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Introduction
Vision and Mode
in the

Shephesrdes Calender
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In the "Dedicatory Epistle" to the Shepheardes Calender,

E. K. establishes a critical methodology for evaluating Spenser's
poen based on the aesthetic precepts of the Renaissance. He
begins with the observation that Lydgate called Chaucer “the
Loadestarre of our Language" because of his "wonderfule skil in
making,”1 In his gloss to "April" (1.19), E. K.'s definition
of ®"to make” is "to rime and versifye. For in thils word making,
our olde Englishe Poetes were wont to comprehend all the skil
of Poetrye, according to the Greeke woorde..., to make, whemnce
commeth the name of Poets.® The purpose of this study is to
examine the Shepheardes Calender in terms of the critical con-
cepts implied in the word "making" which collectively constlitute
the mode of the poem and to demonstrate that an understanding
of Spenser®s use of mode in the Shepheardes Calender is
necessary for an understanding of his poetic visioﬁ of man and
his world.

Early in the "Dedicatory Epistle" E. XK. refers to Spenser
és the “new Poete® (p. 7), and he is careful to express this in
relationship with Spenser's observance of the most important
critical principles. The sourccs for these principles are
eclectic, but synthesis of various ideas was an accepted and
necessary aspect of Renaissance aesthetics, Although Spenser
left no criticalitreatise which would definitely indicate
where he derived his aesthetic principles, the aesthetic prin-
ciples he demonstrates in the Calender are indicative of his

conception of art, and hisiéoneeption of art, as we will see,
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is inseparable from his vision of men end his worid,
The two major classicsal works which influenced Renalssance

poetic theory were the Ars Poetica of Horace and The Poetics of

Aristotle. Horace was a well established figure in artistic
theory at the beginning of the Renaissance; Aristotie, however,
was a new element which entered the literary stream primarily
through sixteenth-century Italian criticism.z It is not likely
that Spenser knew the Poetics first-hand, but it 1is certain that
if he knew anything about the most important literary questions
of his day (and it is self-evident that he did), then he must
have known of the Italian interpretations of Aristotle and re-
cognized various concepts as specifically Aristotelian. Whatever
was new and important in aesthetic theory came to England from
Italy, and the Italian bilases in literary theory were "as
applicable to English as to Itallan art.“3 It is important,
however, to note that the Italian commentators did "interpret"”
Aristotle and that they tended to shape and mold his theoriles

g0 that they would suit Henaiss
be. Those notions were largely based on Horace. It is appro-
Priate then to refer to Horace and Aristotle as sources for
the classical aesthetic principles of mode manifested in the
Calender:; it is aiso appropriate to refer to & Fusion of

Horatian and Aristotelian Literary Criticism during the perlod,
4

as Marvin T. Herrick has demonstrated.

aesthetics, Sidney and Puttenham will serve in this study as
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primary indicators of Henaissance trends in literary thecry.
Sidney particularly demonstrates extensive knowledge of Italiaﬁ
literary theory, and his sympathlies lie with the Arisdotelian
precepts expoused by these critics.5 It is less clear what
Puttenham®s sources were,; but if his Arte of English Poesie,

as Gladys Willcock says, "represented the publica materies of

its age,”6 then it is safe to assume that Puttenham, like

Sidney, was aware of the Italian critics. Sidney and Puttenham

exXpress theories of poetry which are, in the mein, similar and |

complementary. Our major interest in these theories lies in

Spenser's application of them. Thus after identifying the

major artistic principles derived from Horace and Aristotle

and expressed by Sidney and Puttenham I wi}l evamine the ways

in which Spenser's Shepheardes Calender 111ﬁstrate34these

principies. 7
Puttenham, like E. K., begins his Arte with a discussicn

of making: "a Poet may in some sort be said a follower or

thing is set before him, and which he taketh in hand to describe:
and so in that respect is both a maker and a counterfaitor: |
and Poesie an art not only of making, but also of 1m1tation."7

