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INTRODUCTION 

Bowles is an obsessionist, and his obsession may be 
simply stated: that psychological well-being is in 
inverse ratio to what is commonly known as progress, 
and that a highly evolved culture enjoys less peace 
of mind than one which is less highly evolved. This 
is of course a romantic attitude, going back at least 
as far as Rousseau by way (in English literature) of 
Samuel Butler, D. H. Lawrence, and E. M. Forster.l 

The preceding quotation from Oliver Evans* recent essay, 

"Paul Bowles and the *Natural* Man," may appear as an un

likely way to introduce a study on Shakespeare. The 

"obsession" which Mr. Evans describes can be defined by a 

single word: primitivism, a philosophy which students of 

the history of ideas recognize not simply as an obsession 

of a handful of writers, but as one of the most dominant 

attitudes in the history of Western philosophy. The state

ment is introduced here to demonstrate the general tendency 

to associate primitivistic concepts with the romantic 

tradition. The following quotation is from Maren-Sofie 

Rfistvig^s comprehensive study. The Happy Man, a two-volume 

work which identifies the rural "retirement" motif as a 

major theme in seventeenth century English poetry, and also 

identifies the primitivistically-oriented Classical writers 

who provided the models. Miss R/istvig's quotation is intro

duced to suggest that the "Back-to-Nature" philosophy 

culminates rather than originates with Rousseau: 



. . . the seventeenth-century retirement-poet tried 
to establish a circle of perfection inside the world 
of corruption by stressing the decay of life in 
towns and the relative innocence of country life. 
In this fashion was started a trend of reasoning whose 
culmination was reached with Jean Jacques Rousseau*s 
back-to-nature movement in the mid-eighteenth century.2 

Some two htmdred years before Rousseau, Montaigne, in his 

"Apology for Raymond Sebond," wrote of the "serenity and 

tranquility" of the Brazilian natives "who spend their life 

in admirable simplicity and ignorance"; with such "simplicity" 

life becomes, in Montaigne*s words, not only "pleasanter" 

but "better and more innocent."3 Ronsard eloquently described 

such Brazilian natives who were currently living "en leur 

age dore," not possessing even the words for "vertu" or 

"vice" in their vocabulary; enviously, Ronsard wished he, 

too, could live so happily "en toute liberte."^ 

Interest in primitivistic ideas as they appear in 

English literature has primarily centered on the Romantic 

period; the "Noble Savage" and "Back-to-Nature" themes are 

regarded as typical expressions of a specifically Romantic 

point of view. Perhaps because these themes are so closely 

associated with the Romantic movement, there has been 

considerably less attention directed toward the study of 

primitivism as it was expressed in Renaissance terms, 

despite the fact that such a philosophy has been universal 

in Western culture. 

The literature of the eighteenth century is associated 

with the Noble Savage tradition; the nature poets of the 

seventeenth century succeeded in creating what Professor 
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Tillyard (acknowleging his debt to Miss R/f̂ stvig*s study) has 

termed the "Retirement" myth.^ What form did these ideas 

take during the preceding century? The compilers of the 

anthology, The Portable Renaissance Reader, have recognized 

the "Golden Age" as a characteristic Renaissance symbol: 

"Few themes are more often repeated by poets, scholars, and 

reformers, by humanists, naturalists, and realists, than the 

ancient myth of a time when man and the world had been 

gloriously young and innocent, before . . . man deteriorated."^ 

With this idea in mind, it is possible to view the "Golden Age" 

theme, and the related convention of the pastoral, as 

Renaissance versions of primitivism. Elizabethan literature, 

in general, and Shakespeare, in particular, have not been 

extensively examined from this point of view. 

Hoxie Fairchild, for example, in his excellent study, 

The Noble Savage, investigates the various influences which 

merged into the Noble Savage myth, and identifies the Renais

sance pastoral and Golden Age themes as related in outlook; 

his interest in Renaissance literature, however, is directed 

primarily toward the travel accounts and certain essays of 

Montaigne.*^ The author of The Happy Man points out many of 

the Classically-inspired Elizabethan antecedents of seventeenth 

century "retirement" poetry but does not examine Shakespeare. 

Interest in sixteenth-century "Naturalism," the term most 

closely associated with primitivism in Renaissance studies, 

has centered on Montaigne, described by Hiram Haydn as a 
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"thorough-going primitivist."^ Haydn*s provocative work. 

The Countei>Renaissance. concerns, at length, sixteenth 

century primitivism; though his discussion concentrates on 

French travel literature and Montaigne, he considers the 

Golden Age as the basic theme in As You Like It. In 

attempting to cope with the problem of primitivism in 

Shakespeare, Haydn concludes: "To be sure, Shakespeare as 

usual refuses to divulge his own philosophical position on 

the general question—even, indeed, any very marked predi

lection."^ 

The present study is not aimed at an attempt to determine 

Shakespeare*s position on primitivism; for, as Professor 

Haydn discovered, "in this matter, as in so many others, 

Shakespeare plays the great commentator, but his own point 

of view remains indeterminate . . . ."-̂-̂  Rather, this study 

is directed toward an examination of those plays in which the 

ideal of rural simplicity is introduced. So much critical 

attention has concerned the Renaissance idealization of 

values associated with culture and civilization, that the 

often conflicting involvement in such opposing values as 

simplicity, privacy, rural solitude, has been less generally 

recognized as an important Renaissance point of view. The 

following study explores the versions of the simple but 

happy life—versions of "the golden world"--as they appear 

in the plays of Shakespeare. 



CHAPTER I 

BACKGROUND 

Shakespeare, like many of his Renaissance contemporaries, 

made various literary excursions into the world of rustic 

simplicity, the rural retreat which has throughout Western 

literature been associated with the myth of the Golden Age— 

that dream of a bygone age when man lived innocent and free 

in peace and plenty. Any conception of a previous era of 

virtuous simplicity carries with it a corollary conception of 

a present Iron Age of social corruption; the image inherently 

becomes a vehicle for social criticism and philosophical 

speculation. Ovid*s account (5 A.D.) in the opening sections 

of his Metamorphoses, of the "Ages of Gold, Silver, Bronze, 

and Iron," served to establish the foundation of the theme, 

and the pattern of images which were to characterize innocent 

man living in the state of nature. His description can be 

taken as a point of departure, a point particularly appropriate 

because Ovid was much read and revered during the Renaissance, 

a period which was as fascinated with the Golden Age as was 

the eighteenth century with the related myth of the Noble 

Savage: 

The first millennium was the age of gold: 
Then living creatures trusted one another; 
People did well without the thought of ill: 
Nothing forbidden in a book of laws, 
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No fears, no prohibitions read in bronze, 

All that men knew of earth were shores of home, 
No cities climbed behind high walls and bridges; 
No brass-lipped trumpets called, no clanging swords, 

. . . . Springtime the single 
Season of the year, and through that hour 
The soft breath of the south in flowering leaf. 
In white waves of the wheat across the meadows. 
Season of milk and wine in amber streams . 
And honey pouring from the green-lipped oak.^ 

The myriad conceptions of a golden world, whether pro

jected into the distant past as in Ovid, or projected into a 

Utopian future, whether projected in space with the dream of 

a present but far-away earthly paradise, or into a pastoral 

vision of the local countryside free from the corrupting 

influence of town, are founded in the philosophy of primitivism. 

As a philosophy of history, primitivism is, in the words of 

Professor Lovejoy, "the belief that the earliest condition of 

man and of human society, l*homme qu*il a du sortir des mains 

de la Nature, was the best condition." This belief, though 

subjected to continual opposition, "remained, on the whole, 

for more than twenty-two centuries probably the most widely 

prevalent preconception about past terrestial history, among 

western peoples."^ This concept was an ideology which "bade 

men to look for their model of excellence to the first stages 

of society before man had been corrupted by civilization."^ 

The Renaissance interest in primitivism was an amalgam 

of various influences. During the period that Ovid lamented 

the passing of the Golden Age, that Virgil gave the name of 

Arcadia to the land of pastoral purity in the Eclogues and 



conceived of the "happy husbandman" as living in the last 

remains of the Golden Age in his Georgics^, Horace sang, in 

poem after poem, the praises of his Sabine farm and the life 

of low contentment.^ Echoes of the Horatian advocacy of a 

rural retreat which engendered the ever-desirable "quietness 

of mind" are a commonplace of Renaissance poetry.6 The 

Golden Age, defined by the Roman poets, perpetuated in the 

Middle Ages through Boethius' Consolation, was extolled 

throughout Renaissance literature. In Italy, Tasso sighed 

lyrically, "0 lovely age of gold," recalling that time before 

"Honour" disturbed the "sweet and happy fold/ Of gentle 

humankind."7 In England, Joseph Hall, similarly, looked to 

the past fondly and to the present gloomily, in a satire con

cerned with "the Golden Age and modern degeneracy": 

Time was, and that was termed the time of Gold, 
When world & time were yong, that now are old 

Then farewell fairest age, the world's best dales. 
Thriving in ill, as it in age decayes.^ 

The extent of the Renaissance fascination with the Golden Age 

theme is indicated not only through allusions by those 

Elizabethans who were convinced of the "mutability and decay" 

(another theme which preoccupied Elizabethans) of contemporary 

life, but also in the writings of those who vigorously de

nounced the theory. A believer in progress, Gabriel Harvey, 

for example, wrote to Spenser, "You suppose the first age 

was the goulde age. It is nothing soe. Bodin defendeth 

the goulde age to flourish nowe. . . ."9 



B 

The philosophy that "virtue and happiness inevitably 

accompany the austerities of primitive life," an implication 

of the Classical contempt for luxury, was given further im

petus in the travel literature of the Renaissance explorers.^^ 

Columbus, for example, had described his natives as gentle, 

guileless, and beautiful.^^ According to an account of the 

first voyage to Virginia, the travellers "found the people most 

gentle, loving, faithfull, voide of all guile and treason, and 

such as live after the maner of the golden age." In the words 

of a French historian (1609)» the American savages "are truly 

noble, performing no action which is not generous," and living 

1 2 

as men did in the beginning before commonwealths were founded. 

In addition to the cultural and chronological primitivism 

encouraged by the exploration literature, there was the 

influence of the pastoral convention, also of antique origin. 

