pulke Greville, Shakespeare’ s contemporary. 

Cymbe line and The winter’ s Tale were seen by Simon Borman, 

an astrologer of the day, in 1610 and 1611.13 »The Tem

pest was certainly performed in 1613 and may have been 

written one or two years e a r lie r --a  theory that makes i t  

not a late play at a l l  is  absurd and rebutted by the whole 

internal evidence.«14 The same author adds that The

10Chambers, william Shakespeare, p. 87.

1Chambers, Shakespeare; a Survey, p. 159.
12chambers, William Shakespeare, p. 250.
loSaintsbury, op. c it ., p. 230.
l4Ibid.
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Tempest d iffers remarkably from the preceding two in 

construction.15 *

Recognition has long been given to the fact that 
the last three plays completed by Shakespeare, 
Cymbeline, winter’ s Tale, The Tempest . . . .  
form a distinct group among his works . . . .  
marked by certain qualities of temper and out
look on li fe  which differentiate them sharply 
from their immediate predecessors.15

It  has already been noted that Daniel’ s Arcadia 

was the f i r s t  English drama that adhered strictly  to 

Ita lian  dramatic pastoral pattern, and that the second, 

Fletcher’ s The Faithful shepherdess, was enacted in 

1608. 17 *

These facts may account in part fo r the view

point that the stric tly  pastoral English drama in flu 

enced this change of view in Shakespeare.

In answer to Thorndike’ s theory that »there is  

evidence that their CBeaumont’ s and Fletcher’ sJ heroic 

plays suggested Shakespeare’ s change from tragedy to 

romance and that ph ilaster, written before 1612, led 

somewhat directly to Cymbeline, « l5 Chambers writes at

I5Ib id .

°Chambers, Shakespeare; a Survey, p. 286.

17ln fra , p. 15.
TQ

Ashley H. Thorndike, «Beaumont and Fletcher,» 
Encyclopedia Americana, Vol. m  (1941), p. 394.



40

length.19 He points out that the change in Shakespeare 

occurred suddenly about 1607-08 from some sp iritua l cause 

that can only be oonjectured, which le ft  him “freed at 

last from the fever of speculation and disposed to spend 

the afternoon of life  in unexacting and agreeable dreams.20 21

Cymbeline, generally conceded the most loosely
21constructed of Shakespeare's plays, was drawn from many 

sources; the chastity wager from Boccaccio; the chronicle 

element from Holinshed; the pastoral theme from Tasso.

A ll these were tied together by a device used before in 

Romeo and Ju lie t, the drugged Imogene awakening and be

lieving the dead Cloten to be her husband, a slight change 

from the mutual mistake in the earlier drama.22

The fairy-story of snow white and seven Dwarfs

19Chambers, Shakespeare; a Survey, pp. 287-94.
His remarks may be summarized;' i*he chronology of the 
plays is  too uncertain to declare that philaster preceded 
Cymbeline. The similar incidents, scenes, and motives 
in two plays were used numerous times in pastoral narra
tives in both the Middle Ages and Renaissance. Earlier  
plays of Shakespeare show several of the same scenes, 
etc. The spiritual mood of Shakespeare that underlies 
the change from tragedy to the dramatic romances is ig 
nored. Therefore, to uphold this theory a fundamental 
change is made to be rooted in «a mere desire to rival 
others in exploiting a dramatic convention.« F inally, 
he states that the id y llic  element is  incidental in phi- 
la s te r , but an integral part of the design in cymbeline.

20Ib id . , p. 292.

21Saintsbury, op. c it . , p. 230.

