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ABSTRACT 

The pastoral mode, the pastoral tradit ion, has been a major force 

active in the genesis o f  poets fo r  the last 2000 years. Within the English 

t radi t ion Blake, Milton, Shelley, Keats al l  begin the i r  poetic endeavours 

wi th in the pastoral mode. B u t  it is the work o f  Edmund Spenser that  

marks the t r ue  entrance o f  the form in to  English poetry, for  Spenser was 

the f i r s t  poet o f  depth to  take u p  the pastoral form and can himself be 

seen as i t s  most acute and sympathetic devotee. The pastoral i s  far  more 

than a simple l i te rary  convention. It posits a world o f  poetic cont inui ty 

between inner and outer, and thus an imaginative mode o f  being, that  has 

the power to total ly transform what we might call the world o f  experience. 

It becomes the point  o f  entrance o f  the young poet in to  the imaginal realm, 

the place o r  ground o f  h is  b i r th .  The work o f  Jung, Er ich Neumann and, 

part icular ly,  the radical revisioning o f  psychology embodied in the work o f  

James Hillman provide a method through which the histor ic and cul t ic  

or ig ins o f  pastoral in the Idy l l s  o f  Theocritus ( f l .  c. 280 B.C.) may be seen 

as an in i t iat ion process invo lv ing the psychodynamic o f  dream. 

The Idyl ls, the f i r s t  manifestation o f  the pastoral as a l i te ra ry  form 

in Western Culture, become a dream-series, the evolution of  a dream-ego 

o r  persona wi th in a pastoral /psychic landscape that, because o f  i t s  opening 

t o  the archetypal dimension, is  crucial  t o  the psychological evolut ion of 

a cul ture.  Th is  pagan/classical process, center ing on the cu l t  f i gu re  o f  



t h e  g o d  DionysosIHades as t h e  soul 's deepest u n d e r w o r l d  dominant and  

i n v o l v i n g  t h e  reun ion  o f  t h e  sp l i t  a rche type  puer-et -senex t h r o u g h  t h e  

conste l la t ion and  mediat ion o f  anima, can b e  compared w i t h  t h e  process 

i nvo l ved  in b o t h  t h e  Shepheardes Calender (Spenser 's  f i r s t  major pas tora l  

poem) a n d  w i t h  t h e  evo lu t ion  o f  t h e  pas tora l  landscape in h i s  w o r k  as a 

whole. Within t h e  Faerie Queene t h i s  tension between t h e  pagan o r i g i n s  

o f  t h e  pas tora l  fo rm a n d  t h e  poem's o v e r t  C h r i s t i a n  Cabal ist  a n d  B r i t i s h  

na t iona l is t  e thos becomes t h e  mot iva t ing  fo rce  b e h i n d  t h a t  poem's 

ex tended neky ia  o r  night-sea journey .  T h e  poem becomes a n  at tempt t o  

i nco rpo ra te  t h e  imaginal immediacy o f  t h e  pagan lpas tora l  f i gu res  w i t h i n  

t h e  mora l / sp i r i t ua l  dimension i nhe ren t  in a C h r i s t i a n  mythos, an  at tempt 

t h a t  i s  con t i nua l l y  da rkened  by those same pagan f igures .  
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For t h e  las t  500 years, since t h e  v e r y  incept ion  o f  Eng l ish  as a modern 

l i t e r a r y  language a n d  t rad i t ion ,  V i rg i l ' s  advice t o  t h e  y o u n g  poet  t o  s tay 

w i th in  t h e  pastora l  mode until fully f ledged and  o n l y  t h e n  t o  take o n  t h e  

wider  forms o f  epic has echoed t h r o u g h  t h e  hal ls  o f  Eng l ish  poet ry .  Blake, 

Milton, Shelley, Keats, t o  name but a few, a l l  o r i g ina te  themselves w i t h i n  

t h e  pastora l  mode before  pass ing o n  t o  t h e  epic compositions t h a t  form t h e  

center  o f  t h e i r  oeuvre. B u t  it i s  in Spenser t h a t  V i r g i l ' s  advice and  t h e  

form it pos i ts  find t h e i r  most acute and  sympathet ic  devotee.' T h e  pastora l  

r u n s  l i ke  an in fo rm ing  link t h r o u g h o u t  a l l  o f  h i s  major poe t ry .  A n d  t h e  

cont inu ing evo lu t ion  o f  t h a t  landscape and  i t s  i nhab i tan ts  w i t h i n  t h e  b o d y  

o f  h is  work  ( t h e  Shepheardes Calender, B k  V I  o f  t h e  Faerie Queene, t h e  

Epithalamion) can  b e  seen as a s o r t  o f  touchstone o f  h i s  poet ic g r o w t h  and  

a ref lect ion o f  t h e  enormous in te res t  in pastora l  t h a t  i s  charac ter is t i c  o f  

t he  El izabethan per iod,  t h e  Eng l ish  Renaissance. So a n  exp lora t ion  o f  t h e  

na tu re  o f  pas tora l  p o i n t s  n o t  o n l y  t o  a sense o f  i t s  importance f o r  a series 

o f  major poets but t o  i t s  place in t h e  poet ic  process i tse l f ,  a n d  t o  i t s  c r i t i ca l  

re lat ion w i t h  what  is, perhaps, t h e  germinal  p e r i o d  in a h i s t o r y  o f  modern 

Engl ish l i te ra ture ,  one t h a t  succeeding generat ions have cons is tent ly  looked 

t o  fo r  guidance a n d  insp i ra t ion .  

B u t  t h e  pastora l  i t s e l f  i s  a v e r y  p a r t i c u l a r  a n d  e lus ive proposit ion, 

one t h a t  c r i t i c s  have  g rapp led  w i t h  in many a n d  v a r i e d  ways.* Faced w i t h  

i t s  e n d u r i n g  a n d  c rea t i ve  in f luence it wou ld  b e  a l l  too facile t o  dismiss t h e  

form, and V i rg i l ' s  advice, as s imply do  something small be fore  y o u  d o  



something big, a clich; t h a t  belies t h e  d e p t h  i nhe ren t  in b o t h  t h e  recom- 

mendation a n d  t h e  form i tse l f .  T o  reduce pastora l  t o  a long ing f o r  r u r a l  

ot ium o r  t o  see it as mere ly  a phenomenon o f  l i t e r a r y  h is tory ,  a s o r t  o f  

rhe tor ica l  gymnasium, undermines a sense o f  i t s  essential  being, i t s  capaci ty  

t o  serve as a n  in i t i a t i on  o r  en t rance i n t o  a w o r l d  beyond  i tse l f ,  a cent ra l  

wor ld  o f  ep ic  dimension. For  pas tora l  i s  much more t h a n  a vague wonder- 

land, a simple col lect ion o f  streams, groves,  f locks  a n d  shepherds t h a t  

serve  t o  house t h e  pathet ic  fa l lacy o r  t o  s u p p l y  t h e  i n f a n t  poet  w i t h  harm- 

less toys  o n  wh ich  t o  c u t  h i s  teeth. It pos i ts  n o t  a l i t e ra l  landscape, how- 

e v e r  rus t i c ,  nostalgic,  convent ional  o r  al legorical but a state o f  being, a 

poet ic  c o n t i n u i t y  o f  i n n e r  and  outer ,  exper ienc ing  subject  and  exper ienced 

object  t h a t  leads t o  t h e  upwel l ing  o f  song o r  poem. A n d  it i s  t h i s  connec- 

t i on  between man and  landscape, between herdsman/music ian a n d  f lock, a 

connect ion f e l t  o r  sensed r a t h e r  t h a n  thought ,  t h a t  i s  cent ra l  t o  a def in i -  

t i o n  o f  t h e  form. As  Leo M a r x  states in T h e  Machine in the  Garden: 

It i s  as if t h e  consciousness o f  t h e  musician shared 
a p r i n c i p l e  o f  o r d e r  w i t h  t h e  landscape and, indeed, 
w i t h  t h e  ex te rna l  un i ve rse  . . . It evokes t h a t  sense 
o f  re latedness between man and  not-man wh ich  lends 
metaphysical aspect t o  t h e  mode . . . it i s  located 
in a middle g r o u n d  somewhere between, y e t  in t rans-  
cendent  re la t ion  t o  t h e  oppos ing forces o f  c iv i l iza-  
t i o n  a n d  n a t ~ r e . ~  

I would suggest  t h e  pastora l  gen re  rep resen ts  n o t  a "c iv i l ized" l i t e r a r y  

convent ion  o r  a n  i n s t i n c t  f o r  t h e  "natura l "  but t h e  ent rance i n t o  an ac t ive  

and  ever -present  imaginat ive mode o f  being, a t ranscendent  middle ground,  

t h e  realm o f  t h e  mediatr ice, o f  psyche o r  soul. Rather  t h a n  be ing  an emblem 

f o r  one s ide o f  a polar  opposit ion, t h e  n a t u r a l  as opposed t o  t h e  real, it 

po in ts  t o  a n d  somehow encompasses a realm in wh ich  these opposing forces 



are united, o r  rather,  transcended, an esse-in-anima o r  being-in-soul ou t  

o f  which the  poem i tse l f  and  the ind iv idua l  poetic consciousness are born.  

B u t  here a cr i t i ca l  d is t inc t ion must be  made, a dist inct ion between 

the pastoral impulse, what Marx calls sentimental pastoralism o r  " infanti le 

wish fu l f i l lment dreams, a d i f fuse nostalgia and a naive and anarchic 

primitivism,114 and  i t s  complex, l i t e ra ry  o r  symbolic equivalent. Li teral ized 

ei ther as a r t  o r  as action, made in to  an ethos o r  seen as a physical  need, 

the pastoral feeling-tone, tha t  longing fo r  a pre-lapsarian state, falls i n to  

the same subject-object dichotomy, the same polarization, tha t  the complex 

o r  symbolic form seeks t o  br idge.  Literalized, t h i s  longing-back leads to  

hobby-farms, communes and  camping t r ips ,  back-to-nature movements o r  

t o  the i r  c iv i l i zed equivalents--poems l ike  windflowers, conscious archaisms, 

folksongs, a wander ing w i t h  the nymphs. For it i s  on ly  in the hands o f  a 

poet o f  dep th  tha t  t h i s  longing-back i s  transmuted. It comes t o  relate not  

t o  a l i teral  landscape as such, but t o  the poetic, soul-ful l  mode o f  being 

that  landscape, tha t  long ing somehow represent. A n d  it i s  in just  th is  - 

opposition, t ha t  o f  the l i te ra l  and the creative, the l i te ra l  and the  imaginal 
5 

that  we find the  cent ra l  tension o f  the pastoral mode as it separates from 

the pastoral impulse: 

The mythical conf ronts  the logical, assimilating it t o  
the  concerns o f  human existence. The  act o f  imagi- 
nat ive  recovery  o f  what was former ly  projected . . . separates t he  created rea l i ty  o f  poe t r y  from 
the  presented rea l i t y  o f  the object ive world.6 

Pastoral as a poetic in i t ia t ion proposes a reclamation and transformation 

o f  the experience o f  the  wor ld  as a chaotic and alienated other. It i s  

central  t o  the  awakening o f  poetic consciousness w i th in  the indiv idual  poet 

and opens t o  an  epic realm and  an epic journey, t o  what Jung has called 



t h e  realm o f  t h e  archetypes.  The  rad ica l  process o r  t ransformat ion o f  con- 

sciousness t h a t  inheres  in t h e  form presupposes a rat ional  o r  l i tera l ized 

awareness c u t  o f f  from t h e  depths  o f  t h e  soul. A n d  it has been invo lved  

w i t h  t h e  genesis of poet ic consciousness f o r  t h e  last  2000 years. As  such, 

it formed a cen t ra l  concern  o f  b o t h  Spenser and  o f  t h e  El izabethan Renais- 

sance, t h a t  p e r i o d  t h a t  gave birth t o  Eng l ish  as a modern l i t e r a r y  language. 

B u t  t o  examine t h i s  process o f  soul, t o  g i v e  it g r o u n d  as a c reat ive  rea l i t y  

r a t h e r  t h a n  a l i t e r a r y  ar t i fac t ,  we must  turn f i r s t  n o t  so much t o  l i t e r a r y  

o r  h is tor ica l  scholarship as t o  psychology, t h e  science o r  logos o f  t h e  soul. 

Fo r  it i s  o n l y  in terms o f  a psychological perspect ive  t h a t  we may consider  

what  Leo Marx  cal ls t h e  "metaphysical aspect" o f  t h e  mode, wh ich  i s  "located 

in a middle g r o u n d  somewhere between y e t  in t ranscendent  re la t ion  t o  t h e  

opposing forces o f  c iv i l i za t ion  and  nature117 as an ever -present  process o f  

t h e  object ive psyche and, congruent ly ,  as a contemporary imaginal experience. 



NOTES 

Spenser it was who, o f  a l l  Eng l i sh  wr i te rs ,  f ledged t h e  fo rm most 
fully, a d a p t i n g  it t o  va r ious  sty les,  a n d  unders tand ing  i t s  versa-  
t i l i ty- -a t r u e  i n h e r i t o r  o f  Theocr i tus.  T h e  sequence o f  ecologues 
. . . reproduces t h e  u n c l u t t e r e d  Zeitgeist o f  Greek pastora l  l i k e  
no o the r  w o r k  in t h e  language. 

An thony  Holden; Greek Pastoral Poetry, (Harmondsworth : Penguin 
Books, 1973), pp. 32-3. 

The l i s t  o f  poets  who have c rea t i ve l y  responded t o  t h e  pastora l  i s  
v i r t u a l l y  endless. V i rg i l ,  Spenser, Mi l ton, Blake, Shelley, Keats 
and, in o u r  o w n  time, Duncan and  Spicer  and Wallace Stevens a re  
examples. T h e  c r i t i cs ,  too, have  been numerous and  d iverse.  I 
would ment ion:  Leo Marx, T h e  Machine in t h e  Garden, (New Y o r k :  
O x f o r d  U n i v e r s i t y  Press, 1964) ; William Empson, Some Vers ions o f  
Pastoral, (New Y o r k :  New Direct ions, 1950); Thomas G. Rosen- 
meyer, T h e  Green Cabinet  : Theocr i tus  and  t h e  European Pastoral, 
(Be rke ley :  Un iv .  o f  Ca l i fo rn ia  Press, 1969); C. J. Putnam, V i rg i l ' s  
Pastoral A r t ,  ( Pr inceton : Pr inceton Univ.  Press, 1970) ; Hallet 
Smith, ( i n )  El izabethan Poetry, (Cambr idge:  Cambridge Un iv .  Press, 
1952) pp.1-63. See also A r t h u r  0. Lovejoy e t  al, A Documentary 
H is to ry  o f  Pr imi t i v ism and  Related Ideas, (Bal t imore:  Un iv .  o f  
Balt imore Press, 1935), a n d  Leo Marx '  ex tens ive  b ib l i os raphy  in - .  . 
The Machine a n d  t h e  d a r d e n .  

Marx, p. 23. 

Marx, p. 11. 

The ad jec t ive  imaginal comes f rom t h e  F rench  Islamic scholar H e n r y  
Corb in  who d i s t i ngu ished  it f rom t h e  derogatory  connotat ion o f  
' imaginary.' He proposed t h i s  te rm ( o r  a l te rnat ive ly  mundus imaqi- 
nal is) as p o i n t i n g  t o  a n  o r d e r  o f  rea l i t y  t h a t  i s  onto logical ly  no  less 
real t h a n  phys ica l  r e a l i t y  o n  t h e  one hand, and  sp i r i t ua l  o r  in te l lectual  
rea l i t y  o n  t h e  o the r .  T h e  charac ter is t i c  f acu l t y  o f  percept ion  w i t h i n  
the  mundus imaginal is i s  imaginat ive power wh ich  noet ica l ly  o r  cogni- 
t i v e l y  i s  o n  a p a r  w i t h  t h e  power o f  t h e  senses o r  t h e  inte l lect .  

Robert  Avens, Imaginat ion i s  Reality, (Dallas : S p r i n g  Pub., 198O), 
p. 8. 

N o r t h r o p  F rye ,  T h e  C r i t i c a l  Path, ( Bloomington : Indiana Un iv .  Press, 
1971), p. 98. 

Marx, p. 23. 



THE STRUCTURE AND DYNAMICS 

OF THE PSYCHE 

I t  seems as i f  i t  were only through an experience 
of symbolic reality that man, vainly seeking his own 
existence . . . can find his way back to a world in  
which he is no longer a stranger. 

- C. G. Jung, 

The A r c h e t v ~ e s  and the 
Collective Unconscious 



Abbreviat ions used in th is  section are:  

CAS - Jolande Jacobi, ComplexlArchetype/Symbol, Boll ingen Series 
LVII ,  (Pr inceton:  Princeton Univ.  Press, 1974). 

ACU - C. G. Jung, The Archetypes and the Collective Unconscious, 
CW 9, pt. I, Boll ingen Series XX, (Princeton: Princeton 
Univ.  Press, 1980). 

SD - C. G. Jung, The St ructure  and Dynamics o f  the Psyche, CW 8, 
Bol l ingen Series XX, (Princeton: Princeton Univ. Press, 1969). 



F r e u d  a n d  Jung, t h e  founders and  p i l l a r s  o f  t h e  modern science o f  

psychology,  b o t h  g rounded  t h e  developing science in what  J u n g  would come 

t o  cal l  t h e  complex, "emotionally toned g r o u p s  o f  representat ions as specif ic 

fac tors  d i s t u r b i n g  t h e  normal course o f  t h e  psych ic  association process" 

(CAS, 7 ) .  These autonomous c lus te rs  o f  image a n d  af fect ,  perceived by 

Freud  as t h e  neuroses, were observed as a d i scon t inu i t y  in t h e  f i e ld  o f  

consciousness a n d  p r o v i d e d  t h e  f i r s t  p r o o f  o f  " the  exis tence o f  an uncon- 

scious realm whose manifestat ions would have t o  be  taken  i n t o  account in 

any  psychological  statement" (CAS, 7 ) .  In Jung ian theory ,  t h e  complexes 

consist  "p r imar i l y  o f  a nuclear  element, a vehic le o f  meaning wh ich  i s  beyond 

t h e  realm of t h e  conscious w i l l  . . . and secondar i ly  o f  a number  o f  associa- 

t ions connected w i t h  t h e  nuclear  element, stemming in p a r t  f rom innate  d is-  

posi t ion and  in p a r t  f rom ind i v idua l  exper ience" (CAS, 8-9) .  What we know 

as t h e  ego, t h e  conscious i d e n t i t y  o r  "I" is, in Jung ian thought ,  one among 

many o f  these complexes. It i s  un ique  in t h a t  it forms t h e  center  o f  o u r  

f ie ld  o f  conscious awareness, but i s  mobile o r  labile, h a v i n g  a f l uc tua t ing  

composition wh ich  "can b e  unders tood as a n  image o r  re f lec t ion  o f  a l l  t he  

ac t iv i t ies  comprehended by it" (SD, 324). 

A dynamic model o f  t h e  tota l  psych ic  f i e ld  evo lved in which  t h e  un- 

known o r  unconscious ex i s t s  in a polar  re la t ion  t o  t h e  ego as cen te r  o f  

consciousness but, w i t h  Jung, conta in ing  t h e  i n h e r e n t  impl icat ion t h a t  

o the r  centers  may e x i s t  t h a t  l ie  outs ide t h e  ego-awareness. Within th i s  

overal l  f ie ld, in Jung's view, t h e  complexes act  as b o t h  mediat ing ent i t ies 

and as s t r u c t u r a l  p r inc ip les ,  t h e  " innumerable l i t t l e  nodal  po in ts "  in which  

" the energy  c h a r g e  o f  t h e  unconscious psyche i s  concentrated" (CAS, 24). 

A c t i n g  "in a manner o f  speaking, as t h e  center  o f  a magnetic f ie ld"  (CAS, 

29), t h e y  c l u s t e r  about  them b o t h  repressed personal  material, o f ten  rooted 



in the emotional matrix of infancy o r  associated w i th  traumatic experience, 

and also what Jung came to  call archetypal o r  mythological material, con- 

tents o f  a realm o f  the unconscious that  cannot be reduced to  repressed 

personal experience. It is  th is  archetypal material that, in Jungian theory, 

llpresumably forms the s t ructura l  dominants o f  the psyche in general" (CAS, 

31).  

It is precisely here, in the problem o f  the nature o f  the archetypal 

contents o f  the complex o r  the neurosis, that  Freud and Jung parted com- 

pany. For in Freudian analysis and theory, the "complex is inseparably 

l inked wi th the individual's pr ivate  l i fe  and rooted in the emotional experi- 

ence o f  h is earliest years." They are "wi thout exception symptomatic o f  a 

disturbed inst inctual l ife" (CAS, 21)  and, as such, are subject to  a reduc- 

t ive  analysis, grounded in personal traumata to  be overcome b y  an ego- 

consciousness which is thereby led to  a more successful adaptation to  the 

cu l tura l  norm, a process that  is the ref lect ion o f  " the confl ict between the 

pr imit ive sexual urges o f  man and the moral and social constraints imposed 

upon him" (CAS, 20 ) .  Jung's view o f  the complex d i f fers  considerably 

from Freud's and it was the development o f  th is  at t i tude that  led to  their  

decisive split, the evolution o f  Jung's later  psychology, and the part icular  

relevance of h is work for  a consideration o f  psycho-dynamics as an other- 

than-personal science. 

Jung's early work wi th  psychot ic and cl inical ly incurable schizophrenic 

patients a t  the Burgh'dlzli Clinic, coupled w i th  h is  classical and philosophical 

education, led him to  make several per t inent  observations: f i rst ,  that  the 

material presented to him in the rav ings o f  h is  patients was not simply 

chaotic b u t  contained a sor t  o f  inner coherence o r  order  o f  meaning; 

second, that  th is order o f  meaning was remarkably similar to widely dispersed 



mythological motifs w i th  which h is  patients obviously had no conscious con- 

tact; third, that  th is  material, observable in both severely deranged patients 

and in several d i f ferent  mythological systems was also observable in the 

dreams, fantasies and compulsive behaviour o f  the normal cit izens o f  contem- 

pora ry  Europe; and, finally, tha t  a dialogue through some sort o f  image- 

process wi th  these archaic vestiges, which presented themselves as autonomous 

personalities, of ten produced a remarkable alteration in the course o f  the 

patierit's disease. Thus  he was led t o  in fe r  the existence and the cont inui ty 

o f  a realm o f  the unconscious psyche that  exists p r i o r  to  the ego-identity, 

i t s  or ig ins  most probably co-eval w i th  the o r ig in  o f  humanity itself. Th is  

realm, which he came to  call the collective unconscious, is referred to in 

many mythico-religious systems simply as God, a psychological (as opposed 

to metaphysical o r  theological) term which denotes highest meaning o r  signi- 

ficance. Within the collective unconscious, prov id ing i t s  organizing prin- 

ciples, are the archetypes, I' . . . factors and motifs that  arrange the 

psychic elements into certa in images, characterized as archetypal, but in 

such a way that  they can be recognized only from the effects they produce. 
- 

They ex is t  preconsciously and presumably they form the structural  dominants 

o f  the psyche . . . a special psychological instance o f  the biological 'pat tern 

o f  behavior' which gives al l  th ings the i r  specific qualit ies" (CAS, 31). 

In Jungian theory it i s  the  archetype that  lies behind (o r  above o r  be- 

low) the  complex, a highly numinous and at t ract ive force which gives the 

complex i t s  characterist ic form and provides the dynamis o r  energy that  

collects and organizes the  forms o f  experience and the personal material 

that  accrue to  it. The  archetypes operate along a spectrum which Jung 

often compared to  a spectrum o f  light, wi th  the red  end comparable to 

animal o r  inst inctual behavior and the ul t ravio let  end to the reflection o f  



i ns t i nc t  as image. He d rew a s h a r p  d i s t i nc t i on  between t h e  archetype as 

such (an  s ich)  a n d  t h e  a rche typa l  representat ion,  between " the  non-percep- 

t ib le  on ly  po ten t ia l l y  p resen t  a rchetype and  t h e  percept ib le  actualized, 

represented a r c h e t y p e  o r  a rche typa l  imagett (CAS, 35). It i s  t h e  complex 

which presents  u s  w i t h  " the  image o f  a psych ic  s i tua t ion  [ w i t h ]  a power fu l  

inner  coherence . . . i t s  own  wholeness and, in addit ion, a re la t i ve l y  high 

degree o f  autonomy" (SD, 96). T h u s  "complexes m igh t  b e  compared t o  

modif ied i ns t i nc ts t t  (SD, 123).' B u t  t h e  power fu l  a f fec t  o f  t h e  complexes, 

the i r  autonomous behav iou r  a n d  in ternec ine conf l ic ts ,  also led  t o  t h e  con- 

c lus ion t h a t  o n  b o t h  a n  i n d i v i d u a l  and  a col lect ive level " the psyche  i s  n o t  

a homogeneous s t r u c t u r e  but apparen t l y  consists o f  he red i ta ry  u n i t s  on l y  

loosely bound  toge the r  a n d  the re fo re  it shows a v e r y  marked tendency t o  

sp l i t  i n t o  p a r t s "  (SD, 121), a s i tua t ion  t h a t  can lead, in extreme cases, t o  

the  tota l  ec l ipse o f  ego-consciousness and a schizophrenic f ragmentat ion o f  

personal i ty .  A s  we have  seen, in Freud ian theo ry  t h e  unconscious can b e  

emptied, t h e  rep ressed  con ten ts  assimilated by t h e  ego. In Jung ian prac-  - 

tice, however, t h i s  r e d u c t i o n  o f  personal  material  i s  o n l y  one stage in an 

analyt ic  process t h a t  engages t h e  ego in an act ive dialogue w i t h  t h e  arche- 

t ypa l  g r o u n d  o f  i t s  being,  c rea t ing  a n  extreme tension o f  opposites. It i s  

o u t  o f  t h i s  in tense d ia logue t h a t  t h e  t ranscendent  func t i on  i s  born,  " the  

ab i l i t y  t o  synthes ize  p a i r s  o f  opposites in a symbol" (CAS, 99) wh ich  Jung  

saw as the  basis o f  t h e  re l ig ious  a n d  c u l t u r a l  l i f e  o f  humani ty :  
2 

T h i s  mediat ing,  b r i dge -bu i l d ing  qua l i t y  o f  t h e  symbol 
may b e  r e g a r d e d  as one o f  t h e  most ingenious and  s ig-  
n i f i c a n t  devices o f  t h e  psych ic  economy. Fo r  it con- 
s t i t u t e s  t h e  o n l y  . . . counterwe ight  t o  t h e  i nhe ren t  
d issoc iab i l i t y  o f  t h e  psyche  . . . in t ranscend ing t h e  
opposi tes by uniting them in i t se l f  . . . t h e  symbol 
mainta ins p s y c h i c  l i f e  in a constant  f l u x  and  ca r r i es  



it onward  toward  i t s  des t ined goal . . . as an expres-  
s ion  o f  t h e  l i v i n g  movement o f  t h e  psych ic  process 
. . . (CAS, 98). 

J u n g  states t h a t  we l i ve  immediately o n l y  in t h e  wor ld  o f  images, t h a t  

is, a l l  exper ience,  whether  sensory, intel lectual,  rel igious, i s  mediated t o  

u s  by t h e  psyche  and  t h e  psych ic  image. T h e  archetype a n  s ich  may be 

conceived o f  as a shap ing o r  o rgan iz ing  p r i n c i p l e  opera t ive  b o t h  w i th in  t h e  

psyche and  w i t h i n  the  biological and  phys ica l  spheres, as t h e  w o r k  o f  cer-  

t a in  modern phys ic i s t s  posits.s It i s  a b r i d g e  wh ich  connects i nne r  and 

ou te r  r e a l i t y  and  g ives  t o  l i f e  i t s  innate  meaning, d i rect ion,  o r  purposive-  

ness. B u t  t h e  archetype i s  consciously avai lable t o  u s  o n l y  as image o r  

symbol, a n  image o r  symbol t h a t  i s  a t  once t h e  p r o d u c t  o f  a n  intense inne r  

dialogue w i t h i n  a n  ind i v idua l  psyche and  a t  t h e  same time t h e  c a r r i e r  o f  a 

cu l tu re ' s  h ighes t  meaning, a mediator between g o d  and  man. If the  image 

represents  t h e  meaning o f  t he  i n s t i n c t 4  and  t h e  archetype a n  s i ch  the  

dynamic con f igu ra t i on  t h a t  shapes o r  creates b o t h  i n n e r  and ou te r  real i ty ,  

t h e  archetypa l  images o f  an  i nd i v idua l  o r  a c u l t u r e  represent  t h e  meaning - 

o f  l i f e  i t se l f  as perce ived by t h a t  i nd i v idua l  o r  cu l tu re .  B u t  t h e  basic law 

o f  t h e  psyche  i s  movement. As  Herac l i tus  (o f ten  quoted by Jung)  states: 

"The o n l y  thing constant  i s  change." It also seems t h a t  a basic law o f  ego- 

consciousness i s  stasis, a des i re  t o  formalize in time and  space, in t h e  modes 

o f  l inear  thought ,  i t s  e n d u r i n g  pos i t ion  in t h e  cosmos. A s  t h e  ego d i f f e r -  

ent iates i t s e l f  f rom t h e  pr imord ia l  g r o u n d  o f  t h e  archetypes it ident i f ies 

w i t h  a n d  forms images o f  ce r ta in  o f  t h e  archetypa l  contents which, in a 

cod i f ied  form, become t h e  dominant values o f  t h e  conscious field, form what 

J u n g  cal ls t h e  col lect ive consciousness o r  c u l t u r a l  canon. As  t h i s  i s  

necessari ly one-sided o r  selective, t h e  unconscious constel lates i t se l f  in a 



compensatory fashion and  those contents o f  the unconscious most opposite 

t o  the col lect ive dominants acquire a h igher  and h igher  energy charge for, 

according t o  Jung, the psyche above al l  aims a t  wholeness. As the g u l f  

widens, the unincluded psych ic  material, wh ich has not  necessarily ever 

before been present in consciousness, b u r s t s  t h rough  the threshold o f  con- 

sciousness in dreams and visions or ,  fa i l ing  t o  find access t o  dialogue, as 

neurotic o r  compulsive disturbances in the  ind iv idua l  and mass movements, 

wars and social upheavals on  the cu l tu ra l  plane. The indiv idual  and the 

cu l tu re  find themselves embroiled in an intense conf l ic t  o f  opposites ou t  o f  

which the new symbols o r  ca r r ie rs  o f  meaning are born.  Thus the un- 

conscious processes reveal a purpos ive aspect tha t  supersedes the i r  causal 

o r  i r r u p t i v e  nature, which lies in the assimilation o f  h i ther to  unknown con- 

tents t o  consciousness and the creat ion o f  a new, more complete, o r  h igher  

awareness o f  the to ta l i ty  o f  the archetypal  f ield. 

Bu t  the po in t  o f  focus, the makeweight in t h i s  process o f  psychic 

change i s  always the ind iv idua l  psyche and the  ego's ab i l i ty  to  see i tse l f  

as the object ive content o f  a greater  psych ic  whole. A n d  it is the dream 

which i s  the f i r s t  angelos o r  messenger o f  t he  new gods o r  archetypes as 

they approach the f ie ld o f  consciousness, t he  stage o n  which the  complexes, 
I 

those "actors in ou r  dream" (SD, 97) which are  t he  ref lect ions o f  the arche- 

typal,  announce the advent  o f  the  unknown. 