Puttenham explicitly connectis the conceptsof meking with the

concept of imitation or mimesis, and this connection is also

implicit in 2l1l of E. K.'s remarks. E. K.'s concern is to show

"making" as unity, decorum, verisimilitude, and allegory, all

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



of which are uitimately affected by the mimetic imitation of
nature by art within the poem. In addition, he is anxious to
show that Spenser has imitated the anclents and has developed
his poem as part of a well established and consciously used
poetic tradition. Imitation, therefore, falls into two categories:
one may be termed poetic imitation because it refers to the
strictly mimetic aspects of poetic creation, and the other may
be called rhetorical imitation because 1t arises from the use
of past aﬁthors developed by the rhetoricians Cicero and
Quintillian.’8 While there is a definite distinction between
the two types of imitation, they are clearly of equal importance
in E. K.'s mind, and the principles of each ultimately derive
from the same source in Aristotle,

This source, the Aristotelian dictum that art imitates
nature, was universaily accepted by Henaissance artist and critics,
and the reletionship between nature and art was & major concern

of the perlod. As an aesthetic principle, Aristotle's concept

Physics which was known in England by 1555.9 The critics of the
Renaissance followed Aristotle's method and dealt with imitation
as a metaphysical question. Thegartistic principles of imitation,
unity, decorum, verisimilitude, and allegory depend ultimately
upon the assuﬁptions made by Renaissance critics about nature

and the ways art is related to it.

..
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In f DPoesie, when Sidney deals with the qguestion

of nature, he speaks in metaphysical terms:
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Neither let it be deemed too °aucy & comparison to
balance the highest point of man's wit with the efficacy
of nature; but rather give right honor to the heavenly
maker of that maker, who, having made man to his own like-
ness, set him beyond and over all the works of that second
nature; which in nothing he showeth 80 much as in poetry,
when with the force of a divine breath he bringeth things

Dmmndoln Do mrssmmmmemdsmam laa Al oamm 4 doln — 1 .
Igren AT SUrpasSsing ner GoilgsS, Witn N0 Smais argumenv

to the incredulous of that first accursed fall of Adam,
since our erected wit maketh us know what perfection is,

1get our infected will keepeth us from reaching unto
44—

The metaphveical bhagis of the Renailssance urniverse is clearly

revealed here, There are two natures. One was produced by God
who a3 a maker is conceived of as an artist in respect to this
first, perfect nature. Tne seccnd nature is that inhabited by
man after the fall, This nature is not perfect, but it can be
made to reflect the perfect nature through the artist-maker
and his poetry. This defines the mimetic relationship between
nature and art. h

The metaphysical basis of art, as Sidney sees 1t, depends
upon a correlation between the perfect world of God's original
creation and the imperfect world of Adam's descendants. The
mediating force 1s "man®s erected wit® which displays itself
in poetry and art. The artist, through poetry, is engaged in
a divine task: to reveal the world as it should be rather than

as it is., Herein lies the possibility for both pleasure and

purpose is to reveal the world as God intended it to be by
using the fallen world and the men who inhablit i1t as materials
toc imitate this more perfect nature. Art is thus in conflict

with nature as man perceives it in this world, and art affirms
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reagson and imagination as complementary agents for transcending
nature.

Thus Sidney suggests a constant sense of comparison between
two natures, two makers, and two states of human nature ("erected
wit® and ®infected will®). As the artist looks a$ the world
erocund him end mekes a work of art,; the reader 1is expected to
be aware of the ideal paradigm and draw conclusions on the basis
of this comparison. The world should be perfect; this 1s what
the artist attempts to reveal, and anything which does not
participate in or further this is to be rejected. Moreover,
the habit of comparison extends to parts of the real world insofar