22Greenlaw, op. c it . , p. 136, p. 145.
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has been advanced by schenkl as the source for imogene's

l i fe  in the wilderness. There are sim ilarities in the

wicked stepmother theme* the sheltering of imogene by

her brothers, but especially in her mourning of the birds,

and her revival, some editors, including Gallancy and

Furness, have accepted this suggestion.23

Leonhart, on the other hand, thinks i t  improbable 
that the fa iry  story, which he believes originated 
in Hesse, was known in England in Shakespeare's 
time and holds that this part of the story is  
Shakespeare's own invention as a means of linking 
the various elements of the p lot. Most critics  
agree that the cave episode is original with 
Shakespeare and is intended to unite the story of 
chastity test with the chronicle history material 
of his story and that the only one identification  
of i t  with any other source than Shakespeare's own 
creation has been disputed.24

Whether or not original with Shakespeare, the 

cave scenes in the Welsh h i lls  bear the stamp of his 

genius in their handling. More perhaps than any other 

device the lots are bound together by these episodes.

The pastoral elements are used to provide "what is in 

many respects the most remarkable denouement in the en

tire l i s t  of Shakespeare's p lays."25

How Shakespeare transmutes a characteristically  

a r t i f ic ia l  phase of the genre, the argument about the

25lb id . , p. 137.

24Greenlaw, op. c i t ., p. 137.

25Ibid., p. 145.
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merits of the town and country l i f e ,  may be noted in hie 

rea listic  conversation of Bel&rius with Guiderius and 

Arviragus.26 27

The supposed father praisee their l i f e  in the
•*

wilderness for its honesty and security, but Guiderius 

replies:

Out of your proof you speak, we poor uniledg’ d 
Have never wing’d from view o' th' nest, nor 

know not
What a ir ’ s from home. Haply this l i fe  is best 
If quiet l i fe  be best, sweeter to you 
That have a sharper known.2?

Arviragus points out as youth today in similar 

circumstances would discerningly reply, i f  not so poeti

cally:

What should we speak of 
When we are old as you? when we shall hear 
The rain and wind beat dark December, how 
In this our pinching cave shall we discourse 
The freezing hours away? we have seen nothing.28

Belarius in answer states:

How you speakt
Did you but know the c ity ’ s usuries 
And fe lt  them knowingly; the art o* th’ court, 
As hard to leave as keep, whose top to climb 
is  certain fa llin g , or so s lipp ’ry that 
The fea r’ s as bad as fa llin g ; the to il o’ th' 

war,
A pain that only seems to seek out danger

26Cymbelme, i l l ,  l i i ,  1-105.

27Ib id . , 27-51.

28I b i d . , 35-39.
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I* th* name of fame and honour, which dies 
i* th* search

And hath as oft a sland’rous epitaph 
As record of fa ir  act.2»

Many an elder may well sympathize with Belarius, 

for the two youths are as l i t t le  convinced by his words 

as those today give much credence to what the older gen

eration has learned from experience.

The young princes react characteristically, as 

youth of our own decade have done, in chafing at the 

caution of Belarius in restraining them from ta tt le .50

The valor of the young men in crises, however, 

may well illustrate  that in this play Shakespeare used 

the pastoral, or the id y llic , to show the value he placed 

on »what the Elizabethans called the contemplative l i fe  

in preparation for the active l i f e . » 51 This phrase with 

its  fam iliar ring shows the critic  to be astute in stat

ing that the pastoral note struck in As You Like i t  takes 

a deeper tone in Cymbeline »forming the vehicle for a 

noble defense of the contemplative id e a l,«52 and is a 

means through which Shakespeare expresses some of his 

maturest and most characteristic thought about the 29 * 3 32

29Ib id . , 44-53.

5QIb id ., IV, iv, 1-34.

3lGreenlaw, op. o it ., p. 154.
32'Ibid., p . 150.
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meaning of l i f e .33

It  may be held that this transforming power of 

Shakespeare’ s is manifest even m the great heights his 

poetry reaches in this play. The idy llic  note has per

haps never been more sweetly nor poignantly sounded than 

in the lament of Afviragus over P idele ’ s grave;

With fa ire st flowers,
Whilst summer lasts and 1  live here, pidele,
I ' l l  sweeten thy sad grave. Thou shalt not lack 
The flower that’ s like thy face, pale primrose* 

nor
The azur’ d harebell, like thy veins; no, nor 
The leaf of eglantine, whom not to slander, 
Outsweet’ned not thy breath.