The dream, f o r  Jung, i s  "a l i t t l e  h idden door in the innermost and 
I 

most secret recesses o f  t he  soul, opening i n t o  t ha t  cosmic night which was 

psyche long before there was any  ego consciousness, and which wil l  remain 

psyche no matter how f a r  o u r  ego consciousness may extend" (CAS, 125) .  
I 

It i s  a spontaneous self-portrayal,  in symbolic form, o f  the actual si tuation I 



in t h e  unconscious (SD, 263) and, in t h e  n a t u r e  o f  a symbol o r  symbolic 

awareness, reaches out ,  p a r t i c u l a r l y  t h r o u g h  t h e  f i g u r e  o f  t h e  dream-eqo, 

t o  weave b o t h  conscious a n d  unconscious together ,  t o  re-place t h e  ego in a 

ma t r i x  o r  f i e ld  t h e  e x t e n t  o f  wh ich  i s  t h e  source o f  l i f e  i tse l f .  It would be  

d i f f i c u l t  t o  over-est imate t h e  d e p t h  o f  unders tand ing  o f  these angelos o r  

messengers, o r i g i n a t i n g  as t h e y  do  in a realm in which  time and  space 

themselves a r e  p u r e l y  re lat ive,  t h e  realm o f  psyche o r  soul: 

If it were possib le t o  p e r s o n i f y  t h e  unconscious, we 
m igh t  think o f  it as a col lect ive human be ing  combin- 
ing t h e  charac ter is t i cs  o f  b o t h  sexes, t ranscend ing 
y o u t h  and  age, birth and  death, and, f rom h a v i n g  a t  
i t s  command a human exper ience o f  one o r  two mil l ion 
years, p rac t i ca l l y  immortal  . . . it would b e  a dreamer 
o f  age-old dreams . . . it wou ld  have l i ved  countless 
times o v e r  aga in  t h e  l i f e  o f  t h e  ind iv idua l ,  t h e  family, 
t h e  t r i b e  a n d  t h e  nat ion, a n d  it wou ld  possess a 
living sense o f  t h e  r h y t h m  o f  g rowth ,  f lower ing  a n d  
decay . . . t h i s  b e i n g  dreams . . . [ i t ]  seems t o  be  
n o t  a pe rson  but something l i k e  a n  unceasing stream 
o r  pe rhaps  ocean o f  images and  f i g u r e s  wh ich  drift 
i n t o  consciousness in o u r  dreams o r  in abnormal 
states o f  m ind  (SDP, 350). 

T h u s  it i s  t h a t  t h e  a rche types  t h a t  c reate  a n d  g i v e  fo rm t o  a l l  o f  o u r  

l ives f i r s t  manifest themselves in dreams o r  visions. In fac t  al l  o f  o u r  

c u l t u r e  might  be  conce ived o f  as a n  in te rac t i on  w i t h  t h e  dreaming o f  t h a t  

cosmic man, a n  in t imat ion  t h a t  goes f a r  towards  establ ish ing a common base 

f o r  poem, phi losophy,  re l ig ion ,  science, seeing them as h a v i n g  a common 

o r i g i n  and  a common s t r u c t u r e  t h a t  we contac t  nightly in dream. The 

pa r t i cu la r  conscious w o r k  o f  t h e  dreamer, poet  o r  p rophe t  enta i ls  "a t rans-  

la t ion o f  t h e  timeless e v e r p r e s e n t  a rche type  i n t o  t h e  . . . language o f  t h e  

present "  (SDP, 204) a n d  t h e  consequent  t rans la t ion  o f  t h a t  p resen t  language 

in t h e  d i rec t i on  o f  t h e  a r c h e t y p a l  source. "If t h i s  i s  successful, t h e n  the  

w o r l d  as we perce ive  it i s  r e - u n i t e d  w i t h  t h e  pr imord ia l  exper ience o f  



mankind . . . t h e  h i s to r i ca l  un i ve rsa l  man in u s  joins hands w i t h  t h e  new- 

b o r n  i nd i v idua l  man" (SDP, 380). 

The phenomenology o f  t h i s  process, wh ich  J u n g  cal led t h e  ind iv iduat ion  

process and  w h i c h  culminates in the  emergence o f  t h e  archetype o f  t h e  Self 

o r  Anthropos,  occup ied a l l  o f  h i s  la ter  l i f e  a n d  centered in h i s  w o r k  w i t h  

the  processes a n d  h i s t o r y  o f  alchemy. A t  t h e  e n d  o f  .h is  l i fe,  in Aion, he 

came t o  see these alchemical processes as a g r a n d  metaphor f o r  t h e  psych ic  

processes i n v o l v e d  in h i s t o r y  i tse l f .  A n d  t h o u g h  t h e  complexit ies o f  t he  

process a re  b e y o n d  t h e  scope o f  t he  p resen t  discussion, we can ga in  a 

sense o f  t h e  o r d e r  o r  h i e r a r c h y  o f  a rchetypes that ,  in Jungian theory ,  

seem t o  p res ide  o v e r  t h e  var ious  stages o f  t h e  way. 

The predominant  a rche typa l  metaphor o r  motif, one t h a t  seems t o  p re -  

side ove r  t h e  e n t i r e  process, i s  t h a t  o f  t h e  descent t o  t h e  underwor ld ,  t h e  

neky ia  o r  n ight-sea jou rney  in search o f  t h e  h idden  god o r  deus absconditus, 

s p i r i t  h idden  in t h e  dep ths  o f  t h e  unconscious, a living s p i r i t  unavai lable 

t o  t h e  highly d i f f e r e n t i a t e d  ego t h a t  i s  assimilated t o  i t s  col lect ive norms. 

It i s  s p i r i t  t h a t  has become unconscious, become water,  water  t h a t  " is also 

t h e  fluid o f  t h e  i n s t i n c t - d r i v e n  body, blood a n d  t h e  f l ow ing  o f  blood, t h e  

odor  o f  t h e  beast, c a r n a l i t y  heavy  w i t h  passion1' (SD, 19). T h i s  descent 

t o  t h e  dep ths  seems always t o  precede an ascent, t h e  c reat ion  o f  a h ighe r  

awareness o r  new r e b i r t h  o f  sp i r i t .  The  dream o f  a modern theologian, 

quoted by J u n g  in Arche types  o f  t h e  Col lect ive Unconscious, p resents  t h e  

my th  in immediate terms:  

. . . I saw o n  a mountain a kind o f  Cast le o f  t h e  
Grai l .  I wen t  a long a road t h a t  seemed t o  lead 
s t r a i g h t  t o  t h e  foot  o f  t h e  mountain and up it. 
B u t  as I d r e w  neare r  I discovered t o  m y  g rea t  
d isappointment  t h a t  a chasm separated me f rom 
t h e  mountain, a deep darksome go rge  w i t h  under -  



w o r l d l y  water  r u s h i n g  a long t h e  bottom. A steep 
p a t h  l e d  downwards  a n d  toilsomely c l imbed up again 
o n  t h e  o thers ide .  B u t  t h e  p rospec t  looked unin- 
viting a n d  I awoke (ACU, 19) .  

T h e  d i f f e r e n t i a t i o n  o f  a conscious ego, i t s  emergence f rom t h e  un- 

conscious mat r ix ,  i t s  ident i f i ca t ion  w i t h  a n d  adapta t ion  t o  col lect ive social 

norms, i s  cha rac te r i s t i c  o f  what  J u n g  cal ls t h e  f i r s t  s tage o f  l i fe, a stage 

t h a t  can  b e  seen as opera t ive  w i t h  an  i n d i v i d u a l  psycho logy  and  t h e  psycho- 

l ogy  o f  a c u l t u r e .  B u t  as t h e  midpoint  i s  reached a n d  passed, an  

enant iodromia occurs .  T h e  psych ic  e n e r g y  t h a t  has f lowed i n t o  t h e  ego re-  

verses  d i r e c t i o n  in what  seems t o  b e  a n  at tempt t o  turn t h e  focus o f  un- 

consciousness f rom t h e  o u t e r  t o  t h e  inner ,  t o  turn t h e  ego back  o n  i tse l f  

and re la te  it t o  t h e  d e p t h s  f rom whence it came. T h e  f i r s t  a rchetypa l  

f i g u r e  t h a t  t h e  ego  must  come t o  terms w i t h  i s  t h e  shadow, t h e  l i v i n g  p a r t  

o f  t h e  pe rsona l i t y  t h a t  seems t o  conta in  a l l  t h a t  we w i l l  n o t  admit about  ou r -  

selves, a l l  t h a t  seems ugly, weak, cr iminal,  pe t t y ,  maladapted and, from 

the  ego's perspect ive ,  ev i l .  5 

Beh ind  t h e  a rche type  o f  t h e  shadow, wh ich  i s  "a tight passage, a 

n a r r o w  door  whose p a i n f u l  cons t r i c t i on  n o  one i s  spared who goes down  t o  

t h e  deep wel l"  (ACU, 21) l ies t h e  a rche type  o f  t h e  anima a n d  " w i t h  t h e  

archetype o f  t h e  anima we e n t e r  t h e  realm o f  t h e  gods" (ACU, 28). Anima 

i s  soul, "quick-moving," "changefu l  o f  hue," " twink l ing,"  "something l i ke  

a b u t t e r f l y  . . . w h i c h  ree ls  d r u n k e n l y  f rom f lower  t o  f lower a n d  l i ves  

o n  honey a n d  love  . . . b e i n g  t h a t  has soul i s  living be ing  . . . w i t h  h e r  

c u n n i n g  p l a y  o f  i l l us ions  t h e  soul l u res  i n t o  l i f e  t h e  iner tness  o f  mat ter  

t h a t  does n o t  wan t  t o  l i v e  . . . she i s  full o f  snares a n d  t r a p s  in o r d e r  

t h a t  man shou ld  fall, shou ld  reach t h e  ear th,  en tang le  h imsel f  t h e r e  and  



s tay  caught "  (ACU, 26). With anima we reach  " the  wor ld  o f  water, where 

a l l  l i f e  f loats in suspension; where  . . . t h e  soul o f  e v e r y t h i n g  l i v i n g  be- 

gins; where I am i n d i v i s i b l y  t h i s  a n d  - that;  where  I exper ience t h e  o the r  

in mysel f  a n d  t h e  o t h e r  t h a n  myse l f  exper iences me" (ACU, 21-2). 

Anima o r  soul embraces a r a n g e  o f  exper ience t h a t  i s  well nigh inexhaust-  

ible. Her  manifestat ions range f rom t h e  s i ren,  mermaid o r  nixie, who in- 

fatuates a y o u n g  man a n d  sucks  t h e  l i f e  o u t  o f  h im t o  t h e  f i g u r e  o f  Sophia, 

t h e  Queen o f  Heaven who i n s t r u c t e d  Boethius locked in h i s  tower, o r  t h e  

V i r g i n  Mother o f  Chr i s t .  B u t  in Jung ian t ypo logy  t h e  f i g u r e  o f  anima 

does double duty. She i s  b o t h  anima mundi,  t h e  soul o f  t he  world, t h e  

psyche in a l l  h e r  manifestations t h a t  i s  t h e  a rche type  o f  l i f e  i t se l f  and, 

w i t h i n  a masculine psycho logy o r  t h e  psycho logy o f  a masculine cu l tu re ,  

t h e  contrasexual  a rchetype wh ich  has a c o u n t e r p a r t  in a feminine psycho- 

logy, t h e  animus. For, as J u n g  states, "E i ther  sex i s  inhab i ted  by t h e  

opposite sex up t o  a p o i n t  . . . bio logical ly  speaking. It i s  simply t h e  

greater  number  o f  masculine genes t h a t  t i p s  t h e  scales in favo r  o f  masculin- - 

ity. The  smaller number  o f  feminine genes seems t o  fo rm a feminine charac- 

ter,  wh ich  usua l ly  remains unconscious because o f  i t s  subordinate posi t ion"  

(ACU, 28). 

If the  conf ronta t ion  w i t h  t h e  shadow serves  as t h e  apprent ice  piece 

in a psychological evolut ion, t h e  con f ron ta t i on  w i t h  anima i s  t h e  master- 

work. It invo lves  a recogn i t ion  t h a t  a l l  t h e  e ro t i c  obsessions, t h e  bewi lder-  

ing emotional tangles, t h e  d r i v i n g  compulsions o f  a man's l i f e  o r ig ina te  

w i th in  himself, in h i s  own deeper ( a n d  d a r k e r )  na ture ,  t h a t  t h e  ou te r  

wor ld  as h e  exper iences it, h i s  loves, h i s  fate, a n d  h i s  death, a r e  i nex t r i -  

cab ly  b o u n d  up w i t h  h i s  o w n  psych ic  nature .  Anima i s  t h e  person i f i ca t ion  

of soul a n d  h e r  emergence as a person i f ied  f i g u r e  f rom t h e  feminine ma t r i x  



o f  t h e  unconscious, t h e  Great  Mother as nour i sh ing  a n d  des t roy ing  force, 

i s  t he  c r i t i ca l  p o i n t  in a psychological  evolut ion.  "We s i n k  i n t o  a f ina l  

depth--Apuleius cal led it 'a kind o f  v o l u n t a r y  death '  . . . O n l y  when 

al l  p rops -  and  c ru tches  a r e  broken,  a n d  n o  cover  f rom t h e  r e a r  o f f e r s  

even t h e  s l igh tes t  hope o f  secur i ty ,  does it become possible f o r  us  t o  ex-  

perience a n  a rche type  t h a t  up till t h e n  h a d  la in h idden  beh ind  t h e  mean- 

ingful nonsense p layed o u t  by t h e  anima. T h i s  i s  t h e  archetype o f  mean- 

%, just  as t h e  anima i s  t h e  a rche type  o f  l i f e  i tsel f1 '  (ACU, 32). 

The a rche type  o f  meaning o r  sp i r i t ,  t h e  wise o l d  man, magician o r  

B ro the r  John, i s  b o t h  t h e  goal a n d  t h e  s t a r t i n g  po in t  o f  t he  process and  

ex is ts  in a highly paradoxical  re la t ion  t o  t h e  soul. He, "who symbolizes 

t h e  pre-ex is ten t  meaning h i d d e n  in t h e  chaos o f  l i fe "  i s  " the  fa the r  o f  t h e  

soul and  y e t  t h e  soul, in some miraculous manner, i s  also h i s  v i r g i n  mother, 

f o r  which reason h e  was cal led by t h e  alchemists t h e  ' f i r s t  son o f  t h e  mother"' 

(ACU, 35). These t h r e e  archetypes,  t h e  shadow, anima and  wise o l d  man, 

"are o f  a kind t h a t  can b e  d i r e c t l y  exper ienced in person i f ied  fo rm . . . 
but the process i t s e l f  invo lves  another  class o f  a rchetype which one could 

cal l  t h e  archetypes o f  t ransformat ion.  T h e y  a re  n o t  personal i t ies, but are  

typ ica l  si tuat ions, places, ways and  means t h a t  symbolize t h e  kind o f  t rans-  

formation in quest ion"  (ACU, 37-8). 

To  beg in  t o  approp r ia te  t h i s  psychological  d iscussion t o  a considerat ion 

o f  pastoral a n d  i t s  re la t ion  t o  poet ic  process we m igh t  observe t h a t  it i s  

w i th in  a pastora l  landscape that ,  t rad i t iona l ly ,  t h e  f i r s t  contact  w i t h  these 

archetypal  f i gu res  occurs.  T h i s  i s  imaged in Greek m y t h  by Par is  o r  

Anchises o n  Mt. Ida, by t h e  r e c u r r e n t  p rophe t i c  mot i f  o f  t h e  herdsmen 

w i th in  t h e  Homeric poems and, in Judeo-Chr is t ian myth,  by t h e  wander ing  

pat r ia rcha l  herdsmen and  t h e  sudden revelat ions o f  Yaweh o r  t h e  shepherds 



at tendant  o n  t h e  birth o f  Chr is t .  T h e  deus abscondi tus reveals himself, 

o f ten  sudden ly  and  t e r r i f y i n g l y ,  t o  t h e  man w i t h d r a w n  f rom t h e  enclosing 

ethos of h i s  col lect ive norm, a Pan who "g l ides among t h e  reeds in t h e  

haunted noont ide h o u r  p l a y i n g  o n  h i s  p ipes  a n d  f r i g h t e n i n g  t h e  shepherds"  

(ACU, 17). A n d  the  pastora l  landscape i tse l f ,  p a r t i c u l a r l y  in Greek myth,  

i s  a l ive w i t h  wood-nymphs, nixies, d ryads ,  s p i r i t s  o f  forest ,  f ie ld  a n d  

stream t h a t  a r e  t h e  p r im i t i ve  pre- fo rms o f  anima. T h u s  we might  observe 

two th ings .  F i r s t ,  t h e  pastoral,  as p lace o f  f i r s t  contac t  w i t h  t h e  h idden 

god might  b e  said t o  be psychological ly  congruen t  t o  dream, t h e  place in 

which, for modern man, unconscious a rche typa l  contents  a re  f i r s t  revealed. 

It i s  in the  pastora l  /dream t h a t  one encounters  those archetypes t h a t  can 

be  exper ienced in person i f ied  form. T h i s  i n s i g h t  leads u s  t o  a place where 

we might  consider  pastora l  as b o t h  a sub jec t ive  a n d  a n  object ive process, 

an operat ive w i t h i n  b o t h  a n  ind i v idua l  psycho logy a n d  t h e  h i s t o r y  o f  a cul -  

ture, w i thout  a personal is t ic  o r  r e d u c t i v e  analys is  o f  i t s  contents. It also 

might  allow u s  t o  app ly  t h e  tools o f  dream analys is  t o  t h e  w o r k  o f  a r t  o n  - 

t he  basis o f  a g r a n d  analogy between i n d i v i d u a l  a n d  h is tor ica l  psychological 

processes. Secondly, i f  pas tora l  /dream i s  t h e  landscape in wh ich  t h e  

archetypes f i r s t  manifest themselves as t h e y  move toward  t h e  th resho ld  o f  

consciousness, then, h is tor ica l ly ,  those pe r iods  most concerned w i t h  pastoral 

wi l l  also evidence a considerable p s y c h i c  upheaval, a rad ica l  s h i f t  in t h e  

dominants o f  t h e  col lect ive o r  c u l t u r a l  canon. In fact, a concern  w i t h  t h e  

pastoral as dream-landscape, a n  in tense c rea t i ve  a c t i v i t y  w i t h i n  t h e  pastoral 

form might  b e  seen as a s ign i f i ca tor  o f  in tense psych ic  change. T o  

examine t h i s  thes is  and t o  ga in  a c lea re r  p i c t u r e  o f  t h e  p lace o f  t h e  pastoral / 

dream w i t h i n  t h e  i nd i v idua l  a n d  co l lec t ive  a r t i s t i c  gestal t ,  we turn t o  t h e  



work o f  a second generation o f  Jungian theorists, par t icu lar ly  t o  Er ich 

Neumann who, in Jung's words, "succeeded in const ruct ing a unique h is tory  

o f  the evolut ion o f  consciousness and at  the same time represent ing the 

body of my th  as the phenomenology o f  th is  same evolution.l16 Neumann's 

l i felong concern w i th  the psychology o f  the  creat ive o r  ar t is t ic  personali ty 

in i t s  relat ion to the historical process and to  myth  make his work par t i -  

cu lar ly  germane to  a discussion o f  the relations between psychology, h is tory  

and art .  



NOTES 

Also important in th is  regard  is  Jung's observation that  " the behaviour 
o f  new contents tha t  have been constellated in the  unconscious but 
are not  ye t  assimilated t o  consciousness is  similar to that  o f  complexes" 
(SD, 121), that  is, they act as "the archi tects o f  dreams and o f  
symptomsr1 (SD, 101). 

Most simply, a symbol, as opposed to  a s ign o r  allegory which desig- 
nates in abbreviated fashion a known content, i s  "an expression for  
something that  cannot be characterized in any other o r  bet ter  way" 
(CAS, 85), and it acts as " the psychological mechanism tha t  trans- 
forms energy"  (SD, 45). It is  thus a p a r t  o f  the human wor ld o f  
meaning ra ther  than the physical  wor ld  o f  be ing ( re ferent )  and it 
attempts to  express something in terms o f  i t s  meaning o r  relat ion to  
human experience for  which no verba l  / intel lectual concept ye t  exists. 
As the Greek root  o f  the word (symballon) suggests, it i s  something 
"woven together," hence character ist ic  o f  a l i v i ng  en t i t y  (CAS, 95) 
and, as such, it i s  highly numinous o r  mysterious. It forms an 
analogy to  that  state o f  awareness that, according to  Jung, i s  the 
goal o f  the rel igious inst inct ,  a coincidenta oppositorum o r  union o f  
conscious and unconscious processes. 

See, in th is  respect, Jung's work  in "Synchronic i ty:  An  Acausal 
Connecting Principle," (SD) and M-L von  Franz, Number and Time 
and On Divination and Synchronic i ty.  

This is  discussed extensively in llPsychological Factors in Human 
Behaviour" (SD) where Jung  considers that  " Ins t inc t  as an ecto- 
psychic factor would p lay the role o f  a stimulus only, while ins t inc t  
as a psychic phenomenon would be an assimilation o f  th is st imulus 
to a pre-existent psychic pa t te rn"  (SD, 11 5). He dif ferentiates f i ve  
main groups o f  ins t inc t ive factors--hunger, sexuality, act iv i ty,  re- 
flection and creat iv i ty,  and sees, in the  ref lect ive factor, whereby 
"the stimulus is more o r  less wholly transformed in to  a psychic con- 
tent, tha t  is, becomes an experience," the "cu l tura l  ins t inc t  par  
excellence." Fur ther ,  there are several modalities through which the 
inst incts operate which may be seen as expressions o f  human will. 
The most important o f  these modalities i s  the  vert ical  axis, t he  rela- 
t ion o f  sp i r i t  and matter and, though bo th  a re  manifested to  us  in 
terms o f  psychic image, "in civ i l ized peoples there seems to  ex is t  a 
sharp div is ion between the  two categories." It is  wi th in  t h i s  modality 
that  the creat ive/ref lect ive ins t inc t  and the transcendent funct ion 
operate in the i r  most developed forms fo r  "it would not be too much I 

to say that  the most crucial  problems o f  the ind iv idua l  and o f  society 
t u r n  upon the way the psyche functions in rega rd  to  sp i r i t  and 
matter" (SD, 120). 

A concise descr ipt ion o f  these archetypes as they  involve themselves in 
the therapeutic processes i s  contained in the in t roductory  chapters t o  
both Aion, CW 9, pt. I 1  and The Psychology o f  the Transference, CW 16. 

Erich Neumann, The His tory  and Orig ins o f  Consciousness, Bol l ingen 
Series XL I  I, (Pr inceton : Princeton Univ.  Press, 1973), p. x i v .  



1 1  1 

A R T  AND TIME: THE KAIROS 

Precisely because f o r  u s  t h e  symbol c rea t ing  collec- 
t i v e  fo rces  o f  m y t h  and re l ig ion,  r i t e s  a n d  fest iva ls  
have  los t  most o f  t he i r  e f f i cacy  . . . t h e  c reat ive  
p r i n c i p l e  in a r t  has achieved a un ique  prominence . . . t h e  c rea t i ve  i nd i v idua l  exempli f ies t h e  utmost 
t rans fo rmat ion  possible in o u r  t ime . . . t h e  w o r l d  
h e  c reates  i s  t h e  o n l y  adequate image o f  t h e  pr imor -  
d ia l  one rea l i ty .  - 

- E r i c h  Neumann, 

A r t  a n d  t h e  Creat ive  
I I n c o n s c ~ o u s  



Abbreviations used i n  this section are:  

ACrU - Erich Neumann, A r t  and the Creative Unconscious, Bollingen 
Series L X I  , ( Princeton : Princeton Univ .  Press, 1974). 

PP - James Hillman e t  al, Puer Papers, (Dallas: Spring Pub. 
1979). 



The work  of E r i ch  Neumann revolves around three major concerns, al l  

of which complement, ex tend and consolidate Jung's pioneering endeavours 

in the f ie ld of  dep th  psychology. He in terests  himself pr imar i ly  in the con- 

gruence between the evolut ion o f  consciousness in the indiv idual  on  the 

one hand, and the evolut ion o f  consciousness w i th in  the collective, in 

humanity as a whole, on  the  other. He sees the  two as analogous processes 

that  may bo th  be  descr ibed in the  same mythic terms, so tha t  the  growth 

of consciousness w i th in  the ind iv idua l  i s  understood as recapi tu lat ing the  

o r ig in  and g row th  of  consciousness w i th in  humani ty as a whole. There i s  

a d i rec t  c.ongruence between microcosm and macrocosm and these congruent 

processes d i rec t l y  affect one another or, in alchemical language, "as above, 

so below." In addressing the re lat ion o f  a r t  t o  these congruent psychological 

processes, Neumann developed bo th  a d is t inc t  psychology o f  the ar t is t ic  

personal i ty and a psychological view o f  the  a r t i s t  in relat ion to  h is  h istor ical  

milieu which center o n  t he  transpersonal archetype o f  the Feminine, the  

Great Mother as Sophia o r  Anima Mundi. 1 

The basic tenet  o f  Neumann's work  o n  the creat ive processes o f  t he  

unconscious and the i r  re lat ion t o  ar t ,  time and the ind iv idua l  might  most 

simply be stated as follows: 

. . . the  transpersonal can express i t se l f  on ly  t h rough  
the medium o f  man and  takes form in him th rough  creat ive 
processes . . . the a r t  and  music, dance and poe t ry  o f  
the cu l t  (ACrU, 87). 

So from the v e r y  f i rs t ,  f o r  Neumann, man i s  a creator  o f  symbols. The 

creative funct ion o f  the unconscious, corresponding t o  that  unknown in 

nature which engenders t he  forms o f  the  external  world, i s  cont inual ly  

b r i ng ing  f o r t h  forms o f  i t s  own I' . . . which crys ta l l i ze  in to  symbolic 

sp i r i tua l  f igures express ing man's re lat ion t o  bo th  the  archetypal  wor ld 



and to  the wor ld in which he l ives . . . he constructs h is  characterist ic 

spir i tual-psychic wor ld from the symbols in which he speaks and th inks  o f  

the world around him but also from the  forms and images which his 

numinous experience arouses in him" ( ACrU, 84-5). 

In the original,  pr imi t ive o r  pr imordial  state, "man's emotion in the 

presence of the  numinosum leads d i rec t l y  to expression." The creative 

function of the  psyche is  accompanied by an automatic reaction o f  con- 

sciousness which seeks " to understand, to  in terpret ,  to  assimilate the th ing  

b y  which it i s  overwhelmed." Through th is  process there occurs a t  a 

very  ear ly stage "a relat ive f ixat ion o f  expression . . . [and] def in i te 

tradit ions arise . . . which, f ixa ted as myth  and cult ,  become the dog- 

matic heri tage o f  the group"  (ACrU, 84-5). W i t h  the progressive di f feren- 

tiation o f  ego-consciousness and the  consequent r ise o f  ind iv idua l i ty  wi th in  

the group o r  collective, " the in tegra l  si tuation in which the  creat ive element 

in a r t  i s  one w i th  the l i fe  o f  the  g roup  disintegrates. " Poets, painters, 

dancers and musicians al l  become separate professional classes pract ic ing - 

specific ar t is t ic  functions and " the major i ty o f  the  g roup  preserves on ly  

a receptive relat ion i f  any, to  the creat ive achievement o f  the a r t i s t "  

(ACrU, 88). 

Bu t  even though w i th in  the ind iv idua l  the unity o f  psychic function- 

ing disintegrates, the  g roup  as a whole remains "an in tegra l  psychic field." 

And, " just as in dreams those s t ruc tu res  necessary f o r  the whole o f  the 

personality are animated in such a way as t o  compensate for  the one- 

sidedness o f  conscious l i fe  . . . there exists between members o f  a group 

a compensating mechanism which--quite apar t  from the  direct ives o f  the 

cul tural  authorit ies--tends to  round  ou t  the  group l i fet1 (ACrU, 89). So, 

wi th in an evo lv ing cu l tu ra l  g roup  o r  field, two psychic systems arise and 



are  differentiated. One, t he  collective consciousness o r  cultural canon 

which "sets i t s  decisive stamp on the  development of the  individual," is 

embodied in a cul ture 's  pr ies ts ,  doctors, professors and politicians. Side 

by side with this  is "the collective unconscious in which new developments, 

transformations, revolutions and renewals a r e  a t  all times foreshadowed" 

(ACrU, 89)--the domain of a culture 's  a r t i s t s ,  poets and prophets. 

So long a s  the  cultural canon remains in an  elastic relation to the  

collective unconscious, the  artist 's work seems to  be that  of growing into 

a tradition and effecting a gradual change o r  repersonification of the  

archetypal images from within t he  tradition itself. This is what Neumann 

calls the second s tage of a r t ' s  relation to i t s  time and an example of this 

process might be the  gradual transformation of t he  image of the  Madonna 

within nearly two thousand years  of Christian Art. But, a s  Jung asser ted 

in "On Psychic Energy" (SD),  t h e  libido o r  energy-charge of t he  psyche, 

though tending towards equilibrium, does not operate in man in a con- 

tinuous stream. In its push  towards the  establishment and broadening of - 

consciousness, psychic energy  seems to manifest through a complex system 

of opposites, creating a growing tension tha t  leads to progressive differen- 

tiation and polarization of those opposites and a quantum-leap o r  sudden 

emergence of a new symbol that  transforms or  reconciles the  seemingly 

irreconcilable conflict on a new o r  higher level, the  tertiam non da tur .  

It is here  that  we encounter the  third s tage of the  relation of a r t  to 

i ts  epoch, what Neumann calls a r t  a s  "compensation for the  cultural canon" 

a s  opposed to ( f i r s t )  t he  primordial unity and (second) the  ar t is t ' s  work 

within the  canon. In this  stage,  "we go back to the  immediate presence 

of the creative numinosum" (ACrU, 95) and a r t  replaces religion o r  myth 

a s  the  prime vehicle o r  ca r r ie r  of divine revelation: 



The need of his t i m e s  works inside the  a r t i s t  without 
his wanting i t ,  seeing it o r  unders tanding its t rue  
significance. In th is  sense he is close to  t h e  seer ,  
the  prophet,  the  mystic. And it is precisely when 
he does not represent  the  exist ing canon bu t  trans- 
forms and ove r tu rns  it that  his function r ises  to t he  
level of t he  sacral ,  for then he gives ut terance to 
the  authentic and direct  revelation of numinosum 
(ACrU, 97).  

Once t he  unity of t he  psychic field is broken and the  a r t i s t  is no 

longer contained within and supported by the  vessel of his cul ture ,  

"the relation of the  creative man to himself involves an enduring and in- 

superable paradox" (ACrU, 186).  H i s  innate receptivity, imaged by the  

predominance of the  Mother archetype within his psychology, t u rns  him 

away from the  collective world of the  fa thers ,  t he  institutional canon, and 

makes him suffer  acutely from his personal complexes. But, because he 

"always experiences his personal complexes along with their  archetypal 

correspondences" ( ACrU, 186) this suffering,  from the  outset ,  is more 

than a private o r  personal dilemma. It is also a ca r ry ing  of those funda- 

mental human problems inherent in any archetypal situation. "This funda- - 

mental fact constellates t he  profound personal ambivalence of t he  creative 

man . . . a s  the  myth pu t s  it, only a wounded man can be a healer . . . 
because in his own suffer ing the  creative man experiences t he  profound 

wounds of his collectivity and his time, he carr ies  deep within himself a 

regenerative force capable of bringing forth a c u r e  not only for himself 

but also for the  community" ( ACrU, 186).  

The contras t  between the  two s ta tes  of a civilization or  cul ture ,  be- 

tween a balanced cul ture ,  in which each of the  supreme values of a canon 

is directly reinforced b y  a controlling archetype,  and a disintegrating 

culture,  in which this  equilibrium is lost and the  unconscious is thereby 

activated, is examined in Ar t  and the  Creative Unconscious. But, a s  we 



have seen, the  seat o r  focal point o f  th is  radical sh i f t  in values, the place 

where, in a time of upheaval and change, the  new archetypal contents 

emerge i s  t he  psyche of the indiv idual  a r t i s t  o r  creator separated from 

2 
his cu l tura l  canon. Consequently, " the creat ive a r t i s t  whose mission it 

is to  compensate for consciousness and the  cu l tu ra l  canon i s  usually an 

isolated ind iv idua l  . . . who must dest roy the  o ld  order  (w i th in  himself) 

to make possible the dawn o f  the new" (ACrU,  94). It i s  th rough  th is  

psychologizing o r  seeing-through, t h rough  the  experience o f  h is  own com- 

plexes as imaginal real i t ies w i th  a greater than  personal ground3 that  the 

ar t is t  becomes a messenger o r  angelos, a mediator between the  conscious 

and unconscious aspects o f  h is  cu l tu re  in the same way a recollected 

dream act ively mediates between the disparate elements of ou r  indiv idual  

psyches. He himself takes h is  place w i th in  a greater dream, in Jungian 

terms the dream o f  the  Self o r  Anthropos which encompasses al l  o f  

humanity, and becomes a mouth, the d i rec t  expression o f  a dialogue w i th  

"the unconscious man w i th in  us  who is  changing." 