~as some thingé or people (i.e., poets) are closer to the ideal
thah are others. In this way fiction can avoid the charge of
untruth, and imitation is not limited to the creation of Utopias.
The artist®s purpose, as Sidney explicitly states, is to imitate
the "works of that second nature® or reality, but his poetic
means and his moral purpose are dictated by his constant awareness

of the firs Cod and the perfactions which it

-

3
n3

displays.
we will see that Spenser employs Aristotelian mimesis in the
Shepheavrdes Calender. In the eclogues he focuses on nature with
the mimetic eye. EHe reveals the humen dilemme created by the
fall of Adam by using nature as a device to mirror man®s real
experience of nature as well as the possibility of transcesiding
"

raggon and

]
3

t. He sccomplishas

this by developing the conflict between nature and art which he
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imitates in dialogues between the characters. He has each
character reveal his inner self by means of his response to
the external world. Those characters who affirm the world of
nature or who fail to perceive that it is fallen are revealed
as morally limited. Those who can see the world as fallen and
whe look to another world for a solution to the moral problens
inherent in a fallen world display the proper use of reason and
confirm the necessity for the control which mimetic art can
exercise over nature. In this way Spenser unifies thematic
visiocn and artistic mode at their most essential level.

When Puttenham comments on mimesis, he shows the practical
application of Sidneyfs more theoretical speculations. He states
that the fantasy of art

may be resembled to a glasse as hath bene sayd, whereof
there be many tempers and manner of makinges, as the per-
spectiues doe acknowliedge, for some be Talse glasses and
shew thinges otherwise than they be in deede, and others
right as they be in deede, neither fairer nor fouler, nor
greater nor smaller, There be agaline of these glasses
that shew thinges exceeding faire and comely, others that
shew figures very monstruous and illfauored. Euen so is
the phantasticell part of man (if it be not disordered)

a representer of the best, most comely and bewtifule images
or appearances of thinges to the soule and according to
their very truth. If otherwise, then doth it breede
Chimeres and monsters in mans imaginations, and not onely
in his imaginations, but also in all his ordinarie actions
and life which ensues. Wherefore such persons as be iliu-
minated with the brightest irradiations of knowledge and

of the veritie and due prepertion of things,;, they are
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Puttenhamn seeks to apply these universal laws to the universe

of art, thereby affirming the moral integrity and usefulness of
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fiction through the concept ¢of imitation.

Puttenham begins by saying that the form of art is an
imitation of the form of natureg what nature reveals, art =
attempts to mirror or duplicate. To explain the process of
imitation, he dsvelops the metaphor of the glass, and he says
that the "images or appearances®™ reflected in the glass of
fictlion are the means of illuminating "the veritie and due
proportion of things." The universe displays "veritie and
due proportion®; these are its laws, and they 1likewise become
the laws of mimetic art. As the artist surveys nature, he uses
unity, decorum, and verisimilitude to imitate the laws of
nature. Each of these techniques mirrors a distinect and
essential aspect of nature. They also become distinct and
‘@gsentiel aspects of art, united ultimately by the fact that
they lead to "knowledge."”

Artistic unity is based on the artist®s understanding of
the metaphysical order of the universe., The Renaissance con-

o e A R P R ~ e - 2 A e -~ de - - -
ception of unity was, like Aristotle's,; or

contributes to the whole; there 1s a sense of causal order in
the relationship between the parts. The presence of variety,
fullness, and ornament added to their belief in the grandeur of
the universe. As emploged by the artist, unity becomes &
relationship of parﬁs which 1ifts man®s mind cut of the imper-
fect world of reality end directs it to the perfect world of

~—aa P Panle sk & PR Y, | rs - -~
GOQ S Crozavillie EaGh parv in the work of art serves its

technical purpose in the controlling scheme of the whole works
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likewise, the parts are related thematically to the concept
of unity itself. In other words, the aesthetic principles in
a well-made poem exist for the purpose of revealing truths about
a well-made universe, and the parts of that work (i.s.; characters,
situations) can and should be morally evaluated in terms of their
contribution or lack of contribution to that whole,

