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i
Before passing to an analysis of the role of the p astora l in 

"The Winter's Tale" it will be wort h while dwelling briefly on 

the we a ni ng  of the pastoral as a literary form. Critical l i te r a -

ture on the subject makes us aware that plays such as "The 

W i n t e r ’s Tale" be long  to the main line of de velo pme nt of a form 

mo delled on c lassical exa mple s and revived mainly, aa David 

Young claiiho, in -зонт narra tive  romances by R en ais sa nc e w r i -

t e r s 1 .

As for the classical models, it was above all Virgil who 

contrib uted  to the c on so li dati on of the pastoral a lth oug h the 

earlier "Idylls" of Theocritus were germinal to its d eve lo pm ent  . 

Peter Marinelli stresses the fact that Th eo cri tus introduced 

the fu ndamental idea of the art of pastoral, namely the c o n -

cept of a ba ckw ar d  glance, in his case from the c om plex it y of 

the civ iliz ed w orld r epresented by a specific lo cation ( Al e x a n-

dria) and by a s pec ifi c pe riod of in dividual h uman exis ten ce 

(adulthood) to the visions of chil dhoo d and simplicit y of the 

rural life ( S i c i li a ) 3 . Thus he created a d istanc e from reality 

by a removal in time and space; yet he still evok ed a re alistic

1 0. Y o u n g, The Heart's Forest. A Study of S h a k e s p e a -
re’s Pastoral Plays, Yale Univer sit y Press, New Haven, London 
1972, p. 13.

2 See, for instance, W. W. G r e g, Pastoral Poetry and
Pastoral Drama, London 1906, p. 13-16; P. V. M a r i n e l  1 i,
Pastoral, Methuen, Lo nd on 1971, p. 9.

5 M a r i n e  1 1  i, op. cit., p. 11.
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image of rural life. However, it is, admittedly, only when p o e -

try ceases to imitate ordinary fustic existence that it becomes 

distinctly p a st or al 4 . Virgil departed from direct imitation in 

the "Eclogues" and created an imaginary world by moving away 

from the immediate range of Roman culture. He invented a p a -

storal setting which he named after a part of Greece, Arcadia, 

and which represented an ideal reality which was to become in 

turn a universal concept.

The abstract quality of the Arcadia of the "Eclogues" 

allows the introduction of both mythical and real figures. They 

belong to Arcadia either by their remoteness from reality as 

gods and shepherds or Ьесаизе, as poets, they retire to this 

world from the corrupt en vironment which is implied in the 

poems/e.g. Eclogue I/. The appearence of poets who create 

poetry within the framework of the poetio vision, Marinelli 

continues, makes poetry itself the most important of the c o n -

stant elements of Arcadia, beside the subjects of love and
5

death . fhere is here a new view of poetry as a self -conscious 

art and an awareness of its being a process rather than a prp- 

duct. Hence, the dynamism of the poetic form will De fully a p -

preciated by Renaissance writers.

It should be emphasized, therefore, that drawing an ideal 

image of Arcadia is not an end in itself. The regression from 

reality into the world of poetic fancy is not infinite. If this 

were the case, pastoral literature would have to be c lassifie d 

as escapist. The turn which V i r g i l ’s art takes, however, a l -

ready points to a different direction of its evolution. It p l a -

ces the contem plati on connected with Ar ca dian poetry as a p r e -

liminary stage before the engagement with the world of reality. 

Virgil then, as Marinelli concludes, establishes Arcadia and 

also suggests the role it should play as a device used by a 

p o e t 6 . The value of living in the pastoral world of Arcadia

4
Princeton Encyclopedia of Poetry and Poetics, ed. A'lex 

Preminger, Macmillan, London 1975, p. 603. See also G r e g ,  
op. c i t . , p. 1-5.

} M a г i n e  1 1 i, op. cit., p. 41-45.
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consists in an opportunity for s e i f -discovery and likewise for 

the explorati on of the relative merits of the active and c o n -

templative lives. In the light of the ab ove -menti oned poetic 

practice, the pastoral is more than a specific kind of poem. 

It offers rather "a view of life, an ethos or informing princip-

le", and аз such it may interpenetrate and modify other forms 

as a creative element^.

Renaissance writers took full advantage of the p o s s i b i l i -

ties which the classical pastoral offered. However, there is 

n o classical dr amatic model, except for the ex amp le o ff ere d by

Marvin Herrick of a rather problem atic satyr play associ ated
Й

with tragi-comedy and a pastoral setting . Thus the R e n a i s -

sance pastoral was deve lop in g mainly within the na rrative r o -

mance in prose and verse (from З а п а г г а г о ’з "Arcadia", to Mon- 

temayor's “Diana" and S i d n e y ’s "Arcadia") or within the n a r r a -

tive poem ( T a s s o ’s "Oerusalemme Liberata" and S p e n s e r ’s "The 

Faerie Q u e e n e ” ). The pastoral ch aract eris tic s of these works, 

seen by Young as the most significant achieveme nts of the R e -

na issance pastoral, may have influenced S h a k e s p e a r e ’s pastoral 

plays to a greater extent than the Italian drama of Tasso and 

Guarini, or for that matter, much more than the past oral shows

which appeared аз court entertainme nt in Engl and in the second
9

half of the si xteenth century . Although the pastoral drama is 

latent in the idylls and eclogues inasmuch as they contain 

brief dialogues w hich can be easily expanded, yet they become 

artificial and static when transferred directly to the stage. 