Yea, and fu rr ’d moss besides, when flowers are 
none,

To winter-ground thy corse.34

or in the lament in the same scene;

Pear no more the heat o’ th’ sun 
Nor the furious winter’ s rages;

Thou thy worldly.task hast done,
Home art gone, and ta'en thy wages.

Golden lads and g ir ls  a l l  must,
A3 chimney-sweepers, come to dust.

Pear no more the frown o’ th’ great;
Thou art past the tyrant’ s stroke.

Care no more to clothe and eat;
To thee the reed is  as the oak.

The sceptre, learning, physic, must 
A ll follow this and come to dust.35

The Winter’ s Tale, "more romantic than dramatic,“

33I bid.

54Cymbeline, iv, 1 1 , 218-29.

35Ib id . , 258-70.



better constructed, than Cymbeline, possesses more varied

interest and poetic appeal.«36 Dramatized irom Greene’ s 

pastoral romance Pandosto (1588) the play is generally 

conceded to have the "court« atmosphere in a l l  except 

the fourth ac t .37 The pastoralism in Aot iv  is  variously 

discussed by different Shakespearean scholars. Schelling 

considers that "the pastoral atmosphere hovers about it  

to a certain degree." He believes "these fresh scenes of 

country« are "completely antithetical to the pastoral 

drama."38 39

To this one may readily agree if  it  may be 

pointed out that pastoralism and the set pastoral drama 

are not synonymous.

professor Greg says;

I t  is  characteristic of the shepherd scenes of 
I * • * The Winter’ s Tale . . . .  written in the 
fu l l  maturity ox snake speare ’ s genius, that m 
spite of their origin . . . .  they owe nothing 
of their treatment to pastoral tradition.^®

The pastoral origin can scarcely be waived.

"A prince in disguise woos a shepherdess, who turns out 

to be of noble birth--such is the favorite formula" of

36Saintsbury, op. c it ., p. 231.

37Schelling, Elizabethan prama, p. 161.

36Ib id .
39Greg, op. c i t ., p. 411.
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the Arcadian pastoral as we see it  in The Winter»a Tale, 

the plot of which Shakespeare got from Greene*a romance 

of Dorastus and Fawnia.40 * * * 44 45

The same formula less compactly put by another

author f i t s  the situation in The win ter * s Tale.

A child of unknown parentage, usually a g i r l ,  is  
brought up by shepherds...............a lover is in 
troduced . . . .  a man of high birth who fa l ls  in 
love with the heroine and for her sake adopts the 
dress and l i fe  of a shepherd . . . .  At length it  
develops the g i r l  is of high birth, and she mar
ries the hero...............41

While Homer Smith holds that **in The Winter's 

Tale the pastoral element . . . .  is so completely sub

ordinated that we can hardly say i t  exists at a l l " 4^
45 44-Chambers and Greenlaw maintain an opposite view.

Chambers points out, f i r s t  of a l l ,  that in 

The Winter's Tale Shakespeare did not interweave the 

two plots and that their connection in the fourth act 

is  so loose that the entire act may be considered as
A jr

an interlude. He continues that although these scenes

40^Grierson and Smith, op. c it . , p. 96.

4 ̂ Greenlaw, op. c i t ., p. 123.

4%omer smith, op. c i t ., pp. 378-81.

4^Chambers, Shakespeare; a Survey, pp. 295-303.

44Greenlaw, op. c i t . , pp. 145-47; p. 150.

45Chambers, Shakespeare; a Survey, pp. 298-300.
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are a picture of rural merrymaking, and »written pos

sibly after» shakespeare»s »retirement at Stratford» 

that the pastoralism of As You Like I t , a window open 

upon the «simplicity and content of meadows," has now 

become a fu l l  and complete picture of "the freshness 

of recovered liberty and peace.«46

Pastoral is  never to be mistaken for a tran

script of rustic l i f e ,  its  significance resides, not 

in any fid e lity  to the fact of the peasant, but in its  

relation to the state of mind of the writer. And the 

contrast is  generally brought into the foreground of 

the picture.47

The interlude surely accomplishes this contrast. 