The pastoral, which abounds in Renaissance poetry, drama, and 

novel, made rustic Arcadia into another earthly paradise. By 

idealizing natural man, or a world removed from the cultural 

mainstream, all of these forces tended to raise questions as 

to the values implicit in civilization. To what extent, as 

well as in what manner, is this discussion, an undercurrent 

in much of Renaissance literature, reflected in the plays of 

Shakespeare? The following pages are concerned with an 

answer to that question. 



CHAPTER II 

VERSIONS OF "THE GOLDEN WORLD" 

The Garden 

Perhaps the most convincing statement of the desirabil

ity of living quietly in the peaceful countryside is made in 

one of the history plays. "Alexander Iden, an esquire of 

Kent," appears momentarily in the second part of Henry VI, 

in a scene identified as "Iden*s Garden": 

Lord, who would live turmoiled in the court 
And may enjoy such quiet walks as these? 
This small inheritance my father left me 
Contenteth me, and worth a monarchy. 
I seek not to wax great by others* waning, 
Or gather wealth, I care not, with what envy. 
Sufficeth that I have maintains my state 
And sends the poor well pleased from my gate 

(IV,X,18-25)."^ 

Here, Iden foreshadows a type which was to become a major 

figure in seventeenth century retirement poetry, the country 

gentleman who wishes for nothing more than rural bliss.^ The 

tone, in fact, is similar to that of Martial's popular and 

much-translated Epigram X, one of the key models for this 

retirement poetry: "The things that make life happier, most 

genial Martial, are these: means not acquired by labor, but 

bequeathed; fields not unkindly, . . . a quiet mind, a free 

man's strength, a healthy body; . . . be content with what 

you are, and wish no change . . . ."3 Martial 's version of 
9 
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rural bliss is similar to Iden's: rural contentment at the 

middle rank. 

Also, Iden's garden suggests something of the archetypal 

garden, the earthly paradise in miniature, which was to pro

vide primary solace for the poets of the following century. 

The tradition of the garden as a microcosm of Eden is alluded 

to in Lipsius' Of Constancy, a work which devoted several 

chapters to the necessity of the garden retreat: "Looke into 

the holie Scripture, and you shall see that gardens had their 

beginnings with the world, God himself appointing the first 

man his habitation therein, as the seate of a blessed and 

happie life." Shakespeare's country gentleman bears some 

resemblance to Lipsius' "philosophers and wise men, who 

eschewing the cities and troublesom assembliees of people, 

contayned themselues within the bounds and limits of their 

gardens." The purpose of the retirement into one's garden 

was not for Epicurean gratification of the senses (the dis

cussion contrasts Stoic and Epicurean attitudes toward retire

ment), "but for the mind . . . not to besot it with idlenesse"; 

the garden serves, rather, "only as a wholsome withdrawing 

place from the cares and troubles of this world." Iden 

affirms the observation in Lipsius that "all honest mindes 

and free from ambition, haue ever been delighted in this 

exercise."^ 

Iden's brief statement epitomizes the philosophy of 

quiet contentment and rural bliss. His statement is convincing 

because he has withdrawn to his garden by choice rather than 
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because of banishment, as is often the case. Further, he 

proves himself courageous and quick to action when, a few 

moments later, he battles and slays Jack Cade, the rebel 

rabble-rouser, whom he discovers hiding in the garden. The 

act proves that the peaceful country life has not dulled his 

valor. 

The effect- of Iden's pronouncement, however, is not so 

much to direct attention to the squire's private felicity as 

to point up the public problem of a war-torn country led by 

an ineffectual king. Iden's statement, then, contrasts with 

the conclusion of the directly preceding scene, the final 

lines of which are an expression of Henry's desire to "learn 

to govern better;/ For yet may England curse my wretched reign." 

The garden, in Shakespeare's time, was still an evocative 

emblem: the medieval Garden of Love, the Earthly Paradise, 

the Garden of Eden. Two of Shakespeare's most memorable 

garden images involve the garden as an emblem of order and 

control, in the political sphere and on the individual level. 

In Richard II. the well-known analogy is made between good 

gardening and good governing (III,iv); in Othello, lago's 

"horticultural" advice, thoiigh ironic, concerns the problem 

of self-control (1,111,322-337). Henry V, unlike his son, 

turned England into "the world's best garden" (Henry V. 

Epilogue); Richard is seen as a careless gardener, and Henry V 

as a successful gardener-ruler. The garden image in Henry VI,2. 

however, is used in a somewhat different manner. Iden's garden 

is an image of peace, associated with the country, in contrast 
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to war, nourished at court. Though Shakespeare's use of the 

garden image serves primarily as a foil for a troublesome 

reign, the speech of Alexander Iden is, nevertheless, an 

effective statement in behalf of the retreat from court to 

country. 

"The Golden Age" 

More well known is Gonzalo's Golden Age speech, an 

address uttered in the second act of The Tempest: 

I'th' commonwealth I would by contraries 
Execute all things; for no kind of traffic 
Would I admit; no name of magistrate; 
Letters should not be known; riches, poverty, 
And use of service, none; contract, succession. 
Bourn, bound of land, tilth, vineyard, none; 
No.use of metal, corn, or wine, or oil; 
No occupation; all men idle, all; 
And women too, but innocent and pure; 

All things in common nature should produce 
Without sweat or endeavour: treason, felony. 
Sword, pike, knife, gun, or need of any engine. 
Would I not have; but nature should bring forth. 
Of its own kind, all foison, all abundance, 
To feed my innocent people (11,1,147-155,159-164). 

These lines are generally recognized as a paraphrase of a 

passage from Montaigne's essay, "Of Cannibals"^ (the associ

ation with Montaigne is further re-inforced by the savage 

Caliban's name, thought to be an anagram of the word 

"cannibal"). In this scene, Gonzalo visualizes the society 

he would create on this newly discovered island. Had he 

"plantation of this isle," the commonwealth would "excel the 

golden age" (143i166). Gonzalo has, in fact, merely transferred 

the characteristics of Ovid's account of the golden past and 
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projected the myth into a dream of future perfection. 

Gonzalo's golden world, like Ovid's, would be a world of 

innocence, abundance, equality, a world without bloodshed, 

restrictive laws, commerce, crime. The scene has associations 

not only with the tradition of the Golden Age, but with the 

Renaissance popularity of Utopian literature,^ and the lit

erature of exploration and discovery of new worlds, yet 

uncorrupted' — "new lands discovered in our time, still pure 

and virgin compared with ours," according to Montaigne in 

"Of Moderation."^ 

Just how seriously is Gonzalo's proposal to be taken? 

The answer may be suggested by a consideration of the context 

of the speech, and a consideration of the intent of Montaigne's 

essay. While "Good Gonzalo" orates, villainous Sebastian and 

Antonio mock him, and King Alonso wishes he would be quiet. 

Thus, Gonzalo perceives that his attempt to distract the ship

wrecked noblemen with "merry fooling" has been unsuccessful. 

To comfort his fellow companions has been his intent from the 

beginning of the scene. First, he urges that they take an 

optomistic view of a situation which might have been much 

worse; he recommends they balance "our sorrow with our 

comfort." From there his consolation is directed toward 

making a virtue of necessity; thus, their drenched garments 

become "rather newdy'd than stain'd with salt." Antonio 

caustically wonders, "What impossible matter will he make 

easy next?" Alonso finds Gonzalo's "comfort" as palatable as 
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"cold porridge." The pattern is similar to the "Be absolute 

for death" comfort of the Duke in Measure for Measure (Ill.i); 

the attempt to make the impossible matter of death easy is 

similarly unsuccessful. 

In contrast to Gonzalo, Sebastian and Antonio contri

bute to Alonso's despondency by cruelly reminding him of his 

own responsibility for the present predicament. Gonzalo, on 

the other hand, corrects their indiscretion with the reminder 

that they "lack some gentleness" and only "rub the sore." 

It is at this point that Gonzalo, in one final attempt to 

distract the "cloudy" king from his anguish, introduces the 

diverting subject of "the golden age." There is no need to 

regard his remarks as the idle rambling of a good but loqua

cious old man, or as a serious but impractical expression of 

social theory. Though his "merry fooling" goes unappreciated, 

he is motivated by a kindness which contrasts with the 

others' cruelty. 

Gonzalo's tone is jesting; likewise, Montaigne's essay 

has, in part, a tongue-in-cheek air. Montaigne contrived a 

fictitious traveller who had returned from "that other world 

which was discovered in our century," from whom he gathers 

his information concerning the habits and customs of 

uncivilized peoples: "What we actually see in these nations 

surpasses not only all the pictures in which poets have ideal

ized the golden age" but surpasses "all their inventions in 

imagining a happy state of man. . . . " In this nation: 

there is no sort of traffic, no knowledge of letters, 
no science of numbers, no name for a magistrate or 
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for political superiority, no custom of servitude, 
no riches or poverty, no contracts, no successions, 
no partitions, no occupations but leisure ones, no 
care for any but common kinship, no clothes, no 
agriculture, no metal, no use of wine or wheat. 
The very words that signify lying, treachery, dis
simulation, avarice, envy, belittling, pardon— 
unheard of.9 

By offering, as documentary evidence, a paraphrase of Ovid's 

mythical material, Montaigne appears to be having fun at the 

expense of those romantically inclined travel writers, and 

with those poets who embellished the Golden Age. 

Despite the jest, Montaigne does have some serious 

observations to make. His position on primitivism is not a 

simple one, as there are conflicting statements in the various 

essays. Though this particular essay, "Of Cannibals," is 

characteristically digressive, it does conclude with a dis

cussion of the cruel practices of savage peoples. But, this 

discussion is directed toward an indictment of the educated 

cruelties of presumably civilized Europeans. At least, the 

savage's physical violence is prompted by a desire for valor, 

a higher motive than the acquisitiveness of the civilized 

conqueror, who resembles Ovid's Iron Age man, driven to 

"avarice and murder," "inspired by curse of iron and gold." 

Montaigne compares the civilized practice with the mode of 

barbarism, to the detriment of the former. In this light, 

Shakespeare's use of the Golden Age, then, may serve a 

similar comparative purpose. Alonso, Sebastian, and Antonio 

are all three civilized but corrupt, all driven to "avarice 

and murder"; in fact, moments later, Sebastian and Antonio 
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contrive to do away with the sleeping Alonso, that Sebastian 

may seize Alonso's throne as Antonio has already usurped 

Prospero's. 