The Italian pastoral drama is ch aract eris ad pre cisely by a lack 

of dramatic mo ve ment which is the effect of its being c o n -

structed arou nd set pieces, lyrics and choruses. Similarly s t a -

tic, and therefore artificial, was c ourt ente rta inme nt in which 

rustic and pastoral motifs were quite comm on and were r e p r e -

sented mainly in the form of the pastoral masque or a

7
Ibidem, p. 9.

û
М. T. H e r r i c k ,  Tragicomedy. Its Urigin and D e v e -

lopment in Italy, France and England, Universit y of Illinois 
Press, Urbana 1962, p. 10-14,

Ci
Y o u n g, op. c i t . , p. 13^14.



p l a y 1 0 . Generally speaking, there was rio genuine interest iri 

the dramatic tactor in these pageant-like shows since their 

chief purp ose was the glorification of the royal patron.

However, two conspicuous examples of plays written for the 

entertainment of the court deserve to be mentioned, namely; 

"Ihe Arraignment o f Paris" by George Peele (ca. 1581) and "Gal- 

lathea" by John Lyly (ca. 1585). P e e l e ’s play is important chie-

fly on account of its theme which concerns the myth of the 

judgement of Paris, the most famous of all classical shepherds 

from whose wrong choice of the life of pleasure sprang the 

whole epic narrative of Homer. Paris remained the archetype of 

the shepherd for the Elizabethans and the po pularity of the m o -

tif iS asserted, according to Hallett Smith, by this major 

El izabethan treatment of i t 1 1 .

Accordingly, Paris story points to certain tendencies in 

the pastoral. In the first place, the pastoral figure is of 

royal birth, not a true shepherd; secondly, pastoral leisure 

does not always have to bring beneficial results and in this 

respect the question of individual choice becomes foregrounded.

On the other hand, l y l y ’s "Gallathea", according to Young, 

is a step forward, al though partial, in creating a dramatic 

structure around pastoral m o t i f s 1 2 . In the play there are tr a c-

es of the pattern of extrusion from society resulting in the 

use of disguise by the characters and in the choice of rural 

existence until justice is restored, which was to become the 

basis of English pastoral drama. The work is also ch aracterised 

by a freedom in handling pastoral motifs, which may be ex pl a i n-

ed, as Herrick finds, by the fact that native English drama 

always was "a drame l ibr e’*1 3 .

IU Ihe comments on the qualities of the Italian pastoral 
drama and of the court entertainment come from У о u n  g, op. 
cit., p. 12, 14.

11 H. S m i t h, Elizabethan Poetry. A Study in C o nv e n -
tions, Meaning and Expression, Harvard University Press, Oam- 
bridge (MatiS.) 1970, p. 3-8. Smith exemplifies the vitality of 
the myth as a motif and a point of reference in Renaissance li-
terature .

1 ~ Y o u n g , op. cit., p. 15-16.

1 ' H e г г i с к , o p . cit., p . 215.



Nevertheless, following the convinc ing argumenta tion of 

Young, we m aint ain that it is only the tradition of the n a r r a -

tive romance, its plot structures, char acters and situations 

which provide precede nts for shaping the pastoral drama of 

Sh a k e sp e a r e 1 4 . The development of that form i n  the sixteenth 

century led to the creation of Sir Philip S i d n e y ’s "Arcadia" 

which was enormously popular and had a co nsid erabl e literary in-

fluence. Descr ibing the achievement uf Sidney, the critic says:

Perhaps the most important single Innovation exe mpl if ie d by 
the "Arcadia" was the concept of the sojourn, the ex perience 
of the pastoral world as a part of a larger set of c i r c u m s ta n -
ces, both spatial and temporal, often a segment of a journey. 
Two radical changes in the character of the pastoral were t h e -
reby accomplished; the characters dealt wit h could be visitors 
to Arcadia as well as inhabitants, ps eu do-sh epher ds as well 
as shepherds, and the pastoral experie nce became sequential, 
giving rise to more opportunities for p l o t 1'.

Sidney enables then a shift from the implication of a d i f -

ferent reality outside the pastoral to its r ep rese ntation in 

the pastoral environment. In this way a static pict ure of an 

ideal union of ma n with nature is re placed by actidn - an e n -

actment of the pr ocess of a chievi ng the ha rmonio us union through 

the sojourn. Moreover, the sojourn has to provide both an e x -

pl an ation of the motives which precip it at ed the arrival in A r -

cadia and a su bsequent chance of return. The concept of the 

pastoral as sojourn, which si multaneously points to the im po r-

tance of a broader context wi thin which the pastoral place is 

set, will be essential in my analysis of "The W inter' s Tale".