The nobility  of character of both p lo rize l and Perdita 

are developed in the setting, one is tempted to say, as 

they could not have been in a court atmosphere.

Autolycus has been considered the most fu lly  de

veloped and complete character in the play. Of the others

a fu l l  portrait is not given.48 49 »Perdita, exquisite as
49sne is , «  does not approach Imogens, another Cordelia

46Ib id . , p. 301.

47Ib id . , p. 302.

Saintsbury, op. c i t . , p. 231.

49Ibid .
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returned, to earth. Chambers, however, raises the ques

tion whether perdita, the unspoilt maiden, and xmogene, 

the constant wife, could possibly have been drawn from
c i

court or London models. A The implication is that only

in wholesome surroundings could such two winsome women

have fittin g ly  developed.

Greenlaw»s opinion is that;

Greene’ s story, pandosto, is  much farther removed 
from true pastoral than' Shakespeare’ s; what has 
really  happened is  that Shakespeare has trans
formed a romance that patronizes . . . .  shep
herds . . . .  into the most exquisite and satis
fying pastoral in Elizabethan literature; and 
that Shakespeare’ s sympathy is for the sweetness, 
purity, and the sincerity of l i f e  away from the 
heated atmosphere of court . . . .  or from any
a r t if ic ia l  environment. ^

The Winter’ s Tale is in one sense a fu lle r  growth 

of the theme begun as early as 1595 in Richard i f , more 

clearly shown in Henry y , in a l l  the tragedies, but es

pecially in Lear, and fin a lly  in the last plays; namely, 

that worth, not position and honor, bring happiness to 

the individual and to the group, «the very essence»' of 

pastoralism. 50 51 * 53

Although Schellmg does not consider The Winter’ s

50Chambers, Shakespeare; a Survey, p. 291.

51Ib id . , p. 304.

5%reenlaw, op. c i t ., pp. 145-46; p. 154.
53

50

I b i d . , p .  150; p .  151; p. 154.
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Tale pastoral he declares that it  contains »some or the 

most exquisite outdoor scenes m »54 English drama, on 

the other hand, he states; »we may live , i f  we w ill,  m 

the golden age with perdita and p lo r iz e l.»55

Shakespeare's power to transform was not too far 

removed from rea lity , perhaps this close-to-nature-and- 

l i fe  drawing has made his delineation so powerful. 

Chambers points out the possib ility  that the rustic ac

tiv ities  at Uew place inspired in part the shepherd 

scenes of The winter's Tale. 56

"The quintessenced poetry throughout The Winter's 

Tale" and especially in Perdita 's flower speech is noted 

by Saintsbury.57 of this passage it  haB been remarked 

that Shakespeare "is careful to distinguish the flowers 

of winter and summer,»58 while chambers has observed that 

although Spenser and Milton were not exact m selecting 

flo ra  and fauna to f i t  their seasons and climes, "Shake

speare is  careful to make Perdita distribute the proper 

flowers of middle summer and lament the absence of the

54Schelling, Elizabethan Drama, p. 161.

55lb id . , p. 181.

56Chambers, Shakespeare; a Survey, p. 301.

57Saintsbury, op. c i t ., p. 231.

58Karrison, op. c i t ., p. 292.
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flowers of spring that might furnish fitt in g  garlands 

for her g i r l  friends.»»59 * * *

In poetic detail, in p lot, in character espe

c ia lly  and in philosophy of l i fe ,  it  may be said that 

in his use of the pastoral in The winter*s Tale Shake

speare created '»some of the most charming scenes . .