Though Gonzalo intends gentle humor, the poetic image 

of innocence in a primitive world may be an indirect comment 

on the present evil of the Iron Age embodied in these 

Italian nobleman.. To an audience schooled in Ovid and the 

Golden Age myth, the allusion to primitive simplicity and 

virtue led inevitably to a negative appraisal of the present 

state of affairs. As social criticism, there is no suggestion 

in Montaigne of a romantic return to barbaric simplicity; 

rather, his comparison functions as a corrective for civi

lized man's smug presumptions about his own achievements. 

In the conclusion of The Tempest, a more golden world becomes 

presently possible, not through social re-organization, but 

through a change within the heart of man: "The rarer action 

is/ In virtue than in vengeance" (V,i,27-28). 

"The Golden World" in Pastoral 

As You Like It is Shakespeare's most important dramatic 

contribution to the pastoral. The reader is led to believe 

that in the Forest of Arden there will be discovered "the 

golden world" (I,i,125). The linking together of the theme 

of primeval virtue with the idealization of the shepherd's 

life was a frequent association made by pastoral poets who 

envisioned in the idyllic country setting the last remnents 

of the Golden Age. 
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At the time Shakespeare was writing, the pastoral had 

a long and respectable history, familiar to Elizabethan 

writers and readers. The "Epistle" to Spenser's "The 

Shepheardes Calender" (1579) makes reference to the Greek, 

Latin, and Italian predecessors in that form, Theocritus, 

Virgil, Mantuan, Petrach, Boccaccio, Sannazaro.H Francis 

Meres, writing in 1598, ennumerated the classical masters, 

in addition to the foremost of his contemporaries (Sidney, 

Challener, Spenser, Gosson, Fraunce, Earnefield-^^) . The 

pastoral convention in fused Elizabethan literary production, 

and the vogue persisted well into the seventeenth century. 

From the time of the writing of Virgil's Eclogues, the 

pastoral had been a highly artificial literary form; in fact. 

Professor Greg pointed out that if realism were to be a 

criterion, nine-tenths of pastoral writing would not be 

included in that genre.-̂ 3 Often, the pastoral merely pro

vided an allegorical framework for a discussion of a serious 

nature. Also, the pastoral provided a conventionalized poetic 

mold into which a variety of human emotions could be poured. 

For example, the compiler of England's Helicon (1600), an 

anthology of some one hundred and fifty pastoral poems, 

could convert an ordinary love lyric into a pastoral by 

simply changing the phrase "silly man" into "silly swain," 

thereby making the poem conform to the plan of the anthology.14 

However, when pastoral life was consciously idealized as a 

Golden Age, this writing could, with all its artificialities, 

pass judgement on sophisticated society. 
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The primary subject of England's Helicon (this anthol

ogy i culled from song books, plays, and novels, includes the 

most distinguished poets of the era) is love. Yet, there 

are those poems, critical in tone, which contribute to the 

court versus country debate; for, "a sense of the contrast 

between town and country was essential to the development of 

a distinctly pastoral literature."^^ The author of the lyric, 

"The Heard-mans happie life," inquired 

What pleasure haue great Princes more daintie 
to their choice, 

Then Heardman wilde, who carelesse, in quiet 
life reioyce? 

Similarly, the author of "Theorello" observed 

A sheepe-hooke is a Scepter fit, for people 
well reclaimed. 

The Sheepheards life so honour'd is and 
praised: 

That kings lesse happy seeme, though higher 
raised.16 

Thomas Lodge's pastoral romance, Rosalynde, published 

in the same year as Sidney's Arcadia (1590), provided 

Shakespeare with the basic plot for As You Like It. In 

Lodge's novel, with all the stereotyped pastoral trappings, 

love-sick swain, disdainful shepherdess. Arcadian forest, 

love poems carved on trees (a pastoral detail going all the 

way back to Virgil's Eclogues), the golden forest of Arden is 

carefully set in juxtaposition to the court life exemplified 

by the villainous behaviour of an ambitious usurping king and 

a wicked older brother. A comparison of Shakespeare's play 

with its source reveals the nature of Shakespeare's version 
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of pastoral; the comparison indicates the extent to which 

Shakespeare removed the sheen from the golden Arden fashioned 

by Lodge. 

The travel from court to Arden is arduous for the two 

young exiles, Aliena and Rosalynde, in both versions. In 

Lodge, however, the young ladies, en route, come upon a 

fountain "compassed with a grove of cypress trees, so cun

ningly and curiously planted, as if some goddess had 

entreated nature in that place to make her an arbour"; there, 

they "fed as merrily as if they had been in Paris with all 

the king's delicates."^7 ^hat evening, they discover "a 

fair valley, compassed with mountains," covered with "many 

pleasant shrubs," and two flocks of sheep. Next, they notice 

the old shepherd and young swain '̂under a covert most pleas

antly situated," the ground "diapered with Flora's riches." 

The abundant growth of trees, pine, lemon, citron, adds to 

the lushness; their-tops are so clustered together that Venus 

might have "dallied unseen with her paramour." "To make the 

place more gorgeous, was there a fount so crystalline and 

clear"; in the "glorious arbour" sat the two shepherds, the 

very picture of pastoral contentment as they watch their 

feeding sheep and play "many pleasant tunes" on their pipes.-^^ 

Aliena, self-exiled daughter to the usurping ruler, 

inquires of the older shepherd about purchasing a farm and 

flock; she wishes to "become a shepherdess, meaning to live 

low, and content me with a country life," a life enabling one 
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to drink without fear of poison and sleep "without care." 

The shepherd encourages her plan: by comparison with the 

shepherd's life, "the court were rather a place of sorrow 

than solace." He then extolls the virtues of the middle 

station in life; the safe "mean" position "breeds no beggary" 

and leads to neither extreme poverty or dangerous ambition. 

"Envy stirs us not, we covet not to climb, our desires mount 

not above our degrees, nor our thoughts above our fortunes." 

Therefore, "care cannot harbour in our cottages, nor do our 

homely couches know broken slumbers." Aliena accepts the 

Horatian formula for happiness: "Thus will live quiet, 

unknown, and contented." That night the two young ladies 

enjoyed country hospitality in a shepherd's cottage: " . . . 

though they had but country fare and coarse lodging, yet their 

welcome was so great, and their cares so little, that they 

counted their diet delicate, and slept as soundly as if they 

had been in court." After becoming mistress of the farm and 

assuming the role of shepherdess, Aliena "held her exile 

happy, and thought no content to the bliss of the country 

cottage."^9 

Lodge's lawful but banished ruler is introduced in his 

Arden setting in a scene of great merriment; in honor of his 

birthday he "made a feast to all his bold yeoman, and frolicked 

it with a store of wine and venison, sitting all at a long 

table under the shadow of limon trees." Newly-exiled Rosader 

(Orlando's counterpart in Lodge) is generously invited to 
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"not only eat his full, but be lord of the feast." Despite 

the loss of kingdom, the banished ruler has found content

ment in Arden, "accounting it better to govern among poor 

men in peace, than great men in danger."20 

The romance continues with further references "more 

pleasant content of mind," and "Flora's beautious tapestry" 

which Arden offers in addition to "the pleasures of the 

forest."''̂ "̂  The only problem in this idyllic setting is the 

discomfort of unrequited love, but, this disquieting experience 

has special significance. Love prevails in the pastoral 

scene not merely because it is conventional; in Lodge, there 

is the underlying supposition that the virtuous simplicity 

of Arden engenders love just as the court nourishes envy and 

avarice. Aliena admits, "When I lived in the court, I held 

love in contempt" and Saladyne (counterpart of Orlando's 

older brother) similarly confesses, "Whilst I lived in the 

court I knew not love's cumber," but, "since I became a 

forester, Love hath taught me such a lesson that I must 

confess his deity and dignity."22 

Lodge's work culminates in a "merry day" with a 

marriage celebration full of festivity and flowers; the 

humble cottage is so handsomely decorated "it seemed rather 

some of Flora's choice bowers than any country cottage." 

The King, a man "contented with a simple cottage, and a 

troop of revelling woodmen for a train," "with his foresters 

frolicked it among the shepherds." Finally appearing in 
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feminine attire, Rosalynde "looked like Flora perked in the 

pride of all her flowers." The wedding supper overflows 

with "homely cheer" and "mickle good chat" which more than 

compensates for the simple country "fare," which all enjoyed 

"in the midst of their jollity."23 Thus, Lodge's Arden is 

a golden world of idealized love, rural contentment, and 

natural beauty. - From this fiction, Shakespeare extracted 

the plot, and carefully discarded or mocked the point of 

view which prevaded in Lodge. 

In Shakespeare, the Age of Iron, exemplified by a 

"tyrant Duke" and "tyrant brother" (I,iii,300), is manifest. 

The ambition, envy, avarice, jealousy of the court world, 

embodied in Frederick, the usurper, and Oliver, Orlando's 

cruel older brother, are depicted throughout the first act; 

their evil establishes the condition which forces the 

eventual flight of Celia (Aliena), Rosalynde, and Orlando. 

As Celia, at the end of the first act explains, "Now go we 

in content/ To liberty and not to banishment." The unnatural 

feeling of Oliver toward his younger brother is further 

demonstrated in the second act, and is indicated again in 

his confession at the start of the third act: "I never 

loved my brother in my life." Ironically, Orlando's 

"gentle, strong, and valiant" character is detrimental to 

his own safety; Adam, Orlando's faithful servant laments, 

"0, what a world is this, when what is comely/ Envenoms him 

that bears it" (II,iv,14-15). For this reason, Adam urges 
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the "virtuous" Orlando to flee: "This house is but a 

butchery" due to the "malice/ Of a diverted blood and bloody 

brother" (II,iv,27-37). Adam's loyalty, more like "the con

stant service of the antique world," is contrasted with the 

self-seeking practices of the present court world; according 

to Orlando, Adam is "not for the fashion of these times,/ 

Where none will sweat but for promotion." Orlando perceives 

the necessity of his escape to another kind of life: "We'll 

light upon some settled low content" (II,iv,56-68). Simi

larly, Rosalynde, though praised "for her virtues," was, 

because of the Duke's "malice 'gainst the lady," forced to 

seek "a better world than this" (1,11,290-96). 