The scope of the possible antecedents of the Sh ak espea re an 

pastoral drama may be enri ched by me ntionin g exam pl es of d r a -

ma ti zat io ns of pastoral romances, which an swered a publ ic d e -

ma nd created probably by the popularity of the pastoral as court 

e n t e r t a i n m e n t . Such po pu lar .E li zab et han  hack-work, me nti oned by 

Young, as "The M a i d ’s Metamorphosis", "The Thracian Wonder" 

and "Mucedorus" are anon ymous and of unce rta in date but they

14
Y o u n g, op. c i t . , p. 16.

15 Ibidem, p. 18-19.



are definitely symptomatic of the common pr actice in the t h ea -

tres at the end of the sixteenth century which cannot be w i t h -

out influence on the su bsequent development of the pastoral 

drama in E n g l a n d 16 .

The foregoing brief survey of statements by critics, which 

place S h a k e sp e a r e ’s pastoral drama in the historical p e rs p e c -

tive of the development of the form, is to serve as an i ntro-

duc tion to the subsequ ent analysis of the pastoral in the play.

Important as it is in the structural design of "The W i n -

t e r ’s Ta le” , the pastoral exists within a no n- pastoral u n i v e r -

se so that the conf licts  and complexities do not arise only 

from tensions in the pastoral setting. Thus pastoral values a c -

quire significanc e from reference to an un pastoral co nt ext by 

being set within and disting uish ed from it. The first three 

acts in which proper social relations among the royal family ano 

the whole courtly society of Sicilia are violently de st roy ed  by 

Leontes provide a dramatic situation to be j uxtapo sed with the 

natural order of life. The latter is expr essed  in the re la -

tionship of Florizel and Perdit,a, based on faith and devotion:

Flo. I . J  since my desi res
Run not before mine honour, nor my lusts 
Burn hotter than my faith.

( I V, iv, 33-5)

For I cannot be 
Mine own, nor anythin g to any, if 
I be not thine,

( I V, iv ,43 -5 )17

The re lationship of Florizel and Perdita thus be comes ideal 

and suggests regeneration of the just order of society to c o n -

trast strikingly with L e o n t e s ’ suspicion and jealousy. In this 

sense the pastoral inset consitu tes a co un ter force to the h i -

Ibidem, p. 22, 24.

17 W. S h a k e s p e a r e ,  The W i n t e r ’s Tale, ed. J. H. P. 
Pafford, Arden 1963; rpt. Methuen, London 1966. All r e f e r e n -
ces in the text will be to this edition.



therto main movement of the play, challe nging it and in the 

case of "The W i n t e r ’s Ta le ” effecting a desired change.

If we take into account Andrew E t t i n ’s critical d i s t i n c-

tions, then such an inset is explicit, that is it "clearly sets 

apart the two spheres of pastoral and no n - pa s t o r a l " 1 0 , rather 

than implicit, that is one which only "suggests kn ow ledge of 

another way of life" contrasted with the p a s t o r a l1 9 . While the 

reader or audience is brought into the pastoral environ ment the 

former events fall into perspective with what is happening when 

the movement of the pastoral scene promises a fresh start. The 

non-pastoral and the pastoral, however, are not neatly s e pa r a t-

ed from each other to provide a recognition of what the p a s -

toral has already excelled in or gained victory over. Instead, 

the dramatist conc entrates on the question of how such a v i c t o -

ry is being achieved by pl acing figures connect ed wi th the o u t -

side world in the pastoral context.

The audience may watch the actual clash of ou tlooks on life 

since a recollection of the world seemingly excluded by the p a -

storal is forcefully realised at the sh eep-she aring feast 

through the presence and behaviour of King Polixenes, which p a -

rallels that of le ontes in Acts I and II. Poli kenes represents 

the court with its idiosyncrasies so, accordingly, he o v e r -

shadows ^nd at last destroys the mood of pastoral happiness; 

yet unlike Leontes he is unable to destroy the bond of love, 

which further stresses its ideal quality, asserted by Florizel 

towards the end of the scene:

Not for Bohemia, nor the pomp that may 
Be thereat g l e a n ’d: for all the sun sees, or 
The close earth wombs, or the profound seas hides 
In unknown fathoms, will I break my oath 
Fo this my fair b e l o v ’d.

( IV, iv,489-93)

The attitude of Polixenes proves yet another point, namely

• 1 ft
A. V. E t t i n, Literature and the Pastoral, Yale U n i -

versity Press, New Haven, London 1984, p. 80.
19 Ibidem, p. 81. The concept of the implicit inset proves 

to be useful in relation to pastoral lyrics. However, what is 
implicit in ec logues usually becomes expl icit in a nar ra tiv e or 
a dramatic form.



that the physical pr esence of characters in the pastoral e n -

vironment dees not necessarily entail beneficial results. A n e -

cessary condition for the adoption of pastoral values by members 

of the non-pastoral world will be a spiritual ev olution since 

the countryside is not for outsiders in spirit. The evolution 

occurs in the case of Leontes who re cognizes his error and then 

for sixteen years repents of what he has done.