The psychic process represented by th i s  interchange between con- 

scious and unconscious contents is, however, any th ing  but smooth and 

continuous. Inherent in it, at  least in i t ia l ly ,  i s  that  enantiodromian 

s t ructure that  gives r i se  t o  transcendent o r  symbolic real i ty  th rough  

an extreme polarization o f  opposites and a quantum leap, a new, radical 

and sudden transformation o f  values. Thus  the  phenomenology o f  a r t  as 

a compensatory factor, where it "r ises t o  the  level o f  the sacral," seems 

not only bound up w i th  the conf l ic t  o f  the  col lect ive canon and the com- 

pensating constellation o f  unconscious contents, but also w i th  the  kairos, 

the cr i t ica l  moment o r  "opening in the  web o f  fate . . . when the pa t te rn  

i s  drawn t igh te r  o r  b roken  th rough  . . . th is  opening in the  warp lasts 



for the next 2000 years. It is, in fact, the  only enduring literary genre  

4 
only a limited time and the 'shot' must be made while it is open" (PP,  153). 

Jung  described the present e r a  a s  just such a kairos, a critical moment, 

one that  will have far-reaching consequences for the  history of mankind: 

We a r e  living in what the  Greeks called the  Kairos--the 
right moment--for a metamorphosis of the  gods, of the  
fundamental principles and symbols. This peculiarity 
of ou r  time, which is certainly not of our  conscious 
choosing, is the expression of the  unconscious man 
within us  who is changing. Coming generations will 
have to take account of this momentous transforma- 
tion if humanity is not to destroy itself through the 
might of i ts  own technology and science ( P P ,  4) .  

And the form, the  literary genre  w e  know a s  pastoral, was created in 

another such kairos, the  collapse of the  Hellenic Civilization that  preceded 

the rise of the Roman Empire-State and ,  even more centrally, the  emergence 

of the  Christ-figure that  was to dominate the  course of Western Civilization 

the Hellenistic e r a  has produced. If we can distinguish three critical 

moments in the  history of Western (l i terate) Culture,  they would certainly 

seem to center  in the  collapse of Greek Culture and i ts  assimilation by the 

emerging Roman Republic; the  transformation of the  Republic into an 

Imperial State governed by  a god-emperor which made possible the  rise 

of Christianity a s  a dominant political force; and the phenomenon we call 

the Renaissance which provides a critical watershed between the Christian 

Middle Ages and what w e  now know a s  a secular modern civilization. The 

pastoral a s  an  a r t  form is intimately bound up in each of these critical 

moments. It was originated by Theocritus, who has proven to be  the 

Hellenistic Era's most enduring literary figure, in Alexandria about 280 

B.C. It was codified and extended by  Virgil, considered by succeeding 

generations a s  the  single greatest  literary figure of classical antiquity, 



as Augustus came to  power and the Jast vestiges o f  the  Republic fel l  away, 

and it was a v i r t ua l  obsession w i t h  many o f  the k e y  f igures o f  the English 

Renaissance, forebears of a cu l tu re  that, th rough  the extended B r i t i sh  em- 

pire, would dominate t he  last p a r t  o f  the Chr ist ian era. 

Thus, we might ven tu re  t o  say tha t  pastoral presents us, on an ar t is t ic  

o r  poetic level, w i t h  the  image o f  a process which somehow embodies a poten- 

t ial  for  the connection between past  and future,  between the individual, 

h is cul ture,  and " that  unconscious man wi th in  us who is  changing," that  

is inherent in the  kairos. As such it would be presided over by a specific 

god o r  archetype and in it there would inhere a specific and a special task:  

To have no real  contact w i th  the forces that  are shaping 
the f u tu re  would be t o  fai l  the kairos o f  transit ion. To 
come t o  terms w i t h  th is  kairos would mean discover ing a 
connection between past and future.  For us, individuals, 
makeweights tha t  may tip the scales o f  h istory,  o u r  task 
i s  to  discover t he  psychic connection . . . thus the  
kairos, th is  un ique moment o f  wor ld h is to ry  becomes a 
t rans i t ion w i th in  the  microcosm, man, wi th in  u s  each indi- 
v idual ly  as we s t rugg le  w i th  the connections between past  
and fu ture,  o ld  and  new, expressed archetypal ly as t he  
po la r i t y  o f  senex and pue r  (PP, 4). 

The archetype senex-et-puer, o ld  man and young man, embodies the 

spir i tual  connection for, as Jung  said, "the sp i r i t  was conceived o f  as 

senex e t  juvenes simul--an o ld  man and a youth at once1' ( ACU, 38). 
6 

In a cr i t ical  time o f  t rans i t ion th is  archetype is  constellated as a sp l i t  o r  

polari ty, and it i s  the i r  reunion, the mission o f  the creative art is t ,  which 

provides the  link th rough  which the sp i r i t  o f  an age i s  connected to  the 

Eternal Spir i t .  B u t  t h i s  connection i s  a psychic connection. And  the 

specific task inheren t  in the  kairos, and in the pastoral form, involves 

the creation o f  a psych ic  real i ty .  Though the form i tse l f  is  presided over 

b y  senex-et-puer, another archetype is  constellated by the pastoral process, 



that of the  soul herself o r ,  more properly, soul a s  anima, the  soul's per- 

sonified image of herself a s  a transcendent,  mediating reality. 

This perspective enables us  to  see pastoral a s  the  place and the 

process whereby an a r t i s t  is f i rs t  opened to  t h e  archetypal realm, where 

his personal complexes a r e  seen through o r  psychologized, and he engages 

the archetypal forces a t  work behind both his personal psychology and - 
the psychology of his culture. It creates in him a sense of his whole 

culture as  a dream, merges him with the  psycho-dynamics operative within 

the entire psychic field of his world. This process is not only critical to 

his own evolution, bu t  to  the evolution of his cul ture  as  a whole, for it 

is only through imaginal o r  reflected contact with the emerging unconscious 

forces that  a cul ture  in a s ta te  of transition can experience these hidden 

gods as  anything other  than a disastrous eclipse of all that  was formerly 

held precious. This work with dream, the creation of soul or  imaginal 

awareness may thus  be said to be the critical task in the time of the  kairos. 

For when "heaven has become for us  t he  cosmic space of the  physicists, 

and the divine empyrean a fair memory of things that  once were . . . a 

secret  unrest  gnaws a t  the  root of our  being" (ACrU, 24)  and the only 

guides we have a r e  those messengers from the da rk  wells of eternal night. 

So the pastoral form presents  us  with neither the  representation of 

a literal landscape nor a s e t  of allegorical o r  conventional f igures but with 

the potential for a certain s ta te  of being, a psychologized o r  imaginal 

awareness tha t  might best  be described a s  embodying a poetic connection 

or  continuity on the  imaginal plane between inner and outer ,  herdsman 

and landscape, the focus of which is feeling, i.e., the  emotions, intuitions, 

sensations of t he  herdsmanlpoet a s  opposed to  his rational o r  intellectual 



awareness.' Fu r the r ,  it i s  associated w i t h  c r i t i ca l  moments o f  change, 

when t h e  accumulat ing e n e r g y  charge o f  t h e  unconscious i s  ready  t o  manifest 

as a symbol, and  w i t h  t h e  archetypes o f  t h e  deus absconditus, t h e  puer -  

senex un ion  a n d  t h e  emergence o f  anima o r  soul. It presents  a manifest - 
analogy t o  t h e  w o r l d  o f  dream and  t h e  dream-work c r i t i ca l  t o  psych ic  

change, and  p rov ides  a sense o f  t he  manner in which  t h e y  a r e  operat ive 

w i th in  b o t h  microcosm and  macrocosm, i nd i v idua l  and  cu l tu re ,  in a congru-  

en t  and  paradoxical  way. 6ut t o  engage t h e  specif ics o f  t h i s  analogy, and  

t o  roo t  t h e  archetypa l  backg round  in a speci f ic  h is tor ica l  set t ing,  we turn 

now t o  t h e  o r i g i n s  o f  pastora l  poe t ry  i tse l f ,  t o  t h e  poet and  t h e  poems t h a t  

f i r s t  g i v e  it fo rm w i t h i n  t h e  body  o f  Western Cu l tu re .  



NOTES 

1. . . . here  I wish only to s t r e s s  that  the  Good ( o r  the  Terrible) 
Mother is among other  th ings  a symbol for t h e  determining influence 
of the  archetypal world a s  a whole . . . in which the  phylogenetic 
development of consciousness and the  ego is repeated ontogenetically 
from out  the  archetypal world . . . [ if]  the  normal individual is re- 
leased . . . by his institutional education towards identification with 
the  fa ther  archetype and so becomes a well adjusted member of his 
patriarchal group . . . the  creative man s tands  in conflict with the  
world of the  fa thers  . . . with his predominant mother archetype 
[he]  . . . must take the  exemplary way of the  hero, must slay the  
father,  dethrone the  traditional canon and seek an unknown direct- 
ing authority,  namely, the  self tha t  is so  hard to find, the  unknown 
Heavenly Father ( ACrU, 184-5). 

2. One of the  fundamental facts of creative existence is that  it produces 
something objectively significant for cul ture ,  bu t  a t  the  same time 
these achievements always represent  subjective phases of an individual 
development ( ACrU, 190).  

3. See also in this regard Jung l s  discussions in "Psychology and Litera- 
t u r e "  and "On the relation of Analytical Psychology to Poetry" (CW 15). 

I am assuming that  t he  work of a r t  we propose to analyse, a s  well a s  
being symbolic, has  i t s  source not in the  personal unconsciousness of 
the poet, bu t  in a sphere  of unconscious mythology whose primordial 
images a r e  the  common heri tage of mankind. I have called this  sphere  
the collective unconscious to  distinguish it from t h e  personal uncon- 
scious. The latter I regard a s  the  sum total of all those psychic 
processes and contents which a r e  capable of becoming conscious and 
often do,  but  a r e  then suppressed because of their  incompatibility 
and kept subliminal. Art  receives t r ibutar ies  from this sphere  too, 
but muddy ones; and their  predominance, fa r  from making a work of 
a r t  a symbol, merely t u r n s  it into a symptom. We can leave this 
level of a r t  without injury and without regre t  to t he  purgative methods 
employed by  Freud (CW 15, p. 80). 

He fu r the r  goes on to  distinguish two att i tudes of t he  art ist ic per- 
sonality toward the  "autonomous complext1 of the  creative work for, 
"the nascent work in t he  psyche of t he  a r t i s t  [ is]  a s  an autonomous 
complex" (78). The orientation of the  a r t i s t  toward the  work may 
be introverted,  in which he a s se r t s  his own conscious intentions and 
aims against  the  demands of the  object (73) and identifies himself 
(his  ego /historical consciousness) with the  creative process, o r  
extraver ted,  in which t he  material seems to have a [ve ry  refractory] 
will of its own quite different from his conscious intentions. Jung 
characterizes the  f i rs t  type  by Schiller's plays o r  Faust I ,  and the  
second by  Zarathustra o r  Faust I I ,  and considers tha t  these attitudes 
result in two very  different so r t s  of poetry, one tha t  "appeals much 
more to o u r  aesthetic sensibility because it is -complete in itself" 
(Pope's Rape of the  Lock) and the  other  which "gr ips  us  so intensely . . . it seldom affords u s  a purely aesthetic enjoyment" (77 )  (Blake's 



Prophetic Poems). B u t  bo th  o f  these a t t i tudes can not  on ly  co-exist 
wi th in the same poet but, "the same poet can adapt d i f fe ren t  at t i tudes 
toward h is  work  a t  d i f fe ren t  times" and "the question, as we now see, 
is  exceedingly complicated . . . the complication grows even worse 
when we consider t he  case o f  the poet who ident i f ies w i t h  the  creat ive 
process. For should it turn ou t  tha t  . . . the  manner o f  composition 
is  a subject ive i l lus ion . . . then h is  work  would possess symbolic 
qual i t ies tha t  are  outs ide the range o f  h i s  consciousness" (76).  B u t  
in any case, it i s  the "impact o f  the archetype . . . [which]  enthral ls  
and overpowers . . . [which]  l i f t s  the idea he i s  seeking t o  express 
out o f  the occasional . . . and evokes in us  al l  those beneficent forces 
that  ever  and anon have enabled humanity t o  find a re fuge  from every  
per i l  and t o  out l ive  t he  longest night." From the po in t  o f  view o f  
l i t e ra ry  cr i t ic ism th i s  discussion ends in p ro found  confusion. 

I quote here from the  works o f  James Hillman, the  prime exemplar o f  
a third generation of neo-Jungian th inkers,  whose work  I wi l l  use 
extensively later  in t h i s  essay. His work  i s  par t i cu la r l y  re levant be- 
cause it centers o n  a phenomenological descr ipt ion o f  archetypal  f igures 
and situations as psycho-active forces operat ive simultaneously wi th in  
the ind iv idua l  and - the cul ture.  I might  also note in passing tha t  
Neurnann's descr ipt ions o f  the var ious stages o f  a r t  and  i t s  re lat ion t o  
h is to ry  are  not  t o  be  taken as an on ly  h istor ical  rea l i ty  but may also 
be simultaneously present  in any  g iven histor ical  moment. 

The worship o f  the  emperor as a god, as the cent ra l  god t o  which 
cit izens o f  Rome owed allegiance transformed the polytheist ic  base o f  
Roman re l ig ion i n to  a monotheistic sp i r i tua l  s t r uc tu re  congruent  t o  
the pol i t ics o f  Empire. Without th i s  development, which allowed the 
assimilation o f  "Chr i s t "  t o  "god-king" and faci l i tated the absorpt ion 
o f  the Imperial State by the or thodox Chr is t ian Bishops (c f .  the 
Donation o f  Constantine), Chr is t ian i ty  would have remained one o f  
many p r i va te  mysteries wi thout  a pol i t ical base. See in th i s  regard  
Jung's Aion (CW 9, pt. 11). 

See also Erns t  Robert  Cu r t i us -  E u r o ~ e a n  L i te ra tu re  and t he  Lat in  
1 

Bol l ingen Series XXXVI,  (New Yo rk :  Pantheon Press, 
pp. 98-101, f o r  the  widespread prevalence o f  th i s  mot i f  in 

late ant iqu i ty .  

Jung d i f ferent ia ted f o u r  functions o f  consciousness--thinking, feeling, 
sensation and  in tu i t ion;  and arranged them in two polar  groups, the  
"rational" facult ies o f  thinking and feeling, and  the " i r rat ional"  
faculties o f  sensation and intu i t ion.  Each ind iv idua l  (and  each cu l ture)  
may be character ized by the predominance o f  one function. Thus the 
relat ion o f  the funct ions t o  one another and t o  t he  threshold o f  
consciousness might  b e  diagrammed. W i t h  the addi t ion o f  an  indica- 
t ion o f  the p r imary  d i rec t ion o f  flow o f  l ib ido energy,  i.e., outward 
to  the object (ex t ravers ion)  o r  inward t o  the subject ( in t rovers ion) ,  
th is  re lat ion may be  said t o  prov ide a sor t  o f  map o f  conscious 
functioning. In the  case o f  an ex t raver ted  thinkinq type, a t ype  



which seems t o  predominate in Western C iv i l i za t ion  ( a n d  in Jungls 
c l in ica l  p rac t i ce )  t h e  schema would look l i k e  th i s :  

1 
THINKING 

2 
SENSATION 

(THRESHOLD 
OF 

CONSCIOUSNESS) 

Those func t ions  t h a t  a re  fa r thes t  away f rom t h e  thinking dominant a r e  
engaged by t h e  pastora l  a n d  t h a t  f unc t i on  most d i s tan t  f rom t h e  dorni- 
nan t  [ f ee l i ng ]  wh ich  "marks t h e  h ighest  degree o f  sub jec t iva t ion  o f  
t he  object"  (SD, 123) a n d  expresses t h e  "truth o f  t h e  heart ,  t h e  
subter ranean dream rea l i t y "  ( ACrU, 1441 i s  pastoral 's p r ime concern. 
It i s  i n t e r e s t i n g  in t h i s  respect  that ,  in Engl ish, t h e  w o r d  " feel ing"  
can denote a l l  t h e  facul t ies o f  consciousness save f o r  t hough t .  



I v 

THE ORIGINS AND CONCEPTION OF PASTORAL 

Now as my men were o n  the i r  way I said a w o r d  
t o  them: You think y o u  are  o n  y o u r  way back  
now t o  y o u r  own beloved count ry ,  but C i rce  has 
ind ica ted another  journey fo r  us, t o  t h e  house 
o f  Hades a n d  o f  reve red  Persephone the re  t o  
consu l t  t h e  soul o f  T i res ias t h e  Theban. 

- Odyssey X, 561-5 

t rans .  Richmond Lat t imore 



His tor ica l ly ,  t h e  fa the r  of t h e  form a n d  feel ing-tone we know as 

pastoral,  t h e  p o i n t  a t  wh ich  I' . . . cer ta in  elements, appear ing  inc ident-  

a l l y  in t h e  w o r k  o f  predecessors o r  contemporaries, a n d  respond ing t o  

some temper o f  t h e  age, a re  fused by t h e  alchemy of a pa r t i cu la r  persona l i ty  

in time and  space i n t o  a new a n d  t yp i ca l  form,"' i s  Theoc r i t us  ( f l .  c. 280 

BC) . V i rg i l ' s  Ecoloques, Spenser's Aeqloques, Mi l ton's Lycidas, Shelley's 

Adonais a l l  p a y  t r i b u t e  t o  h i s  Bucol ic   use. Biographical ly ,  no t  too much 

i s  known o f  Theocr i tus ,  t h o u g h  much may be, a n d  is, conjectured.  B o r n  

about 310 B.C., a n a t i v e  o f  Syracuse, he  s tud ied  medicine a n d  p o e t r y  

under  Ph i le tus  o n  t h e  is land o f  Cos, t h e  s i te  o f  a major sh r ine  o f  Asclepius 

and  t h e  r u r a l  r e t r e a t  f o r  a s ign i f i cant  g r o u p  o f  Hel lenist ic  l i terat i ,  a n d  

became a y o u n g e r  member o f  what  was known as t h e  Coan school o f  poet ry ,  

which, as f a r  as scholarship can determine, was "unusual  f o r  i t s  expression 

of w i t  a n d  fee l ing  in a simple and d i r e c t  manner.'14 He appealed unsuccess- 

fully t o  t h e  ascendant  H ie ro  o f  Syracuse f o r  pa t ronage (280 B.C.), t h e n  

travel led, a lbe i t  somewhat re luc tant ly ,  t o  Alexandr ia,  where h e  was associ- 

ated w i t h  t h e  c o u r t  o f  Ptolemy II (Phi ladelphius)  a n d  w i t h  t h e  L i b r a r y  under  

Callimachus. A l t h o u g h  h e  seems t o  have enjoyed a considerable t h o u g h  n o t  

s te l lar  l i t e r a r y  repu ta t i on  in t h e  metropolis, about  270 B.C. he  r e t u r n e d  

t o  Cos, t r a v e l l e d  t o  Mi letus t o  v i s i t  a boyhood f r i e n d  who h a d  establ ished 

a medical p rac t i ce  there,  and  vanished i n t o  t h e  mists o f  time. 

Theoc r i t us  must  b e  seen against  a specif ic h is tor ica l  backdrop,  tha t  o f  

Hel lenist ic Greece, Magna Graecia, one generat ion a f t e r  t h e  death  o f  Alexander 

t h e  Great, t h e  d i v i s i o n  o f  h i s  world-embracing empire among h i s  leading 

generals, a n d  t h e  Ba t t l e  of l psus  (302 B .C.) w h i c h  de f ined  t h e  power 

s t r u c t u r e  of t h e  emerg ing states, t h u s  f ree ing  Ptolemy I, t h e  f i r s t  Egyp t ian  



ruler,  to  set his house in order .  Part  of doing so, along with the  establish- 

F ment of t he  most extensive bureaucracy in t he  ancient world, was t he  crea- 

tion of the  Great Museum and the  Library, an  attempt to a t t ract  scholars, 

poets and philosophers to the new regime. The house is quite in o rder  now. 

Alexandria has  become the  great  metropolis of t he  new Greek Empire, the  

oikoumene, a society in which the  individual is no longer defined in terms 

of membership in a specific polis but  is more o r  less a t  large in an increas- 

ingly cosmopolitan and bureaucratic civilization. A generation of colonial 

migrations has scattered Greek citizens all over  the  face of the  known world, 

and the lure of t he  new and glittering metropolis has  engendered a mass 

exodus of t he  society's bright young men from traditional centers  of culture. 

Scepticism, which has fully emerged a s  both a philosophical stance and a 
- 

popular mindset, and the  contact with Oriental and Egyptian elements, have 

completely changed the  nature  of religion. Cult f igures,  orgiastic and 

otherwise, pr ivate  mysteries, abound. The public face of religion might 

best  be seen in the  deification of political leaders, t he  dead Alexander and 

the  living Ptolemy Philadelphius who proclaimed himself a god and,  in t rue  

Egyptian fashion, married his s is ter  Arsinoe whom he also declared divine. 

The mythos of Hellenic Greece has essentially become scholarship, the  

systematic s t udy  and highly conscious use of formula o r  rhetorical device, 

which is reflected in t h e  era 's  tas te  for the  miniature, the  precious and the  

crafted. Classical oratory has become set  declamation. And both a r e  in 

service of the  new god-king, whose Great Museum and Library, with i ts  

hundreds  of patronized scholars, poets and philosophers, provides a 

cultural lingua franca.  At the  time of Theocritus'  sojourn in Alexandria 

it was administered by  Callimachus (who also, e x  officio, acted a s  tutor to 



t h e  Royal Family)--an extremely Hora t ian  f igure ,  learned, q u i t e  pub l i c  in a 

highly inte l lectual  way, and  de f in i t e l y  concerned w i t h  t h e  s ta tus  quo. Poets 

who c r i t i c i zed  t h e  o r d e r  o f  th ings ,  as Soltades v i s  : v i s  Ptolemy's incestuous 

marriage, met pa in fu l  and  unt imely  ends.  We a r e  presented w i t h  t h e  p i c t u r e  

o f  a c u l t u r e  that ,  t h o u g h  seemingly v i ta l ,  i s  massively over-extended and 

d is jo in ted w i t h i n  i tse l f .  The re  i s  a tremendous i n f l u x  o f  unconscious content  

in t h e  lowest levels o f  society ( t h e  c u l t s )  a n d  a to ta l  f i xa t ion  o f  t h e  collec- 

t i v e  canon t h a t  i s  en forced in a b r u t a l  and  highly e f fec t ive  manner. 

Fu r the r ,  h is tor ians  o f  re l i g ion  consider  Hel lenist ic  A lexandr ia  t o  b e  a 

g rea t  re l ig ious  mel t ing p o t  o f  Western Cu l tu re .  O u t  o f  t h i s  tremendous 

concatenation o f  c u l t u r a l  a n d  re l ig ious  elements g r e w  several u n d e r g r o u n d  

re l ig ious  manifestations, Alchemy, Gnosticism, t h e  Is is /Os i r is  Cul t ,  a l l  o f  

wh ich  would serve as shadows t o  t h e  emerg ing Empire-State and  t h e  sp i r i t ua l  

empire o f  Or thodox Chr i s t i an i t y .  Emphasizing as t h e y  d o  an ind i v idua l  con- 

tac t  w i t h  God as expressed t h r o u g h  imaginal processes, a v is ion  o f  d e i t y  

t h a t  inc ludes b o t h  good and  e v i l  and  a mu l t i p l i c i t y  o f  psych ic  centers, t h e y  . 

would a l l  b e  ac t ive ly  persecuted by t h e  emerging monotheistic civi l izat ions. 

In t h e  face o f  a l l  th is ,  " the  contemporary c u l t u r e d  Greek, t h e  profes-  

sional man o r  bu reauc ra t  caugh t  up in t h e  admin is t ra t ive  machinery o f  one 

h o r  t h e  o t h e r  o f  t h e  Hel lenist ic  kingdoms, cou ld  ra ise h i s  eyes, in imagina- 

t i on  a t  least, t o  t h e  l imit less hor izon o f  mountain a n d  plain, fo res t  and  

pas tu re  and  t o  t h e  contemplat ion o f  l i ves  passed obscure ly  . . . lt6 and  

s u r e l y  t h i s  melancholy longing-back s t r i k e s  a resonant  cho rd  in o u r  souls. 

Fo r  it i s  a n  impulse t h a t  seems always t o  ar ise  when t h e  col lect ive wor ld  

t h a t  s u r r o u n d s  u s  i s  al ienated f rom o u r  sub jec t ive  center ,  f rom t h e  feel ing 

l i f e  of o u r  soul. A n d  we may d r a w  f a i r l y  p rec ise  analogues o n  t h i s  basis 

between Hel lenist ic  Greece, Renaissance man con f ron t ing  t h e  tota l  



secularization 

4 1 

o f  the Medieval Church,  the great  Romantic poets facing 

the t e r ro r s  o f  the  Indus t r ia l  Revolution, and the a r t i s t  today, presented 

w i th  the g r im  real i t ies o f  a monolithic techno-consumer society. But, as 

we have seen, in the hands o f  a poet o f  depth, a creat ive man in Neumann's 

sense o f  the word, t h i s  longing, t h i s  personal suf fer ing,  i s  transmuted in to  

symbol. A landscape emerges tha t  i s  not  the d is tant  mountains and pastures 

bu t  the i r  imaginal equivalents, a psychic o r  imaginal rea l i ty  that  i s  peopled 

b y  psychic o r  imaginal beings. And  though it may present us  w i t h  the 

image of the old, it i s  also the  g round  and bir th-place f o r  the emergence 

o f  the new. Thus :  

. . . it would be  an  e r r o r  t o  t h i nk  tha t  Theocri tus'  
Herdsman-Poet m y t h  and  the genre o f  the Pastoral 
Idyll which he made i n t o  i t s  l i t e ra r y  vehicle merely 
ref lected, in microcosmic form, the sp i r i t  o f  the 
age. If th is  were so, the Pastoral Idy l l s  could be 
seen as an en t i r e l y  typ ica l  product  o f  the Alexan- 
d r i a n  age, whereas in fact  they  are in many ways 
highly untyp ica l  . . . The pedantic preoccupations 
o f  the  scholar ly poets o f  h is  age find l i t t l e  place in 
the  Pastoral Idyl ls ,  and  Theocr i tus responded t o  h is  
age's ant iquar ian in terests  in the  rev iva l  o f  o ld forms 
w i t h  the creat ion o f  a new and unusual form. 7 

In the m y t h  o f  the Herdsman-Poet, and the unique and poetic landscape 

which he inhabits, Theocr i tus  b rough t  together what was highest  and lowest 

in the cu l tu ra l  values o f  h i s  time and gave birth t o  a new and v i v i d  symbol 

that  was at  the  same time a harken ing  back to  the dream o f  an  ear l ier  cul- 

ture. Thus the  "small but complete wor ld  o f  the Pastoral Idy l l s "  act ively 

resists "what, a f t e r  Leo Marx, we could call the 'counterforce' o f  the 

oikoumene, t he  inhuman scale o f  i t s  power and organization, the mul t i tude 

and var ie ty  of t he  peoples who crowded in to  i t s  shelter and under  i t s  

banners.'18 Th rough  an organizat ion o f  what are, in many ways, the  most 

neglected and  despised elements o f  h is  collective canon, he gives us a 



specific image of t ha t  process of transmutation which resu l ts  in the  emergence 

of a new myth, a potent ia l  heal ing agent f o r  the  sickness o f  h i s  age. 

Theocr i tus '  work, pa r t i cu l a r l y  the f i r s t  seven Idy l l s  which a re  con- 

sidered the  most truly pastoralg and  were presumably wr i t ten  o n  Cos, a re  

bo th  highly t rad i t iona l  a n d  highly original.  "There i s  ha rd l y  a s ingle mot i f  

o r  theme in Theocr i tus '  pastoral  poe t ry  which does not  have i t s  roots  in 

earl ier l i terature,  and  y e t  it i s  equal ly t r u e  tha t  noth ing l i ke  Theocr i tus '  

Pastoral I dy l l s  have eve r  been wr i t ten  before. 1110 These poems, tw, in 

Cur t ius '  words, "o f  al l  ant ique poetic genres . . . had, a f te r  the epic, the  

greatest influence. "11 T h e  p r ima ry  mythic sources o n  which Theocr i tus 

drew stem from b o t h  Homer and  Hesiod, but center pr imar i ly  on  the I l i ad  

and the Odyssey. A n d  t hey  reveal a del iberate process o f  selection. For  

in choosing ou t  those f i gu res  and  motifs associated w i t h  the l i fe  o f  t h e  

herdsman and i gno r i ng  t he  heroic endeavours tha t  seem to  form the  o v e r t  

focus o f  the Homeric Epics, Theocr i tus i s  ha rk i ng  back t o  a pre-pat r iarcha l  

civil ization, t o  a time when society as we know it was pre- l i terate and  semi- 

nomadic, dependent o n  t r ave l l i ng  f locks o f  animals or ,  even earl ier,  upon  a 

quasi-mystic i d e n t i t y  between t he  hun te r  and h is  prey.  If we psychologize 

o r  in ter ior ize  t h i s  notion, we a re  led i n t o  a par t icu lar  fantasy o f  Theocr i tus  

as a highly l i te ra te  scholar-poet who i s  engaging the pr imordia l  pre- forms 

o r  archiac moti fs t ha t  l i e  beh ind  the  intel lectual systems of h i s  day, j us t  as 

the Homeric poems l ie  beh ind  a l l  Hellenic Culture. Jung describes jus t  such 

a process: 

It always seems t o  u s  as if meaning--compared w i t h  - 
l i fe--were t h e  younger  event, because we assume, w i t h  
some just i f icat ion,  t ha t  we assign it of  ourselves, and  
because we believe, equal ly  r i g h t  no  doubt, tha t  the  
great  wor ld  can  ge t  along wi thout  being in terpreted 
B u t  how d o  we ass ign meaning? From what source, in 
the last  analysis, d o  we der ive meaning? The forms 



we use  for  ass ign ing meaning a r e  h is tor ica l  categories 
t h a t  reach f a r  back  i n t o  t h e  mists o f  t ime . . . In te r -  
p re ta t i ons  make use o f  ce r ta in  l i ngu is t i c  matr ices t h a t  
a r e  themselves d e r i v e d  f rom pr imord ia l  images. From 
whatever  side we approach t h i s  quest ion, eve rywhere  
we find ourse lves  con f ron ted  w i t h  t h e  h i s t o r y  o f  lang- 
uage, w i t h  images and  mot i fs  t h a t  lead s t r a i g h t  back  
t o  t h e  p r i m i t i v e  wonder-wor ld . . . whose concrete- 
ness dates f rom a time when consciousness did n o t  
think but o n l y  perce ived . . . T h o u g h t  was essenti-  
a l l y  revelat ion,  n o t  i nven ted  but fo rced  u p o n  u s  o r  
bringing conv ic t ion  t h r o u g h  i t s  immediacy and  actu-  
a l i t y .  T h i n k i n g  o f  t h i s  kind precedes t h e  p r i m i t i v e  
ego-consciousness, and  t h e  l a t te r  i s  more i t s  object  
t h e n  i t s  subject  . . . so we also have a pre-ex is ten t  
thinking, o f  wh ich  we a re  n o t  aware so l ong  as we are  
s u p p o r t e d  by t rad i t iona l  symbols o r ,  t o  put it in t h e  
language o f  dreams, so l ong  as t h e  f a t h e r  o r  t h e  king 
i s  n o t  dead. ' * 

Mi rcea Eliade has shown A H i s t o r y  o f  Rel igious ldeas, l 3  t h e  

c u l t u r e  t o  wh ich  t h i s  pre-ex is ten t  thinking bears  wi tness no t  o n l y  preceded 

t h e  a g r i c u l t u r a l  a n d  w a r r i o r  societies o f  t h e  West, w i t h  t h e i r  emphasis o n  

Logos and  pa t r i l i nea r  succession, but was f l o u r i s h i n g  and  stable f o r  a 

pe r iod  o f  up t o  350,000 years  before  t h e  emergence o f  what  we know as 

h i s to ry .  A n d  t h e  major re l ig ious  t r a d i t i o n  o f  these cu l tu res  i s  Shamanism, - 

in which a n  in i t ia te,  a f t e r  a l ong  a n d  pa in fu l  process o f  psych ic  transforma- 

t ion, repeated ly  under takes  journeys  t o  t h e  u n d e r w o r l d  f o r  t h e  hea l th  and 

salvat ion o f  h i s  t r i be .  G a r y  Snyder,  a contemporary poet-anthropologist,  

also examines these c u l t u r e s  in T h e  O ld  Ways. He maintains, in what  may 

b e  a contemporary  fantasy of t h e  pastoral,  t h a t  " the  u p p e r  paleol i th ic  was 

t h e  o r ig ina l  a f f l u e n t  society . . . t h e y  worked a n  average o f  15 hours  a 

week [ a n d ]  . . . t h e r e  were  n o  poor  people . . . Landless paupers  belong 

t o  c iv i l izat ion."  F u r t h e r ,  "in t h e  pr imal  days  o f  t h a t  e n e r g y  flow, language 

was jus t  'seed syl lables'  . . . t h e  sense o f  t h e  un ive rse  as fundamental ly  

sound and song beg ins  poetics . . . o u t  o f  t h e  heal ing songs, songs t h a t  

were obta ined by people who g o t  p a r t i c u l a r l y  s t r o n g  power v i s ion  songs 



and went back for more, evolved specialization: . . . the  shaman o r  

medicine person a s  a singerlhealer.  That comes to u s  in history a s  the  

fellows Plato wanted to kick out  . . . The reward of heroism [within these 

cultures] is not personal glory nor riches. The reward is dreams. 1114 

This whole imaginal nexus,  and the  implicit connection of the  poet and the  

shaman, is vividly presented in what is, according to Steven F. Walker, 

another one of Theocritus' sources,  Euripedesl Rhesos, a contemporary work 

drawing heavily on and radically reinterpreting t he  Iliad. In th is  play, the  

Thracian Shamanic Tradition is explicitly linked to the  appearance of herds- 

men, and the  disas ter  which overtakes the  protagonist Hektor is directly 

connected to  his failure to listen to the  t r u t h  tha t  "is available, if a t  all, 

only to those who listen to  darkness  when clearer false voices a r e  a t  hand. 111 5 

A picture emerges of pastoral a s  a very  highly sophisticated presentation of 

a psychic o r  imaginal s ta te  of being, a symbolic o r  literary analogue to the  

dream of an  earl ier  culture.  