As in Lodge, Shakespeare's story progresses from the 

court to the country, a setting which is anticipated in the 

opening scene with an announcement of the banished Duke's 

present whereabouts: 

They say he is already 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 (1,1,120-125). 

Lodge's banished ruler was introduced in his Arden setting 

during a festive occasion. In the scene which first presents 

Shakespeare's Duke Senior, it appears that the Duke has also 

discovered the blessings of a life "exempt from public haunt," 

but his address is serious and Stoic in tone: 

Now, my co-mates and brothers in exile. 
Hath not old custom made this life more sweet 
Than that of painted pomp? Are not these woods 
More free from peril than the envious court? 
Here feel we not the penalty of Adam, 
The seasons' difference, as the icy fang 
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And churlish chiding of the winter's wind, 
Which, when it bites and blows upon my body 
Even till I shrink with cold, I smile and say, 
"This is no flattery: these are counsellors 
That feelingly persuade me what I am." 
Sweet are the uses of adversity. 
Which, like the toad, ugly and venomous. 
Wears yet a precious jewel in his head; 
And this our life, exempt from public haunt. 
Finds tongues in trees, books in the running 

brooks. 
Sermons in stones, and good in every thing 

(11,1,1-17). 

This compact speech contains a number of ideas: First, the 

Duke praises Arden at the expense of "painted pomp" and the 

"envious court." The allusion to the "penalty of Adam" 

relates Arden to the state of Eden before the fall. The 

reference to not feeling the "seasons' difference" is figur

ative rather than literal; for, Shakespeare's Arden does not 

exist in the state of perpetual springtime, a state character

istic of early Eden, the Golden Age, and the various earthly 

paradises. Shakespeare has, curiously enough, made his Arden 

more of a winter world; "the seasons' difference" appears, 

rather, to be a metaphor for the precarious and perilous life 

at court, an anxiety not experienced in Arden. The "winter's 

wind" which does not flatter implies a contrast with the soft 

but false counsel of flattering courtiers. The temperate 

climate of Arden is seen as a moral property rather than as 

an attribute of temperature. 

Further, the Duke, in true Stoic manner, discovers the 

"uses" of adversity; for, one aspect of that philosophy, an 

aspect which had greatly penetrated the Elizabethan imagination, 
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insisted not only on fortitude in the face of adversity, but 

also on a re-appraisal of adversity. With this kind of re-

evaluation, the Duke discovers "good in everything." Hamlet's 

line, "There is nothing either good or bad, but thinking 

makes it so" (II,ii,256), aptly summarizes the fundamental 

point of view: "The thought of the ancient Stoics is here 

completely naturalized in the English mind."24 Montaigne's 

essay title, "That the taste of good and evil depends in 

large part on the opinion we have of them,"25 is another 

concise expression of this concept. Gaunt's consolation to 

the banished Bolingbroke provides another variation: "For 

gnarling sorrow hath less power to bite/ The man that mocks 

at it and sets it light" (Richard II, iii, 192-293). It is 

this spirit which is evidenced in the Duke's resolve to find 

"good" in their life "exempt from public haunt." His 

companion, Amiens, immediately comments on the Duke's ability 

to "translate the stubborness of fortune/ Into so quiet and 

so sweet a style." This style permits the Duke to accept as 

substitute for society, culture, and church, Arden*s trees, 

brooks, and stones. 

Despite the Duke's apparent appreciation of country 

life, further examination of his speeches reveals that what 

is chiefly golden is his own determination to make a virtue 

of necessity. Later, in the second act, the Duke admits, 

nostalgically. 

True it is that we have seen better days. 
And have with holy bell been knoll'd to church, 
And sat at good men's feasts . • . (II,vii,119-121). 
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Discovering the desperate situation of Orlando and Adam, who 

have been journeying in hunger through the forest, reminds 

him that he is not alone in suffering; such a realization is 

consoling for, according to the widely-read Comforte of Cardano, 

common calamities "doe seeme the more paciently to be suf

fered" :2^ 

Thou seest we are not all alone unhappy. 
This wide and universal theatre 
Presents more woeful pageants than the scene 
Wherein we play in (II,vii,136-139). 

In the final scene of the play, it is learned that the 

usurping Duke has been suddenly converted, exchanging "the 

pompous court" for "a religious life." His restoration of 

the crown and lands to his banished brother permits Duke 

Senior's resumption of his former "dignity." Happily antic

ipating his return from exile, he announces that those who 

have endured the harsh "days and nights with us/ Shall share 

the good of our returned fortune" (V,iv,179-1^0). At this 

point, it becomes quite clear that his initial praise was 

prompted more by Stoic rationalization than a sincere commit

ment to primitivism. Though Stoicism is an important element 

in Lodge (both Adam and Aliena deliver formal addresses of 

Stoic "comfort" to their respective companions-in-exile27)^ 

nevertheless, his stress on the philosophy of humble content

ment in a world of natural beauty permeates the whole of 

Rosalynde. 

Lodge's Arden, as has been suggested, is a sunlit, 

floral, springtime world of pastoral love (classically, as 
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in Nicholas Breton's calender, "Aprill" is the month when 

"Shepheards pipe entertaines the Princesse of Arcadia"28)^ 

Though the season in As you Like It is not precise, any more 

than the locale, such references as "churlish" wind, "winter 

and rough weather," "Blow, blow, thou winter wind," and 

"Freeze, freeze, thou bitter sky," abound. Not only can 

Arden be cold and uncomfortable, but, there is little imagery 

to suggest the idyllic beauty about which Lodge rhapsodized. 

Curiously enough, for a romantic play in a pastoral setting, 

there is little nature imagery. Arden is most often referred 

to as a "desert place" (in the sense of deserted); Orlando's 

first impression, for example, is of "a desert inaccessible" 

where the inhabitants "under the shade of melancholy boughs/ 

Lose and neglect the creeping hours of time" (II,vii,110-112). 

Except for occasional references to "forest stand" or "olive-

trees," or the "rank of osiers by the murmuring stream" (IV, 

iii,77-80), there is little to evoke the lushness of the 

stereotyped pastoral background. The rapture which Aliena 

expresses over the shepherd's farm and flock in Rosalynde, 

is reduced to "I like this place,/ And willingly could waste 

my time in it" (II,iv,94-94) in Shakespeare. In the same 

vein, the cozy cottage which Lodge provided for his banished 

King is converted by Shakespeare into a not-very quaint cave. 

Shakespeare's invention of the witty clown. Touchstone, 

and the melancholy philosopher, Jaques, not only adds comic 

material to a romance plot; but, in addition, these figures 

help to display the pastoral in a more cynical light. 
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Touchstone's initial encounter with Arden elicits this 

observation: "Ay, now I am in Arden, the more fool I. When 

I was at home, I was in a better place" (II,iv,16-17). The 

stanza of Amien's song contends, with an argument similar to 

the Duke's speech, that those who would "ambition shun" 

ought to "come hither" where there is "no enemy/ But winter 

and rough weather"; Jaques' lyric reply is in direct oppo

sition: 

If it do come to pass 
That any man turn ass. 
Leaving his wealth and ease 
A stubborn will to please. 

Here shall he see 
Gross fools as he, 
An if he will come to me (II,vii, 40-59). 

There are numerous such examples of Shakespeare's 

counterpoint to pastoral convention: Orlando's love poem to 

Rosalynde is transposed into a comic ditty by Touchstone 

(III,ii,93-11^); the stereotyped relationship between "gentle 

Silvius" and "Sweet Phoebe" is contrasted by Touchstone's 

attraction for a homely country wench, Audrey; Touchstone's 

attraction is a good deal less high-minded, for, as he 

explains, "Man hath his desires." (Ill,iii,80-81). Again, 

the '"solemn" discussion of love between Silvius and the older 

shepherd, Corin, is followed by Touchstone's comically fond 

recollection of Jane Smile's pretty hands, chapped from 

milking "cow's dugs" (II,iv,22-56). Another instance of 

Shakespeare's reduction of pastoral idealism to the level of 

mundane reality, is the reminder that the fabled shepherd of 
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song and story has, in fact, greasy hands from handling ewes 

and tar-covered hands from the "surgery" of sheep (III,ii, 

54-55, 63-64). In countering the glorification of rural 

simplicity with realistic reminders of cold weather, dirty 

hands, dull unpoetic rustic types, Shakespeare not only 

satirizes the literary convention but questions the validity 

of a philosophy which romantically transformed rural life 

into the "golden world." 

The conversation between Touchstone and Corin (III,ii, 

11-90) represents Shakespeare's contribution to the never-

ending city versus country debate, an argiiment which was an 

old one when Horace recounted the tale of the country mouse 

and city mouse some I5OO years before; this argument was 

pursued not only in Renaissance pastoral but in a variety of 

prose works. The country dweller could be viewed favorably 

as Gascoigne's "Plowman" who, though he might "stink of 

sweat," could "clime to heaven" sooner than others, by virtue 

of his "true humilytie."29 Or, according to John Earle's 

less favorable sketch, "A Plain Country Fellow" is one who 

"manures his ground, but lets himself lie fallow and untilled."30 

Nicholas Breton's long dialogue between a "Courtier and 

Country-Man" concerning the "Manners, Nature, and Condition 

of their lives," includes all the usual pros and cons; the 

debate concludes in a draw, with both parties ending "where 

they begunne, every man to his owne humour."31 Touchstone's 

reply to Corin's question, "And how like you this shepherd's 
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life?" tersely summarizes the two prevailing positions into 

one succinct and comically ambivalent statement: 

Truly, shepherd, in respect of itself, it is a good 
life; but in respect that it is a shepherd's life, 
it is naught. In respect that it is solitary, I 
like it very well; but in respect that it is private, 
it is a very vile life. Now, in respect it is in 
the fields, it pleaseth me well; but in respect it 
is not in the court, it is tedious. As it is a spare 
life, look you, it fits my humour well; but as there 
is no more plenty in it, it goes against my stomach 

(111,11,13-21). 

These lines can be taken, too, as Shakespeare's comment on 

man's inherently dualistic nature. 