Cleomenes says of L e o n t e s ’ repentance:

Sir, you have done enough, and have p e r f o r m ’d 
A saint-like sorrow: no fault could you make,
Which you have not r e d e e m ’d; indeed, paid down 
More pe nitence than done trespass.

(V,i,l-A)

Only in this state of mind is Leontes prepared to a p pr ec i a -

te fully what his de structi ve action had caused to disappear, 

namely the virtues expressed in the pastoral. They are similar 

to those which supported social relations in Sicilia before l e -

ontes had destroyed them. Therefore, it is important that in 

the play he values the pastoral qualities st anding for the lost

qualities of the court. Thus it is only an immanent paradox of
20the pastoral , that Leontes, who is not himself of the pastoral 

world, can best express appreci ation of its merit. Accordingly, 

Florizel and Perdita, symbolic of the pastoral ideal, are warmly 

welcomed by him: "Welcome hither,/ As is spring to t h ’ earth". 

(V ,i,150-1). Their union brings hope for a new beginning. It 

stands for what is lacking after H e r m i o n e ’s death, and so L e o n -

tes decides to act on their behalf, thus confirming his sp ir i t u -

al maturity. He declares:

I will to your father:
Your honour not o ’erth row n by your desires,
I am friend to them and you: upon which errand 
I now go toward him;

( V ,1,228-31)

It is then readily noticeable that the closing act of • the 

play i3 important for the validity of the pastoral scene as well

2Q
one of the central paradoxes of the pastoral is 

that those best able to appreciate it and those best able to 
express their appr eciation are not themselves of the pastoral 
world". (E t t i n, op. cit., p. 82).



as the precedinfl three acts. What has been exe mplifi ed above 

allows the observ ation that the dramatic pastoral requires some 

degree of bo rdering  on an unpastora l context because the ideal 

is partly defined there by contrast.

The natural law by which the unipn of Florizel and Perdita 

is sanc tioned  sub sumes a whole complex of pa storal qualities 

which to a large degree stem from the pastoral en vi ronment  - the 

natural place of love and renewal. Its force lies pr ecisel y in 

its capability of exem plify ing pastoral virtues, for place in 

the pastoral never functions as a collectio n of part icular d e -

tails, the landscape being a total physical su rroun di ng which
21does not call attention to itself . Although the "c ountryside 

of B o h e mi a “ partake s of actual country fe stivals which may be 

noticed in the use of customary dances and songs together with 

other ceremonie s of rural feasts, yet in the play it is mainly 

a symbol of a simpler form of society than that of the court 

presen ted in the first three acts. Bohemia, as a locale, is 

deprived of any realistic geographical implications. It is d i s -

located, pr ovided with a seacoast and a desert to acquire p h y -

sical neutrality, even m y s t e r i o u s n e s s . The main purp ose of such 

a de piction of the setting is to make it a p sychol ogical  s y m -

bol which belo ngs to a tradition going back to the ancient 

origins of tbe pastoral, to, as Rosalie L. Colie observes, V i r -

g i l ’s Arcadia rather than T h e o c r i t u s ’ Sicily, beca use Bohemia,
О  О

as a natural spot, is "a concept, an image i n i t s e l f "  ,

The same Juxtapos ition of pastoral versus no n-pas toral as 

in the case of the motif of love, will play its role in the 

pe rcept ion of the pastoral place because the reader or audience 

is to feel relief from the p ressur es of tragedy at court in the 

change of atmosphere in troduced by the pastoral. Together with 

the c h a r a c t er s of the pastoral, the o nl oo ke r s will enjoy the 

liberty and freedom of the rural envi ronme nt while the s h o r t -

comings of the court (cqld in opposit ion to the subsequent 

warmth; cruel, since stiff formality results in deaths at odds 

with liberated simplicit y and rebirth) make it a hositile place

21 Ibidem, p. 127 f f -
22

R. L. С о 1 i e, S h a k e s p e a r e ’s Living Art, Pr incet on 1974, 
p. 249. See also H a r i n e l l i  on the classical origins of 
"Arcadia", (op. cit., p. 9-11, 39-45).



contrasted with the emotional quality of the pastoral site. Thus

the dominant impression of the pastoral may be expressed as
23feeling at home .

However, interpretations of place vary according to the 

c h a r a c t e r s ’ provenance, or emotions, makinQ it, typically for 

the pastoral, a field of reference. Antigonus and the Mariner 

see it as a desert, the skies over which are grim, the land 

itself being a place femous for beasts of prey ( I I I ,iii ,2-13). 