This conclusion is strengthened when we consider the  third major source- 

that  Theocritus drew on, af ter  Homer and Euripides, that  of the  literary 

m i m e ,  . . . a genre  dealing primarily with urban life and low life . . . a 

sub-literary form of entertainment for the  urban masses. '11' These mimes 

presented specific scenes of everyday life and lower class characters  in a 

mode which Frye has called a dead center of complete realism. But when 

we also consider that  all of Theocritus' pastorals present  a "mixed radical 

of presentation: narrative ( t he  narrative frames), dramatic ( t h e  mime 

elements proper)  and lyric ( t h e  songs)  we become aware of the  fact 

that  these realistic elements appropriated from m i m e  a r e  fused with lyric 

and mythic material in such a way that  they present  a dual o r  paradoxical 

focus. Thus,  "what accounts for the  difference between pastoral and 



iP nonpastoral mimes i s  something Nor th rop  F r y e  considered t o  be  a phenomenon 

unique t o  modern western l i t e ra tu re  . . . the emergence o f  the  m y t h  in the 

ironic." '* Th is  considerat ion suppor ts  and  completes the analogy between 

the dream and the pastoral  poem for, as we have seen, the dynamic o f  a 

dream is  an attempt t o  link (symballon) the  unconscious o r  pre-conscious 

material, expressed in i t s  own language as imagelmyth, w i th  the actual 

state o f  conscious awareness, an attempt t o  translate o r  enlarge tha t  con- 

scious awareness, t o  g ive  it a sense o f  the imaginal o r  archetypal mat r ix  

behind the qu i te  mundane events it f inds  i tse l f  engaged in. 

Bu t  t h i s  analogy between pastoral, specifically Theocri tan pastoral, as 

the point  o f  o r i g i n  o r  a r che  o f  the  genre, and an in i t iat ion process involv-  

ing a transformation o f  consciousness t h rough  dream o r  vision, i s  supported 
- 

/ 
by more than metaphorical evidence. It i s  a cliche o f  modern scholarship 

to say that  the  re l ig ious experience o f  a Greek o f  any per iod i s  a vast ly  

d i f fe rent  thing than  o u r  own. The  gods, many ra ther  than one, entwined 

themselves in da i ly  l i f e  t o  a degree tha t  is, t o  us, v i r tua l l y  incomprehensible. . 

Th is  i s  in i tself ,  however, a simplif ication. W.K.C. Guthrie, in The Greeks 

and Thei r  Gods, d i f fe rent ia tes  between the state cu l ts  o f  the Homeric o r  

Olympian deities and  a so r t  o f  under layer  o f  cthonic worship tha t  preceded, 

formed a cocrnterpart to, and emerged f rom the  dominance o f  the  Olympian 

rel igion. These cu l t s  centered around the f igures o f  DionysosIHades and 

Asklepios, and invo lved a personal, non-rational contact w i th  a so r t  o f  

underwor ld divinity tha t  t ransformed o r  in i t iated the indiv idual  t h rough  ex- 

perience o f  an ecstat ic o r  non-rat ional state o f  being. These cu l t i c  prac- 

tices emerged in force during the Hellenistic Era w i t h  the fragmentation 

and over t  pol i t ical izat ion o f  state rel igion. Theocri tus'  Idy l l s  are  shot full 

o f  Dionysian imagery and  some contemporary scholarship regards the  



vineclad cu l t i c  g r o t t o  c f  Dionysos and the nymphs as a source o f  the 

Theocri tan locus amoenus. One poem in fact, I d y l l  XXVI, d i rec t l y  

describes a Dionysian in i t ia t ion in terms o f  the death and dismemberment 

of Pentheus ( a  d i rec t  reference t o  ~ u r i p i d e s '  Bacchae) and proclaims: 

i care no t  f o r  h im o r  anyone 
who i s  Dionysos enemy-- 
Not even if he should su f fe r  
a worse fa te l9  

Further,  Theocr i tus  studied medicine a t  Cos, the major shr ine o f  Asklepios, 

and was connected al l  h i s  l i f e  w i th  Nikias, a dear f r i end  and pract i t ioner 

o f  Asklepian medicine. Asklepios too was a cthonic de i t y  and an Asklepian 

cure involved much more than  herbs o r  bloodlett ing. "The method i s  to  

put the pat ient  t o  sleep, t o  ' lay him down' . . . in the prec inc t  o f  the temple 

o f  Asklepios . . . the cu re  . . . usually takes place as a resu l t  o f  a v is ion 

o r  dream exper ienced in sleep. 1120 

Theocr i tus envisioned h is  pastoral poe t ry  as a "cure f o r  love ": 

There  i s  no  remedy f o r  love, Nikias, 
no unguent,  no  salve-- 
except the  Muses. That 's  a gentle 
medicine, and  pleasant f o r  mortals, 
but h a r d  t o  find--as y o u  know well 
be ing  a phys ic ian and favored 
by t h e  Nine.21 

And though t he  Greeks had many words (eros, agape, phi le)  t o  denote the 

d i f fe r ing  experiences o f  what we in English call love, the love here spoken 

o f  i s  not  on ly  ero t ic  but obsessional, a l i teral  loss o f  soul, a project ion 

of what i s  most des i red (i.e., god, sp i r i t )  onto the l i teral  body o f  another. 

It is  th i s  obsession o r  project ion that  is  the disease we seek t o  cure, th is  

physical izat ion o r  l i teral izat ion o f  desire, as we enter  the Asklepian antron, 

the earth-pit ,  t o  incubate o u r  dreams, and there t o  await the voice o f  the 

god that  i s  h idden  in o u r  disease. 



So we emerge w i t h  a definite though complex p ic tu re  o f  what the 

pastoral is  as a psychodynamic force operative w i th in  bo th  the indiv idual  

and wi th in  an overal l  pa t te rn  of cu l tura l  h is tory .  Placed in a schema o f  

psychic levels, a Jungian geographical fantasy o f  soul, it presents an 

image o f  the time when man was one w i th  h is  animal o r  inst inctual  nature, 

in d i rect  communion w i th  the Great Mother who nourishes all o f  l i fe. It 

is also a process, an in i t i a to ry  process founded in dream-incubation that  

represents and facilitates an imaginal reversion to  that  primordial state 

o f  ident i ty.  As such it i s  the  po in t  o f  f i r s t  contact w i th  the  deus 

absconditus o r  h idden god, symbolized by the noon hour  sacred to Pan, 

the div ine t e r r o r  v is ion fa l l ing on man qu i te  separate from h is  cul ture 's 

conscious awareness o f  sp i r i t .  It i s  presided over by that  h idden god 

through the archetype of puer-senex, the dual archetype which represents 

that  sp i r i tua l  connection o f  past  and f u tu re  that  is  imaged in the  kairos, 

the cr i t ical  po in t  when changes in the unconscious man can manifest as 

symbol. It becomes the place and the process th rough  which the sp l i t  in - 

the puer-senex archetype, the  dis junct ion between young and old, t rad i t ion 

and emergent spir i t ,  past  and  fu tu re  i s  healed t h rough  the emergence o f  

new psychic contents. Th i s  healing is  effected through, and in many ways 

consists of, the constellation and experience o f  the MotherIFeminine as 

anima o r  soul, for  " the o ld  sage and the young god (puer-senex) are the 

archetypal forms in which t he  masculine is  connected t o  the Great Mother 

as Sophia" ** o r  transcendentl imaginal real i ty .  

Further,  the pastoral as in i t iat ion represents a cr i t ica l  moment in the 

evolution o f  the poet, o f  t he  poetic genius o r  spir i t ,  that  i s  parallel to th is  

cul tural  process. It invo lves a withdrawal o f  projections, a deliteralization 

o f  the com~lexes .  in which thev  are ~ u l l e d  back from the f ie ld  o f  l i teral ized 



awareness and ,  through image, open to an archetypal depth,  nature  in-here 

and nature  out-there experienced a s  a synchronous and imaginal reality. 

A consciousness is born tha t  experiences these  "little nodal points" a s  images 

which open to a fearful and wonderful landscape, a consciousness that  moves 

"warily in t he  wisdom of fear  through the  empty places of ou r  inscapes . . . 
never losing touch with the  flock of wayward complexes, the  small fears  and 

excitations. "23 It is the  place where, in t he  words of James Hillman, a 

prime exemplar of what we might call the  thi rd  o r  contemporary generation 

of neo-Jungian thinkers ,  the  imagination begins to live - us and the  central 

journey, the  image of ou r  lives, opens out  before us.  

Thus pastoral poetry,  in i ts  origins and in i t s  dynamics, presents  us 

with a detailed and specific literary analogy to t h e  process of dream-incuba- 

tion. It both sugges t s  tha t  this process is an  initiatory s tage in the  creation 

of poetic awareness and indicates that  a consideration of the  pastoral poem 

as  dream is a procedure based on the  ontology and  genesis of t he  form 

itself. It is in th is  light tha t  I propose to examine the  Idylls of Theocritus . 

as  a dream-series and in so  doing, using Theocritus a s  a sor t  of arch; o r  

pre-form of t he  genre  a s  a whole, hope to throw light on both the  specific 

nature  of pastoral a s  initiation and, given t h e  paganlclassical content of 

Theocritus' work, on the  severe  conflicts Spenser  will face in attempting a 

Christian pastoral. It is this  conflict that  will d r ive  him to embark on the  

great  epic ques t  of the  Faerie Queene, an attempt, in his own words, "to 

moralize my song," that  is, to unite the  feeling immediacy of the  pagan 

pastoral with t he  morallspiritual dimension inherent in a Christian mythos. 

And a s  a deliberate aid in th is  exploration, I t u r n  to t he  work of James 

Hillman, the  greates t  of t h e  contemporary phenomenologists of the  image, 



not so much for a scientific description of objective fact as for a phenonemo- 

logical sense of what the psyche might want from us, a sense of what i t  

might be like to enter those dark halls of Hades. 
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THE POEM AS DREAM: PHENOMENOLOGY 

And once the  complexity has reached that  of the  em- 
pirical man, his psychology inevitably merges with the  
psychic process itself . . . psychology actualizes t h e  
unconscious urge  to consciousness [and]  is doomed to 
cancel itself out a s  a science . . . therein precisely 
it reaches i ts  scientific goal. 

- C. G. Jung SD, 223 

The soul doesn't want to be understood; the  soul wants 
to be known. 

- Robert Kelly 



Abbreviations used in this chapter : 

RP - James Hillman, Revisioninq Psychology, (New York: Harper 
Colophon, 1975) .  



Heretofore, the  formal discipline of psychology and that  of literary 

criticism, what Frye calls the  poet's social compliment, have had a t  best 

a tenuous relationship. The psychologist t ends  to  appropriate the  work 

of a r t  to an exterior cause or  interest ,  seeing it a s  either the  product of 

an individual pathology which it seems to explain or  a s  the  exemplum of a 

previously defined universal process. Taken to  an extreme, the first  

approach leads to such ludicrous ventures  a s  an attempt to define Rilke's 

poetry a s  "anal-retentive" because he sa t  on his poems for so long. The 

second approach, predominant in most Jungian criticism, is more subtle but 

just as  unsatisfactory, for it leads to  a definition of the  work according 

to the symbols it contains, symbols that  a r e  pre-arranged in an operational 

value-hierarchy that  exists outside the work itself. The critic, however, 

has a different problem, for he often totally ignores o r  grapples unsuccess- 

fully with the  relation of a r t  to psychic life a s  a whole, both to dream, 

that  fundamental process of soul embodying a totally imaginative connection2 

with reality ( in  which w e  all, somehow, a r e  poets) and with the locus of 

the peculiar power of a r t  a s  psychagogia, a leading out  of the  soul. In the  

past few years ,  however, both the  aims and ,  more important for us,  the  

approaches of psychology have been radically redefined in the  work of what 

we might call phenomenologists of the  image, principally in the  works of 

James Hillman and the group of psychologists, poets and scholars that  have 

gathered around him.' H i s  thought centers  itself primarily in classical 

notions of t he  soul a s  a nexus o r  mediating realm tha t  registers the signi- 

ficant in symbolic o r  imaginative terms, and in the  stories of the gods, in 

classical myths, a s  they in-form2 the  modes of ou r  being: 3 



B y  soul I mean, f i r s t  o f  all, a perspect ive ra ther  
than a substance, a viewpoint towards th ings ra ther  
than  a thing i tse l f  . . . the word re fe rs  to  that  un- 
known component which makes meaning possible, 
t u r n s  events in to  experiences . . . b y  soul I mean 
the imaginative possibi l i ty  in ou r  natures, the  ex- 
periencing t h rough  ref lect ive speculation, dream 
image and fantasy--that mode which recognizes al l  
real i t ies as pr imar i ly  symbolic o r  metaphorical (RP, x )  . 

Hillman follows Jung in consider ing tha t  the p r imary  data o f  the psyche is 

image. "Every single feel ing o r  observation occurs as a psychic event b y  

f i r s t  forming a fantasy image . . . [ i t ]  must go th rough  a psychic organi- 

zation in o rder  to  happen at  al l"  (RP, x i ) .  A n d  he places psychology 

d i rec t l y  at the service o f  tha t  image-making facu l ty  o f  soul: 

Here I am moving toward a psychology o f  soul that  
i s  based in a psychology o f  image. Here I am sug- 
gest ing bo th  a poetic basis o f  mind and a psychology 
that  star ts . . . in the  processes o f  imagination (RP, x i ) .  

Inherent in the image i s  the  archetype or,  to  follow Hillman's personif ied 

perspective, the  God, as "the deepest pat terns o f  psychic functioning, the 

roots o f  the soul govern ing the perspectives we have o f  ourselves and the 

world" (RP, x i i i ) .  The indiv idual  i s  always contained wi th in  one o r  a set 

o f  these Gods (RP, 192) which are "a manner o f  existence, an at t i tude 

towards existence and a set o f  ideas" (RP, 130). Archetypal  psychology, 

Hillman's term fo r  the act iv i t ies he engages in,thus "implies that  al l  know- 

ing may be examined in terms o f  these psychic premises . . . we would 

s tar t  o f f  by looking a t  all knowledge as the expression o f  ideas that  have 

psychic premises in the archetypes" (RP, 132). A n d  crucial  to  th is  move 

is  " the insistence on the mythical polytheist ic  perspective . . . [ f o r ]  psychic 

complexity requires al l  o f  the Gods, ou r  to ta l i ty  can only be contained b y  

a pantheon" (RP, 222). Thus he t u r n s  t o  Greece, a part icular  Greece 



which " re fers  to a historical and geographical psychic region . . . an 

inner Greece o f  the mind" because it provides "a polycentr ic pa t te rn  o f  the 

most r i ch l y  elaborated polytheism o f  al l  cul tures and so is able to  hold the 

chaos o f  the secondary personalities and autonomous impulses o f  a field, a 

time o r  an individual" (RP, 29). 

Within th is  personified, polytheist ic model o f  the psychic cosmos human 

nature i tsel f  is seen as 'la composite o f  multiple psychic persons who ref lect 

the persons in myth" and the "I1I o r  experiencer "is also in a myth" (RP, 

177). Our  emotions, affects, thoughts, behaviours "belong to  the arche- 

types as these affect u s  through the emotional core o f  the complexes" 

(RP, 176). Th is  gives an ent i re ly new cast to  the notion o f  therapy, one 

that  we can wholeheartedly appropriate to  the study o f  l i te ra ture no matter 

what God o r  belief-system is predominant in ou r  own personal cr i t ical  

religion. It is  a notion o f  therapy that  i s  removed from bo th  the banalities 

o f  behaviourism and the hypostasis o f  a part icular  psychological process, 

a psychological monotheism : 

Therapy o r  analysis is not something that  analysts do  
wi th patients; it is  a process that  goes on intermit- 
tent ly  in our  individual soul-searching, ou r  attempts 
a t  understanding our  complexities, the cr i t ical  attitudes, 
prescript ions and encouragements we give ourselves. 
We are all in therapy all the time insofar as we are 
involved wi th  soul-making . . . analysis goes on  in 
the soul's imagination and not only in the clinic. And  
it is  th is  internal  sense o f  therapy that  I ask you  t o  
bear in mind as we proceed (RP, x i i ) .  

Therapy here comes to  mean a care for  those powers in a soul, those mul- 

t ip le gods o r  archetypes " that  are inhuman o r  d iv ine" and " to  care f o r  these 

powers is  the cal l ing o f  the therapeutes, a term which or ig inal ly  meant 

'one who serves the gods1" (RP, 192). The speciality o f  the  therapeute, 

which in th is  sense may certain ly be said to include the l i te ra ry  cr i t ic ,  
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becomes llinteriority and the  psychic realities tha t  a r e  beyond t h e  body and 

mind in i ts  narrow human sense.' '  In this perspective t he  

draw the soul through recognition closer to  the  Gods, who 

but to whose inhumanity t he  soul is inherently and priorly 

within this model, "the human was unthinkable without i t s  i 

task "was to  

a r e  not human 

related, " for 

nhuman back- 

ground . . . to  be  cu t  off from personified archetypal reality meant a 

soul cu t  off" (RP, 192-3). 

So there  is a fundamental distinction made between psyche and human 

that can be said to extend to all realms of knowledge. And if, following 

Hillman, we conceive "each human being to be  defined individually and 

differently by the  soul . . . then ou r  essentially differing human individu- 

ality is really not human a t  all, bu t  more t he  gift of an  inhuman daimon 

who demands human service" (RP, 175). This bears  directly on dream 

for, in Hillman's words, ou r  dreams a r e  "the best  model of t he  actual 

(inhuman) psyche,  for  they show it personified, pathologized and manifold. 

In them the ego is one among many psychic persons . . . they show the  

soul apar t  from life, reflecting it but  just a s  often unconcerned with the  life 

of the human being who dreams them. Their main concern seems to be not 

with living but  with imagining" ( RP, 175).  If we entertain this  description 

of dream in relation to ego, we see that  it easily can be extended to  in- 

clude the poet in relation to a poem, which functions, according to  Jung,  

a s  a complex, an  autonomous factor o r  God in t h e  psyche with its own 

demands and desi res  that  a r e  qui te  similar to this description of dream and 

quite often independent of o r  in conflict with t he  demands and desires of 

the ego for life. And it also may be said to somehow include ou r  relation 

to the  poem as  reader.  For the  recollection of a dream by ego-conscious- 

ness is a poetic act ,  placing the  ego within an imaginal cosmos that  it is 



requ i red  t o  enter .  A poet  too i s  r e q u i r e d  t o  e n t e r  a n  imaginal wor ld,  t o  

place himself in a re la t ion  t o  t h e  poem as he  g ives  it image o r  creates it in 

the  f ie ld  of consciousness. T h i s  same process and  t h i s  same independence 

o f  t h e  dreamlpoemlcomplex may b e  said t o  occu r  as we read t h e  poem, as 

4 
we image o r  c reate  it w i t h i n  o u r  own  psych ic  f ield. T h u s  we can  speak o f  

a mutua l i ty  o f  poem a n d  dream, see them as mutual  in b o t h  t h e i r  process 

\ 
o r  funct ion,  t h e i r  psycho-dynamic v i s  a v i s  read ing  o r  c rea t ing  conscious- 

ness and as mutua l  in t h e i r  o r i g in ,  in t h e  "poetic basis o f  mind," t h e  

pr imacy o f  t h e  imaginal o r  image mak ing soul, i t s  independence o f  t h e  

human. T h i s  pos i t ion  i s  e x p l i c i t l y  approached by Hil lman himsel f  as he 

presents case-material t h r o u g h  t h e  images o f  a D. H. Lawrence nove l  in 

o r d e r  t o  "exh ib i t  again t h e  connect ion between psychology a n d  l i t e r a t u r e  

and t o  suggest  . . . i t s  in terchangeab i l i t y .  11 b 

So it i s  o n  t h e  basis o f  Hil lman's ins is tence o n  and  exp lora t ion  o f  t h e  

pr imacy o f  t h e  imaginal, i t s  se l f -de f in ing  and  all-encompassing n a t u r e  a n d  

i t s  fundamental roo t  in dream, t h a t  we can pos i t  a mutua l i ty  between poem - 

and dream t h a t  enables u s  t o  make use o f  h i s  radical  i ns igh ts  i n t o  t h e  

na tu re  o f  psyche-logos t o  i l luminate t h e  t ransformat ion o f  consciousness 

tha t  occurs  as a poet  enters,  creates h imsel f  in t h e  imaginal realm. And, 

i f we remember t h a t  " the  enemy i s  t h e  l i te ra l  and  t h e  l i te ra l  i s  n o t  t h e  

concrete f l esh  but negl igence o f  t h e  v i s ion  t h a t  t h e  concrete . . . i s  a 

magnif icent c i tade l  o f  metaphors" (RP, 1741, we a r e  also in a pos i t ion  t o  

consider pas tora l  as a process o f  successive in ter io r iza t ion  congruen t  t o  

t h e  act ion o f  a dream o n  consciousness and  t o  evaluate a g i v e n  pastora l  

sequence as successfu l  t o  t h e  degree t o  wh ich  it re f lec ts  o r  incarnates 

t h a t  in ter io r iza t ion ,  g i ves  t h e  ego lconcre te  a home in t h e  soul. 



The primary distinction that  Hillman makes, one that  seems to  inform 

all of his work, distinguishes between the  dayworld, the  world of literalized 

thought o r  action and the  nightworld o r  underworld (c thon) ,  the  world of 

image, the  reflection of the  psyche of those instinctual energies that  a r e  

the basis of ou r  lives. These two worlds a r e  simultaneous, their  simul- 

taneity being imaged by the  fact that  Zeus a s  Zeus cthonios coincides un- 

distinguishably with Hades, King of t he  Underworld. One brother  sees the  

universe, the  flow of experience from above and through the  light; one from 

below and into darkness .  Hillman connects t he  dream and the  dream-life 

directly to  the  underworld. Hades, in classical mythology, was conceived 

of a s  the  final end for each soul and thus ,  for Hillman, becomes the  telos, 

the  final end and goal of every  soul and every  soul process. This is a 

radical redefinition of the  nature  of dream, put t ing it not a t  t he  service 

of the  daylife, the  Herculean ego, sending messages to guide that  ego to- 

wards a more successful adaptation to  reality, bu t  a t  t he  service of Hades 

or  darkness ,  suggesting a principle active in dream (and  if there  is a 

mutual basis of dream and poem in a "poetic basis of mind," active in poems 

a s  well) tha t  would wrest the  soul out of life, ou t  of the  simple world of 

action. "Everything would become deeper ,  moving from visible connection 

to invisible ones,  dying out  of life.lf6 I f  we g ran t  t he  mutuality of poem 

and dream this  is a very  fruitful insight. It sugges t s  a psychic ground 

for the  fact tha t  the  poetlpoem a r e  a t  war with simple reality. The work 

of a r t  becomes, in alchemical terms, an opus contra naturam. 

A second underworld aspect  of dream and,  given their  mutuality, of 

poem as  well, Hillman deals with in the  term pathologizing.7 If t he  dream1 

poem is defined in terms of the  underworld then this  gives a particular 

importance to  images of inverted o r  aber ran t  behaviour, death,  darkness ,  



wounding and decay, images of cthonic deity. These images become speci- 

fic places where the  collapse of o u r  literal modes of thought,  our  non- 

psychologized identification with experience is taking place. This trans- 

mogrification, a s  it were, of ou r  daylight consciousness, a process that  

8 
I1wrests it  out  of the  merely natural" and has refuge in images of death 

and decay cen te rs  in another fundamental principle of soul, tha t  of rever- 

sion to archetype.  As we have seen,  t he  clearest exposition we have of 

the archetypal lies in myth. There  is a fundamental movement in the  soul 

that  utilizes pathological images of da rk ,  death,  decay to lead the  events  

of experience back to their  ground in the  archetypal,  the  myth. This 

process reaches out to encompass, to mythologize, all of life, all of the  

many images tha t  consti tute ou r  behaviour, ou r  experience images that  

a re  psychic in origin bu t  mistakenly identified with the  external world o r  

the human ego. If we view the  pastoral a s  a place where t he  young poet 

is born,  then i ts  concern with myth, love and death  becomes much more 

than an excuse to indulge in lovelorn flat tery or  elaborate conceit, a sor t  

of rhetorical gymnasium. The images of experience, through links with 

the underworld, a re  pulled back to  their  archetypal source and a new reality, 

a psychic reality is opened, one that  has,  potentially, power to transform 

the world, bringing "things for th  far  surpassing her  [Nature 's]  doings, 

with no small argument to  the  incredulous of tha t  f i r s t  accursed fall of 

9 
Adam. 'I 

But the  gods, the  archetypal f igures  of myth do  not come to us  

directly. Hillman is very careful to  differentiate between the  realm of 

spiritlvision and the  realm of psychelsoul o r  dream, a differentiation that  

occupies much of his work and tha t  will concern u s  in t he  later discussion 

of the  central conflicts of t he  English Renaissance. These gods come 



ra ther  t h rough  a set of in-between f igures, o u r  f r iends,  o u r  parents, tha t  

rude  drunk o n  the corner  last night. These in-between f igures, ne i ther  

human no r  divine, nei ther personal no r  archetypal  but both, const i tute a 

wor ld tha t  was once called the metaxy. They, just  because o f  the i r  in ter -  

mediate status, form the wor ld of  the  poem o r  dream, a world that  exists 

in the middle, a link. They a re  representat ives o f  soul in her  classical 

mediating function. Hillman's radical i ns igh t  in t h i s  area has to  do w i t h  

the na tu re  o f  the  dream-egolo as one o f  those intermediate f igures. Just  

as he redefines the nature o f  dream, dissolv ing i t s  daywor ld connections, 

so he makes the dream-ego independent o f  a day-wor ld o r  objective identi-  

fication. The "me" in the dream is  not  te l l ing  the  "me" in the wor ld how 

to  handle my latest cr is is.  Rather, the dream-ego becomes an apprentice 

in the underwor ld,  learning how t o  die, how t o  de-literalize i tself ,  how 

to  see t h rough  the events of the wor ld  and connect w i t h  the i r  depth  in 

the d a r k  hal ls o f  Hades. If we follow the connection between dream and 

poem, the dream-ego becomes the persona, and the  entrance o f  the persona - 

i n to  the poetic world, here the pastoral landscape, i t s  behaviour and evolu- 

t ion w i th in  t ha t  wor ld  i s  crucia l  t o  the t ransformat ion tha t  the young poet, 

dreaming, seeks. Freud once said tha t  dreams are the guardians of sleep. 

And  as we have seen, in an ult imate sense, al l  o f  o u r  l ives may be said 

t o  ref lect  the dreaming o f  the Gods, t o  image those archetypal persons. 

The poet seeks t o  enter  tha t  dream o f  the word which i s  the i r  dream of 

the wor ld  and t hen  t o  awake w i th in  it. 

I here enter ta in  a del iberate fantasy, a restatement o r  re-vision o f  

these poems as we might  dream them in o rde r  t o  open a sense o f  the i r  

subject ive immediacy, t o  g ive  them a g round  in o u r  experience that  i s  a t  

once personal and archetypal.  In th is  fantasy, as we follow Theocr i tus 



th rough  the r i t ua l  baths, past  the pa in t ing o f  Venus r i s i ng  from the  foam, 

the statues o f  Hypnos and Onieros, and on in to  the  central  chamber to  

await the pleasure of t he  god, we walk at once in the endless vales o f  

psyche, in the wor ld o f  Hellenistic Greece and in ou r  own subjective depth. 

And let no one underestimate the power and importance that  inheres in 

th is  r i tual .  For we, as he, l ive  in a world dominated b y  light, reason and 

force. In so lopsided a cosmos the da rk  counterforce i s  growing. We have 

a choice. We may ei ther experience the rea l i ty  o f  the counterforce in 

dream, in the  image, o r  confront  it as an implacable fate. 



NOTES 

Hil lman's major t i t les, pub l ished by H a r ~ e r  C o l o ~ h o n .  New York .  a re  
The M y t h  o f  ~ n a l ~ s i s  i 1 978) , ~ e v i s i o n i l ; ~  ~ s ~ c h b l o ~ ;  ( t h e  majorw source 
o f  t h e  fo l lowing discussion) (1975), a n d  T h e  Dream a n d  t h e  Underwor ld  
(1979). A lso  o f  i n te res t  a r e  Puer  Papers, (Dal las: S p r i n g  Pub., 1979); 
Facing t h e  Gods, (Dal las: S p r i n g  Pub., 1980); a n d  Fathers  a n d  Mothers, 
Spr ing,  1973: col lect ions o f  monographs by Hil lman and  re la ted t h i n k e r s  
tha t  address  themselves t o  t h e  i n -s igh t i ng  o f  my th i c  f i gu res  as forces 
act ive in t h e  soul. He has also pub l i shed  a series o f  a r t i c les  o n  image 
( Spr inq ,  1977-9) and  o n  t h e  phenomenology o f  alchemical symbolism 
(Spr ing,  1980-1). Related w o r k  in l i ngu is t i cs  a n d  language has been 
done by Paul Kugler ,  The  Alchemy o f  Discourse, (Lew isburg :  Buck-  
nel l  Un iv .  Press, 1 9 8 2 ) ~  and  in psych ic  as t ro logy  in t h e  Renaissance - - 
b y  Tom Moore, T h e  Planets Within, (Lew isburg :  Buckne l l  Un iv .  Press, 
1982). 