In reply to Touchstone's question, "Hath any philosophy 

in thee, shepherd?" Corin, in the role of the sage old shep

herd, offers such profound natural wisdom as "the property 

of rain is to wet and fire to burn." Though Touchstone 

excels in "courtly" wit, Corin does make points concerning 

the relativity of custom ("good manners at the court are as 

ridiculous in the country as the behavior of the country is 

most mockable at the court"), and the gratification of "true" 

labor ("I earn that I get, get that I wear, owe no man hate, 

envy no man's happiness. . . . " ) . 

In the final resolution of the play, the Duke and his 

fellow Arden residents look forward to their retiirn to civili

zation, with no apparent misgivings about their departure 

from pastoral contentment. Interestingly, it is only the 

disillusioned Jaques who elects to remain behind, the same 

Jaques who has previously mocked the rural scene in song, who 

has sentimentally deplored the fact that even in golden Arden 
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innocent animals were the victims of usurping man.^^ However, 

there is no indication that he enjoys the simple life, and 

there is considerable evidence that he affects a preference 

for being solitary and melancholy. 

Shakespeare, to borrow Jaques' metaphor for the 

satirist (II, vii, 56), anatomizes the folly of wise men, in 

this case, the folly of pastoral artifice. Still, As You 

Like It cannot be simply dismissed as a satire of the 

pastoral myth; for, court life is hardly presented in an 

admirable light in the opening scenes and the final scene of 

the play includes Touchstone's anatomy of the courtier's 

folly: 

I did dislike the cut of a certain courtier's 
beard. He sent me word, if I said his beard 
was not cut well, he was in the mind it was: 
this is call'd the Retort Courteous. If I 
sent him word again "it was not well cut," he 
would send me word, he cut it to please himself: 
this is call'd the Quip Modest (V,iv,73-78). 

His depiction of courtly etiquette is hardly in the high-

minded vein of Breton's catechism, "Necessary Notes for a 

Courtier": 

Question. What discourses are fitted for a Courtier? 
Answer. Admiration of wisdome, desert of honour, 

truth of valour, and life of love.33 

In the final analysis, Shakespeare counteracts pastoral 

romanticism with satirical realism; yet, with a de-glamourized 

"golden world" at its center, the play does begin and end 

with critical comments about court. The wit of Jaques and 

Touchstone penetrates the folly of both estates. 
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Low Content: Belarius' Cave 

In a pattern not unlike As You Like It, the later 

romance, Cymbeline, progresses from court to country with 

banishment again as a motif. Eoth plays have antecedents in 

medieval romance, though Cymbeline is a strange blend of 

medieval romance, Roman history, and British legend.^^ As 

in As You Like It, the opening scenes of Cymbeline depict a 

corrupt situation at court, a situation which Imogen sum

marizes in these brief lines: 

A father cruel, and a step-dame false; 
A foolish suitor to a wedded lady 
That hath her husband banished . . . (I,vi,l-3). 

The realization causes her to yearn for a lesser station, 

"Would I were/ A neat-herd's daughter, and my Leonatus/ Our 

neighbour shepherd's son"(I,ii,149-151); the mean estate has 

its own comforts: "Blessed be those/ How mean soe'er, that 

have their honest wills" (I,vi,7-8). Imogen's father, 

Cymbeline, has married again; and his second Queen's son is 

Cloten, Imogen's "foolish suitor." The deplorable situation 

is reiterated by one of Cloten's flattering lords, who holds 

in private attitudes wholly opposite to those he reveals 

openly to Cloten: "That such a crafty devil as his mother/ 

Should yield the world this ass!" He further sympathizes 

with the plight of "divine Imogen": 

Betwixt a father by thy step-dame govern'd, 
A mother hourly coining plots, a wooer 
More hateful than the foul expulsion is 
Of thy dear husband . . . (II,i,57-70). 
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In Act III, the scene is shifted to a remote mountainous 

region in Wales, where another group of Shakespeare's cave-

dwellers is introduced: the banished Belarius, and Cymbeline's 

two grown sons whom Belarius, in revenge, stole from court 

and raised as his own. The terrain is a wilderness area more 

rugged and demanding than the forest of Arden. But, the 

ruggedness is tempered with Arcadian features not found in 

As You Like It; it is summer and, to judge by the profusion 

of floral imagery (IV,ii,iii), wild flowers abound. The 

primitive existance of the three mountaineers lacks the ease 

of the Golden Age; yet, despite the harsh condition they 

enjoy, contends Belarius, the benefits of virtuous simplicity. 

The speeches of Belarius echo the Horatian philosophy 

of simple contentment in country life, a way of life celebrated 

throughout the writings of one who preferred the Sabine farm 

to the luxury of Rome. The happy man, as Horace defined him, 

was the country dweller: 

How happy in his low degree. 
How rich in humble poverty is he 
Who leads a quiet country life. 
Discharged of business, void of strife. 
And from the griping scrivener free! 
Thus, ere the seeds of vice were sown. 
Lived men in better ages born.35 

Horace's happy man lives close to nature in a golden world 

without war, commerce, "contentious laws," bribery, servility, 

"amidst his harmless, easy joys." By comparison, "the 

Afric despot knows no happier lot." The "blissful country" 

was "a place where envious care less oft/ Breaks rudely in 

upon our slumbers soft." Indeed, "A man may live beneath a 
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humble roof/ Happier than kings and favorites of kings."^^ 

Virgil's praise of the "happy husbandmen" (Georgics) is 

similar in tone: 

0 happy husbandman! too happy, should they come 
to know their blessings! What though no stately man
sion with proud portals disgorges at dawn from all 
its halls a tide of visitors. . . . Yet theirs is 
repose without care, and a life that knows no fraud, 
but is rich in treasures manifold. . . . They have 
woodland glades and the haunts of game; a youth 
hardened to toil and inured to scanty fare; worship 
of gods and reverence for age. . . .37 

It is no wonder that both Horace and Virgil describe rural 

life with reference to the Golden Age; there, "as she 

quitted the earth. Justice planted her latest steps."3^ 

Just as high-roofed palaces became an image of majesty 

and its attendant vices, the low-roofed cave of Belarius is 

an image of the life of low content with its attendant 

blessings. This idea is basic to the speech of Eelarius 

which opens the scene: 

A goodly day not to keep house with such 
Whose roof's as low as ours I Stoop, boys; 

this gate 
Instructs you how t'adore the heavens and 

bows you 
To a morning's holy office. The gates of 

monarchs 
Are arch'd so high that giants may jet through 
And keep their impious turbans on without 
Good morrow to the sun. Hail, thou fair 

heaven! 
We house i' th' rock, yet use thee not so 

hardly 
As prouder livers do (III,iii,1-9). 

In this instance, the low cave promotes a piety and thanks

giving absent in the "impious" great. Belarius continues 

in a philosophical vein, his following speech paralleling, 

in many ways, the "uses of adversity" speech of the Duke in 
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As You Like It. Just as the Duke stoically resolves to find 

"good in every thing," Belarius urges that they draw "a 

profit from all things": 

Now for our mountain sport. Up to yond hill! 
Your legs are young; I'll tread these flats. 

Consider 
When you above perceive me like a crow. 
That it is place which lessons and sets off; 
And you may then revolve what tales I have 

told -you 
Of courts of princes, of the tricks in war; 
This service is not service, so being done. 
But being so allow'd. To apprehend thus 
Draws us a profit from all things we see; 
And often to our comfort, shall we find 
The sharded beetle in a safer hold 
Than is the full-wing'd eagle. 0, this life 
Is nobler than attending for a check. 
Richer than doing nothing for a bribe. 
Prouder than rustling in unpaid-for silk. 
Such gains the cap of him that makes him fine. 
Yet keeps his book uncross'd. No life to ours 

(III,iii,10-26). 

The somewhat confusing image, "When you . . . perceive me 

like a crow" remember that it is "place which lessens and 

sets off," can be interpreted as a typical Renaissance 

statement on degree;39 Eelarius does, later in the play, 

express the conventional Elizabethan reverence for the 

"distinction/ Of place 'tween high and low" (IV,ii,245-251), 

in reference to burying their foe, Cloten, "as a prince." 

However, the above speech, if anything, reverses the concept 

of order and degree by extolling the lowly beetle over the 

eagle, king among birds.^^ 

Viewed as a Stoic statement on the relativity of good 

and evil (Hamlet's "thinking makes it so"), the image fits 

the tenor of Belarius' remarks. With that interpretation in 

mind, Belarius' lines could be paraphrased: "When you boys 
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are at the top of the mountain looking down at me, I will 

seem smaller than before. How I appear to you depends on 

your point of view. Your perception of me is a matter of 

perspective. Similarly, our attitude toward our present 

situation depends on our perspective. The presumably noble 

life of 'courts and princes' is not admirable; rather, 'this 

life/ Is nobler'- and more desirable because in our low 

station we are less vulnerable." One of the uses of 

adversity is to discover such "comfort"; this is the con

solation of perceiving the "sharded beetle" as safer than the 

"full-wing'd eagle." Further, the lowly beetle-like existence 

of this wilderness group is untroubled by the danger, repulse, 

bribery, ostentation, and debt which attend the courtier. 

Therefore, Belarius concludes, "No life to ours," a terse 

expression of acceptance comparable to the "I would not 

change it", which follows the Duke's speech in As You Like 

It (11,11,18).^^ 

The young boys concede that their life "is best" only 

"if quiet life be best." Though it may suit Belarius' 

"stiff age," for them the "pinching cave" is a "cell of 

ignorance," a "prison." The eager young princes are hungry 

for experience in the world, ashamed of their own primi-

tiveness. The admission, "We are beastly," refers explicitly 

to their acquired animal-like skills, and implicitly to their 

ignorance; lacking in angel knowledge, they are more animal 

than man (111,111,29-44). To counter their objections, 

Belarius reminds them of the terrible price paid in fear, 
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anxiety, constant insecurity, for experience in the world. 