Nature seems hostile to them, the weather and general a tm o s p h e-

re serving as a reaction to their status as outsiders in s p i -

rit because they are to do something unnatural, which c u l m i n a t -

es in the objectively horrifyin g death of Antigonus. This event 

draws a borderline be tween the impure world and the purified 

pastoral enclave. Similarly, in P o l i x e n e s ’ words there is an 

implicit ev aluation of the place as that of base rusticity - 

ignoble (IV,iv,159). On the contrary, the Shepherd and the 

Clown feel safe even in the presence of death because, on the 

one hand, their home is really not far away in physical terms; 

besides, they do not intervene in so mething that seems to them 

to be beyond human reach. Thus the enactment of the whole event 

at the sea-shore becomes only an occasion for typical witty 

repartees on the part of simple-minded countrymen:

Clo. Now, now: I have not winked since I saw these
sights: the men are not yet cold under water, nor 
the bear half dined on the gentleman: h e ’s at it now.

Shep. Would I had been by, to have he lped the old 
man I

Clo. I would you had been by the ship side, to have 
helped her: there your charity would have lacked 
footing.

Shep. Heavy matters! heavy matters!

A relative lack of interest in the death of Antigonus is 

explained by their belief in the laws of nature. When people 

follow these, they are rewarded, ot herwise they are pu n is he d  - 

such is the simple credo of the shepherds. Accordingly, gold 

wrapped in the "bearing-cloth" which the Shepherd finds is per-

t t t i n, pp. cit., p. 135,



ceived as a sign of n a t u r e ’s bounty, which conf irms the r i gh t -

ness of bis obedien ce to the ruleç set by local deities: "it 

was told me 1 should be rich by the fairies" ( I I I ,iii ,116): "We 

are lucky, boy; and to be so still requires no-/ thing but s e -

c r e c y ” . ( I l l , iii , 123-4). Undoubtedly, obse rvi ng the traditions 

and beliefs, as ex pressed by the Shepherd and the Clown, adds 

to the sense of feeling at home in the natural world. In spite 

of such unusual in cidents as finding gold, however, nature daily 

yields means of sustenance, so to cu ltivate tradition me ans also 

to mark important mome nts of the year with c ele bra t io n s of the 

natural order such as the sh eep -she ar ing feast.

Not all the ch ara cter s present in the pastoral envi ron men t 

are members of one actual family living in the same home. Only 

the Clown is the son of the Shepherd and Per dita  his alleged 

daughter. Thus the notions of family and home become br oader in 

scope to mean the human family and the pastoral world. F u r t h e r -

more, not all the char act ers who want to live in ideal c o m m u -

nion with natural surr ound ing s are sh epherds since in R e n a i s -

sance pastoral l iterature most of them are c ou rti ers and they 

are really the focu3 of attention, as Florizel is. They come 

for instruction - to be naturalized, as it were - and they o b t a -

in it if they are emotiona lly mature, that is ready to accept
24high pastoral values . In this way c ou rti er s may share the 

shepherds* enj oyment of their world, and, what is espe cial ly 

important, they transfer a whole complex of p ri noip le s ruling 

the pastoral w orld to a place outside the rural environment, 

that is the court as in the case of Florizel and Perd ita a r -

riving in Sicilia in Act V.

Beside the setting, time is an other element of the pastoral 

which plays an important role in the con str uc t io n of the p a -

storal ideal and related meanings. The cho ice of a particu la r

time of year for the pastoral is a matter of asso cia tion s with-
25

in a given culture, as Ettin observes . Most pastoral scenes, 

including that of "The W i n t e r ’s Tale", take pl a ce  duri ng summ-.

C о 1 i e, op. c i t ., p. 249.

E t t i n, o p . c i t ., p. 137.



er since that is the time of n a t u r e ’s fruition when the sheph-- 

e r d ’s real work has been done and holiday merr y-makin g and lei-

sure are possible. Moreover, since the pastoral should be ti me -

less, a pe rmanent summer, the passage of time has to be a r r e st -

ed. In the context of the whole play, however, time stops only 

for a moment in the pastoral scene, "one self-born huur" in the 

words of Time,the Chorus (IV,i,8). Yet to provide an illusion 

of unending duration the presence of all seasons is evoked. For 

one, Perdita in her flower speech during the feast implies that 

the time of the sheep-she aring is really late summer, almost 

autumn (I V, iv, 79-81), then the beginning of the year is recall-

ed by images of spring flowers (I V, iv,118-27) as spring is u n -

doub tedly most important to the meaning of the pastoral ideal. 

It emphasizes rebirth, the awakening of new things leading to 

fruition; hence A u t o l y c u s ’ song also evokes the atmosphere of 

spring (I V ,i i i ,1-12). The si gnificance of this season is further 

stre ngthened by the co ntrast with the implicati ons of winter.

The seasons of the year are also made to reilect d i ff er -

ent seasons of life in the above-mentioned flower speech of 

Perdita who distributes flowers of particular seasons among 

members of various age groups. As ал expression of the desire 

for perpetuation of the vernal climate of the pastoral, h o w -

ever, she presents men, whom she thinks to be old, with r o s e -

mary and rue - herbs that stay green and fragrant, a token of 

spring in winter (I V,iv,74-5).