Hil lman's rev i s ion ing  o f  psycho logy i s  also a rev i s ion ing  o f  i t s  language, 
fo r  he  i s  b o t h  t h e  most poet ic o f  psychological  w r i t e r s  a n d  ac t ive ly  
concerned w i t h  t h e  dynamic q u a l i t y  o f  w o r d  as angelos. One expression 
o f  t h i s  concern  i s  a re-seeing o f  ce r ta in  k e y  expressions such  as in-form, 
re-v is ion as a t rans i t i ve  verb ,  i n -s igh t  as a t r a n s i t i v e  ve rb .  These 
terms w i l l  b e  used in Hillman's manner t h r o u g h o u t  t h e  thesis. 

Though  Hil lman's w o r k  has moved more and  more towards  a considera- 
t ion  o f  t h e  archetypa l  as it manifests in language a n d  what  he  cal ls 
the  "physiognomy o f  t h e  wor ld"  ("Anima Mundi,"  Spr inq ,  1982, pp. 
71-94), 1 am p r i m a r i l y  concerned he re  w i t h  h i s  p ioneer ing  w o r k  w i t h  
m y t h  as psycho-act ive force because it seems p a r t i c u a r l y  germane t o  
the  cons idera t ion  o f  an  ant ique t e x t  as a n  immediate document o f  t h e  
soul. 

If we e n t e r t a i n  t h i s  fantasy, t h e  mutua l  o r i g i n  a n d  dynamic o f  t he  
poem a n d  t h e  dream, o u r  contact  w i t h  e i the r  m igh t  b e  descr ibed as 
congruen t  processes. T h u s :  

In t h e  ana ly t i c  process, when t h e  pa t ien t  i s  asked t h e  meaning o f  h is  
own dream, t h e  pat ient 's  ego becomes t h e  i n t e r p r e t i v e  ' c r i t i c '  o f  h is  
own ' text. '  It i s  a form o f  i n t rasub jec t i ve  c r i t i c i sm whereby one com- 
plex, t h e  ego, i s  c r i t i c i z i n g  t h e  fan tasy  p r o d u c t s  o f  t h e  o t h e r  un- 
conscious complexes . . . B u t  who i s  d e f i n i n g  whom? I s  t h e  ego 
g i v i n g  meaning t o  t h e  soul, o r  i s  t h e  soul g i v i n g  meaning t o  t h e  ego? . . . t h e  actual  po lyva lent  meaning o f  t h e  dream (poem) i s  au thored 
by t h e  soul. Each new in te rp re ta t i on  t h e  ego 'sees' in i t s  'own' 
dream t e x t  i s  l i k e  peel ing another  l aye r  o f f  t h e  myst ic  onion. What 
the  ego sees l i t e ra l l y  in t h e  dream i s  t h a t  p a r t  o f  t h e  persona l i ty  
t h a t  it cannot  see t h r o u g h  metaphor ical ly  (Kug ler ,  T h e  Alchemy of 
Discourse, pp. 11 2-2). 
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V I  

THE IDYLLS 

Then Pentheus cried out, "Women what 
do you mean to do?" Autonoa shouted, 
"You'll f ind that out before there's time 
for an answer. I' 

- Theocritus, Idyl l  X X V l  

trans. Bariss Mills 



The preceding discussion of the creative process enables us to view 

pastoral poet ry  as an in i t iat ion th rough  which the poet i s  opened to  the 

archetypal dimension. His personal psychology, the conf igurat ion o f  h is 

complexes, i s  seen th rough  and he engages those archetypal forces o r  Gods 

that  are in-forming bo th  his personal psychology and the psycho-dynamic o f  

h is cu l tura l  f ield as a whole. The a r t i s t  becomes angelos o r  messenger 

(albeit  oftimes unwi t t i ng  o r  unwi l l ing) for  those par ts  o f  the  psychic f ield 

that  are far thest  removed from the values o f  h is  cu l tura l  canon o r  collec- 

t ive  consciousness, which might be said to  best compensate that  canon's 

par t icu lar  development. Th is  results, potentially, in a move towards 

psychic wholeness o r  re-engagement w i th  the to ta l i ty  o f  the f ie ld in which 

the cu l tu re  and the indiv iduals wi th in  that  culture, microcosm and macro- 

cosm, can be said to  exist.  I would suggest that  t h i s  consideration, along 

wi th  the pastoral's h istor ic relat ion to the kairos o r  cr i t ical  moment in 

psychic evolution, must inform any discussion o f  a specific pastoral sequence. - 
In th is  light I propose to  examine two d i f ferent  pastoral sequences that  have 

emerged at two separate cr i t ica l  moments, the Theocritan o r  Hellenistic 

kairos in which the form originated, and the Spenserian o r  Elizabethan 

kairos that  was i t s  renaissance in modern English Literature. Each series 

wil l  be discussed as that  dreaming o f  the cu l tu re  that  resul ts in the erner- 

gence o f  new psychic contexts, contexts that  are bo th  image and perspec- 

t ives on  image. These perspectives, though d i f f e r i ng  considerably in over t  

content, wi l l  be seen as mutual ly associated w i th  HadesIDionysos, the under-  

wor ld dominant o f  the deepest mysteries o f  the soul. Through th is  dis- 

cussion I hope t o  demonstrate the cont inu i ty  o f  the pastoral process, i t s  

archetypal dimension, and to  examine the highly d i f f e r i ng  responses o f  



those underworld dominants to the activities of t he  collective consciousness, 

the  Gods taken up  by and identified with the ego-awareness of the time. 

Within this perspective, the dichotomy between the  personal and the 

collective becomes a t  best a descriptive o r  tactical tool ra ther  than a pre- 

scriptive or  definitive categorization. As Hillman has demonstrated, the 

individual ego is always within one o r  another of the  archetypal dominants 

and these Gods a r e  "a manner of existence, an att i tude towards existence 

and a se t  of ideas. Thus,  "all knowledge [ is]  the  expression of ideas 

that  have psychic premises in the  archetype."l  Further ,  in his re-visioning 

of the Jungian concern with the symbolic or  archetypal content of dream, 

which has produced volumes of mythological amplification of specific symbols, 

he concludes that  "archetypal here refers to a move one makes rather than 

a thing that  is. I' 5 

Rather than pointing a t  something archetypal points 
to something, and thicis value. By attaching 'arche- 
typal' to  an image we enoble o r  empower the image 
with the widest, richest and deepest significance. 
'Archetypal' a s  we use it is a word of importance 
( in  Whitehead's sense) ,  a word that  values. 4 

Archetypal, collective (whether referring to conscious or  unconscious) 

o r  transpersonal, all refer to a mode of seeing, an imaginal valuation or  

valuing of the  imaginallinhuman as  opposed to  a literalization of the  per- 

sonal, an appropriation of archetypal value by  ego. It is just this arche- 

typal o r  imaginal perspective, this seeing through the  events of the  literally 

human that  is a t  the  center  of the  pastoral mode a s  a process of poetic 

initiation, a process of making soul or  creating imaginal awareness. 

Literature, a s  we know it is inseparable from the  overall psychic field 

or  process, in fact may be said to constantly image the actions of the 



psych ic  to ta l i t y  as a dream does w i t h i n  t h e  (seemingly) microcosmic f i e ld  

o f  t h e  i nd i v idua l .  In t h i s  respect  we speak o f  t h e  mutua l i ty  o f  t h e  poem 

and the  dream. A n d  o u r  choice o f  v iewpo in t  o n  t h e  dream, opening it t o  

t h e  perspect ive  o f  t h e  Gods o r  r e d u c i n g  it t o  t h e  conf ines o f  t h e  pe rsona l l  

human, may also be  said t o  operate in o u r  approach t o  t h e  poem. We may 

examine t h e  poem in terms o f  t h e  conscious/unconscious conf l i c t  o f  a n  indi- 

v idua l  a r t i s t  o r  we may r e f e r  t h a t  con f l i c t  t o  t h e  psych ic  f ie ld  as a whole, 

t h e  macrocosm, t h u s  r e n d e r i n g  t o  t h e  Gods t h e  serv ice  t h a t  those ancient 

therapeutes p rov ided .  

Pastoral, as t h e  dreaming o f  a cu l tu re ,  i s  in a specif ic re la t ion  t o  

deus absconditus, t h e  s p i r i t l g o d s l a r c h e t y p e s  most h idden f rom t h e  one- 

s ided development o f  t h e  c u l t u r a l  canon o r  col lect ive consciousness. It i s  

t h e  place where those h idden  Gods w i l l  f i r s t  manifest themselves. B u t  t h e  

col lect ive consciousness i s  also presented in t h e  dreamlpoem as a God o r  

a rchetypa l  dominant, as t h e  archetypa l  dominant o f  t h e  dream-ego. And, 

I would suggest,  t h i s  conscious dominant may n o  more b e  r e f e r r e d  t o  t h e  

personal  psycho logy o f  t h e  poet  t h a n  t h e  u n d e r w o r l d  o r  h idden aspects o f  

t h e  dreamlpoem may b e  reduced t o  h i s  i n fan t i l e  sexual fantasies, a l though 

in b o t h  cases these personal a t t r i b u t e s  a r e  conta ined w i t h i n  t h e  archetypa l  

o r  my th i c  perspect ive.  T h e  poemldream becomes t h e  dance o f  t h e  Gods a n d  

t h e  i nd i v idua l  ego-consciousness i s  as much a p r o d u c t  o f  t h e i r  in te rac t ion  

as i s  t h e  unconscious fo rce  t h a t  opposes it. As  Jung  states, t h e  ego-complex 

i t se l f  "can b e  unders tood as a n  image o f  a l l  t h e  ac t iv i t ies  comprehended by 

i t . l 1 5  

A n  examinat ion o f  t h e  Theocr i tan  o r  Hel lenist ic kairos, however, p re -  

sents u s  w i t h  a pa r t i cu la r  problem, f o r  we have l i t t l e  o r  n o  b iographical  

in format ion about  Theocr i tus  t h a t  cou ld  ampl i fy  h i s  re lat ion t o  t h e  cu l tu ra l  
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canon and  present  u s  w i th  an image o f  t he  poet t h a t  i s  at  once personal and 

archetypal .  Theocr i tus  as a personal f i gu re  has, f rom o u r  perspect ive, 

merged almost en t i re l y  w i th  the  m y t h  o f  t he  Herdsman-Poet t o  which h is  

p o e t r y  gave birth. But ,  as t h e  discussion in Chapter  I V  reveals, we d o  

have several salient facts t o  consider, facts t h a t  emerge from the poems 

themselves, f rom a considerat ion o f  t h e  c iv i l izat ion as the  fantasy o f  h is tor )  

reveals it t o  us, and from the  possib i l i t ies inherent  in what b iography we 

have. These facts might  be concisely s tated as follows: ( 1 )  t ha t  pastoral 

o r ig ina ted w i th  Theocr i tus '  I d y l l s  and is  thus  a v e r y  late o r  sophist icated 

form, t h e  p r o d u c t  o f  t he  end  o f  a c iv i l izat ion r a t h e r  than i t s  beginnings; 

( 2 )  t ha t  Theocr i tus  qu i te  possib ly  was invo lved w i t h  the  cu l t i c  pract ices o f  

dream-incubation and tha t  these pract ices may be said t o  in form h i s  poet ry ;  

( 3 )  t h a t  t h i s  poe t ry  is  fundamentally d i f f e ren t  from the majori ty o f  the work 

o f  h i s  contemporaries and, t o  an  ex ten t  f a r  g reater  than  the i r  work, has 

s u r v i v e d  the  passage o f  centuries; ( 4 )  t ha t  t h i s  poe t ry  is  int imately associ- 

ated w i t h  a paganlpolytheist ic  mythos and might  be  said to  act as a vessel 

for  i t s  imaginal surv iva l ;  and ( 5 )  t ha t  it i s  int imately involved w i t h  the  re-  - 
v is ion o r  restatement o f  Homeric moti fs as disconnected from the i r  specif ic 

cu l tu ra l  o r ig ins .  O n  th is  basis we can envis ion the  Theocr i tan I d y l l s  as 

an a r c h e  o r  o r i g i n  o f  the  pastoral process as a l i t e r a r y  form, see Theocr i tus 

as a q u i t e  myth ic  f i g u r e  a t  t he  head o f  t h i s  t rad i t i on  and view the  Hellenistic 

kai ros as t h e  end-point o f  a cul ture,  a c r i s i s  tha t  resu l ts  in an alchemical 

sublimation o f  i t s  gods and values i n to  a to ta l l y  imaginal conception. 

Th is  operat ion g ives r i se  t o  a view o f  t he  poems as seeds o r  scint i l lae 

tha t  act  to  insure  an imaginal su rv i va l  o f  t he  polytheist ic  persons o f  the  

soul in the  face o f  the  oncoming dei f icat ion o f  a tota l ly  central ized nation- 

state (Rome), a tota l ly  central ized not ion o f  s p i r i t  ( C h r i s t ) ,  and a total ly 



centra l ized ego-s t ruc tu re  ( t h e  rat ional -sc ient i f ic  ethos) .  

Spenser, o n  t h e  o t h e r  hand, t h e  Spenserian kai ros,  p resents  u s  w i t h  

a q u i t e  d i f f e ren t  s i tuat ion.  The  Renaissance has been character ized as the  

re-emergence o f  soul and  o f  a concern w i t h  t h e  pagan gods as t h e  manifold 

persons o f  t h e  soul a f t e r  f i f t een  centur ies  o f  Chr i s t i an  domination. The  

cent ra l  a c t i v i t y  of many o f  t h e  k e y  f i gu res  o f  t h e  Renaissance (Pico, Ficino, 

Leonardo a n d  Spenser himself)  seems t o  be  invo lved  w i t h  t h e  at tempt to  

e f fec t  some kind o f  reconci l ia t ion between t h e  o v e r t  Chr i s t i an  rnythos and  

t h e  pagan f i g u r e s  i nhe ren t  in t h e  mu l t i p l i c i t y  o f  soul. The  Spenserian 

poems may b e  seen as t h e  g r o u n d  o f  t h a t  at tempt a t  reconci l ia t ion a n d  o f f e r  

us  a v is ion  o f  t h e  act ion o f  those d a r k  (i.e., h idden  o r  repressed) f i gu res  

o n  t h e  dominant C h r i s t i a n  mythos. As  we wi l l  see, t h i s  in terac t ion  i s  f a r  

f rom harmonious and, I would suggest, o f ten  resu l t s  in a f r a c t u r i n g  o r  

opening o f  t h e  c u l t u r a l  dominants t o  a d a r k e r  rea l i t y  t h a t  t h e y  would exclude 

o r  des t roy .  It is, alchemically, a reduc t i ve  process and  can b e  said t o  

center  in t h e  con f ron ta t i on  between t h e  underwor ld  values o f  t h e  pagan mythos 

and those aspects o f  t h e  Chr i s t i an  m y t h  t h a t  a re  most opposed t o  t h e  poly-  

theist ic  v iewpoin t :  t h e  d u a l i t y  o f  good and  e v i l  o r  s p i r i t  a n d  matter,  t h e  

heroic  o r  conquer ing  ego, t h e  t ranscendent  na tu re  o f  de i ty ,  a n d  t h e  

Chr i s t i an  v i s ion  o f  t h e  e n d  o f  a l l  time, t h e  death  o f  death  i tse l f .  Fu r the r ,  

t h e  El izabethan ka i ros  may be  character ized by t h e  image o f  B r i t a i n  poised 

o n  t h e  brink of  a tremendous colonial expansion, a n  expansion that ,  in t h e  

n e x t  few centur ies,  w i l l  come t o  incorpora te  most o f  t h e  known wor ld.  The  

d a r k  forces emergent  in t h i s  ka i ros  might  b e  seen as opposing t h e  enormous 

energy  mobi l ized by t h e  hero ic  ego and we may env is ion  t h i s  ka i ros  as a 

midpoint  o r  enantiodromia o f  t h e  heroic  ego i tself ,  a n  omen o f  t h e  change 

of expansion i n t o  i t s  opposi te and a n  int imat ion o f  t h e  secret  i d e n t i t y  o f  



those opposi tes in a n  image o f  godhead t h a t  inc ludes b o t h  good a n d  evi l .  

T h i s  v iew o f  pas tora l  as t h e  dream-landscape o f  a cu l tu re ,  seen a t  

two d i f f e r i n g  moments o f  in tense psychological  change, a f fo rds  us  a so r t  o f  

s h i f t i n g  c r i t i c a l  perspect ive  that,  whi le s t a y i n g  w i t h i n  t h e  specif ics o f  a n  

image, o f  a n  i n d i v i d u a l  poem, may open o u r  awareness o f  t h e  image t o  t h e  

archetypa l  value, d e p t h  and  mul t ip l i c i ty  o f  t h e  realms o f  psyche i tself ,  

where what  we know as h is tory ,  a r t  a n d  dream find a mutual  o r i g i n  in t h e  

image o r  t h e  imaginal. We must remember too t h a t  w i t h i n  psyche al l  h i s t o r y  

i s  simultaneously p resen t  and  tha t  t h e  c u l t u r a l  per iods  we examine are  also 

contemporary states o f  being.  We en te r  a d iscussion o f  t h e  Theocr i tan  

I d y l l s  as b o t h  a del iberate fantasy o f  h i s t o r y  a n d  a n  ever -present  state o f  

t h e  soul. T h e  consequent extension o f  t h i s  h is tor ica l  fantasy in a discussion 

of t h e  Spenser ian ka i ros  may also be  seen as contemporary, sound ing a s o r t  

of warn ing  o r  a l te rnate  perspect ive  o n  t h e  ac t iv i t ies  o f  t h a t  heroic /encyclo-  

pedic ego t h a t  i s  p resen t  in b o t h  o u r  c u l t u r e  a n d  in t h e  p r i v a t e  recesses of 

each o f  o u r  i n d i v i d u a l  souls. 



I N I T I A L  DREAM: SONG OF THE L lNOS 

( I d y l l s  I a n d  I I )  

Idyll I o f  Theocr i tus  opens w i t h  a r i t u a l  exchange o f  compliment t h a t  

may b e  said t o  g row o u t  o f  t h e  "or ig inal  p o e t r y  t h a t  i s  t h e  sound o f  run- 

ning water  and t h e  w i n d  in t h e  trees. 11 6 

T h y r s i s :  The  wh isper ing  o f  t h a t  p ine t ree by t h e  s p r i n g  
i s  sweet music, goatherd, a n d  y o u r  piping 
i s  sweet too. You' l l  take t h e  second p r i z e  
a f t e r  Pan . . . 

Goatherd:  Shepherd, y o u r  song i s  sweeter than  t h e  water 
t h a t  tumbles and splashes down f rom t h e  rocks.  
If t h e  Muses ge t  t h e  ewe f o r  t h e i r  pr ize,  
you ' l l  w i n  t h e  suck ing  lamb . . . 

(11. 1-12) 

Jus t  a f t e r  t h i s  open ing exchange t h e  shepherd  T h r y s i s  i nv i tes  t h e  goatherd  

t o  p lay  o n  h i s  pipes. B u t  t h e  goatherd  re fuses f o r  "we never  p ipe  a t  noon, 

for  fear  of Pan, who's r e s t i n g  then." He, in turn, asks T h r y s i s  f o r  h i s  

celebrated song o f  Daphnis'  death  a n d  o f f e r s  t h e  shepherd  a n  ivy-wood c u p  

and t h e  m i l k i n g  o f  a she-goat as a n  inducement and  reward  f o r  t h e  song. 

The bulk o f  t h e  poem i s  composed o f  t h e  goatherd 's  l e n g t h y  descr ip t ion  o f  

t h e  c u p  (11. 38-70) and  t h e  song o f  Th rys i s ,  Daphnisl  lament ( 1  1. 70-150). 

T h i s  Lament descr ibes t h e  events  o f  Daphnis'  death, when he was "wast ing 

in love," mourned by h is  f locks, t h e  w i l d  animals o f  t h e  h i l ls ,  a n d  h i s  fellow 

herdsmen. A n d  t h o u g h  t h e  gods Hermes a n d  Pr iapus a r e  ba f f l ed  by h is  

malady, it seems t h a t  Aphrod i te  i s  somehow responsible. She comes t o  him 

"hiding h e r  anger  w i t h  a c r a f t y  smile" a n d  h e  lashes o u t  a t  her ,  ca l l ing 

h e r  "Crue l  Kyp r i s ,  venge fu l  Kyp r i s ,  K y p r i s  ha ted by mortalst1 a n d  vows 

t o  be  h e r  enemy even  past  death--"Even in Haides, Daphnis w i l l  b e  a n  

enemy o f  Love." A n d  as t h i s  beau t i f u l  y o u n g  man dies he  u t t e r s  a 

p rophecy  : 



Bear violets, you brambles, 
and you thorns ,  bear  violets. 
Narcissus bloom on juniper, 
and let everything grow askew. 
Let t he  pinetrees grow pears  
now that  Daphnis is dying.  
Let t he  s t ag  h a r r y  t he  hounds, 
and the  owls upon the  hills 
outsing t he  nightingales. 

After the  lament of Daphnis, which is punctuated by variants of t he  refrain 

"Begin the  pastoral song,  dea r  Muses, begin the  pastoral songl1 the  poem 

itself ends  with the  gift  of t h e  c u p  to Thrysis  and an image of the  goat- 

herd's  nannies fr isking about,  threatening to  rouse the  old phallic Billy 

(11. 150-60). 

The figure of Daphnis, though mythically e ~ u s i v e , ~  is a t  t he  center of 

this pastoral world. The animals and the other  herdsmen and even the  

gods in a certain sense look to him for recognition. So we may see him 

as  an heroic puer  f igure,  a virginal puer ,  who embodies o r  s ta tes  on the  

level of heroic myth t he  basic values of an ideal bucolic existence. Two 

characteristics define this  character  within the  poem: his intimate connec- 

tion with na ture  and his s tubborn  insistence on chasti ty,  a love of t he  

nymphs, those animating spir i ts  of virgin field and stream who a r e  conspicu- 

ously absent a t  his death .  These two interdependent qualities place him 

in a special relation to  a specific goddess, Artemis, the  goddess par  excel- 

lence of the  untouched, t he  unspoiled ( b e  it psychic o r  literal),  the  goddess 

of virginal nature.  As such,  there  c luster  about him other  young puer- 

heroes devoted t o  this goddess,  Actaeon and Hippolytus, who met with 

similar fates. 

Daphnis is in love with Artemisian nature ,  the  realm of t he  nymphs, 

the  pure ,  t he  simple, t h e  unspoiled. In him we might see  an  ego-dominant 

of Theocritus' own identity, for they share  a common birth-place, Syracuse,  



and a common nature ,  a love o f  t h e  r u r a l  landscape a n d  t h e  joys o f  simple 

song. F o r  Daphn is  i s  b o t h  a h e r d  a n d  a s inge r :  o u t  o f  t h e  simple harmony 

in which h e  l i v e d  comes t h e  du lce t  sound o f  h i s  voice, as t h e  ep i the t  "sweet" 

in con junc t ion  w i t h  song  resounds th roughou t  t h i s  h i s  poem. Theocr i tus,  

too, as a y o u n g  man o n  Cos, enjoyed t h i s  easy harmony and  saw it as a n  

analogy t o  a s impler  l i f e  and  a simpler s inging,  f o r  t h e  l i t e ra t i  o n  Cos o f ten  

d isguised themselves as herdsmen in t h e i r  elaborate games and  plays. The  

new pastoral,  however,  beg ins  he re  no t  w i t h  Daphnis '  l i f e  but w i t h  h i s  death. 

B u t  l e t  u s  pose a quest ion.  Jus t  who i s  it t h a t  s ings  t h e  lament o f  

Daphnis, who laments him, sees h i s  death  as t r a g i c ?  T o  whom i s  t h e  ego o f  

the  dreamer so a t tached?  "I am T h y r s i s  o f  Aetna, sweet i s  t h e  voice o f  

Thyrs is . "  We meet t h i s  T h y r s i s  in t h e  open ing l ines o f  t h e  poem as he ex- 

changes compliments w i t h  a n  unnamed goatherd. B o t h  f i gu res  s tand  in t h e  

high light o f  t h e  sun, t h e  noon-l ight,  but it i s  o n l y  T h y r s i s  who may s ing  

here, u n a f r a i d  o f  Pan, a t  home in t h e  light o f  Hel ios/Apol lo. T h e  link 

between Daphn is  a n d  T h y r s i s  i s  s t rengthened,  f o r  Apol lo i s  Ar temis '  b r o t h e r  - 

and ~ a ~ h n e  ( t h e  laurel ) ,  t h e  source o f  Daphnis'  name, i s  sacred t o  t h e  

god o f  light. F u r t h e r ,  T h y r s i s  i s  a shepherd  and, as such, i s  towards t h e  

top  of t h e  r u r a l  p e c k i n g  o r d e r  which, in r u r a l  Greek society, i s  f a i r l y  

rigidly s t r a t i f i e d  i n t o  Cowherd  (Daphn is )  , Shepherd  ( T h y r s i s )  , and  goat- 

h e r d  who, in t h i s  poem, does n o t  even have a name. T h e  goatherd, in 

r u r a l  society, was qua l i t a t i ve l y  d i f fe rent  f rom h i s  confreres,  b e i n g  regarded  

as superst i t ious,  animal ist ic a n d  undependable. B u t  it i s  t h e  goatherd, t h a t  

lowest and  most supers t i t i ous  of rust ics,  who o f f e r s  T h y r s i s  a n  ivy-wood 

c u p  as a n  inducement t o  song a n d  rewards  h im w i t h  t h e  gift o f  t h e  c u p  

and the  m i l k i n g  o f  a she-goat as t h e  song comes t o  a n  end. T h e  goatherd's 



gift t h u s  acts as b o t h  e f f i c ien t  and f inal  cause o f  t h e  song and, by analogy, 

of Daphnis'  death in image, in the  images o f  t h e  poem. So the  images g raven  

on the  c u p  may be  seen t o  contain, hold, exp la in  t h a t  death as t h e  image o f  

t he  c u p  contains the  poem, as the  c u p  i t se l f  holds wine. Th is  c u p  is  t h u s  

the  k n o t  in t h e  dream, tha t  paradoxical place where i t s  meaning i s  most 

deeply twisted, least ego-syntonic, the  place where the  re ign ing  ego- 

dominant is  led f u r t h e s t  i n to  the  darkness. 

T h i s  c u p  i s  descr ibed in considerable deta i l  in (11.  28-70). It is  newly 

made o f  ivy-wood, contains th ree elaborated images, and i s  bordered w i th  

an in te r tw in ing  s t rand  o f  i v y .  The  images a re  o f  a v ineya rd  "loaded w i t h  

red- r ipe  c lusters"  in which a young  boy, ostensib ly  set there  to  g u a r d  the  

grapes, 

. . . weaves a p r e t t y  c r i cke t  cage 
o f  asphodel bound r o u n d  w i th  rushes, 
and takes more pleasure in h is  weaving 
than  care f o r  h is  wallet and  h i s  vines. 

O n  e i ther  side o f  the  boy are  two v i xens :  

One goes up and down t h e  vine-rows, steal ing 
the  r i p e  grapes, whi le t h e  o the r  concentrates 
a l l  h e r  cunn ing  o n  t h e  boy 's  leather bag, 
vowing she'l l  never  le t  h im alone 
till she's made away w i th  h is  breakfas t .  

Opposite th i s  f i g u r e  are  "a woman such as the  gods might  make" and "two 

handsome long-haired men" who "contend w i t h  one another in ta lk ing"  while 

"her  hear t  i s  untouched . . . the i r  eyes are  hollow, b u t  in vain." The 

centra l  image i s  o f  a fisherman, an "o ld f isherman and a jagged rock  on 

which t h e  o ld  man bus i l y  ga thers  h i s  great  ne t  f o r  a cast . . . and though 

he's grey-hai red,  he has the  s t reng th  o f  you th . "  It is  th i s  image-nexus, 

I would suggest, t ha t  may be said to  s ign i f y  the  dream's deepest meaning. 



In the  poem Thyrs is  i s  d i rec t l y  associated w i t h  ApolIolHelios. And  

in the Laws, Plato, whose phi losophy may be said t o  const i tute a dominant 

of the Greek intel l igentsia as a class qu i te  separate from the common ground 

o r  common man, attempted to  create a sor t  o f  monotheism o f  light o r  State- 

Church which subsumed al l  the o ther  deities in "a joint cu l t  o f  Apollo and 

the sun-god Helios to which . . . the highest pol i t ical of f icers wi l l  be 

attached.l18 Within th is  view, moral ev i l  i s  equated w i th  psychological con- 

flict.' For in his attachment to  " the transcendent rat ional self, whose 

perfect unity is  the guarantee o f  immortality,"10 Plato did not so much 

ignore the i r ra t iona l  forces o f  the other, darker  deit ies as subordinate them 

to the rat ional Socratic psyche and appropr iate the i r  highest functions to  

that  o f  the  rat ional Thus to  Thyrsis,  as an avatar o f  th is  dominant, 

the conf l ic t  in Daphnis' fate between ArtemisIApol lo on the one hand, and 

ArtemisIAphroditelHekate in which her  te r r ib le  death-dealing side is  revealed 

as "potnia theiron, Lady o f  the ~ e a s t s " ' *  on the  other, is an unquali f ied 

evil, a t ragedy. B u t  the goatherd and the  cup  reveal a sh i f t  o f  perspec- 

tive, a sh i f t  in the ego-dominant that  could encompass th is  t ragedy in a 

complete re-vision. It i s  a movement o f  image, in image and th rough  image 

that  seems t o  indicate, from i t s  own perspective, tha t  t he  te r r ib le  death- 

dealing side o f  Mother-Nature, the toi ls and suf fer ings o f  Eros, the confl ict 

o f  the gods, have an end and a goal in themselves tha t  may transcend o r  

encompass more than the  ApolloIHelios perspective can know. It suggests 

that  knowledge i s  more than just light. 

The f i r s t  and most immediate analogy between events o f  the  poem and 

images on  t h e  cup  b inds the  fate o f  Daphnis t o  the  image o f  the young boy 

in his fanciful nymphic weaving. Bo th  are absorbed in an innocent lv i rg inal  

realm and bo th  wil l  be ravaged, the i r  innocence r u p t u r e d  by the forces o f  



AphroditeIEros. It is significant in th is  regard  tha t  the  boy weaves aspho- 

dels, the  only flower in Hades, and tha t  t he  red-gold foxes a r e  Aphroditets 

animals. A link between the  two gods inherent in the  death is established. 

Hades is involved in erotic experience.  This descent carries us  to the  

second image, that  of the  beautiful woman "like a goddess" and her two 

love-slaves, the  image of Aphrodite morpho, love in the  realm of genera- 

tion, the  world that  Daphnis/Apollo and Plato with him would refuse or  

purge.  The thi rd  f igure,  the  old fisherman, is outside t he  torments of 

Erss. But he is not just age tha t  has passed beyond the  sensuous dream- 

ing of youth. H e  is both young and old, combines the  grey  hairs of wis-  

dom with the  s t rength  of a youth,  a fact tha t  has escaped every major 

commentator on the  poem. To amplify this  image let us t u rn  to the  Pattern- 

Poems, Hellenistic poetry designed to  be  inscribed on votive objects quite 

similar to the  ivy-wood cup,  which reflect t he  period's immense interest  in 

the relation of objet d t a r t  and language, an  interest  in the  image that  speaks .  

These poems a r e  definitely known to Theocritus, in fact one of them (The  - 

Pipes) is considered to be his work. It contains a reference to Simias, the  

author of the  poem here quoted,  a n  acknowledgement of Theocritus' literary 

indebtedness and a s  source of his own nickname and persona, Simichidas. 