The "art o' th' court" involves a slippery climb to success 

(a familiar Renaissance image) in the piirsuit of a meaning

less fame and honor. Belarius' "honour which dies 1' th' 

search" is akin to Falstaff's version of honor: "Who hath 

it? He that died o' Wednesday" (Henry IV, First Part, V,ii, 

13^-9). However, living among the rugged rocks in "honest 

freedom," Belarius has paid "more pious debts to heaven" 

than ever before. His reminder to the departing boys that 

"we will fear no poison, which attends/ In place of greater 

state," becomes an ironic reference to Cymbeline's Queen who 

plots Imogen's death by poison (111,111,77-78). This dis

cussion reflects, to some extent, the choice put forward by 

Bruno between two conflicting humanist ideals, "the retreat 

into a primitive natural world, free of struggle and vice . . . 

and the sophisticated, 'civilized' world of endeavor, 

vicissitude, and competition. . . ."42 

Belarius reiterates, in Horatian terms, the merits of 

their rustic life in a following scene, when the three 

return from their hunt to prepare "the feast": 

Come; our stomachs 
Will make what's homely savoury; weariness 
Can snore upon the flint, when resty sloth 
Finds the down pillow hard. Now peace be here. 
Poor house, that keep'st thyself 

(III,vi,32-36). 

In addition to enjoying the country benefits of good appetite 

and untroubled rest, they may, unlike the rich whose wealth 

is a burden, leave their "house" unguarded. In like spirit. 
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Horace had counselled, "True riches mean not revenues: care 

clings to wealth."^3 Eelarius' remarks also parallel those 

of Breton's "Countrey-man" who argued that "Princes pallaces" 

were "too high" as "plaine people are content with cottages," 

and defended rural "ignorance" with the question, "What more 

learning have we need of, but that experience will teach us 

without booke?"^4 The tradition of the good life is evoked 

again during this same scene by the boys' fiery response to 

the offer of money. When offered money for food by the 

newly-fled Imogen, both boys, Guiderius and Arviragus, 

respond in contempt: 

All gold and silver rather turn to dirt! 
An tis no better reckon'd, but of those 
Who worship dirty gods (III,vi,54-56). 

This reaction relates their existence to the tradition of 

the ideal world of More's Utopia,^^ the Golden Age, and the 

Renaissance literature of exploration. The inhabitants of 

a newly-discovered isle are described, in the sixteenth-

century account, as "simple sowles" who 

Have not the use of pestiferous moneye, the seeds 
of innumerable myscheves. So that if we shall not 
be ashamed to confesse the truthe, they seeme to 
lyve in that golden worlde of the which owlde 
wryters speak so much.^6 

It was while their cave was unguarded that Imogen took 

refuge there. Overwhelmed by their kindness and hospitality, 

Imogen is forced to conclude, 

These are kind creatures. Gods, what lies I 
have heard! 

Our courtiers say all's savage but at court. 
Experience, 0, thou disprov'st report I 
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The imperious seas breed monsters; for the dish 
Poor tributary rivers as sweet fish (IV,ii,32-36) . 

Whether the two young men are "sweet fish" by virtue of 

their "tributary" environment is open to question. Guiderius 

and Arviragus have all the attributes of the Noble Savage, 

who is, by definition, "any free and wild being who draws 

directly from nature virtues which raise doubts as to the 

value of civilization."^7 The two young princes are brave, 

gentle, poetic, hospitable, naturally courteous, and possess, 

in Belarius' words. 

. . . royalty unlearn'd, honour untaught. 
Civility not seen from other, valour 
That wildly grows in them but yields a crop 
As if it had been sow'd (IV,ii,178-81). 

Eelarius, constantly amazed at the excellent qualities of his 

two foster-sons, tends to credit their fine character to the 

power of "divine Nature": " . . . nature prompts them/ In 

simple and low things to prince it . . . (Ill,iv,84-85). 

That "divine Nature" is explained in terms of "instinct": 

0 thou goddess, 
Thou divine Nature, how thyself thou blazon'st 
In these two princely boys! They are as gentle 
As zephyrs blowing below the violet, 
Not wagging his sweet head; and yet as rough. 
Their royal blood enchaf'd, as the rud'st wind 
That by the top doth take the mountain pine 
And make him stoop to th' vale. 'Tis wonder 
That an invisible instinct should frame them . . . 

(IV,11,169-177). 

By "Nature" Belarius evidently means heredity, in contrast 

to nurture or environment: 

0 noble strain! 
0 worthiness of nature! breed of greatness! 
Cowards father cowards and base things sire base 

(IV,11,24-26).48 
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As an attribute of "Nature," as opposed to nurture, 

their royalty of blood triumphs over their humble surroundings. 

Eelarius' explanation concerning the power of nature to assert 

itself ("Cowards father cowards. . . ."), has been identified 

as a paraphrase of a line from one of Horace's odes, "Tis 

only from the sturdy and good that sturdy youths are born."^9 

However, Horace proceeds directly from that point to a con

sideration of the importance of nurture: "Yet training 

increases inborn worth, and righteous ways make strong the 

heart; whenever righteousness has failed, faults may mar even 

what nature has made noble."^^ In the final scene of the 

play, perhaps in an attempt to win the favor of Cymbeline, 

Belarius appears willing to take credit for the upbringing 

of the princes, who have just proven themselves matchless 

heroes in battle: 

These gentle princes— 
For such and so they are—these twenty years 
Have I train'd up. Those arts they have as I 
Could put into them (V,v,336-339). 

Those "arts" were, evidently, not inconsiderable; for, 

Cymbeline concedes, "I know not how to wish/ A pair of 

worthier sons"(355-356). 

In general, there is an underlying stress, throughout 

the play, on the power of nature and blood ties; it is the 

"0 rare instinct" (V,v,382) which creates the mysterious 

attraction which the princes feel for Imogen not knowing 

she is their sister, and the attraction which Cymbleline 

feels toward his daughter-in-disguise, Imogen. Though the 
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matter of royal lineage may be an important factor in the 

boys' character, the idea that the "hard life" of the princes 

has had a saluatory effect by increasing "inborn worth," can 

be inferred. The fear that the debilitating effects of 

luxury and idleness would corrode or "rust" society was 

voiced by numerous Elizabethan writers.51 Imogen re-states 

that concern with her observation, "Plenty and peace breed 

cowards, hardness ever/ Of hardiness is mother" (III,vi,21-22). 

In that event, the austerity of the princes' rugged and rustic 

life would promote the highly esteemed virtue of "hardiness." 

In this light, Guiderius and Arviragus can be viewed as 

examples of "hard" primitives, according to the distinction 

made by Professor Lovejoy: 

In antiquity the men of the Golden Age under the 
Saturnian dispensation were soft primitives, and 
the imaginary Hyperboreans were usually soft 
savages; on the other hand, the "noble savages" 
par excellence, . . . were rude, hardy fellows 
to whom "Nature" was no gentle or indulgent mother 
. . . ; they were extolled for the fewness of their 
desires and their consequent indifference to the 
luxuries and even the comforts of civilized life.52 

That the princes have earned the requisite "hardiness" but 

still feel inadequate because they are "beastly" suggests 

something of the conflicting Renaissance attitudes involved. 

Cymbeline. like Shakespeare's final plays, concludes in 

the spirit of harmony, reconciliation, forgiveness: "Pardon's 

the word to all" (V,v,422). To Belarius Cymbeline announces, 

"Thou art my brother; so we'll hold thee ever." There is 

no suggestion that Belarius will return to the rural content

ment which he praised so highly. It may be conjectured that 
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he would be reluctant to part from "two of the sweet'st com

panions in the world" (V,v,349). Further, the court of 

Cymbeline appears considerably more "golden" in the final act 

than in the first. It seems more likely, however, that 

Eelarius' reverence for rusticity was prompted by a Stoic 

desire to make sweet the adversity of banishment. Such an 

attitude is very much in keeping with the vision of the 

Golden Age presented in Cardano's Comforte: "In that age 

they lyved only upon frute; if they had gotten bread they 

accompted themselues happy." In his somewhat unsentimental 

view, what was excellent about "that miserable tyme" was not 

that man lived in easy abundance, but that man lived "con

tented." For, in the first age "envi was not to be found 

among mortall men." Hence, what was truly "golden" about 

that time was not man's situation but his attitude.^3 

King Henry VI: Shepherd's Molehill 

The Renaissance concern for such cultural values as 

honor, service to society, and reverence for high place, has 

received considerable emphasis. That learning was to be 

directed primarily toward the purpose of virtuous action was 

the governing attitude toward education as it was expressed 

in every form of Elizabethan writing.^^ Essayist Robert 

Johnson, for example, stated the most typical point of view 

in pointing out that although learning had a "private and 

pleasing" end, in itself, "a delightful repose from the sea 

of more unquiet thoughts," learning was "but a serving 
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quality"—a preparation for "wel doing." Moreover, excessive 

retirement to the study would nourish "private ambitions" at 

the expense of "public inconvenience."55 Similarly, John 

Seldon's essay, "Public Interest," stressed duty to the 

commonwealth: "We destroy the commonwealth, while we preserve 

our own private interests and neglect the public."^^ 

Despite the stress on the importance of responsibility 

in public life, numerous writers were, at the same time, 

sensitive to the attractiveness of a private life. Perhaps 

those most thoroughly involved in public committments were 

most sensitive to their own ambivalent needs or to the price 

paid for worldly success. Though Francis Bacon might believe 

he "was born for the service of mankind," he also admitted in 

a letter to his uncle, " . . . that I have as vast contem

plative ends as I have moderate civic ends. . . ."^7 X^Q 

idea of private retirement is a major theme of Montaigne, 

who, according to the Latin inscription on his study wall, 

withdrew to his country estate, "long weary of the servitude 

of the court and of public employments. . . . " Montaigne 

had grown weary, too, of that tedious "comparison between 

the solitary and active life"; the trite precept, "that we 

are not born for our private selves, but for the public," 

was to him merely "that fine statement under which ambition 

and avarice take over" ("Of Solitude").^^ 

The desire to pursue a private life, a desire not 

necessarily admirable or realistic, is expressed in a number 
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of Shakespeare's plays: In The Tempest, Prospero's retreat 

to his library costs him his throne; the retirement of 

Navarre and his fellow-scholars to their "little Academe" is 

ridiculed in Love's Labour's Lost, Though he may have been 

"permissive" in failing to "enforce or qualify the laws," 

the Duke in Measure For Measure admits unashamedly, "How I 

have ever lov'd ^he life removed" (I,iii,8); the Duke, it 

may be added, is subsequently described in favorable terms 

as "a gentleman of all temperance" (III,ii,251). The Duke 

in As You Like It can conceive of the charm of a life "exempt 

from public haunt." Though it may be nothing more than an 

impossible dream, Antony's request, to live "between the 

heavens and earth,/ A private man in Athens," is, neverthe

less, a poignant appeal (Antony and Cleopatra, III,vii,14-15)-

Though such ideals as "service," "fame," "glory," and 

"honor" are constantly extolled, the less worldly values of 

"content" and "quietness" are also given consistent approval. 