Admittedly, such a green, fertile and warm timelessness r e -

calls the image of the mythical Golden Age, mo dified  by the 

Chri stian point of view. According to this tradition, Eden had. 

been destroyed for ever by the Fall, which objectively  h a p p e n -

ed in  world history, hence the ideal in that form cannot r e -

turn. Similarly, when the time of individual human life is in-

terpreted in such terms, childhood is a past age, and the s u b -

sequent falls of adolescence and middle age enlarge the d i s -

tance from that unconsc ious unity with nature. In "Ihe Winter’s 

Ta le4 , L e o n t e s ’ history seems to recreate that very view of 

world history inscribed in the time of human life: images of 

chil dhood and innocence ( I , i ,22-5; I ,i i ,67-70), then crisis



and personal losses (accusation and seeming death of Hermione; 

the death of Mamillius).

In agreement with the same view, however, Shakesp ea re i m -

plies in the play that a happiness recalling that of the G o l -

den Age may he rega ine d in the life of an individual by the 

perfectio n of his own.self- The result of the pr o ce ss  is p e r -

ceived as a state of spiritual maturity and em otional in te g r i -

ty attained by Leontes after a period of sixteen years, as the 

earlier- men tio ned opening scene of Act V suggests. The pastoral 

scene plays a s ignificant role in the p erception by the r e a d -

er or audience of the di rection of L e o n t e s ’ moral de velopme nt 

as it propounds the ideal which Leontes wants to reach. R e a c h -

ing the ideal involves, as the reader or audience is led to 

infer from the play, approaching the state in which Perdita 

finds herself in the pastoral scene, that is of a fully b a l a n -

ced self in harmony with nature. She embo die s what L eo nt es lack-

ed; L e o n t e s ’ jealousy is de scribed by Camillo in Act I as b e -

ing the result of moral chaos, a state of re bellion ag ainst his 

true, sane self ( I ,ii ,355 ) * 6 .

At the same time, as it seems, th rough the role of Perdita 

as a symbol of renewal - "Flora/ Perri ng in A p r i l ’s front" (IV, 

iv,2-3) - the pastoral promises that it will be pos sibl e to a- 

void errors of the past in the next ge neration, w hic h will 

thus m ain tai n order and stability, since P e r d i t a ’s u pbr ingi ng 

and her union with Florizel possess values of the natural world 

which are p er cei ved  as a gu arantee of perfection.

Thus we notice that the larger temporal plan of the p a s -

toral, that is the cycle gf seasons linked with the c ycle of 

generations, prov ides a degree of de tachment from ever yda y r e -

ality, that is the reality of the court in the play. A c c o r d-

ingly, it p rovides space for a cl ar ific ati on of L e o n t e s ’ m o t i -

ves, yet in a broader sense it elevates the value of the p a s -

toral capable of the cr eative re alization of the ideal when it 

recalls the mythical Golden Age.

The gu ara ntee  of perfection, which the union of Florizel

P a f f о r d, op. cit., f.n. to 11. 355-356, p. 24.



and Perdita becomes, is so strongly pronounced throughout Act 

IV, scene iv that an apparent ambiguity contained in the n o -

tion of world history as a cycle of generations remains u n n o -

ticed in this pastoral by Shakespeare. Го say that after win-' 

ter come spring and summer implies that there is another w i n -

ter in the future as well, The problem was given poetic shape 

almost from the begi nning of pastoral literature, namely lri 

V i r g i l ’s Fourth Eclogue in which an idyllic vision is broken by 

a passage slightly overshadowing its splendour: "Yet a/ few 

traces of ancient delusions will remain, moving people to test 

the seas/ with ships, encircle towns with walls, cut furrows 

into the e e r t h "^ 7 .

Th« fragment draws attention to an aspect of history which 

seems to be consciously evaded in “ The W i n t e r ’s Tale". S h ak e s -

peare deals mainly with the promise of beneficial results which 

are going to be brought about by shaping reality according to 

the principles of the natural world.

On the other hand, however, the hypothetical quality of the 

pastoral image of alternative existence, that is one mo delled 

on the ideal, is suggested throughout the play by re ferences 

to the theatricality or the unbelievable nature of the events:

Per. Methinkś I play as 1 have seen them do 
In Whitsun pastorals

(IV, i v, 133-4)

I see the play so lies 
That I must bear a part.

(IV,iv,655-6)

S e c . G e n t ,
C .. J  This news 

which is called true, is so like an old tale that the 
verity of it is in strong suspicion *

( V , i i ,27-9)

This insistence on fiction may serve to ppint out what 

Virgil ex pressed in the above-mentioned fragment of the Fourth

^ V i r g i l ,  Eclogues, I V .31-33, after E t t i n ’s tr an sl a-
tion (op. cit., p, 47). Ihe author provides a d iscu ss io n of 
the whole Fourth Eclogue, p. 4^-50.



The Pastoral anii lts_Use in "Ihs Winter's Tale" _ 203

Eclogue, namely that man may only be offe red a chance for vir-

tuous life but human beings possess a freedom of choice arid 

some of them choose just the opposite of virtue. Thus the p o s -

sibility of pe rpetuat ing high pastoral values is not r e a l l y u n -

dermined; it is rather the limited effecti veness of the p a s t o -

ral pattern depending on free choice that is poin ted out. The 

question of free choice and the pastoral appears in "The Tem-

pest" where it obtains a fuller expression.