. . glorifying his material in the process."5̂

The Tempest only indirectly offers matter of pas

toral interpretation except the masque in Act iv . Rather 

puzzling is the comment appraising the production as the 

»most perfect example of the masque in Shakespeare,»' by 

one who had previously stated that » i t  is usually thought 

to be by some other hand than Shakespeare’ s . »61 

Greg holds;

The f irs t  stric t masque of pastoral character 
• . . . is  that of -Juno and i r is ,  with the dance 
of the nymphs and the »«sunburnt sicklemen of 
August weary« introduced by Shakespeare into 
The Tempest.

^Chambers, English Pastorals, p. x l i ; p. x l i i .
60Schelling, Elizabethan Drama, p. 191.

% illiam  Shakespeare, edited by Hardin Craig, 
0jr;_ o it .  , p. 1055. other commentators who do not men
tion this supposed interpolation are chambers, Shake'

c it .,
!oh this supposed interpolation are chambers, Shake

speare: A Survey, pp. 312 f f . ;  Saints bury, op 
pp. 232-33; Greg, op. c i t . , p. 378.

62,Greg, op. c i t ., p. 378.
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The classic names, i r is ,  ceres, Juno, as well as

the classical allusions “cold nymphs," Juno’s '»peacocks, *»

“saffron wings," “dusky D is,« Venus "and her son Dove-

drawn» hark back to the Greek and Roman lo re .63

The English landscape, however, is sketched in

• ......................................................... thy rich ltas
Of wheat, rye, barley, fetches, oats, and pease;
Thy turfy mountains, where live nibbling sheep,
And f la t  meads thatch’ d with stover, them to keep.64

The outdoor setting with classical allusions and

fairy  elements are intermingled at various points, among

others:

Ye elves of h i l ls ,  brooks, standing lakes, and 
groves,

And ye that on the sands with printless foot 
Do chase the ebbing Heptune, and do fly  him 
When he comes back; you demi-puppets that 
By moonshine do the green sour ringlets make,
Whereof the ewe not bites; and you whose 

pastime
Is to make midnight mushrumps, that rejoice  
To hear the solemn curfew; by whose aid 
(Weak masters though ye be) I have bedimm’d 
The noontide sun, c a l l ’ d forth the mutinous 

winds,
And ’ twixt the green sea and the azur’ d vault 
Set roaring war; to the dread rattling thunder 
Have I given f ire  and rifted  Jove’ s stout oak 
With his own bolt. 6

The idy llic  strain is sweeter and stronger in 

A r ie l ’ s fin a l song:

63The Tempest, IV, i, 60-135.

64Ib id . , 60-63.

65I b i d . , V, i ,  34-46.
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Where the bee sucks, there suck x;
In a cowslip’ s bell i  l ie ;
There I couch when owls do cry.
On the bat’ s back i  do f ly  
After summer merrily.

M errily, merrily shall i live now
Under the blossom that hangs on the bough.66 * 68

The wedding masque has been considered by some 

to have been inserted as a compliment to the nuptials oi 

princess Elizabeth and prince Henry of' Wales, a view 

with which Chambers does not agree, nor does he consider 

prospero to be James I . 6  ̂ This same writer considers 

Miranda and Ferdinand to be direct descendants of chloe 

and Daphnus.60 He notes also that Miranda’ s rearing on 

the sequestered is le  in The Tempest brings out the pas

toral theme in the same way as Shakespeare emphasized it  

in the two brothers in the welsh h ills  in Cym be line and 

in the Perdita in The winter’ s Tale. 69

It  has been observed also that Miranda’ s wonder 

at the «brave new world that hath such people m i t ” 

with prospero* s rejoinder that she would not think it  

brave i f  she really  knew is  again Shakespeare’ s in s is t

ence upon the superiority of the quiet l i fe  over the

66Ib id . , 88-94.

^Chambers, Shakespeare; A Survey, pp. 308-09.

68Ib id . , p. 308.

69I b i d . , p .  394.