This poem "seems to have been inscribed on the  wings of a statue,  perhaps 

a votive s ta tue ,  representing Love (Eros)  a s  a bearded child ": 

Behold the  ruler  of t he  deep-bosomed Earth, 
the  t u rne r  upside-down of t h e  Son of Acmon 
(Heaven), and have no fear  tha t  so little 
a person should have s o  plentiful a c rop  of 
beard to his chin. For I was born when 
Necessity bare rule, and all creatures ,  
moved they in Air o r  in Chaos, were kept 
through her  dismal government far  apar t .  
Swift-flying son of Cypris  and  war-lord 
Ares--1 am not tha t  all all; for by no 



force came I i n to  rule, but by gentle wil led 
persuasion, and  ye t  a l l  alike, Earth, deep 
Sea, and brazen Heaven, bowed t o  my behest, and 
I took to  myself the i r  olden sce t e r  and 
made me a judge among Gods. l? 

So, from the perspect ive o f  t he  cup, a movement in image th rough  

image, the wor ld of Mother-Nature where we are sons o f  Cypr is  and Ares, 

desire and str i fe, becomes the f ie ld  in which and th rough  which conscious- 

ness may arise, a t ransforming consciousness imaged by the bearded boy o r  

the fisherman, a union o f  senex and puer .  And  if it is  not the  goal o f  

the process, the experience o f  the feminine, o f  eros and str i fe, death and 

darkness, demands recogni t ion as the g round o f  consciousness, a perspective 

which is  much di f ferent  from tha t  o f  Daphnis/Apol lo/Thyrsis.  The female 

div in i t ies o f  ArtemisIAphroditelHekate can be seen t o  act as sacri f icial agent, 

nurse and f r iend  to a un ion o f  male w i t h  male, senex-et-puer,14 tha t  some- 

how involves the experience o f  love and death, the  experience o f  soul, and 

becomes the soul's redemption t h rough  ref lect ion in poem and art .  

B u t  what i s  th is  new mythic perspect ive tha t  opens the dominants o f  

consciousness to  a new and imaginal awareness o f  love and soul and death? 

Quite of ten in an analysis, which, as we have seen,consists in many ways 

o f  an intense dream-incubation, the or ig ina l  dream o f  an analysand as he 

enters the vessel o r  ear th-p i t  g ives a paradoxical and succinct image which 

is  bo th  a synopsis o f  t he  present condi t ion o f  th ings  in the psyche and a 

prognosis o f  the overal l  development o f  the  analysis, indicat ing which gods 

and which agons wil l  be invo lved in the  cure. Such is  the case here. For 

through the image o f  t he  boy  on the  cup  bo th  Thy rs i s  and Daphnis, as 

Theocritus' ego-dominant and  i t s  cu l tu ra l  substratum, are moved towards a 

new image-nexus, tha t  o f  the  v ine and the  v ineyard.  And surrounding the 

boy, and all the f igures o n  the cup, are in te r tw in ing  strands o f  i v y .  Both 



of these p lan ts  a re  sacred t o  a god that  i s  seemingly qu i te  inimical t o  

Appollonian consciousness, the god Dionysos, though  they present qu i te  

d i f fe ren t  aspects of  his nature.  The vine, t he  v ineyard,  the  c rush ing  o f  

the grapes, a l l  p resen t  t he  god as - bion o r  ind iv idua l  consciousness, a l i f e  

%o warm and  intense t ha t  one l i v i ng  thing in f l i c t s  upon another tha t  

irreconci lable opposite o f  l i fe:  death."15 Thus  the  lament o f  Daphnis, 

Thyrs is '  song, i s  r eve r t ed  t o  another a rche  o r  or ig in,  one t ha t  is  pro foundly  

shadowed. Th i s  new o r i g i n  is  the song o f  the linos, the song o f  lamenta- 

t ion sung a t  t he  harves t  o f  the grapes, the i r  t read ing o r  c rush ing  which 

is  p repara to ry  t o  t h e  emergence o f  the wine, the  vintage. The or ig ina l  

depict ion of  t h i s  song of t he  l inos i s  on  the shield o f  Aki l leus in the l l l iad  

(XVI I I ,  561-73), an  image upon which Theocr i tus drew. The cup  may be 

seen as a re-v is ion o f  t ha t  Homeric irnagelartifact, the movement from an 

instrument o f  war t o  one o f  sacri f ice and celebration. 

The plight o f  the soul deserted by sp i r i t ,  by Daphnis' re fusa l  o f  eros, 

by the  Homeric o r  Platonic defeat o f  Aphrodite, i s  imaged in the second 

idy l l ld ream o f  t h i s  series ( I d y l l  II, The Spellbinders) which acts as a da rk  

m i r ro r  t o  t h e  f i rs t .  In t h i s  poem a young woman, Simaitha, and  he r  servant 

leave the  c i t y  and  go  down t o  a da rk  harbour. Simaitha i s  deeply troubled, 

The  sea i s  s t i l l  and  the  wind i s  still, 
but t he  t r oub le  in my breast  
i s  never  st i l l ,  and  I burn 
f o r  him who made me a shameful thing (11. 34-7). 

She makes an  incantat ion t o  Selene: 

Fo r  I'll s i n g  so f t l y  t o  you, 
goddess, and  t o  Hekate underground, 
before whom even  the dogs shiver 
as she passes ove r  the graves o f  the  dead 
a n d  f o r  t he  d a r k  blood o f  corpses . . . ( 15-9). 



and she t u r n s  an iynx,  a magic wheel, burning barley, bay leaves and 

husks tha t  are the  bones, body and heart  o f  Delphis,"smooth-skinned 

Delphis," the beaut i fu l  young man who has seduced and then deserted her. 

Her passion fo r  him consumes her  and she vows that  i f  she cannot "bind 

him wi th  my love charms . . . b y  the Fates, he'll do h is  knocking on the 

gates o f  Haides . . . such ev i l  d rugs  I keep for  him" ( 11, 158-62). 

When the  puer -sp i r i t  refuses psyche o r  soul and the femininity, suffer- 

ing and i n te r i o r i t y  tha t  psyche entails, the  soul's viewpoint "appears in the 

long hollow depression of the valley, the inner  and closed dejection . . . we 

see th is  soul react ing w i th  anima resentments, jealousy, spite, pettiness 

. . . attachments to sensations and memories"16 tha t  culminate in those de- 

s t ruct ive acts imaged in the Oresteia. B u t  we can turn th is  conflict, see 

th rough  it in another way that  connects the  puer-sp i r i t  t o  the femininity o f  

image: " . . . to  put it another way, the puer  takes i t s  d r i ve  and i t s  

goal l i te ra l ly  unless . . . the soul can contain, nour ish and elaborate in 

fantasy the pue r  impulse. 11 1 7 

From a Dionysian perspective the death o f  Daphnis is  seen as the death 

o f  the  linos, the  t reading o r  crush ing o f  t he  grapes. On Archaic vase paint- 

ings the instruments o f  th is  t reading were superhuman sileni o r  satyrs, 

b u t  in Hellenistic times these f igures were replaced b y  erotes o r  cupids, 

minions o f  Aphrodite,18 which leads us to  in fe r  a .growing awareness o f  the 

mythic ro le o f  erot ic experience in the opening o f  the  sp i r i t  to the dark  and 

the feminine, t o  the experiences o f  love, fate and death. The Dionysian 

perspective a t t rac ts  the feminine "drawing it f o r t h  l ike  the sap in plants, 

the wine, the mi lk that  flows at  h is birth"l9 as opposed to  the Apollonic 

that  is  cont inual ly chasing fleeing maidens. Dionysos does not establish 



borders  and  def in i t ions but "in him borders  join t ha t  which we usual ly be- 

l ieve to  be separated by borders  . . . so t ha t  we cannot te l l  whether he i s  

mad o r  sane, sexual o r  psychic, male o r  female, conscious o r  unconscious. 1120 

Dionysos reincorporates al l  those aspects o f  experience tha t  were thrown ou t  

o f  Plato's Republic. B u t  most central ly, t h rough  h i s  bisexuality, he "com- 

bines not  on ly  male and female, act ive and passive [but] . . . also b r ings  

together l i f e  and death.lt2' The cent ra l  meaning o f  Dionysos i s  h is  relation- 

ship t o  the  underwor ld  o f  the soul: Dionysos, L o r d  o f  Through  

him the ho r ro r  and obscenity, the i r ra t iona l  pathology o f  l i v i ng  f i n d  a 

psychic ground, are no longer shr iek ing exi les in a sun l i t  world. Th is  

ho r ro r  and su f f e r i ng  are  " for  the  sake o f  the  soul, whose subconscious 

dominants are  Hades and  Dionysos and Persephone. We move from the 

v ine t o  the vintage, an  image o f  sp i r i t  tha t  i s  the p roduc t  o f  intense under- 

g round  fermentation, and tha t  aspect o f  the god tha t  inheres in the i v y  : 

A special aspect o f  l i fe  i s  here disclosed, i t s  least 
warm, almost uncanny aspect, also presented in the 
snake. Such i s  zoe ( in f in i te  l i fe)  reduced t o  i tse l f  
ye t  forever reproduc ing i tsel f .  24 

Daphnis dies and w i th  him dies the v i rg ina l  puer-ego, the simple re t reat  t o  

the hi l ls  o r  the  purity o f  a single vision. B u t  in the  emergent wor ld of 

the dream and  the poem a cold underwor ld  su r rounds  t h i s  death, i s  found 

o r  created t h rough  it, an  animal eros o f  image a t  a cold and inhuman depth. 

Dionysos and  Hades are one, says Heraclitus, and  Hades above all i s  the 

cold psychic wor ld o f  the eidola, the image. W i t h  the  gods death as bion 

o r  l inos the  doors t o  the underwor ld  open: 

The  images in Hades are also Dionysian--not fer t i le  
in the natura l  sense, but in the psychic sense, 
imaginatively fert i le. There i s  an imagination below 
the  ea r t h  that  abounds in animal forms, t ha t  revels 
and  makes music. There i s  a dance in death.25 



It is to this realm that  Daphnis descends while his prophecy of a nature  

completely transformed, a nature  in which everything grows askew, where 

what is bit ter  bears  fruit  and the  night bi rds  sing,  lingers on behind him. 

And if t he  dream has a message a s  well a s  a prognosis, we may imagine 

it in relation to  a certain consciousness, tha t  of a young and gentle man, 

very learned, involved with a highly intellectual and quietistic philosophy. 

On the  one hand he is eager for preferment on t he  basis of his gifts ,  and 

on the  other  holding back from the  maelstrom of experience. The dreams 

might simply s ay :  There is too much sun ,  too much consciousness. You do 

violence to your soul and your shadow. There  is a life and a music that  

opens before you which you must see a s  a gift of tha t  god who dwells in 

the  da rks  you ignore. 

THE CENTRAL DREAMS: KOMOS 

(Idylls Ill-VI) 

In ldyll I l l ,  The Goatherd's Serenade,  we meet a fu r ther  elaboration 

of the  f igure  introduced in ldyll I ,  he re  a t  a "seemingly more realistic level 

. . . the  amorous poet-goatherd . . . takes  on t he  tinge of fantasy which 

was to make it for later years  so  captivating a Hellenistic motif, epitomized 

in t he  visual a r t s  by the  satyr-figures,  those demons of the  Arcadian land- 

scape, human in their  a r t  and goatish in their  instincts, to whom Theocritus' 

goatherds bear particular affinity. ,126 

Our cu r r en t  goatherd,  leaving his flocks grazing on the  mountainside, 

is off to  serenade his sweetheart Amaryllis: 



I go t o  s i ng  t o  Amaryl l is 
whi le my she-goats graze on  the  hill 
and T i t y r o s  herds them (11. 1-3). 

He i s  caught  in the  toi ls o f  Eros, "his f i r e  b u r n s  me, eat ing t o  the bone," 

linking him to  t he  love-sick f igures in the central  panel of the ivy-wood cup. 

However, he also connects w i t h  Daphnis, f o r  h is  love i s  a "dark-eyebrowed 

nymph," not  a human, and as such he suggests a sor t  o f  t ransi t ion.  Fur ther  

he i s  a social grotesque, a coun t r y  bumpkin o f  the lowest class who, in 

present ing t h i s  serenade, i s  ap ing a c i t y  custom called the Komos and i t s  

song the parak laus i thyron "whereby late revel lers made the i r  way t o  the i r  

mistress' door t o  demand admittance f i r s t  w i th  music and  song and, tha t  

failing, w i t h  assaults o n  t he  door or, al ternatively, leaving t he  sui tor  t o  

l ie at  the door t o  impress on  the lady the earnestness o f  the suit .  ,127 

The goatherd here f i gu red  i.s cer ta in ly  no erot ic  hero. He i s  awkward, 

superstit ious, to ta l ly  unsubt le and obviously no great  shakes as a lover. 

He languishes in f r o n t  o f  h is  sweetheart's cave, separated from her  b y  on ly  

an i vy - fe rn  screen, threatens t o  tear up h is  i v y  wreath and " s t r i p  o f f  my 

coat and leap i n to  the waves from the place where Olpis the fisherman 

watches for tunny" ( 1  1. 33-5) and, f inal ly, launches in to  h is  song : 

Now my right eye's tw i t ch ing  
Does t ha t  mean I'll see h e r ?  
I'll lean against t h i s  p inetree 
and sing. Maybe she'l l look out, 
if he r  hear t  i sn ' t  a l l  stone (11. 49-52). 

But  bet-iind the  c i t y  custom he i s  unsuccessful ly emulating, a p a r t  o f  the 

sophisticated machinery o f  an u rban  Eros, lies another custom, i t s  mythic 

root so t o  speak, t ha t  o f  the Komos as a Dionysian procession, a ca r r y i ng  

of the god and a phal los tha t  connects t o  the rus t i c  Dionysia, the emergence 

o f  the god among men t ha t  i s  the  o r i g i n  o f  A t t i c  New Comedy. There i s  



also an in t r icate  verbal  in terp lay connecting the  name o f  th is  procession 

( Komos) w i t h  the name Komatus ( Koma-atos, comatose, deep sleep) which 

f igures prominent ly in Idyll V and l dy l l  VI I ,  and also points a t  Daphnis, 

deep in sleep's brother,  death. 

So there is  a deepening implied here tha t  leads beyond the  simply ludi- 

crous, a deepening that  would lead the archetypal  significance o f  the death 

o f  Daphnis t o  reg is ter  in a personal awareness tha t  can see th rough  the 

events o f  i t s  l ife. B u t  le t  us again consider ou r  goatherd. In lines 10-11 

he describes himself as "snub-nosed, stub-bearded," a descr ipt ion that  

etymologically connects him d i rec t l y  to bo th  Theocritus, h is nickname 

Simichidas, and to the Hellenistic satyr-f igures, the consorts o f  DionysosIPan. 

This character i s  the  beginn ing o f  a persona o r  dream ego under  a new 

archetypical conf igurat ion and as such represents the poet's f i r s t  entrance 

into the wor ld o f  bucolic ar t ,  the wor ld as dream o r  psyche. B u t  the dream- 

ego enters t h i s  wor ld w i t h  a load o f  unconscious exteriorizations, customs/ 

images that  though taken up in the i r  c i t y  forms have the i r  or ig ins  in his 

own psychic real i ty .  They c a r r y  profound overtones o f  deepening o f  which 

he i s  unaware but which are act ing on him nevertheless, c reat ing the  inci- 

dents o f  h is  l i fe. So ou r  goatherd i s  a br idge, an entrance, t h e  bringing 
- 

back o r  reversion o f  the exter ior ized/urban forms o f  what was or ig inal ly  a 

rust ic  /psychic phenomenon. 

And when, in h is  serenade ( 1  1. 52-74), he compares himself to  

Hippomenes, Adonis, Endymion, and Jason (a l l  o f  whom are heroic f igures 

whose experiences w i t h  t he  feminine ended in t ragedy)  and he threatens 

to "sing no more, but l ie here where I 've fallen and let  the  wolves eat me" 

there is  a strangely ambiguous sense t o  the  comparisons, one tha t  bo th  

mocks at  the dream-ego's seriousness and, a t  the  same time, creates an 



uneasy awareness o f  t h e  d e p t h  t o  wh ich  these exper iences open: 

L i k e  Hermes w i t h  Hercules, we take  t h e  dream-ego 
[pe rsona ]  as a n  apprent ice, l ea rn ing  t o  famil iar ize 
i t s e l f  w i t h  t h e  u n d e r w o r l d  by lea rn ing  how t o  dream 
a n d  lea rn ing  how t o  die. It would s t i l l  c l i n g  t o  t h e  
phys ica l  . . . reac t ing  l i t e ra l l y  t o  what  i s  v is ib le  as 
if it were corporeal  . . . and  cannot  see t h r o u g h  t h e  
o t h e r  f i g u r e s  . . . Again, in t h e  language o f  
Herac l i tus  ( f r .  21, K i r k ) :  'what we see when asleep 
i s  sleep1 . . . T h e  f i r s t  t ask  . . . i s  t o  p ro tec t  t h a t  
sleep, where  p ro tec t i on  means seeing in t h e  slee 
w a k i n g  t h e  dream-ego [ persona]  w i t h i n  i t s  dreazi8 

Th is  c i r c l i n g  o f  t h e  archetypa l  back  toward  t h e  personal  a n d  t h e  sub- 

sequent c rea t ion  o f  awareness in dream o f  t h e  s h i f t i n g  o f  t h e  dominant gods 

t h a t  l ie  b e h i n d  t h e  personal  i s  charac ter is t i c  o f  t h e  ex tended dream series 

and also may b e  said t o  charac ter ize  t h e  awareness o f  t h e  wor ld  as a poem, 

as t h e  dreaming o f  gods r a t h e r  t h a n  an express ion o f  t h e  o r d e r s  o f  mean- 

ing of t h e  ra t iona l  Apol lonic ego. Th is  process i s  c a r r i e d  f u r t h e r  in Idyll 

IV, Bat tus,  w h i c h  p resen ts  u s  w i t h  t h e  conversat ion  between Battus, a goat- 

herd,  a n d  Corydon,  a cowherd, and  centers  o n  a wound t h a t  Ba t tus  receives 

when h i s  foot  i s  p ie rced  by a tho rn .  B u t  even  in t h e  names t h e r e  i s  a 

s t r i k i n g  i n c o n g r u i t y .  Corydon,  whose name means "Lark1' and  as a cowherd 

i s  a t  t h e  t o p  o f  t h e  r u r a l  peck ing  order, i s  t h r o u g h o u t  t h e  poem completely 

l i teral-minded. Bat tus ,  o n  t h e  o the r  hand, whose name means "Stammerer" 

and  connects h im t o  Simichidas and  t h e  o t h e r  g o a t h e r d l s a t y r  f igures,  exh ib i t s  

th roughout ,  as R is t  states, "an agi le m ind  and  tongue" and  a n  "imaginative 

character .  " 2 9 

T h i s  conversat ion  opens w i t h  Bat tus '  quest ion  o f  Corydon.  Fo r  it seems 

Corydon i s  t e n d i n g  t h e  h e r d  f o r  an  absent herdsman who has gone o f f  t o  

compete in t h e  w r e s t l i n g  a t  Olympia, a "match f o r  Herakles in m igh t  and  

main. 



Bat tus :  Te l l  me, Corydon,  whose cows a r e  those? Philondas'? 
Corydon :  No, they ' re  Aigon's. He gave them t o  me t o  graze . . . 
B a t t u s :  A n d  t h e  cowherd  himself--where has he  disappeared t o ?  
C o r  don :  Haven' t  y o u  h e a r d ?  Mi lon took  him t o  t h e  Alphos. 

When did he  e v e r  set eyes o n  wres t le r 's  o i l ?  
Corydon :  They  say he's l i k e  Herakles in s t r e n g t h  and  toughness. 
B a t t u s :  A n d  I'm a be t te r  man t h a n  Polydeukes, mother says. 

The herd ,  meanwhile, i s  wast ing  away and  immediately cal ls t o  mind t h e  

animals l e f t  mourn ing  a t  Daphnis'  death  a n d  h i s  equa l ly  Herculean re fusa l  o f  

Eros, o f  t h e  animal eros o f  image. Daphnis d ied  t o  sp i te  Eros. Battus, 

o n  t h e  o the r  hand, has no t  re fused  Aphrod i te 's  cal l .  He has loved Amaryl l is,  

a v e r y  human Amaryl l is ,  and  h e r  death has l e f t  h im in considerable pain:  

Love ly  Amaryl l is,  we'l l  neve r  f o r g e t  you, 
even  in death. You alone were as dear  t o  me 
as m y  goats, when y o u  died. A b a d  s p i r i t  r u les  my fate ( 1  1. 38-40). 

Th i s  p a i n  i s  associated in t h e  poem w i t h  b o t h  a wound a n d  w i t h  Bat tus '  sensi- 

t i v i t y  t o  animal sensation and  t h e  wor ld  o f  feel ing it connotes. Le t  u s  

examine t h e  l i t e ra l  occasion o f  Bat tus '  wounding, t h e  inc ident  in t h e  poem 

t h a t  physical izes h i s  pain.  Corydon's ment ion o f  Amaryl l is,  Bat tus '  lost 

love, sets o f f  a s t r a i n  o f  melancholy ref lect ion.  Corydon  responds t o  t h i s  

melancholy w i t h  a s t r i n g  o f  cheer fu l  p lat i tudes,  

Console yoursel f ,  dear  Bat tus.  T h i n g s  may b e  b e t t e r  
tomorrow. While there 's  l i f e  there 's  hope. On ly  

t h e  dead 
have  none. I t ' s  god's wil l ,  whether  we have s u n  o r  r a i n  
( 1 1 .  41-3) 

but B a t t u s  fends h im o f f  and  sends h im chas ing a f t e r  a g r o u p  o f  calves t h a t  

a re  gnaw ing  o l i ve  shoots in a nearby  orchard .  B a t t u s  has ear l ier  stated 



that  h is loved one was "dear to  me as my she-goats", and as he follows 

Corydon up the  hill he i s  "gawking at  a heifer." The movement o f  animal 

eros that  connected him to  his goats and h is  g i r l f r i end  is  duplicated in image. 

As he ref lects on  his pain, a t  just  that  moment the wound occurs, h is bare 

foot is  p ierced by a thorn:  

Look here, Corydon! B y  heaven, a thorn's got me 
here under  the ankle. How long these spikethorns are! 
Curse that  heifer. It p r i cked  me when I was gaping 
a f te r  her.  Do you see i t? . . . 

What a tiny 
wound, to  stop a grown man! 

(11.49-53) 

Foot wounds and feet, the place o f  contact w i t h  the ear th  world, are a 

basic p u e r l s p i r i t  motif and say something basic about h is condition. m e  

puer's "stance, h is  posit ion is  marked in such a way that  his connection w i th  

res extensia is  h indered . . . This  consciousness cannot walk and thus ex- 

tend i tsel f  step by step. l l 3 O  The  wound, connected as it i s  here wi th  the 

psychic ref lect ion o f  animal energies, constellates the anima and provides the  

puer  sp i r i t  w i th  entrance to  he r  wor ld o f  psychic containment th rough  the 

awareness o f  the emergent dream-ego. Daphnis refused th is  world, as did 

Ageon w i th  h is  Herculean phys ica l i ty  that  Corydon echoes. Battus, however, 

neither refuses the pain nor  dies from i t - - ra ther  he i s  mastered b y  it. 

There begins a process o f  ref lect ion and containment that  affects a profound 

alterat ion in th is  consciousness. So fa r  we have been presented w i th  various 

dream-egoslpersonae that  share one characterist ic : they are single-focused 

o r  monotheistic. Daphnis is  obsessed w i th  pur i ty IAr temis ,  Corydon and 

Aegon w i th  action1Heracles and the  bumpkin goatherd wi th  chasing h is  lover1 

Aphrodite. A l l  may be characterized by the i r  single focus and wil l  t o  action 

and thus reflect a masculine-dominated hero-consciousness, a cerebralized 

ego. The image o f  the wound opens another alternative,one that  Hillman 



examines in h is  work  w i t h  t h i s  archetype: 

The wound which i s  so necessary t o  in i t iat ion ceremonies 
ends the state o f  innocence as it opens [ t he  personal i ty ]  
in a new way . . . [ the  wound] re fe rs  t o  the decomposi- 
t i on  o r  decentral izat ion o f  consciousness in to  primordial 
regions o f  organs, complexes, erogenous zones . . . 
just  th i s  i s  constellated by the wound which joins in one 
the psyche and  the  l ib id inal  body . . . Dionysos was Zoe, 
the div ided-undiv ided l i fe  force, what we today call lib= . . . Woundedness i s  in i t i a to ry  t o  meeting Dionysos. It 
s tar ts  us in t o  the  subt le body.31 

Battus celebrates t h i s  amina-l na tu re  , which i s  created in him b y  re- 

f lect ion on the point  a t  which love and  death intersect. And  he wil l  continue 

t o  be wounded b y  it. A t  the  close o f  Idyll I V  he asks Corydon if the o ld  

man (Ageon's fa ther )  i s  "s t i l l  a f te r  t ha t  black-eyebrowed dar l ing."  Corydon 

answers w i t h  an emphatic af f i rmat ive.  "Good work  old lecher," Bat tus responds, 

"you come o f  the sa ty r -k ind  and can ho ld  you r  own w i t h  the  rough-legged 

Pans" (11. 56-61). In do ing so he a f f i rms bo th  the serpentine flow o f  - zoe 

and i t s  continual anima-tion o r  ref lect ion as image. Th is  points t o  another 

f igure,  a cent ra l  f i gu re  in the  Homeric mythos tha t  the dream-series seeks t o  - 

re-vision, a young-old man who i s  connected t o  the l ibidinous depths. A n d  

it points another sor t  o f  wound-image, an  image o f  continual wounding and  

healing, the image o f  Odysseusl scar t ha t  i s  cent ra l  t o  Hillman's discussion 

o f  the puer-senex archetype: 

A s ingular  d i f ference between Ulysses and the o ther  
wounded heroic f igures we have mentioned is that  
Ulysses does n o t  d ie  f rom the  go r i ng  . . . On the 
one hand i s  i s  puer--always leaving f o r  another place, 
nostalgic and l ong~ng ,  loved by the  women he refuses, 
opportunist ic  and t r i c ky ,  forever  in danger o f  drown- 
ing. On the o ther  hand he  i s  father, husband, captain, 
w i t h  al l  the  senex qual i t ies o f  su rv iva l  . . . I would 
suggest tha t  h i s  mul t ip le re lat ions w i t h  anima, implied 
by the scar and  suf fer ing t ha t  l ie in h is  name, i s  the 
secret o f  h i s  ep i thet  polytropos,  'of many turns, '  o r  



' t u rned  in many ways' . . . He i s  no t  innocent be- 
cause o f  h i s  inherent  wound which i s  also the symbolic 
incorporat ion o f  female fecundi tv.  3 2 

So it is  t h rough  the wound, the cont inual  wounding and ref lect ion tha t  

constellates anima, t ha t  the  dream-ego, the nascent poetic awareness, i s  

led towards a contact w i t h  the Dark  Father, Dionysos as Zoe o r  Hades, and 

i s  involved in tha t  god's conf l ic t  and su f fe r ing  as absconditus, h i s  d iv is ion 

in consciousness i n to  pue r  and senex. Within th i s  dream-series t ha t  con- 

f l i c t  and i t s  heal ing now emerge in the f i gu re  o f  Odysseus, who comes t o  

the fore in the nex t  two  poems. It i s  the  confrontat ion w i t h  t h i s  f i gu re  

as a puer-senex union tha t  seems to  present t he  dream-ego's mission and 

the poet's birth. For  o f  al l  the Homeric heroes it i s  Odysseus who endured 

the underwor ld  journey, consulted w i t h  blind Tiresias and was reun i ted w i t h  

h is  son and h is  wi fe a f t e r  h i s  arduous twen ty  year journey. 

I dy l l  V, Lacon and  Komatus presents f o r  t he  f i r s t  time in the  dream- 

series an obvious confrontat ion between a young  and an o ld  man, and it re- 

sults in an in i t ia l  form o f  the i r  union, the pue r  (Lacon the shepherd) 

forced t o  g i ve  over  t o  the  senex (Komatus the goatherd) in a s ing ing con- 

test, a contest o f  images. It is  the  most polarized o f  the Idy l l s  and it 

begins w i th  a harsh  and  abrup t  exchange o f  accusation: 

Komatus : 

Lakon : 

Komatus: 

La kon  : 

Komatus : 

Goats, stay away f rom tha t  shepherd, Lakon 
o f  Sybaris. He stole my goatskin yesterday. 
Here, lambs. Away from tha t  spr ing.  Don't you  see 
t ha t  Komatus who stole my pan-pipe recent ly? 
What p ipe was t ha t?  Where did you, Sybyr tas '  slave 
ever  get  a p ipe?  A n d  why aren' t  you  satisf ied 
t o  p lay  a straw f lu te  anymore, l i ke  Korydon? 
The  p ipe Lykon  gave me, Mister  Free. B u t  what sk in  
did Lakon ever  steal from you?  Tel l  me, Komatus. 
Your  master, Eumaras, never  slept on  one. 
The  dappled sk i n  Kroky los  gave me, the  day  
he  sacri f iced t o  the nymphs. A n d  you, thief,  
b u r n e d  w i th  e n v y  then, and  now you've s t r ipped  

me naked (11.1-13). 



The eventual  un ion (Komatus' v i c t o r y )  echoes on  an imaginal plane 

the f i r s t  in i t ia t ion tha t  Lakon suf fered a t  Komatus' hands (and  other  par ts  

o f  h is anatomy) and the  whole tone o f  the  poem resounds w i th  the  violence 

o f  that  f i r s t  in i t iat ion,  be ing harsh, ab rup t  and der is ive : 

Komatus: I 'm in n o  h u r r y ,  but it vexes me that  you  
dare to  look me in the face--you tha t  I taught  
when you  were a chi ld. See what k indness comes to !  
Raise wolf-cubs, o r  puppies ra ther ,  t o  devour you. 

Lakon: What good thing did I ever  learn, o r  hear 
from you, you  envious nasty  l i t t l e  fel low? 

Komatus: When -I made you  squeal w i t h  pain, and the she-goats 
bleated, and the he-goat leaped upon them. 

Lakon: May you r  g rave  be no deeper than tha t  th rus t ,  
you  hunchback. B u t  come here. Sing you r  last song. 

(11. 35-44) 

It also ref lects the bound o r  compulsive state o f  bo th  f igures, fo r  bo th  are 

revealed as slaves and on  the day  a man becomes a slave Zeus takes away 

ha l f  o f  h is  psyche, i.e., he i s  bound t o  the l i teral  world. 

The en t i r e  poem, f rom the f i r s t  contact and in i t ia l  wrangl ing over the 

location o f  t he  contest, in which Lakon and Komatus t ry  t o  tempt each other  

in to  the i r  respect ive bowers (11. 44-62), t o  the contest i tse l f  wh ich i s  an 

exchange o f  topp ing couplets (11. 80-140), i s  a constant in terp lay  o f  insu l t  

and innuendo tha t  cont rasts  the nexus o f  image and al lusion which sur rounds 

each character. The o ld  man, Komatus, conjures up oaks, two spr ings o f  

cool water, bees, honey and  b i rds .  Lakon ident i f ies himself w i th  Apollo, 

Daphnis, lambs and nymphs. Komatus i s  the  Muse, goats,and loved b y  a 

g i r l  while Lakon i s  Apollo, sheep, and  much devoted t o  boys. Komatus i s  

rosebeds, acorns and doves,and he  o f fe rs  t o  h is  loved one a beaut i fu l  bowl 

by Praxit i les while Lakon of fers h i s  boy-love a dog t o  hunt beasts and the  

sacrif ice of a b lack ewe. Final ly  Komatus, who throughout  the poem has 

exhibi ted a v e r y  t r i c ky ,  c r a f t y  nature, enrages Lakon t o  the  po in t  where 

he fails in h i s  singing, reduced t o  sexual insul t .  The judge awards the 



pr i ze  t o  Komatus (1. 138-40) and he  exu l t s  in h i s  v i c to ry :  

Komatus: Now, a l l  my f lock o f  goats, 
sno r t  f o r  joy. See what a good laugh I'll have 
aqainst Lakon t h e  S h e ~ h e r d ,  f o r  I ' ve  won the  lamb 
a t  last. I'll leap sky-'high f o r  you. Be mer ry  
my horned goats. I'll take y o u  a l l  tomorrow 
for a dip in Sybar is  pond. You there, 
you  whi te bi l ly-goat,  I'll ge ld  y o u  if y o u  da re  
mount one o f  my shes, before I ' ve  sacr i f iced 
the  lamb t o  t h e  nymphs. There  he  goes again! 
I f  I don ' t  castrate you, le t  them cal l  me 
Melanthios instead of Komatus ( 11. 141-8). 