Having examined the presence ^nd structural uses of the e l -

ements forming the pastoral ideal of n a t u r e , it will be a p p r o -

priate to turn to tho me aning of the pastoral re ndered by S h a -

kespeare in "The W i n t e r ’s Tale". As has already been noted, a 

set of values introduced by the pastoral and perceived as a t-

tributes of nature effects a transformat ion within the sp i r i -

tual state of the hero, which because of his status (a king - 

a ruler) influences the whole social order. The movement of 

the individual towards perf ection  corresp onds to that of s o -

ciety, as stated in one of the most influential Renaissance 

books, lialdesar C a s t i g i i o n e ’s “Ihe Book of the Courtier". There, 

we read that if tbe "prince is good £...] his people are good,

because the life of the prince is a norm and guide for the ci-
') fiU  zens and all behaviour must needs depend on his" . The norm

in question is never set by shepherds as sucht since although

they partake of it in their natural environment, the real value

is em bodied in the "royal shepherd". The latter is to appear

n a tu r a l in a pastoral masquerade. Cast iglione stresses that, in

the pastoral context, the "royal s h e p h e r d ’s" excel lence "is all

the more convinc ing for being so obvious when ev eryone suppos-
29

es him to be an ordinary shepherd" In relation to this, it 

should be emphasized that the social transform ation in pastoral 

literature never affects hierarchy, despite single p r o n o u n c e -

ments of egal ita ri ani sm like that of Perdita: "The selfsame sun 

that shines upo n bi§ cour t/ Hides not his visage from our cott-

О Ci
Quoted in H. E. T Q 1 i v e r, Pastoral Forms and A t -

titudes, University of California Press, Berkeley, Los Angeles, 
London 1971, f.n. 5, p. 26.

29
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age, but/ Looks on alike". (IV,iv,445-7), which spoken by her, 

a disguised princess, inevitably points to her own superiority 

as well as to a lack of any further consequences of the idea 
in the context of the whole play.

Still, as Harold Toliver observes, Shakespeare in such 

plays as "A Midsummer Ni gh t ’s Dream", "As You Like It” , "The 

Winter’s Tale" and "The Tempest" unites idyllic wish with rea-

lizable social change, where as Sidney and Spenser, for instan-

ce, in their romances, similar in tripartite structure and the 

exposure of heroes to the green world, stress rather the dif-

ficulty of any permanent social transformation3 0 . Unlike S ha -

kespeare, who at least believes in the po e t ’s power to work 

.tpon the mind, thus influencing minds by the magic of nature, 

ntney approaches the attitude of a realist in social matters. 

Accordingly, despite the tendency of the pastoral to remove 

bàrriers between classes, in the "Arcadia", Sidney sharpens so-

cial distinctions3 1 . Shakespeare does not so much sharpen the 

distinctions, yet he uses irony to show the limitations of mere 

rusticity: Mopsa is sure that the incredible stories must be 

true because in print (IV,iv,261-2) and Oorcas, genuinely m o v -

ed by a story of a u sur er’s wife, exclaims, "Bless me from 

marrying a usurer!" (IV,iv,269); similarly, when in Act V the 

Shepherd and the Clown have put on rich apparel and speak of 

their newly acquired nobility, they are to point out the a b-

surdity of such a proposition (V , i , 127-175).

In this way the values of the court or of civilization, cul-- 

ture and art are not denounced as inferior but rather re-esta-

blished after having become enriched by the resources of the 

pastoral. The opposition of nature and art is a basis for di a -

lectical reasoning in pastoral works3 2 , yet in agreement with 

the Neo-Platonic search for harmony nature ultimately merges 

with art instead of opposing it. Moreover, it seems that nature 

itself needs modification to be transformed beyond its mere

30 Ibidem, p. 15-16.

31 Ibidem, p. 52-53.

52 See, for instance, M a r i n e l l i ,  op. cit., p. 15-
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simplicity to he able to answer the demands of the domi nant cul-

tural order which the dramatist is conscious of. Furthermore, 

the nature of the countrysi de of Bohemia as the reality of the 

staged perf ormanc e cannot exist without art,, and so the s e e m -

ing polarity of nature and art is to a large degree subsumed 

under the rules of the art of the dramatist. Still, an all- 

-encompassing concept of "great creating nature" is in troduced 

quite early in the pastpral scene, apparently to inform the 

reading of the play. Yet, simple human nature e mbodie d by the 

Shepherd, the Clown, Mopsa and Dorcas, as we have seen, is p o -

werless to a large extent, in the sense that it is not c o m -

patible with the ideal. It may be merely an occasion for l a -

ughter in this play. It is then the role of nature as the 

source of the power of art and not the power of nature itself, 

whic h the art-nature debate betw een Polixenes and Perdita e s p e -

cially stresses. Nature is united with art which serves as its 

corrective (art aa nurture) and art in fact enables the r e -

presentation, or cr eation of nature, in the language of the 

text and in s t a g e - l m a g e r y , Perdita and Polixenes say,

Per, For I have heard it said
There is an art which, in their piedness, shares 
With great creating nature,

Polix. Say there bej
Yet na ture is made better by no mean 
But nature makes that mean: so over that art,
Which you say adds to nature, is an art
That natu re makes. You see, sweet maid, we marry
A gentler scion to the wildest stock,
And make co nceive a bark »f baser kind 
By bud of nobler race. This is art art 
Which does mend nature - change it rather - but 
The art itself is nature.