In the Calender, we will éee that Spenser uses Colin as
a unifying character, and he uses the geasonal scheme to de-
velop the conflict between man and nature. As a shepherd, a
lover, and an artist, Colin combines within himself the three
ma jor roles which are manifested in some degree by all the
other characters. The eclogues are unified around Colin in a
causal chain which shows him affecting and affected by the world
that surrounds him. In "Jenuary®" he rejects his pipe or art,
defines hils erronecus attitude toward nature, and thus inaugurates
a progressive disintegration for himself which ultimately results
in his death in "December."® The use of mimesis, as well as the
attivudes toward natiure and art wnich this impiies, sets up a
unifying motif which supports Spenser's moral vision of men and
the way in which art serves to help men avoid Colin's fate .
Mimesis reveals a well-ordered universe for those characters
in the poem who have the ability to see this order. Because
Colin and others like him reject the power of art over nature,
they cannot participate in this order and are morally and

- & D e e e~ Lo AL A M_ A . ___ _& =
f1ySiCunisy OvercOome Uy UNelI 18l11€5l WGIld.
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is a close relationship between them. Each part is related to
the whole in the world of fiction as in reality. The integrity
of the fictional world must be preserved by uding language,
plot; and characters which are appropriate to ity thus the
world of a trégedy, comedy, or pastoral is complete within
itself, and each demands distinct and unique parts to form its
whole. The Jjustification for this lies in the fact that God's
perfect nature reveals this integrity or decorum. In order

to understand and imitate this nature, the Renaissance artists
turned to the great works of the ancients which, because they
themselves were well-made imitations, participate in the perfect
world of God and élso belong to the imperfect world of man., Im-
itation of sources and conventions appropriate to each genre was
therefore believed to be a matter of imitating nature. Past
works were a part of the universe in the same way thet enything
else 1s a part of the universe, and decorum became largely a
matter of conventions related to the vision or theme inherent
in any particular Tictional waiid.

Thus we will'see that Spenser employs decorum in the Calender
to support the unity of his aesthetic and moral vislon and to
reveal his attitudes about man and his world. He divides the
eclogues into thrée types (recreative, piaintive, and moral}),
and he imitat;s, respectively, the three major pastoral writers
(Theocritus, Virgil, and Mantuan). In the recreative eclogues
ne iﬁiiatéskrnéﬁéfitus according o t

decorum, but he shows the limitations of the Theocritan pastoral
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perspsctive when these eclogues aie judged in relationship with
the whole poem. Likewise, he uses Virgil for the plaintive and
Mentuan for the moral, Spenser uses these sources and the
techniques of decorum to examine the relationship between
art and nature, and his purpose 1s to develop a vision of
this relationship which is new. He accomplishes this by
showing the moral limitations of his models in terms of their
treatment of the art-nature conflict. He shows these limite-
tions by playing each type of eclogue against the whnoie in
terms of language, characters, plot, and conventions. Thus he
can use the rules of decorum not only to criticize the tradi-
tional pastoral vision but also to create a new vision for
pastoral.

Unity end decorum im turn are related to verisimllitude.

The world of art reveals truth and knowledge. The concept of
ver&similitude depends upon the "truth-likeness® created by
the use of unity and decorum. The artist looks at the real world
of nature and uses its parcticular aspects &6
truths aﬁout the 1deal world of God's original creation befére
the fall, One way this is done is to relate particular characters
td general types, These types are felt to be verisimilar
because they are universal. Insofar as the poet®s use ol types
can lead men to participate imaginatively in the ideal world
by seeing its order and moral regulation, man can recover his
&5l State. Trne POET SEEES O reveal nature as

g8
to be by using nature as it is, All of this depends upon the
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readerfs awareness of the necessity of constantly evaluating
nature in terms of its ideal paradigm.

In the Calender, we will see that Spenser achieves veri-
similitude by using particular women of the pastoral world to
mirror the ideal paradigm. Thus the Bonibell of "March,"
Rosalind, end Elize are each developed as types which represent
the moral levels within Spenser's metaphysical scheme. Likewise,
the men are related to types, specifically Narcissus and
Orpheus. Thnese male types define, within the metephysical
scheme conveyed through the women, proper attitudes toward
nature and art., The male~female relationship 1s elso developed
to support the truth of the poem‘’s aesthetic and moral vision
about the art-nature relationship.