So in i t ia l l y  we may say t h a t  t h e  poem stems from t h e  senex viewpoint,  

a considerat ion tha t  i s  s t rengthened by t h e  fact  t h a t  Komatus (coma-atose 

o r  deep sleep) seems t o  connect d i r e c t l y  t o  t h e  main-line o f  t he  dream-series' 

evolut ion. He i s  goatherd, craf ty-s inger,  collects about him many images 

related t o  Dionysos (bees, honey)  and i s  re lated t o  Odysseus ( t h e  puer -  

senex union)  t h r o u g h  the  Melanthios analogy and h is  evocation o f  " two 

spr ings  o f  cool water,'' an  echo of t he  sp r ings  o n  Phaiakia, t h e  source o f  

Odysseusl journey home. 

B u t  Komatus i s  w i thout  h i s  skin, and:  

What is  important  in t h i s  contex t  [ t h a t  o f  t h e  puer-senex]  
i s  t ha t  t h e  experimental fantasy b inds  toqether  e lec t r ic i ty  
and the  sk in , ' suggest ing  it i s  - the crackl ing c u r r e n t  in - 
t he  complexes wh ich  appear o n  t h e  s k i n  . . . a 'spark l ing  
over '  o f  mind t o  b o d y  . . . I s  th i s  n o t  t h e  s t o r y  o f  
Icarus, who fe l l  i n to  the  ocean because t h e  sun b u r n e d  
h i s  w ings? If so, t hen  perhaps it i s  t h e  Icarus-winged 
sp i r i t ,  t he  p u e r  ae turnus who l ives in a special re lat ion 
t o  the  sk in . jS  

Without Laconlpuer,  Komatus i s  w i thout  h i s  sk in,  wi thout  h is  own 

futurity, the  c rack l i ng  c u r r e n t  o f  t h e  sp i r i t .  Th i s  i s  o n l y  o f fe red by con- 

nect ion w i t h  the  p u e r  and  it i s  imaged in t h e  poem in a special way, t h r o u g h  

Lacon1s association w i t h  t h e  b lack  ewe, t h e  cthonic sacri f ice. This, along 

wi th  Komatus' dual ident i f icat ion w i t h  b o t h  Melanthios ( the  t ra i tor-goatherd) ,  



o r  goatherd as t r a i t o r )  and w i t h  Odysseus, i s  the  central  kno t  o r  tw is t  in 

the dream tha t  involves them bo th  w i t h  the h idden god, w i t h  Dionysos as 

Hades. 

The l ineup o f  image in the poem, apar t  from the  black ewe, seems qu i te  

predictable. SenexIKomatus is  associated w i t h  oaks (Zeus' t ree),  cul t ivated 

rosebeds, c ra f t ed  g i f ts ,  and the puer ILacon w i th  boys, lambs, nymphs and 

Daphnis/Apollo. Th is  la t ter  association reveals tha t  he, Lacon, i s  under  

the same archetypa l  dominant as Thyrs is ,  tha t  the puer  aspect o f  the dreamer 

is  dominated b y  t he  Apollonic, a perspective which, as we have seen, refuses 

the rea l i ty  o f  the  image and darkness, the animal eros o f  soul. Thus a 

v e r y  important  d i f ference between the two f igures lies in the  nature o f  the i r  

sexuality, t he  ex ten t  o f  i t s  l i teralization. Komatus, though or ig ina l ly  Lacon's 

lover, i s  now devoted t o  women, as Lacon i s  t o  boys. He has somehow 

incorporated, in the  senex viewpoint, the anima-ted eros o f  Battus. Yet 

at the same time it i s  Komatus who i s  d r i ven  t o  achieve a reconcil iation w i th  

Lacon, one tha t  Lacon would spurn.  And  he achieves th is  v ic tory ,  not  

over Lacon but ove r  Lacon's l i teral izat ion o f  desire, t h rough  h is  craf t ,  h is  

wi t  and h is  pene t ra t ing  force. 

From the  senex po in t  o f  view, which has here incorporated anima and 

is associated w i t h  Dionysos, Lacon's h igh-f lown (and Apollonic) pu rsu i t  o f  

boys i s  an ostentat ious l iteralization, a pu rsu i t  which, g i ven  h is  social 

status, takes him much above himself, makes him p r i de fu l  and puf fed-up 

and blind t o  h i s  i n t r i ns i c  nature: 

Greek pederasty, according t o  George Devereaux, was 
"a kind o f  l u x u r y  product ,  perpetuated by being 
assigned an over- inf lated value. Greek homosexual 
cour tsh ip  was 'conspicuous display' in Veblen's sense. 
It was highly styl ized; it was ostentatious and elabo- 
ra te ly  chivalrous.  It was thus  in one sense analagous 



t o  the later  European fashion o f  cou r t l y  love--that is, 
it was more a matter o f  pub l ic  posture than  o f  p r i va te  
sexual orientat ion; it was an elaborate ame whose 
rewards were more social than  sexual. 37 

The puer 's  loss, ident i f ied as he i s  w i t h  DaphnisIApollo, is  the loss o f  

the Pan-pipes, not  on ly  a loss o f  the ab i l i t y  t o  s ing spontaneously w i th  the 

voice o f  t rad i t i on  beh ind him (a  t rad i t i on  o f  m y t h  and c ra f t  inherent  in 

senex/Komatus/Odysseus) but also a loss o f  h i s  re lat ion to  dream, for  it is  

DionysosIPan who is the b r i nge r  o f  the great  (and of ten t e r r i f y i ng )  visions 

which connect the  light and the  darkness. So behind Lacon's l i teral ized 

homo-eros i s  an imaginal sense, a desire f o r  intercourse w i th  the  spir i t ,  a 

sp i r i t  tha t  in many ways has moved on, abandoning bo th  the Homeric t radi-  

t ion (wh ich  Komatus i s  enslaved b y )  and  the  Platonic/Apol lonic v is ion of  

l igh t  which dominates Lacon. The conjunction o f  Lacon w i t h  the black ewe 

o r  cthonic sacri f ice i s  cent ra l  here, the puer 's  assimilation to the  new god, 

who i s  a god o f  light and darkness, a god o f  Hades o r  image. I f  we, and 

Komatus, miss t h i s  aspect o f  Lacon's nature:  

therewi th  we have missed the sp i r i tua l  signif icance 
implied by Dionysos puer,  and we have misappreci- 
ated the  wine, the  theatr ical and i t s  tragedy, the 
s ty le  o f  madness and phallicism, and other  aspects 
o f  h i s  na tu re  and  c u l t  . . . the  cul ture,  inspirat ion 
and i r ra t iona l  excitement o f  the puer. 35 

Within th i s  dream b o t h  f i gu res  are  slaves, bound t o  an external  real i t  

b u t  it i s  Komatus who forces t h i s  real izat ion o n  Lacon. It i s  he who is 

bo th  l us t y  and anima-ted and, a t  the same time, well aware tha t  he must 

forestal l  the  onward-f lowing of the phal l ic  force, o f  i t s  literalization,if h i s  

v i c to ry  in image i s  no t  t o  rebound o n  himself, if he himself i s  not  t o  be 

castrated and  come t o  be called Melanthios. He too must g ive  over  in 

image, must g i ve  back t he  pipes t o  the  puer  if he i s  t o  be  released from 



bondage, a bondage to  tha t  rampant acquis i t ive Homeric l ib ido imaged by 

Odysseus' re lat ion t o  the Cyclops who, antagonized b y  the hero's p r ide  and 

acquisit iveness, called down the vengeance o f  Poseidon /Father upon him, 

the vengeance o f  the untamed sea. 

But,  fur ther ,  th is  poem-dream, much more than  al l  the others, seems 

to  grow d i r ec t l y  ou t  o f  language. It stems from the  conf l ic t  in words be- 

tween Lacon and Komatus ra ther  than an emerging pictor ia l  image. As such 

it could be said t o  grow ou t  o f  the pue r  and senex dimensions o f  language 

i tself .  Paul Kugler  states in The Alchemy o f  Discourse that  the Greek 

phonetic word-complex tha t  reveals the archetypal  presence o f  the god 

Dionysos resounds w i t h  al l  h is  d is t inc t ive  character ist ics : " (  1 ) the fu tu re  

coming one (elusomai), ( 2 )  f e r t i l i t y  (elentherios), ( 3 )  f u t u r i t y  (grammatical 

f u t u re  tense: elentherios) , ( 4 )  female sexual i ty  and androgeny (Eleuthera) , 

and ( 5 )  loosening o r  f ree ing (eleutheros) ," th i s  last specially used as an 

opposite o f  slave. A n d  it also connects, in a cur ious way, f ree and  wine 

and book. 36 As we have seen, Dionysos Lo rd  o f  Souls can see th rough  

life in to  death and "approximation t o  the hermaphrodite is  a death experience; 

the movement in to  death proceeds t h rough  bisexual i ty .  Death and bisexual 

consciousness are what Dionysos involves. "37 Lacon's assimilation t o  image, 

to  the underwor ld  experience, h is  union w i t h  the cthonic sacrifice, releases 

his imaginal force. It releases KomatusIsenexlOdysseus from h is  l i teral  

bondage t o  the ant ique text ,  h i s  l i te ra l  presence in book. Language i tse l f  

comes alive, i s  released from the shades o f  t he  past. Through  t h e  sh i f t  in 

dominants o f  the  puer-senex union, the re  i s  a "sh i f t  in the l inguist ic  mode 

which opens the personal i ty  t o  i t s  in te r io r  archetypal  thesaurus, a psychic 

d ict ionary which imaginally b inds together the  incongruous medley o f  rnean- 

ings attached t o  similar phonetic pat terns.  u38 Language i tse l f  i s  f reed from 



t h e  monotheist ic o r  Apollonic, f rom t h e  grammarian o f  t h e  mind. 

So if t h e  p u e r / L a c o n  i s  b r o u g h t  home in image, un i ted  t o  senex and  

anima, t h e  senex/Komatus now must  g i v e  o v e r  t h e  v i c to ry ,  sacr i f ice h i s  - 
p r i z e  ( t h e  lamb) t o  t h e  Nymphs a n d  ba the  h i s  f l ock  in Sybar is '  pool wh ich  

i s  owned by Lacon's master. Lacon's theat r ica l i t y ,  h i s  phall icism, h i s  

excitement become image, a n  imaginal /aesthet ic  excitement. We a r e  cal led 

t o  en te r  t h a t  p a r t  o f  t h e  dream t h a t  i s  f a r t h e s t  away f rom t h e  dominant 

senex, t h e  f a d i n g  presence o f  L a c o n l p u e r  w h i c h  i s  t h e  theme o f  ldyll V I .  

ldyll V I  i s  a beau t i f u l  poem, a d i s t i n c t  con t ras t  t o  ldyll V, and  it 

acts as a m i r r o r  t o  ldyll V in t h e  same way t h a t  t h e  Spel lb inders m i r ro red  

T h y r s i s '  song. T h e  s inge rs  in t h e  poem a r e  Daphnis and  Damoitas, two 

y o u n g  men, t h o u g h  one i s  s l i g h t l y  o lde r  t h a n  t h e  other :  

Damoitas a n d  Daphn is  t h e  cowherd  
once ga the red  t h e i r  h e r d s  together  
in one place, Aratos. T h e  c h i n  
o f  one was golden w i t h  down, 
t h e  o ther 's  b e a r d  was h a l f  g rown.  
A n d  beside a s p r i n g  t h e y  sat down  
together  in t h e  summer noon 
a n d  sang. A n d  Daphnis began, 
f o r  h e  f i r s t  p roposed t h e  match (11. 1-9). 

The  t w o  y o u n g  men s i t  together  beside a s p r i n g  in t h e  summer noon 

and s i n g  i n t e r l o c k i n g  songs. T h e y  descr ibe  t h e  love o f  Galatea, a sea-nymph, 

and Polyphemos t h e  cyclops, l ook ing  down o n  t h e  two  as if look ing i n t o  a 

pool o f  c r y s t a l  water .  B u t  undernea th  t h e  whole poem i s  a sense o f  hover -  

ing danger, ev idenced n o t  o n l y  in t h e  lurking fa te  o f  t h e  mature Polyphemos, 

who i s  h e r e  p o r t r a y e d  as a y o u n g  man, but even  more in t h e  s t range con- 

t r a s t  between t h e  b e a u t y  o f  these f igures ,  t h e  gentleness and t h e  humor, 
\ 

and the  s t r a n g e  a n d  eer ie violence o f  t h e  & from which  t h e y  stem, 

t h e i r  Homeric background.  



Daphnis takes Galatea's par t ,  s h e  who is a sea-nymph assoc :iated with 

both milk(ga1a) and the  milk-white foam of t he  sea. She  is both the  nourish- 

ment of milk3' and tha t  cunning play of illusion that  is Cypris,  who was 

born from the  foam and froth ,  Venus Anadyomene. Calatea is calling to  

Polyphemos, pelting his flocks with apples both a love-gift and a symbol 

of life, and "she dances in the  br ight  waves tha t  spash gently," flirting 

"lightly a s  a thistledown in fine summer weather." Daphnis takes her par t  

a s  she chides Polyphemos a s  "a backward lover and silly goatherd." But 

Damoitas gives Polyphernos' answer:  he res is ts  her  in order  to  tease her ,  

to lure her onto the  land, to  force her  to "make me with her own hands a 

bed on this fair island." He looks in t he  sea and sees  himself a s  beautiful, 
t 

dismisses the  prophesies of Telamos, and spi ts  th ree  times on his breast  to  

ward off an evil fate. Daphnis and Damoitas kiss,  exchange gifts  and s ing 

with all their animals skipping around them. Neither wins. Both a r e  un- 

beatable. 

All around this beautiful poem hover t he  shadows of fate and death-- . 

Polyphemos' fate a s  described in the  Odyssey,  his brutal nature  there ,  

and the s t range  air  of unreality tha t  sur rounds  t h e  courtship, which is t he  

eternal conflict of male and  female, poet and Muse, that  Yeats called the  

bobbins on which all t i m e  is bound and wound. This hovering a i r  of 

beauty that  is shadowed by  loss and death  seems t h e  gift of the  Dionysos 

puer as  he emerges from Hades, and it is the  gift  of a new kind of poetry 

that offers to the  senex ( t h e  Homeric f igures and traditions) a new sor t  of 

existence. It is a poetry tha t  sees  these  myths a s  interior, ever-changing 

figures expressing tha t  constant interplay between male phallus and teasing 

muse, disconnected from cultural icons, heroic f igures o r  t he  patronized 

praise of a self-divinized prince. And it is a poetry hitherto unknown in 



Greek cu l tu re ,  where a l l  a r t  i s  in t imate ly  t i e d  t o  a specif ic t r i b e  o r  c i t y -  

state o r  ru le r ,  a p o e t r y  t h a t  celebrates t h e  emergence o f  psyche he rse l f  as 

an ind i v idua l l y  exper ienced being.  It i s  a p o e t r y  a t  once archetypa l  and  

personal in a beaut i fu l ,  myster ious  way, a t  once humble and  humorous ye t  

power fu l  enough t o  last  f o r  t h e  n e x t  2000 years. The  poem is, in i t s  decep- 

t i v e l y  light and  ins ign i f i can t  way, a n  i n f l u x  o f  s p i r i t  in a w o r l d  dominated 

by t h e  material  and  c l u t c h i n g  a t  t h e  past, a potent ia l  f o r  redempt ion o f  t h e  

na tu ra l  wor ld  envis ioned by Daphnisl  p rophecy  a n d  t h e  puer ls  acceptance o f  

the  small, t h e  personal,  h i s  acceptance o f  soul and o f  death. A n d  it con- 

ta ins a p rophecy  about  t h e  e n t i r e  Homer ic IGreek Pantheon: t h e y  a re  

shadowed by a n  oncoming fate a n d  wi l l  emerge t h r o u g h  t h i s  fate as timeless 

f igures,  unconnected t o  a l i te ra l i zed enactment, t h e  timeless be ings  o f  t h e  

ever-present  imaginal soul a n d  t h e  language it creates. 

I D Y L L  V I I  : THE HARVEST HOME 

(Culminat ing  Vis ion)  

Idyll V I I ,  T h e  Harvest  Home, i s  s ingu lar  in many ways. It i s  " . . . a 

revelat ion o f  t he  au tho r  p rec i se l y  qua poet, made t h r o u g h  t h e  medium o f  t h e  

bucol ic a r t  wh ich  was h i s  own, a n d  o f  wh ich  it stands as perhaps t h e  most 

highly wrough t  a n d  s ign i f i cant  example. ""O The  poem relates what  seems 

t o  be  a specif ic inc ident  in Theocr i tus l  l i fe, a journey he made w i t h  two 

f r i ends  t o  a Harves t  Home, a r i t e  sacred t o  Demeter, a t  a f r i end ' s  farm o n  

t h e  is land o f  Cos. T h e  p a t h  t h e y  took f rom t h e  C i t y  o f  Cos t o  t h e  o u t l y i n g  

farm may s t i l l  b e  traced, but " the  bulk o f  t h e  poem i s  concerned w i t h  a 

goatherd who, a f t e r  g r e e t i n g  Theocr i tus  as Simichidas ( h i s  poet ic  nickname), 



pronounces on  contemporary l i te ra ry  controversy and, being invited, sings 

an impassioned and exquis i te  song t o  which the t ravel ler  matches one from 

his own reper tory . "  Theocr i tus and his fr iends, who fade from s ight  

du r i ng  th is  encounter, then  continue on  toward Phrasidamusl farm and 

a r r i ve  at the Harvest  Home, though a signif icant alterat ion in ou r  perception 

o f  that  r i t e  occurs t h r o u g h  th i s  visi tat ion. 

The ident i f icat ion o f  Lycidas, the  strange f igu re  who appears in the  

center o f  the poem, has generated an enormous amount o f  scholarly contro- 

versy. While the o ther  f igures in the poem can be ident i f ied w i th  a degree 

of certainty, th is  one seems t o  actively resist  being concretely l inked. He 

is and has been called a man, demi-god, a satyr, a goatherd, a l i v i ng  statue. 

The ambiguity is  highly signi f icant  and indicates a psychic force at work 

that  reaches out  to  encompass and f rus t ra te  any l i teral  form o f  thought that  

it encounters. It i s  t h i s  f i gu re  that  is  at the center o f  the  new Theocritan 

pastoral, a re-vision o f  the  ancient Homeric wanderer: 

. . . the  Theocr i tan my th  o f  the herdsman-Poet 
celebrated and jus t i f ied the  break which the Greeks 
o f  the OikoumenS had made w i th  the local conditions 
and cu l t u re  o f  t he  olis, and encouraged them t o  
meet t he  chal lenae o 5- the i r  new rootlessness. It i s  
as if Theocritus-had said something to  th is  effect 
to  his contemporaries: You are sophisticated Uni- 
versal Men o f  t he  oikoumenE, and yet  you  belong 
to  the timeless pastoral landscape which surrounds 
the rootless c i t ies  in which you l ive  Make the best 
o f  it; and, if y o u  can, make music. 4 2 

Bu t  what i s  th is  timeless landscape, the ground which Lycidas inhabi ts? 

When he greets Theocr i tus as Simichidas, h is evolv ing dream-ego o r  persona, 

Lycidas asks him where he  i s  going, mocks h is  haste, and laughingly asks 

if he is  speeding o f f  t o  some merchant's "wine-press gates." Simichidas 

replies that  he " t ravels t o  a Harvest  Home" to honor "fair-robed Demeter." 



Let us  compare t h i s  image of Demeter "who has heaped the i r  f loor w i t h  a 

ro l l i ck ing measure of  bar ley"  w i t h  the Derneter who closes t he  poem, who 

appears "w i th  sheaves and poppies in bo th  he r  hands ": 

Poppy heads appear among the  symbols po in t ing 
t o  t he  Eleusinian Mysteries . . . 

evokil;q the image of the queen o f  the  underwor ld.  

It is  t h rough  t h i s  evocation, tha t  o f  Demeter as Persephone, tha t  she too 

l inks w i th  Hades and  gives t o  Mother Nature an ent i re ly  d i f fe ren t  meaning. 

She becomes a " t e r re  pur, below and beyond and maybe p r i o r  t o  the g round  

we touch. 1'44 Th i s  change in he r  image, from Demeter o f  the  fe r t i l e  f ields 

to Demeter as Persephone o r  cthon suggests the re-creation o f  the  en t i re  

ear th  as psych ic  ground.  The change bo th  frames and resul ts from the 

central section o f  the  poem, the songs o f  Lycidas and Simichidas. It is  

the i r  raison d'etre, t he i r  whole psychic th rus t .  

Lycidas s ings f i r s t  (11. 144-199). He sings a love-song, but one w i t h  

a peculiar tw is t .  Lycidas wishes " fa i r  sail" t o  Agenanax, h is  lover, in his 

journey to Mytelene on  Lesbos, tha t  magical island o f  Sappho, o f  love and 

love-poetry. He shal l  have t h i s  fa i r  sail "when the  wet sou'wester chases 

the waves t o  where t he  K ids set in the evening and Orion in the morning 

plants h is feet o n  the ocean floor." Both  the Kids and Orion the  Hunter  

are constellations and  images associated w i th  Dionysos in h is  sacri f ic ial  aspect, 

processes o f  the  god congruent  t o  the wine press, the t read ing o f  the  grapes, 

that  l ie beh ind t he  su f fe r ings  as we see here, o f  bo th  gods and  men, o f  an 

indiv idual  and  a cu l ture :  

Fa i r  sai l  shal l  Agenanax have t o  
Mytelene, 
so he save Lycidas 
f rom Aphrodi te 's oven, 
f o r  the love o f  him i s  the hot 
b las t  t ha t  consumes me. 



T h r o u g h  h i s  song  Lyc idas  t rans forms t h i s  "hot  b las t "  i n t o  t h e  image o f  t h e  

halcyons, my th i ca l  sea-bi rds sacred t o  Aphrod i te ,  a n d  t h r o u g h  t h i s  reve rs ion  

the  "hot b las t "  becomes a spel l  t h a t  calms t h e  sea, t h e  r a g i n g  o f  psych ic  

storms, and assures  t h e  loved one, Agenanax, of a safe voyage t o  h i s  haven 

o n  t h a t  magical i s l and  o f  love-poetry, t h e  loved-one-as-poem. Lycidas cele- 

b ra tes  t h i s  a r r i va l ,  s u r r o u n d e d  by images o f  f lower ing,  "p ledg ing t o  mind 

h is  name, Agenanax, in e v e r y  cup."  On t h a t  day, t h a t  e terna l  moment o f  

celebration, "Two shepherds  shal l  p ipe  t o  me . . . a n d  T i t y r u s  nearby  wi l l  

sing." T i t y r u s  s ings  o f  Daphnis '  death, o f  how he  loved a human girl, 

t hen  "wasted l i k e  t h e  snows." B u t  he reveals beh ind  t h a t  death  a n d  i t s  

v i rg ina l  t r a g e d y  ano the r  perspect ive.  "He shal l  s i n g  o f  t h e  goatherd, 

Komatus, enclosed in a g r e a t  cof fer ,  al ive." T h e  death  o f  Daphnis, t h e  

r e n d i n g  and  so r row t h a t  Eros  produces, opens t o  a n  image o f  Komatus a l ive 

but sealed in a c o f f i n  a n d  " the  Muse had  honied nectar  s p i l t  o n  h i s  l ips." 

Lycidas would g l a d l y  se rve  t h i s  f i g u r e  who re f lec ts  t h e  futurity o f  t h e  

c u l t u r e  i tse l f .  He ends  h i s  song w i t h  a paen t o  him, w ish ing  t h a t  he might  

"he rd  y o u r  f i n e  goats o n  t h e  h i l ls ides and  l i s ten  t o  y o u r  voice as y o u  lay  

and warb led sweet ly  u n d e r  t h e  oaks o r  pines, d i v i n e  Komatus." T h u s  

beh ind Lycidas, who as g o d  and  as fa ther  bestows t h e  g rea te r  i n i t i a t i on  

on Simichidas, t h e r e  l ies Komatus, t h e  death- in- l i fe  wh ich  t rans forms Daphnis'  

simple wor ld  i n t o  a rich a n d  hon ied s ing ing  t h a t  echoes down t h e  c o r r i d o r  

o f  centur ies.  

Simichidas responds  ( I 1  . 144-1 99) ,  but h i s  song i s  completely d i f f e r e n t  in 

character.  It i s  real is t ic ,  urbane,  physical,  and  unsubl imated. The  subject 

o f  h i s  song, however, i s  n o t  Simichidas himself, who "loves h i s  girl M y r t o  

as goats love t h e  spr ing,"  but A r a t u s  who "ha rbo rs  in h i s  b reas t  t h e  s t i n g  

o f  desi re f o r  a boy." T h u s  h e  takes up t h e  same theme t h a t  Lycidas 



addressed,  the love of older man for younger,  bu t  sees  Lycidas' plight 

through t h e  f igure  of Aratus,  a personal fr iend,  t he  "dearest  of men to  me." 

He begins his song with a call on the  "noblest of gentlemen, Aristus,  whom 

Apollo himself would not begrudge to s tand with his lyre and sing beside 

the  Delphian tr ipods." At Delphi, Apollo, to whom "all the  divisions of 

song a r e  directed,1145 connects directly to Dionysos, to his ivy-respect, for 

it was "Dionysos who f i rs t  sa t  on the  tripod, performing the  role of the  

oracle-giving Themis. 1146 

So when Simichidas calls on Aristus to "witness how Aratus burns  to 

the marrow for love of a boy," he is invoking the  transformational power 

of poetry, song in relation to - zoe, through the  figure of a particular friend. 

He sees tha t  archetypal quality in an event of his own life and thus  in- 

carnates it in the  metaxy, the  mediating realm of the  individual psyche. 

Further,  he places th is  power in relation to the  young-old man eros  that  

his friend Aratus  suffers  from in a projected o r  unpsychologized way, a 

reflection of Lycidas' plight caught  in the  hot blasts of Aphrodite's oven. 

Simichidas then calls on Pan to  deliver the  boy "unsued into my friends' 

hands, whether it be Philinus o r  whether another," and threatens  Pan with 

a series of ve ry  unpleasant physical torments if he fails to come through:  

"be bitten all over  your hide, and scratch yourself with your nails, your 

bed be of nett les."  Pan is a peculiar deity. He is both t he  god of rustic 

song, the  inspirer  of goatherds ,  and a union between Dionysos ( t h e  goat- 

sacrifice) and Hermes (who rules Arcadia and invented t he  pan-pipes), 

the  guide of souls in t he  underworld and the  br inger  of dreams. Pan is 

to deliver t he  boy-love bu t  is free  to change his shape,  in fact is invoked 

here to pull t he  boy down to  t h e  underworld and to deliver his simacrulum, 

his dream-form, the  image of desire.  If he fails to do so, he will be caught 



in t h e  same s o r t  of ex ter io r iza t ion  t h a t  torments Ara tus .  

Final ly,  Simichidas cal ls  o n  t h e  "Loves" t o  " s t r i k e  me w i t h  y o u r  bows 

the  langorous Philenus, t h e  w r e t c h  who no-wise p i t i es  m y  f r iend. "  A n d  it 

works :  "he's a l ready r i p e r  t h a n  a pear  and  t h e  women c r y ,  Alas!  y o u r  

y o u t h f u l  f lower  fades, Philenus." T h e  image o f  t h e  b o y  separates f rom t h e  

l i te ra l  b o y  who, r i p e  as a pear, i s  r e a d y  t o  fall, decay, release h i s  con- 

c re te  rea l i t y  i n t o  i t s  psych ic  equivalent .  

Lyc idas w i t h  a l augh  bestows h i s  olive-wood s t a f f  o n  Simichidas, and  

Theocr i tus  a n d  h is  f r i ends  cont inue o n  t o  t h e  Harves t  Home (11. 205-239) 

where "al l  t h i n g s  smelt o f  a r i c h  ha rves t  and  fruiting." They  b r e a k  a cask o f  

wine w i t h  t h e  " four-year seal o n  i t s  head" and  t h e  wine mixes w i t h  water f rom 

t h e  ho ly  s p r i n g  o n  Apollo's mountain. It cal ls up a r i c h  image o f  human 

passion in terming led w i t h  t h e  i ndes t ruc t i b le  l i f e  o f  - zoe, l i f e  w i thout  end, 

in f in i te  l i fe.  It i s  in t h i s  i n t e r f u s e d  dimension t h a t  t h e  poem rests4'  and 

t h e  p r o f o u n d  imaginat ive t rans format ion  i nhe ren t  in what  we cal l  pastora l  

f i nds  i t s  goal. The  poem i t s e l f  i s  a p a t h  t o  t h a t  goal, a process t h a t  centers . 

in the  love and  reun ion between y o u n g  man a n d  o l d  in t h e  futurity o f  a 

p u r e l y  imaginal realm. Lycidas, an  archetypa l  god-father ,  po in ts  t h e  way 

w i t h  h is  own  s u f f e r i n g  a n d  t h e  incarnat ion  o f  it in t h e  wor ld  o f  a r t .  

Simichidas re f lec ts  t h a t  fruitful s t r u g g l e  in h i s  o w n  poet ry ,  seeing t h r o u g h  

the  events o f  h i s  da i l y  l i f e  t o  t h e  d i v ine  g r o u n d  beneath  them in such  a 

way t h a t  t h e  wor ld  a round  him becomes a metaxy, a mediat ing realm and 

inter fus ion,  a truly animated creat ion. The  love between Lycidas and  

Simichidas i s  expressed in Lycidas '  gift o f  h i s  ol ive-wood s t a f f  t o  Simichidas 

and h is  subsequent  incarnat ion  i n t o  t h e  h i g h e r  w o r l d  o f  bucol ic  a r t .  

Simichidas r e t u r n s  tha t  love, r e t u r n s  it in h i s  own  poe t ry .  Fo r  t h e  gods 

need humans, human mouths, t o  d ie  t h r o u g h  a n d  t o  change. A n d  t h e  last 



l ines o f  t h e  poem echo t h e  f ina l  r e t u r n  o f  t h a t  g r e a t  wanderer  Odysseus 

who was enjo ined by Ti res ias t o  t r a v e l  until someone took t h e  oar  o n  h i s  

shou lder  f o r  a w innowing fan. T h e r e  h e  was t o  p l a n t  t h e  oa r  a n d  sacr i f ice 

t o  a l l  t h e  gods as a s i g n  o f  h i s  f ina l  homecoming wh i le  t h e  goddess herse l f  

s tands a n d  smiles " w i t h  wheat-sheaves a n d  poppies in h e r  hands." 
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V I I  

THE SIMPLE SHEPHERDS' BOY 

Vocatus atque non vocatus 

Deus aderit .  



i t u s  created, t h e  fo rm we now know as 

pastoral, proposes a connect ion o f  

ground,  t h e  ghos t  and  god  voices, 

t h e  i nd i v idua l  poet  t o  t h e  archetypa l  

t h a t  i s  b o t h  g rounded  in dream and  

f i nds  i t s  focus in a complete metamorphosis o f  what  we might  cal l  exper i -  

ence. It was created in a pa r t i cu la r  kai ros,  o r  c r i t i c a l  moment, when t h e  

manifest persons o f  t h e  soul act ive in t h e  maintenance o f  a c u l t u r e  d raw 

back in to  da rkness  t o  seek r e b i r t h  in a to ta l l y  imaginal conception. Th is  

new birth i s  b r o u g h t  about  by t h e  uniting love o f  y o u n g  and o ld  man 

(puer-et-senex) a n d  it redeems t h e  time, rec rea t ing  t h e  myth ic  g round .  