The author of a lyric which appeared in the 1578 edition of 

Paradise of Dainty Devices defined the "best" as he "that 

quiet is in mind." In the same volume, the author of the 

poem, "Of a Contented Mind," explained, 

The moste of all doeth bathe in blisse, that 
hath a quiet minde. 

And clere from worldly cares, to dream can be 
content 

The sweetest time, in all his life, in thinkyng 
to be spent.59 

One of the chief tenents of Cardano's Comforte. one of the 

most widely-read books of the consolation genre, was that the 
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contented mind was the only worthwhile form of wealth. That 

view is evident in Lyly's Phao; though a humble ferryman, 

Phao happily regards himself as "a free man, possessing for 

riches content, and for honors quiet."60 The choice between 

these opposing ideals is put forward by a Watchman in King 

Henry VI,3: "Ay, but give me worship and quietness;/ I like 

it better than a" dangerous honour" (IV,iii,16-17). 

When content of mind is extolled as the greatest of 

blessings, it is generally assumed that such content and 

royal position are mutually exclusive. That view is presented 

in a speech of Henry VI: 

My crown is in my heart, not on my head; 
Not deck'd with diamonds and Indian stones, 
Nor to be seen. My crown is called content; 
A crown it is that seldom kinds enjoy 

(3,111,1,62-65). 

It is in the same spirit that Cardano explained why royal 

residences were the customary setting for tragedies, though 

private dwellings provided the background for comedy: 

The pallaces of princes are ever open to great evills, 
neither are these monsters at any time from thence: 
as envy, hate, grudge, poyson, & persecution. Yea 
the princes mynde is the seat of al these, wherby it 
is neither suffered to sleepe quietly by night, nor 
reste by day. Nowe assayleth him the meraorye of 
wickednes, now the suspition of familiers, now the 
mystrust of people, now feare of other princes, withe 
care day and night to prevent their practises. But 
be it, the prince, be never so just, never so holy? 
yet feare and suspicion doth never wante. . . .61 

The ideal of an obscure, private life which offered the 

reward of personal tranquility rather than public renown and 

its accompanying "perturbations of the soul," was frequently 

expressed in terms of the rural retreat. According to the 
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author of The Mirrour of Policie (1598), country pleasures 

were highly esteemed by all those who "doe account the 

chiefest benefite in this world, that is, the quietnesse of 

mind. . . ."'̂ ^ The good life was that enjoyed by Horace's 

Happy Man, the beatus ille: the reasons offered by Horace for 

preferring rustic life can be defined in terms of three 

headings: 

1. Happiness is dependent upon internal peace; 
hence the necessity for being content and thoroughly 
self-possessed and serene. 

2. Happiness is dependent upon external peace, and 
so the obscure life is happy because it is unexposed 
to the dangers and hazards that beset the path of 
the ambitious. 

3. The best conditions for the achievement of 
internal and external peace are found in the 
life of the humble husbandman; he is the visual 
and concrete embodiment of the intangible and , 
abstract qualities of contentment and obscurity.^3 

One of the arguments presented by Breton's "Countrey-

man" in his debate with the "Courtier" was that the country 

life promoted a "quiet mind"; the ideals of a private, quiet, 

rural life are linked together in the Countrey-man's state

ment, "We hold a private quiet better than a publike trouble."64 

Lodge's Aliena, in accepting the role of shepherdess, sums up 

the ideal in her declaration, "Thus will I live quiet, 

unknown, and contented." Similarly, Orlando flees from the 

court to the forest of Arden to "light upon some low content." 

Perhaps the most Horatian of the poems of Ben Jonson (who 

had translated much of Horace, including the famous Epode II, 

"The Praise of a Countrie Life") is a compliment addressed 
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to Sir Robert Wroth which begins: "How blest art thou, canst 

love the countrey. Wroth,/ Whether by chance, or fate, or 

both." That life is equated with the Golden Age: "As if in 

Saturnes raigne it were."^5 

In the final play of the Henry VI trilogy, in the midst 

of one more battle during the long and bloody struggle between 

the houses of York and Lancaster, King Henry, discovered 

alone on stage, delivers a long pastoral soliloquy. Seated 

on a molehill, Henry muses pathetically on the "golden world" 

—the shepherd's kingdom. That address, a somewhat curious 

insertion of pastoral poetry into military and political 

history, can be viewed in terms of two separate and differing 

attitudes toward kingship. Henry, inept as both ruler and 

soldier, has been dismissed from battle by his "Amazonian," 

"war-like" Queen: "I would your Highness would depart the 

field;/ The Queen has best success when you are absent" 

(II,ii,73-74). Alone, in another part of the field, Henry 

considers the constantly shifting progress of the battle, 

willing to assign the victory "to whom God will," in a gesture 

of Christian resignation which is characteristic of him. 

That the dismissed King is reduced to molehill status suggests 

debasement of his royal position. Too, Henry may be sitting 

on the same molehill which Queen Margaret employed in an 

earlier scene (I,iv,67) to humiliate the captured York; the 

possible allusion to the old saying, "King of the molehill,"^^ 

would reinforce the impression of ignominy. "V/ould I were 
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dead," gasps Henry, immediately recognizing his impiety with 

the qualification, "If God's good will were so." From this 

desperation emerges Henry's reflections on the shepherd as 

Happy Man: 

0 God! methinks it were a happy life 
To be no better than a homely swain; 
To sit upon a hill, as I do now. 
To carve out dials quaintly, point by point. 
Thereby "to see the minutes how they run. 
How many makes the hour full complete. 
How many hours brings about the day, 
How many days will finish up the year. 
How many years a mortal man may live. 
When this is known, then to divide the times: 
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; 
So many days my ewes have been with young. 
So many weeks ere the poor fools will ean, 
So many years ere I shall shear the fleece. 
So minutes, hours, days, months, and years, 
Pass'd over to the end they were created, 
Would bring white hairs unto a quiet grave. 
Ah, what a life were this! how sweet! how lovely! 
Gives not the hawthorn-bush a sweeter shade 
To shepherds looking on their silly sheep 
Than doth a rich embroider'd canopy 
To kings that fear their subjects treachery? 
0, yes, it doth, a thousand-fold it doth. 
And to conclude, the shepherd's homely curds. 
His cold thin drink out of his leather bottle. 
His wonted sleep under a fresh trees shade. 
All which secure and sweetly he enjoys. 
Is far beyond a prince's delicates,--
His viands sparkling in a golden cup. 
His body couched in a curious bed, 
When Care, Mistrust, and Treason waits on him 

(II.V,21-54). 

According to the more traditional Elizabethan scheme 

of values, the molehill would be an emblem of debasement. 

Counter to this, however, are the frequently expressed 

Elizabethan paraphrases of the classical ideal of the 
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golden mean, mediocrites. or via media. Such utterances 

often tend to reverse the system of values associated with 

the Elizabethan World Picture. This reversal of values may 

be phrased in terms of the desirability of living at the 

middle rank, a theme in a number of Montaigne's essays ("Of 

the Disadvantages of Greatness," for example^7), or in terms 

of the related ideal of the life of low but safe content, 

exemplified by Eelarius' observation concerning the "sharded 

beetle" and "full-wing'd eagle." Both ideas, often fused or 

used interchangeably, are closely allied to the theme of rural 

retreat. Breton's "Countrey-man," for instance, contended 

that "the meane was sure: better be in the middle room, then 

either in the Garret or the Sellor," reasoning that it was 

preferable to "set fast than to rise and fall."6^ 

The Elizabethan versions of the Golden Mean often 

parallel the images set forth in Horace's Ode X: 

Whoso cherishes the golden mean, safely avoids the 
foulness of an ill-kept house, and discreetly, too, 
avoids a hall exciting envy. 'Tis often the tall 
pine that is shaken by the wind; 'tis the lofty 
towers that fall with a heavier crash, and 'tis the 
tops of the mountains that the lighting strikes.69 

Ode X, evidently well-known, was translated by Phillip Sidney 

into rhymed verse: 

The golden mean who loves, lives safely free 
From filth of foresworn house, and quiet lives. 
Released from court, where envy needs must be. 

The wind most oft the hugest pine tree grieves: 
The stately towers come down with greater fall: 
The highest hills the bolt of thunder cleaves.70 

LUBBCX:K. TCXAft 
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Again, Horace is emulated by Lodge, in Aliena'a "comfort" to 

Rosalynde: 

. . . what cares wait upon a crown! What griefs are 
incident to dignity! What sorrows haunt royal 
palaces! The greatest seas have the sorest storms, 
the highest births subject to the most bale, and of 
all trees the ceders soonest shake with the wind: 
Small currents are ever calm, low valleys not 
scorched in any lightings. . . .71 

Lodge's wise shepherd, Corydon, utilizes the "mean" argument 

in his defense of rural life, a way of life which generates 

only "mean misfortunes, as the loss of a few sheep, which, 

as it breeds no beggary, so it can be no extreme prejudice."72 

Belarius' affirmation of living low like the "sharded beetle" 

is akin to an "extreme prejudice." The middle station, how

ever, is implicit in Christopher Iden's praise of country 

life; he is designated as sufficiently wealthy to be generous 

to the poor, but devoid of envy for a higher position. The 

statements of Iden and Eelarius, in behalf of the simple 

life, are similar, though, in their attitudes toward the 

"disadvantages of greatness." 

The debate in the July Eclogue of Spenser's "The 

Shepheardes Calender" concerns this very subject; the basic 

imagery in that discussion relates directly to the "molehill" 

image in Henry VI's speech: The "goteheard," Morrell urges, 

"Come up the hyll to me:/ Better it is than the lowly playne."; 

Thomalin, the shepherd, counters, "Great climbers fall unsoft./ 

In humble dales is footing fast," and "seely sheepe like well 

belowe." According to the "Embleme" which concludes that 

tnt^«5 
TECHNOLOGlCAi: OiU-Efi* 
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Eclogue, Morrell contends that "perfect felicitye dwelleth 

in supremacie"; but in contrast, Thomalin "sequestered from 

all ambition," 

taketh occasion to prayse the meane and lowly state, 
as that wherein is safetie without feare, and quiet 
without danger; according to the saying of olde 
philosophers, that vertue dwelleth in the middest. . . .73 

In this light, it can be seen that Henry's identifica

tion with the shepherd's molehill represents failure of "suprem

acie" from one point of view, but from another perspective, 

a version of the good life—low but private, quiet, rural. 