Because of Spenser's use of verisimilitude to assert the
truth of fiction, and because the matter of allegory im the
Celender has attracted much of the modern critical interest,
it is necessary to reevaluate the question of allegory in terms
of 1tz contributicon through mede to Spenserfs vision. As we
will see with mimesis, unity, descorum, and verisimilitude,
Spenser has attempted in the Calender to harmonlize a number of

theoretical concepts and to use these to procduce a work which

wh Thie 1=

wai o

2 -3 Y- g b | a
is decidedly innovative, Elizabethan, and his

Q

no less true of the allegorical elements in the poem. We will
find that Spenser'®s theory of art tends to use mode to support
&ln

-~ -
T ©

to some external theological or philosophical construct. One
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way Spenser achieves this is by using allegory, a form which
by definition denlies the ethical wvalidity and truth of fiction
per se, as an ornamental adjunct.to 2 well-made poem. Rather
than being the essence of the poem as some have maintalned,
the allegory is a specific kind of art form which 1s used with
other specific art forms (i.e., elegy, panegyric, singing-match)
to produce a morally useful vision of man and his world by
demonstrating the ethical usefulness of art itself. This in-
dicates that Spenser, l1ike most of his contemporaries, was
concerned to defend poetry against the charge of untruth and
moral uselessness. Since the allegorical frame of mind was
intimately 6onnected with thie criticism of art, Spenser's
use of allegory itself to demonstrate that fantasy 1is in fact
true and therefore morally useful was a remarkable accomplishment.
Thus, I contend that an examination of Spenser's use of

mimesis, unity, decorum, versimilitude, and allegory in the

Shepheardes Calender is, as E. K. suggested long ago, the

Proper method for understanding Spenser®s thougnis about man

and his world. The best scholarly comments on the poem have
elways acknowledged this relationshir between vision and mode,
yet, curlously enough, no attempt has been made to systematically
develop the implications of this relationship. Edward Willism
Tayler, for example, has studied the relationship between

nature and art, yet he approaches it as a theme without inves-

It is only, I think, on the basis of Spenser's use of the new
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principle of mimesis adapted from Aristotle that his use of
the nature-art theme can be understood. Comments on unity
in the Calender have occupied the attention of many recent
scholars such as Edwin Gfeealaw,lB Mary Pafmenter,lu As C,
Hamilton,ls and Robert Allen Durr,l6 yet each seeks to dem-
onstrate the existence of unity without showing the relationship
between Spenser's aesthetic use of the concept and its thematic
results. Aspects of decorum have occupied the attention of
scholars, Herritt Y. Hughes,17 Bruce Robert McElderry,
Jr.,iB'T. P. Harrison, Jregig Louils 8. Eriedland,zo Harry
Levin,21 and Patrick Cullen,22 all deal with the question of
pastoral sources either with respect to themes or technigues
of expression, yet the fundamental sense of cooperation between
these aspects is lacking. Verisimilitude in the poem is, I

— e D o e 3 — e B
1€Zplored princi
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part from the neglect of the mimetic principie, and I hope to
show that Spensert's conception of poetic trugh is a fundamental

rart of understanding the poam It ig not sufficient te posit

that the poem does convey tputh; it is necessary to understand
the mode used to convey this truth and the relationship between
this espect of mode £nd the vision of the poem. Finally, the
ellegorical interpreters such as James Jackson Higginson, 23
Percy W. Longszh Jefferson Butler Fletcher,” 25 and Paul E.
McLane,26 have been mostiremiss in terms of assessing the

pesthetis context for the allegorica

i o =

l)'-‘

elements in the poem.

Spenser®s use of allegory can be best understood when it is
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placed in this aesthetic context, and the implications of his
uses of mimesis and verisimilitude produce, I think, new ways
of assessing the allegorical mode. Without rejecting this

scholarship, I hope to synthesize it ianto & viable methodology

for evaluating the Shepheardes Calender, and I belleve such

a2 methodology will open new channels for §tudying Spenser’s

peem.
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