(I V, iv, 86-97)

As Terry Ea gle to n rightly suggests, the dialogue leads to 

viewing culture  a s  natural just as to p erce ivi ng  nature as c u l -

tural because from the pe rspec ti ve of the debate: "Nature it -

self produces the means of Its own transformation, contains that
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which goes beyond it" . Grafting, which Perdita opposes (IV, 

iv,99-103), is actually a symbol of her own and Florizel’s s i g -

nificance in the play since as they are "royal shepherds", their 

royalty merges with pastoral life and they are made into p r o -

ducts of nature: even though they belong primarily to the or- 

der of art, culture and civilization. As such, they serve as 

the means which helps to bring human nature to perfection. In 

this way, the pastoral eventually reinforces the existing s o -

cial order, dominated by the court, in providing an ideology
34whereuy that order is "naturalized"
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SIELANKA I JEJ ZASFOSUWANJL W "OPOWIEŚCI ZIMOWEJ" 
WILLIAMA SZEKSPIRA

Zastosowanie sielanki w "Opowieści zimowej" wskazuje na 
przynależność utworu do głównego nurtu rozwoju konwencji l i t e -
rackiej wzorowanej na modelach klasycznych. Wśród gatunków rene-
sansowych rozwijających koncepcje sielankowe, które mogły mieć 
wpływ na sposób ich użycia przez S/ekspira wyróżni ają się r o -
mans prozą i wierszem. Chociaż sześnastowieczny dramat włoski o- 
feruje formę tragikomedii pastoralnej, to jednak fakt, że b r a -
kuje mu dramatyczności decyduje o wyborze struktury akcji, p o -
staci oraz scen występujących w romansie jako elementów k s z t a ł -
tujących sztuki pastoralne Szekspira. Szczególnie istotny w y d a -
je się wzór struktury utworu pastoralnego jaki prezentuje " A r -
kadia" Sidneya, którego podstawą jest okres £obytu w rz ec zyw i-
stości sielankowej będący odtworzeniem procesu osiągania h a r m o -
nii z otaczającym światem.

Struktura "Opowieści zimowej" opiera się właśnie na k o n c e -
pcji p obytu w rzeczywistości sielankowej, a wartości p r z y p is y-
wane sielance są postrzegane w rezultacie kontrastu między i- 
dealnymi cechami egzystencji sielankowej a ich odpowiednikami w 
rzeczywistości dworu. Konstrukcja ideału obejmuje przede wszy-

55 [ . E a g l e t o n ,  William Shakespeare, Basil Blackwell, 
Oxford 19Й6, p. 91.



st'kim samo miej sce oparte na koncepcji natu raln ej rodziny i po-
czucia bezp iec ze ńst wa wyni kają ceg o z podd ani a się jego mies zkań* 
ców prawom natury. Innym ele mentem ideału jest sp ec yfic zne  dla 
sielanki ujęcie czasu jako cyklu oraz za wiesz enie  czasu w s t a -
nie pe rmane nt nego lata w obrębie samej sceny pastoralnej. Tak 
skonstruowany ideał si elankowy jest jednak kon se kw e nt n ie  r e l a -
tywizowany przez od ni esienia do teatralności całego założenia.

Zespół wartości siel ank owe go ideału po j mo wa n yc h jako "n a tu -
ralne" powo duje transformac ję wewnętr zną bohatera, która ze 
względu na jego status władcy obejmuj e całe społecz eń stwo. Jed-
nak w li teraturze siel ank owej transfo rmacja nie do ty czy nigdy 
społecznej hier arc hii  mimo wypowiedzi prop a gu j ąc y ch  e g a l i t a -
ryzm społeczności sielankowej. Wręcz przeciwnie, zw ykle mamy do 
czynieni? z pod k re śl e ni em  różnicy m iędzy "szlachetni e u r o d z o -
nymi pasterzam i" a wieśniakami. W związku z tym wartości p r z y p i -
sywane cywilizacji dw orski ej nie ulegają degradacji w z e s t a w i e -
niu z naturalnymi. Są one raczej o nie wzbogacone. Natura jest 
wobec tego źródłem cywilizacji, a dopiero sztuka do niej p r z y -
należąca, faktycznie umo żliwia ks zt ałt owa nie natury w tekście
i w obrazie dramatycznym. Sielanka ost ate czn ie w zma cni a o b o w i ą -
zujący porządek k ul turo wy ,gd y dra maturg św iadomy tego d o m i n u j ą -
cego porządku ks zt ałt uj e obraz, który tèn po rządek ćzyhi n a t u -
ralnym .