53

supposed romantic environment at court.70 71

I f  schelling can designate the loves of Rosalind

and Orlando and of F lo rize l and Miranda as recreations
7 1oi the "golden age," the idy llic  courtship of Ferdinand 

and Miranda may also be called such.72

Gonzalo’ s speculations, although borrowed from 

Montaigne, are probably another enlargement upon Shake

speare's comparing rural l i fe  to the pleasant liberties  

of the golden age.7®

Allegory as a facet of pastoral literature has 

already been mentioned.74 This does not imply that a ll  

allegory is  pastoral, i t  is of interest, however, to 

note that commentators have considered A rie l as the 

sp irit  of poetry and Caliban as that of prose.75 set

ting aside any basis fo r personifying James I in pros-
»

pero, Chambers does believe the Duke of Milan is Shake

speare him self.76 However much some paralle ls can be

70vGreenlaw, op. c i t ., p. 154.
71Schelling, Elizabethan Drama, p. 181.

7%he Tempest, V , i ,  171-96.
73Chambers, Shakespeare; a Survey, p. 313.

74ln fra , p. 6.
7 5Chambers, Shakespeare; a Survey, p. 310.

76I b i d . , p .  311.
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traced, the fit te s t  judgment is perhaps that i t  cannot 

be »reasonably interpreted as a deliberate and consist

ent allegory.

The Tempest does then contain pastoral gleams 

and glimmerings in the outdoor setting, the golden age 

aura that pervades it ,  in the country versus the town 

motif, in some allegoric phases, but above a l l  in the 

exquisite poetry showing "the cravings after the l i fe  

according to nature.»77 78

In fine, The Tempest shows even more fu lly  than 

Cym be line and The winter's Tale "a serene optimism that 

directs the travail» of the human sp irit «to its  golden 

close” and «to the solemn vindication of an overruling 

providence through the symbolism» of the supernatural— 

namely, the vision in Cymbeline, the preservation of 

Hermione and the oracle in The w inter's Tale, and of 

Prospero»s magic in The Tempest.79

77Ib id . , p. 306.

78Ib id . , p. 314.

79I b i d .,  pp. 286-307.



CCNCLUSIOJ

Tiie foregoing study has shown that while critics  

disagree in regard to the amount and degree of pastoral- 

ism in this selected group of shake speare» s plays, they 

a l l  agree that he did employ several pastoral devices. 

Those who consider the characteristics of the genre 

strictly  are those who grant him but few pastoral phases. 

This is especially true of professor Greg.

The individual plays studied show that «he 

nowhere introduces with seriousness, the conventions of 

the genre.«1 They show also that Shakespeare steadily 

increased in his satirizing the absurd a r t if ic ia lit ie s  

of pastoral literature, reaching his climax in this 

point in as You Like I t .

He used the personal allegory sparingly.^ jpor 

p o lit ica l or religious controversy he used i t  not at a l l . * 3

Throughout his earlier plays the study has shown 

also a steady growth in several ideas that underlie true 

pastoralism, namely, content in a simple environment and 

man's weariness and ultimate disgust with a highly

Greenlaw, op. c it . , p. 122.

%reg, op. c i t . , p. 410.

3Chambers, Shakespeare; a Survey, p. 313.

55
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a r t if ic ia l  mode of existence, the dignity of man despite 

hi a place or station, fid e lity  in love as an approach to 

the »golden age of man,» delight in and refreshment from 

the natural beauty.

Shakespeare adds to this emphatically that no

b ility  of character grows best, not necessarily always, 

in an untrammeled mode of l i fe ,  a rea list, a practical 

man as well as poet, he kept ever before his mind English 

rural l i f e ,  English characters, a tru e -to -life  outlook 

and outcomes.

Finally he transmuted a l l  this into the thor

oughly Christian teaching that the contemplative l i fe  is 

the true preparation for a l i fe  of worthwhile active 

service. Lastly he portrays a serenity and a content

ment based on faith  in an overruling Providence.

/
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