Though Henry's day dream can be taken as proof of his 

escapist tendencies and psychological inadequacy for office, 

his dream of enjoying the shepherd's humble fare, of "living 

low,/ Where Fortune cannot hurt me," of leading "a private 

life" (3,IV,vi,20,42), constitutes a variation on a popular, 

conventional theme. That such simple blessings were less 

available to royalty was further evidence of "the disadvantages 

of greatness." That Henry's pastoral fantasy would have been 

a familiar and comprehensible desire is suggested by the 

fact that Montaigne, Lipsius, and the author of The Mirrour 

of Policie7^ all wrote, in respectful terms, of the Roman 

emperor, Diocletian, "who wore a crown so revered and so 

favored by fortune, resigned it to retire to the pleasure of 

private life,"75 who "preferred his pot-hearbes and Lettice 

of a poore farme at Salona. before the imperiall scepter and 

robes of purple."76 
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Henry's idealization of pastoral peace appears appro

priate to his character, "as he is famed for mildness, peace, 

and prayer" (3,II,ii,156); his wish to flee the pressures of 

rule is more frequently expressed in terms of the religious 

retreat for his "church-like humours fits not for a crown" 

(2,I,ii,247), and his "champions are the prophets and 

apostles,/ His weapons holy saws of sacred writ" (2,I,iii, 

61-62). Though his praise of country life is consonant with 

his "gentle, mild, virtuous" nature, his pastoral sentiment 

is less characterizing and more conventional than might be 

expected. 

Though in the social and political hierarchy the King 

was "eagle," it was often felt, in the imagery of Belarius, 

that the "beetle" was in a preferable situation. Through

out the history plays, though kingship is symbolized by "the 

balm, the sceptre, and the ball," it is most frequently 

equated with "care." Despite the wide variation in char

acter between Richard II, Henry IV, Henry V, and Henry VI, 

they all make almost identical pronouncements, often inter-

changable, concerning the "0 hard condition" of kingship: 

"Say is my kingdom lost? Why, 'twas my care;/ And what loss 

is it to be rid of care?" (Richard II. 111,11,95-96); "Then 

happy low, lie down!/ Uneasy lies the head that wears that 

crown" (Henry IV,2. 111,1,31-32);77 WQ polish'd perturbation! 

golden care" (Henry IV,2,IV,v,23); 

What infinite heart's-ease 
Must kings neglect, that private men enjoy! 
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And what have kings, that privates have not too. 
Save ceremony, save general ceremony 

(Henry V. IV,1,253-256)? 

The remainder of Henry V's speech bears some similarity to 

Henry VI's shepherd speech: the king, "laid in bed 

majestical," cannot sleep as "soundly as the wretched slave" 

who spends "days with toil and nights with sleep," and 

"follows so the ever-running year/ With profitable labour 

to his grave" (284-296). 

The dramatic function of the image of a life viewed 

from a shepherd's molehill is similar to the garden image in 

the second play of the Henry VI trilogy, "Iden's Garden." 

The allusion to the "happy life" of a "homely swain," an un

eventful but peaceful existence which leads to a "quiet 

grave," contrasts with and thereby emphasizes the horror of 

civil war. Henry's formal address ("And to conclude, the 

shepherds. . . .") is followed by a formal, symbolic, 

symetrical dramatization involving a son who has slain his 

father, and a father who has slain his son. To the observer, 

Henry, this unnatural action epitomizes the "0 piteous 

spectacle! 0 bloody times" which civil war creates: 

0, pity, God, this miserable age! 
What stratagems, how fell, how butcherly, 
Erroneous, mutinous, and unnatural. 
This deadly quarrel daily doth beget (II,v,87-91). 

As a detached observer, Henry reacts compassionately toward 

both sides ("Was ever king so griev'd for subjects woe?/ 

Much is your sorrow; mine ten times so much"), conscious of 

his own failures: "How will the country for these woeful 
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chances/ Misthink the King and not be satisfied?" (107-112). 

In the following scene, the reminder to Henry that he has 

not "sway'd as kings should do,/ Or as thy father and his 

father did" (II,vi,14-15), can be taken as an indictment of 

his predilection for molehill rather than mountain reign. 

Aside from the specific effect of dramatic contrast, 

Henry's pastoral-address demonstrates a conventionalized 

attitude toward kingship which finds parallels in Shakes

peare's other history plays. In addition, it has been shown 

how closely linked are the ideals of a private, quiet, "mean" 

life with the theme of rural retreat. The pastoral vision 

of the "happy life" of "homely swain" observing his flocks 

from a molehill perspective, an image of the private country 

dweller as Happy Man, can be seen as a variation on the 

"golden world" theme. 



CHAPTER III 

CONCLUSION 

Though banishment may necessiate Stoic courage in the 

face of adversity, the substance of arguments such as those 

of the Duke in As You Like It, and Belarius in Cvmbeline, 

constitute a familiar Renaissance theme: "Throughout 

sixteenth century literature, the feeling that civilization 

is corrupt is plainly evident."•*• The inevitable association 

in Elizabethan literature of pastoral material with 

innocence and content, in juxataposition to the public court 

life of ambition, danger, and corruption, provides ample 

evidence of this feeling. 

Except for As You Like It, a satirical corrective for 

pastoral folly, the theme of rural retreat is never more 

than a secondary motif in Shakespeare's plays. His use of 

this material, however, mirrors contemporary interest in 

that subject. Shakespeare's dramatization of the court 

versus country, primitivism versus civilization, public 

versus private debate, reflects the extent to which the 

Renaissance idealization of the values inherent in culture 

was subject to question and evaluation. The literature of 

any period accepts as well as rejects the values of that 

period;* this concern is revealed in an examination of those 

plays in which Shakespeare utilizes the various Renaissance 

55 
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versions of primitivism, the retreat from civilization to 

natural simplicity. This desire, in Elizabethan literature, 

and in the plays of Shakespeare, is identified with the 

symbol of the "golden world" and the pastoral world, two 

ideas which often fused in the Elizabethan imagination. 

"Iden's Garden," "the golden age," "the golden world," the 

low-roofed cave,- the shepherd's "molehill," all comprise 

Shakespeare's images of that retreat. Though Shakespeare's 

position may be ambiguous, his plays reveal not only his 

awareness of contemporary argument but also his awareness of 

the often conflicting needs involved, and the problems which 

may emerge from that conflict. 

Of no little significance is the fact that, in 

utilizing yet modifying these concepts, Shakespeare makes 

this usage integral to the dramatic development of the play. 

The range of the functional impact of these various ideas 

extends from the employment of a central controlling theme 

(in As You Like It, for example) through revelation of 

character or establishment of tone, to a device of plot. 

Shakespeare's version of "the golden world" expressed in 

terms of Iden's praise of rural felicity or Gonzalo's 

romanticized Golden Age provides implicit criticism of the 

current situation, the "Iron Age" of the immediate present. 

Iden's garden is, in effect, a mirror in which one may 

observe the quiet which might obtain in the England of 

Henry VI, if that country were properly ordered. Similarly, 
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Henry VI's pastoral vision, which dramatizes by poetic con

trast the evil of civil war, becomes an unintentional indict

ment of his own inadequacy as ruler. Necessitated by a 

complication in the action of the story, the plot of 

Cymbeline requires escape into wilderness conditions by 

Eelarius and the young princes; the virtuous "hardiness" 

nurtured in a mountain retreat can be seen as an indirect 

comment on the ennervating luxury of civilization. Except in 

the case of As You Like It and The Tempest, plays in which 

Shakespeare alludes specifically to "the golden world" and 

the "golden age," this so-called "Romantic" element has not 

been observed. Perhaps because this important Renaissance 

attitude has been so closely woven into the fabric of the 

plays, contributing to mood, story, or plot, Shakespeare's 

use of the Renaissance versions of primitivism, the cele

bration of the "Natural Man," has not been generally 

recognized. 
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"̂ Ŝpenser, pp. 32, 33, 36. 

'^Mirrour, p. 144. 

75Montaigne, pp. 195-96, 

'^Lipsius, p. 132. 

'̂ '̂ The familiar theme, "Uneasy lies the head . . . ," 

is a variation of classical sententia. See Baldwin, I, 

505-7. 

Conclusion 

^Fairchild, p. 17. 

^Whitney, p. 1. 



BIBLIOGRAPHY 

Baldwin, T. H. William Shakspere's Small Latine & Lesse 
Greeke. 2 vols. Urbana, Illinois: University of 
Illinois Press, 1944. 

Breton, Nicholas. A Mad World My Masters. Edited by Ursula 
Kentish-Wright"! 2 vols. London: The Cresset Press 
Ltd., 1929. 

Cairncross, Andrew S., (ed.). King Henry VI Part 3 
London: Methuen and Co., 1964. 

Cardanus, Hieronymo. Comforte. Translated by Thomas 
Bedingfeld. Londoni 1373. 

Earle, John. Microcosmography. London: J. M. Dent Co., 
1934. 

Evans, Oliver. "Paul Bowles and the 'Natxiral' Man," 
Recent American Fiction. Edited by Joseph Waldmeir. 
Boston: Houghton Mifflin Co., 1963. 

Fairchild, Hoxie Neale. The Noble Savage. New York: Russel 
and Russel, 1961. 

Gascoigne, George. The Complete Works of George Gascoigne. 
Edited by John W. Cunliffe. 2 vols. Cambridge: 
Cambridge University Press, 1910. 

Gibson, R. W. St. Thomas More: A Preliminary Bibliography 
of His Works and of Moreana to the Year 1750. New 
Haven: Yale University Press,1961. 

Greg, Walter W. Pastoral Poetry and Pastoral Drama. London: 
A. H. Bullen, 1906. 

Hall, Joseph. The Collected Poems of Joseph Hall. Edited 
by A. Davenport. Liverpool: Liverpool University Press, 
1949. 

Haydn, Hiram. The Counter-Renaissance. New York: Grove 
Press, 196Û i 
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