The process i s  mediated by anirna o r  soul a n d  it invo lves  contact  wi th,  

and in many ways assimilat ion to, t h e  soul's deepest underwor ld  dominants, 

Dionysos, Hades a n d  Persephone. In t h i s  sense t h e  form moves in two d i rec-  

t ions, as an in i t i a t i on  process t h a t  invo lves  contact  w i t h  death a n d  t h e  fecund 

underwor ld  o f  Dionysos /Hades, and  as what  Hil lman cal ls a rchetypa l  therapy,  

the rapy  o f  a n  archetype.  For  it i s  t h e  conste l la t ion o f  t h e  puer-senex arche- 

t y p e  as a s p l i t  t h a t  i s  o f  c ruc ia l  importance t o  a t rans i t iona l  generation, b e  

it Hellenistic, El izabethan o r  contemporary, and it also seems t o  b e  o f  c ruc ia l  

importance t o  t h e  s p i r i t  g r o u n d  i tse l f ,  t h e  god as absconditus: 

. . . we know t h a t  t h e  h is tor ica l  d i so rde rs  o f  t h e  d a y  
a r e  n o t  mere ly  outs ide and  t h a t  we are  n o t  merely pas- 
s ive  s u f f e r e r s  caugh t  in t h e  case o f  w o r l d  h i s t o r y  . . . 
B e h i n d  it a l l  i s  t h e  archetypa l  s p l i t  between p u e r  and  . . - 
senex, b e g i n n i n g  and end, tempbral i ty  and  e te rn i t y .  
There fore ,  o u r  concern  must  b e  w i t h  archetypa l  t h e r a p y  . - 
o r  t h e r a p y  o f  a n  archetype . . . r e g a r d i n g  -the sp l i t s  
g o i n g  o n  a r o u n d  u s  and  in w h i c h  we a re  caugh t  as mani- 
festat ions o f  a n  archetypa l  s p l i t  t h a t  can best  b e  ap- 
proached w i t h i n  o u r  i nd i v idua l  souls.1 

Th is  doub le  view o f  pastora l  poet ry ,  p a r t i c u l a r l y  in view o f  i t s  re la t ion  

t o  dream, emphasizes t h e  rec iprocal  re la t ion  between d i v ine  a n d  human seen 



in t h e  Harves t  Home a n d  t h r o w s  i n t o  sha rp  re l i e f  t h e  n a t u r e  o f  t h i s  p o e t r y  

as process, as p s y c h i c  o r  imaginal encounter  a n d  healing. In t h i s  sense, 

t h r o u g h  o u r  pa r t i c ipa t i on  in t h e  w o r k  o f  a r t  and  in t h e  dream-life it en- 

genders, we a r e  n o t  o n l y  dreamers and  ar t is ts ,  but become a s o r t  o f  shaman. 

"Thus we a r e  makeweights in t h e  h is tor ica l  t rans i t i on  a n d  what  we d o  w i t h  

o u r  l i f e  i s  o f  h i s to r i ca l  impor t  . . . it i s  t h e  way h i s t o r y  i t se l f  may be  

washed and  healed."* 

The  Spenser ian ka i ros  a n d  t h e  Spenserian pastoral,  however, invo lve  

us  w i t h  q u i t e  a d i f f e r e n t  v is ion.  Edmund Spenser was t h e  f i r s t  Engl ish 

Chr i s t i an  poet  o f  a n y  d e p t h  t o  take up t h e  pastora l  form and  he  wro te  a t  

a time when t h e  Reformation, t h e  ensu ing re l ig ious  persecut ions a n d  t h e  

r i se  o f  Eng l i sh  nat ional ism opened a g rea t  and  host i le  gulf between h is  own 

generat ion a n d  a sense of c o n t i n u i t y  w i t h  t h e  past.  Religious a n d  moral 

values are  highly po lar ized a long b o t h  Chr i s t i an  a n d  B r i t i s h  National ist  lines, 

and t h e  combinat ion o f  these values expresses i t se l f  as a sense o f  h is tor ica l  

mission, a mission t h a t  invo lves  t h e  arrangement of, among o the r  th ings,  

t he  pagan lpo ly the is t i c  mythos a round  ce r ta in  c u l t u r a l  dominants, t h e  

dominants o f  t h e  e v o l v i n g  B r i t i s h  Empire. The  underwor ld ,  so cent ra l  t o  

Theocr i tan pastora l ,  i s  t h o r o u g h l y  contaminated w i t h  shadow, b o t h  t h e  shadow 

of C h r i s t i a n i t y  w h i c h  sees Hades as Hel l  and t h e  shadow o f  El izabethIGloriana 

who sees oppos i t ion  as ev i l .  T h e  underwor ld  i t se l f  i s  ba re l y  p resen t  in 

Spenserls e a r l y  pas tora ls  a n d  in t h e  Faerie Queene it acts in d i r e c t  opposi- 

t ion  t o  t h e  poem's conscious purpose, in forming t h e  fa i l u re  o f  t h e  heroic 

quest  t h a t  i s  c e n t r a l  t o  i t s  imaginal method. T h i s  i s  a n  enantiodromia o f  

t h e  heroic  ego  i tse l f ,  a charac ter  s t r u c t u r e  i nhe ren t  in b o t h  t h e  Chr i s t i an  

re l ig ion  and  in i t s  po l i t i ca l  ref lect ion, t h e  emergent B r i t i s h  Imper ia l  State. 



T h i s  ka i ros  invo lves  t h e  re-emergence o f  soul a n d  o f  soul values a f te r  

f i f t een  centur ies  o f  Chr i s t i an  dominat ion a n d  it i s  re f lec ted in a reduct ive  

operat ion o n  those ruling c u l t u r a l  dominants. 

A sense o f  conscious nat ional  pu rpose  o r  mission was v e r y  great  in 

Spenser, as h i s  w o r k  w i t h  t h e  deve lop ing Eng l ish  poetic language, h i s  

concern  w i t h  t h e  re l ig ious  problems o f  h i s  day, a n d  h i s  deep in teres t  in 

f u s i n g  Classical and B r i t i s h  t rad i t i ons  reveal.  V e r y  ear ly  in h i s  work  he  

invo lves  h imsel f  w i t h  t h e  puer-senex archetype,  bringing together  a young  

a n d  an o l d  man, C u d d i e l p u e r  a n d  Thenot lsenex o f  t h e  Februa ry  Aeglogue, 

in h i s  f i r s t  major poem, t h e  pastora l  sequence o f  t h e  Shepheardes Calender. 

B u t  Cuddie, who later  laments h i s  lack o f  insp i ra t ion ,  remains resolute ly  

- host i le  whi le Thenot  subsides i n t o  a wel ter  o f  p la t i tud inous ministrat ion. 

The F e b r u a r y  Aeglogue i s  what  we might  cal l  a dream w i th in  a dream. 

The  Calender opens, in January,  w i t h  Co l in  Clout 's  lament fo r  h i s  lost love, 

Rosalind, one in which  he, a shepherd 's  boy, compares himself t o  t h e  w in te r  

landscape t h a t  s u r r o u n d s  him. T h u s  Colin, in whom, as E. K. states, 

" the  author 's  selfe i s  shadowed,'' i s  a w i the red  youth ,  a p u e r  senilis, o l d  

before h i s  t ime and  in a state o f  p r o f o u n d  conf l ic t .  Februa ry  opens t h a t  

s tate o f  be ing.  Co l in  fa l ls  apa r t  i n t o  p u e r  and  senex and t h e  conf l i c t  

between them i s  explored:  

Cuddie:  Ah, f o r  p i t t ie ,  w i l l  r a n k  w in ter 's  rage 
these b i t t e r  b lasts n e r e  gin tasswage? 

Thenot :  Lewdly  complainest t h o u  lasie ladde 
o f  Winter's wracke, f o r  mak ing thee sadde (11. 1-10). 

3 

Cuddie  a n d  Thenot  ban te r  a n d  b icker ,  exchang ing  image and i n s u l t  much 

as did Lacon a n d  Komatus. Cudd ie  (as  p u e r )  i s :  t h e  bull ( ron tes) ,  t h e  

e rec t  ta i le  ( p e r k e  as peacock), f lower ing,  t h e  budding branch, t h e  "greene, " 



the successful lover, the "smirke," the  "smoothe," the "lythe." Thenot 

(as senex) i s :  "soveraigne of seas," chi l l ,  cold, crooked, "wrye," the 

"reeme winter 's  chamfered browes . . . which cruddles the blood and 

puckers the heart." The antagonism between them develops and soon 

centers on the theme o f  love, o f  erot ic  experience, that  is Colin's problem 

in January and, as in Theocri tus, i s  bo th  the disease which pastoral seeks 

to  cure and the method by which tha t  cu re  i s  effected: 

Cuddie: Ah, fool ish o ld  man, I scorn they sk i l l  
t ha t  wouldest me my spr ing ing  you th  t o  spi l l  . . . 
Thenot: Thou a re  a fon, o f  thy love t o  boste, 
A l l  tha t  i s  lent  t o  love, wy l l  be loste (11. 51-70). 

Cuddie then issues a d i rec t  challenge, comparing h is  herd, so "smoothe," 

so "smirke," t o  Thenot's animals which are "So lustlesse they, so weak, 

so wan I clothed w i th  cold and  hoary  w i th  f rost . "  He continues th is  

accusation o n  a personal level, equat ing sheep and  shepherd: "The ra ther  

Lambes have been s tarved w i t h  cold I Al l  f o r  the i r  Maister i s  lustlesse and 

old. I' 

Thenot dismisses t h i s  charge (and Cuddie)  as "a bubble blown up 

w i t h  breath", but he is obviously qu i te  rankled. He responds w i th  a moral 

fable, the Fable o f  the Oake and the Bre re  which, as he informs us, was 

once to ld  by T i ty rus,  a hallowed name tha t  evokes both  Chaucer and V i rg i l  

and who f o r  Cuddie ( t he  p u e r  aspect o f  Col in) i s  " that  good o ld  man," 

the posit ive o r  nour ish ing senex. B u t  Thenot appropriates the tale t o  h is 

own purpose and it i s  a t  t h i s  po in t  tha t  the negative senex takes over: 

The framework of  the  fable por t rays,  w i t h  a comedy o f  
age's pat  aphorisms and youth 's rigid denials, the 
heal thy r i t e  o f  spr ing;  but the fable por t rays  a t rag ic  
and wasteful pervers ion o f  the heal thy contest o f  you th  



and age. L ike Colin's w i n t r y  mind . . . the fable 
. . . reveals the t rag ic  d is tor t ion o f  t rue,  val id 
accommodation. 4 

Thenot, as Colin's senex aspect, h is  " w i n t r y  mind," tel ls the s tory  

of the (goodly)  Oake and  the (foolish, p r i de fu l )  Brere.  The goodly t ree 

i s  aged but i s  "mightely pight, th rough ly  rooted and  o f  wondrous height." 

Now, however, he i s  "beaten w i th  stormes," "wasted w i th  wormes" and 

"g rey  mosse marred h is  r ine." B y  h is  side grows the  bragging Brere, 

"embellisht w i t h  blossoms fayre" t o  whom the shepherd's daughters come 

to  "peint the i r  gir londs." A l l  th is  attention, o f  course, makes the Brere 

"wexe so bold" that  he "snebbes" the good Oake and, just  as Cuddie ra i l ing 

on  Thenot as seen t h rough  Thenot's eyes, a r rogan t l y  compares h is  "sinamon 

- - smell" w i th  the "mouldie moss" o f  the Oake. The Oake, humble and shame- 

fast, submits in silence. He, as Thenot, again seen th rough  his own eyes, 
- 

"gent ly takes tha t  ongent ly came." A c loy ing atmosphere o f  guilt and - 

self-righteousness r ises from the  fable as the  BrereICuddie  i s  forced in to  

the posit ion of vi l lain. What i s  natura l  and multidimensional has effect ively 

become moral and static. What i s  sweet, f ragrant ,  evocative o f  r i s i ng  eros 

has ef fect ively become lewd, lazy, proud: 

We have let the basic dualism o f  the s t r uc tu re  force 
u s  i n to  t ak i ng  a stand, the  familiar ego stance o f  a 
~ o s i t i v e  o r  neaative wosition. It i s  t h i s  d iv is ion 

4 

i t se l f  and no t  what we judge t o  be pos i t ive  o r  nega- 
t i ve  tha t  p u t s  in to  senex consciousness . . . . 
Whenever we use these reasonings, whenever we 
take a posit ion tha t  i s  anti-psychological o r  anti-  
eros it i s  the senex speaking. Sa tu rn  i s  never in 
favor  w i th  woman o r  wife. He p reven ts  the  connec- 
t i on  between eros and  psyche . . . fo rge t t ing  that  
psychic rea l i ty  i s  p r imary  and tha t  p r imary  in psychic 
rea l i ty  are  the fantasies, feelings and  values o f  eros.5 



Final ly,  t h e r e  comes a d a y  when t h e  Husbandman walks by. The 

B r e r e  in a l l  h i s  f lower ing  g l o r y  "causeless complained and  lowdly cr ied," 

launch ing i n t o  a l ong  complaint against  t h e  adjacent Oake, t h a t  so inflames 

t h e  Husbandman t h a t  "in a f u r i o u s  heate he  lays t h e  o ld  t r e e  lowe." When 

t h e  Brere,  however, con f ron ts  t h e  co ld  snows o f  w in te r  "nowe, n o  succore 

was seen him neere." He repents,  too late, h i s  gr ievous s in  and " t rodde 

in t h e  dust,"  meets h i s  r i c h l y  deserved fate fo r  scorn ing  eld, an  e ld  t h a t  

in i t se l f  i s  holy:  

Fo r  it i s  t h e  senex too who creates . the  generat ion problem 
a n d  t h e  genera t ion  gap. T h e  senex conceives in terms o f  
time, succession a n d  t h e  pa t r i a rcha l  v is ion  o f  fa thers  and  
sons. When we use t h i s  language we a re  again u n d e r  senex 
domination. Despi te t h e  b lessings it o f f e r s  o f  pa t ronage 
a n d  patr imony,  cas t ra t ion  i s  i nhe ren t  in t h e  generat ional 
model; Kronos who cas t ra ted h i s  fa the r  has cas t ra ted h i s  
fatherhood.  6 

We encounter  in Thenot  as senex, as "Colin's w i n t r y  mind," a consciousness 

tha t  t h r i v e s  o n  negation. It "bu i lds  ego by keep ing t h e  opposites in extreme 

tension . . . t h r o u g h  i t s  r u l e s  and  laws t h a t  maintain b o r d e r s ,  categories, .-' 

walls. I t  7 

It i s  obv ious  by t h i s  p o i n t  t h a t  t h e  whole tale i s  to ld  f rom Thenot 's 

po in t  o f  view. He seeks t o  d r a w  Cudd ie  (as Col in 's p u e r  aspect) i n t o  h i s  

system, t o  def ine  h im w i t h i n  it a n d  t o  occupy in Cuddie's sens ib i l i t y  t he  

place tha t  T i t y r u s  does. O f  T i t y r u s  Cudd ie  states: "They  bene so well 

thewed, and so wise I What e v e r  t h a t  good o l d  man bespake." B u t  Cuddie 

w i l l  have none o f  it. He re jec ts  t h i s  model o f  t h e  wor ld  a n d  Thenot  along 

w i t h  it: "So long  have I l is tened t o  thy speche / t h a t  g r a f f e d  t o  t h e  g r o u n d  

i s  my breche . . . B u t  l i t t l e  ease o f  thy lewd tale I tasted I Hye thee home 

shepherd, t h e  d a y  i s  nigh wasted." In do ing  so he moves u s  t o  the  c r u x  o f  

t he  problem. In re jec t i ng  t h e  tale, t h e  impl ic i t  ident i f i ca t ion  w i t h  t h e  B r e r e  



and the  s t u l t i f y i n g  moral al legory it represents he also re jects the  senex in 

himself, t he  poss ib i l i ty  of  union. Cuddie i s  hosti le t o  winter, as s p r i n g  

always is, t h e  hos t i l i t y  o f  a con t ra ry  state in which, as Blake says "Opposi- 

t i on  i s  t r u e  Friendship." B u t  as the  negat ive senex comes t o  equate sp r i ng  

w i t h  sin, as t h e  in te rp lay  and secret i den t i t y  o f  the  opposites i s  subsumed 

in to  a moral dua l i t y  Cuddie must, in o rde r  t o  su rv i ve  a t  all, re ject  not  

on ly  w in te r  but the en t i re  senex com@lex, h i s  ski l l ,  h i s  endurance, and 

the  deepening implied by the "sicknesse" of t he  Oake, h i s  "canker wormes" 

and "woundes wyde." Presented in such moral lnegat ive terms there  i s  no 

chance f o r  a rapprochement w i t h  the  senex, a union, and t h i s  bodes disaster 

f o r  young man and  o ld  man alike: 

However we conceive the tasks o f  youth, o r  the  begin- 
ning o f  things, they cannot b e  accomplished wi thout  the 
sp i r i t ua l  connection. In i t ia t ion i n t o  rea l i t y  i s  not  t o  
take away the  in i t iant 's  re lat ion w i t h  the pr imordia l  or i -  
g ins  . . . it i s  not  a de-mythologizing in to  h a r d  rea l i ty  
. . . [it] softens rea l i ty  by filling in i t s  background 
w i t h  layers  o f  mythological perspect ive . . . Trad i t iona l  
i n i t i a t ion  o f  the p e r  by the  pos i t ive  senex confirms t h i s  
re la t ion . . . stat ing tha t  he, t he  myth, so easi ly wounded, 
easi ly  s la in ye t  always rebo rn  i s  the  seminal substratum o f  
a l l  enterpr ize.  Some subst i tutes f o r  in i t ia t ion instead sever 
t h i s  re lat ion . . . [ t h i s ]  re f lec ts  a senex personal i ty  . , . 
tha t  i s  threatened by i t s  own chi ld, i t s  own phallus, i t s  
own  poetry.8 

Thus  the  obstacles to  the puer-senex union, t he  in i t ia t ion o f  the puer  

by the  pos i t ive  senex, l ie  w i th in  t he  senex ro le  o f  t h e  archetype. Th is  i s  

in d is t inc t  cont rast  t o  Theocri tus'  v is ion in Idyll V (Lacon and  Komatus) 

where it was the  pue r  who was caught up in an ostentat iously l i te ra l  

real i ty .  In fact, the  whole na tu re  o f  t he  senex in t h e  two  d ive rgen t  visions 

i s  s t r i k i n g l y  dissimilar. Where Komatus was lusty,  anima-ted, d r i v e n  toward 

reconcil iation, at tempt ing t o  draw the pue r - sp i r i t  i n t o  h i s  psychologized 

vision, here it works in reverse. Thenot, Colin's senex pole, i s  tota l ly  



un-erot ic ,  austere, c rabbed  a n d  concerned main ly  w i t h  t h e  rigid enforce- 

ment o f  h i s  moral is t ic  wil l ,  c rea t i ng  a r o u n d  h im a w o r l d  s ingu la r l y  l ack ing  

in soul, anima, t h e  feminine. Yet  a t  t h e  same time, as w i t h  Lacon a n d  h i s  

c thon ic  sacri f ice, un ion  w i t h  the  senex seems t o  represent  t h e  o n l y  poss ib i l i t y  

o f  redempt ion f rom an  o n l y  l i t e ra l  rea l i t y :  

F o r  it had  been an  auncient  t ree,  
Sacred w i t h  many a mysteree, 
A n d  o f t e n  c r o s t  w i t h  t h e  pr ies tes  crewe, 
A n d  o f t e n  hal lowed w i t h  ho l y  water  dew. 
B u t  s ike  fancies weren fooler ie  
A n d  b r o u g h t  t h e  oake t o  t h i s  miserie ( 1  1. 207-12) 

Without a connect ion t o  whatever  it i s  t h a t  l ies beneath a l l  t h e  moraliz- 

ing a n d  neglect,  t h e  l i t e ra l  h i s t o r y  and  re jec t ion  o f  Roman Catholicism 

impl ied by t h e  "pr iestes crewe," w i thou t  t h e  rea l  n a t u r e  o f  t h e  "holy  water  

dewe," t h e  y o u n g  man a n d  t h e  o l d  man fa l l  apar t .  We a re  t rapped  in the  

negat ive  t i nc tu re ,  t h e  s te r i le  lucubra t ions  o f  t h e  negat ive  senex and "every-  

where  t h e  ceremony o f  innocence i s  drowned." 

T o  g e t  a c learer  idea o f  jus t  what  t h e  ancient  m y s t e r y  i s  t ha t  l ies a t  - 

t h e  h e a r t  o f  t h e  matter,  we turn from F e b r u a r y  a n d  Cudd ie  as p u e r  t o  

October  and  Cudd ie  as senex. In t h e  words  o f  E. K., who in t roduces t h e  

poem : 

In Cudd ie  i s  set o u t  t h e  per fec te  p a t t e r n  o f  t h e  
Poete, wh ich  finding n o  maintenance o f  h i s  s tate 
A n d  h i s  studies, complayeth o f  t h e  contempte o f  
Poetr ie  and  t h e  causes thereof .  

Pierce, t h e  fo i l  f o r  Cudd ie  in t h i s  Aeglogue, opens w i t h  a n  accusat ion: 

Cuddie,  f o r  shame, ho ld  up thy heavy  heade . . . Whilome t h o u  wont  t h e  shepherds  lads t o  leade 
In rymes, in r i dd les  a n d  in bidding base, 
Now t h e y  in thee and  thee in sleepe a r t  dead ( 1 1 .  1-6) .  



Cuddie, t h e  perfect pat tern  of the  poet, the  poet's spiritual function, is 

in sleep, his head is heavy and weighed down. According to R.  9. Onians, 

"the spiri t  in the  head was the  genius [and]  there  is fur ther  reason to 

believe that  what survives death,  what goes to t he  nether gods is the  

genius."9 Thus  Cuddie's genius or  psyche (head)  moves toward death 

and he himself is heavy, burdened, depressed.  H i s  "rymes and riddles" 

a r e  dead in him and he in sleep is dead. But of what, then,  does Cuddie 

dream? Simply pu t ,  it is sustenance,  nourishment, endurance,  a deep in- 

spiration and sustaining breath:  

Cuddie:  Piers, I have piped e r s t  so long with payne, 
That all mine oaten reeds bene ren t  and wore. 
And my poor Muse has spent  her  spared s tore ,  
Yet little good has got,  and much less gayne ( 1 1 .  7-10). 

- - 

Piers has several suggestions to cheer Cuddie up. The first  is honor but 

with a specific twist. It is the  honor of acting a s  agent of the  same re- 

pression that  he himself was threatened with a s  puer /youth/spr ing:  

Piers:  Cuddie, the  prayse is bet ter  than the  price 
The glory much greater  than the  gayne 
0 what an honor it is to restraine 
The lust  of lawless youth with good advice ( 1  1. 19-22). 

This dubious honor Cuddie dismisses: "Sike prayse is like smoke." Such 

honor did not answer him earlier and it does not serve now. So Piers 

t r ies  again: 

Abandon then the  base and vile clowne, 
Lift u p  t hy  selfe out  of the  lowly dus t  
And s ing of bloody Mars, of war and quests ,  
Tu rn  thee to those, that  wield the  awful crowne (11 .  37-40). 

Cuddie's answer is quite simple and it "speaks to his condition." To sing 

of greater  th ings  is impossible when all the  grea t  deeds and all the great  

men exist  only in the  past  and in death:  



But ah  Mencoenas is yclad in claye 
And great  Augustus long ago is dead; 
All the  worthies biggen wrapt in lead, 
That matter made for Poets on to  play (11. 61-64). 

The contemporary world, the  world around him, is "nought worth a pease" 

for everything of worth exis ts  in the  past .  Cuddie here suffers the fate of 

the  Brere. He has no shelter  in the  past ,  in tradition, no living connection. 

But he reveals a subtle but  very  important characteristic, one that  he shares  

with Thenot. That characterist ic is literalism. He confuses or  conflates the  

past  and death so that  death itself, the  entrance to the Halls of Hades, 

becomes an only literal o r  only temporal reality, a historical hypostasis. 

And this leads to the  very  core of the  problem: 

Cuddie: Whoever cas t s  to compasse wieghtye prise, 
And thinks to  throw out thonderinq words of threate,  
Let power in lavish cups  and thr i f te  bits of meat, 
For Bacchus f rui t  is friend to Pheobus wise. 

Thou kenst  not Percie, how the  ryme would rage. 
0, if my temples were distained with wine, 
And g i r t  in girlonds of Yvie twine, 
How I could reare  t he  Muse on stately stage (11. 103-10). 

Cuddie laments the  lack of a specifically Dionysian inspiration, one 

that ,  surrounding his genius (temples), links the  vine and the  ivy. Phoebus 

and Bacchus, puer  and senex. He is unable to connect with this underworld 

figure because he is unable to  experience death a s  anything other  than a 

literal reality. He remains caught in an identification with the  literal year,  

a senex without a puer  in October and a puer  without a senex in February. 

As we have seen,  the  imagery that  brings d ~ ~ t  the  re-union in 

Theocritus all centers  around the  cult  f igure of the  god Dionysos. As in 

the  Homeric Hymn: 



we, t he  poets 
begin 

and end our  singing 
through you-- 

and i ts  impossible without you 
without remembering you 
we can' t  remember ou r  sacred song. 10 

Dionysos, a p e r - s e n e x  union which transforms,' ' is invoked parti- 

cularly in his senex aspect  a s  Lord of Souls, King of the  Underworld. "One 

aspect of life is riven in o rder  that  another,  the  psychic and called death,  

can reach awareness. " I2  Cuddie, in February,  was unable to  connect with 

his senex par tner  because that  f igure inhabited, created around him, a 

specifically dualistic, moral, and unpsychological landscape. Here Cuddie, 

a s  genus or typos of the  species poet, is unable to connect with his qenius 

o r  daimon because he himself has become senex in the same sor t  of landscape. 

The genius of Cuddie, who presents  to u s  the  genus Poet is no other than 

Colin Clout, "For it is Colin f i t tes such famous flight to scanne," and there  

is a distinct barr ier  between them. In fact, one might say,  they inhabit 

two completely different worlds : 

The pastoral tradition Spenser inherited was divided in 
vision. To pastoral had gravitated many of the  crucial 
and unresolved conflicts of Renaissance thinking: nature  
and a r t ,  otherworldliness and secularism, Christianity 
and Paganism, reason and emotion. Not only was pastoral 
a vehicle for these divisions in thinking, it was itself 
marked by  tha t  division. This division in pastoral is, I 
believe, the  proper  s tar t ing point for any analysis of the  
Calender. 

The Renaissance pastoral tradition a s  Spenser inherited it was riven 

by the conflict between "Mantuanesque" and "Arcadian" pastoral. Briefly, 

the  Mantuanesque "takes a s  i t s  ideal the  Judeo-Christian pastor bonus, the  

shepherd unwaveringly committed to  his flock and to the  requirements for 

eternal salvation."14 Further ,  "as an instrument of Christian polemics, 



119 

pastoral's sense of multivalence . . . is transmuted into a simplistic Christian 

conflict of good and evil."15 This allegorization gives rise to the expression 

2 of specific att i tudes towards the world and towards love and femininity: 

The same contemptus mundi which colors Mantuanesque 
pastoral's perspective on the city and the court  colors 
a s  well its perspective on love . . . Underlying the 
Mantuanesque att i tude toward love is the fear that love, 
since it involves a loss of reason, is an instrument of 
the  devil seducing man through Woman-Eve into e r ror  
and sin. f 6 

Arcadian pastoral on the other hand "exists in praise of woman and the 

joys of satisfied love. l t l '  It t hus  centers  itself in the  necessity of erotic 

and irrational experience and takes as  i ts  ideal the  pastor felix. Unlike the 

Mantuanesque which "perceives the  world as  an unceasing combat between 
- - 

virtue and vice, mens and sensus . . . [ i t ]  attempts to create a world in 

-- 
which man's instincts and desire for otium can be satisfied."'* If we keep 

in mind the distinction Leo Marx makes between simplelnaive and complexl 

literary pastoral and i ts  resonance in the division between literal and imaginal 

realities, the  Arcadian landscape becomes the  entrance to o r  embodiment of 

the world of dream o r  psyche. Colin Clout exis ts  only in this world, in 

what E. K .  calls the Plaintive Aeglogues: I ,  VI, X I ,  X I I .  The others,  

Recreative and Moral, containing a Mantuanesque admixture of allegory and 

moralizing, surround him on all sides. If, however, Colin as genius exists 

in an Arcadian landscape that  evokes the world a s  dream, here it is a very 

bad dream, a recurring sense of loss, of mourning, of heaviness, sorrow 

and desolation. It images the plight of the  poetic genius lost in the 

Christian world, another major concern of Hillman's work with anima and the 

puer-senex archetype: 



Long  ago and  f a r  away f rom Cal i fo rn ia  a n d  i t s  action, 
i t s  concern, i t s  engagement, t h e r e  took  place in Byzan- 
t ium, in t h e  c i t y  o f  Constant inople in t h e  yea r  869, a 
Counci l  o f  t h e  Pr inc ipa ls  o f  t h e  Ho ly  Cathol ic Church,  
a n d  because o f  t h e i r  session t h e n  a n d  another  one o f  
t h e i r  sessions a h u n d r e d  years  p r i o r  (Nicaea, 787), we 
a r e  a l l  in t h i s  room ton ight .  

Because a t  t h a t  Counci l  in Constant inople, t h e  soul lost 
i t s  dominion. O u r  anthropo logy ,  o u r  idea o f  human 
nature,  devo lved f rom a t r i p a r t i t e  cosmos . . . t o  a 
dual ism o f  s p i r i t  ( o r  mind)  . . . a n d  matter .  A n d  t h i s  
because a t  t h a t  o t h e r  Council, t h e  one in Nicaea in 787, 
images were d e p r i v e d  o f  t h e i r  i n h e r e n t  au thent ic i ty .  

We a re  in t h i s  room t h i s  e v e n i n g  because we are  moderns 
in search o f  a soul  . . . We a r e  s t i l l  in search o f  t h a t  
third place; t h a t  in termediate realm o f  psyche--which i s  
also t h e  realm of images a n d  t h e  power o f  imagination-- 
f rom which  we were  ex i led  by theological sp i r i t ua l  men 
more t h a n  a thousand years  ago. l 

T h e  move f rom a Classical t o  a C h r i s t i a n  cosmos was t h e  move f rom a 

t r i p a r t i t e  cosmos o f  sp i r i t ,  soul, a n d  b o d y  t o  a dua l i ty ,  a dichotomy o f  

s p i r i t  ( w h i c h  i s  i den t i f i ed  w i t h  mind)  a n d  matter .  T h e  mediat ing realm, 

t h e  realm o f  psyche o r  soul  was put a t  t h e  s e r v i c e  o f  a disembodied sp i r i t .  

B u t  in sp i te  o f  Ter tu l l ian 's  ins is tence t o  t h e  con t ra ry ,  t h e  soul i s  no t  

na tu ra l l y  Chr is t ian .  She c a r r i e s  a deep back log o f  d a r k e r  images o f  s p i r i t  

and  r e b i r t h .  A n d  it seems t h a t  jus t  h e r e  we contac t  what  i s  b o t h  t h e  

cen t ra l  conf l i c t  in t h e  Shepherdes Calender a n d  t h e  cen t ra l  meaning o f  what  

we cal l  t he  Renaissance fo r ,  accord ing t o  Hillman, Renaissance, "un l ike  some 

o t h e r  pe r iod  terms . . . touches t h e  soul in i t s  r e b i r t h  fantasy . . . t h e  

Renaissance idea i s  a fan tasy  rooted a rche typa l l y  in t h e  psyche . . . It 

i s  n o t  a h is tor ian 's  i nven t ion :  Renaissance i s  a w o r d  used by t h e  v e r y  

people of t h a t  t ime about  themselves. 1120 T h e  people o f  t h a t  t ime loved 

"classical poet ry ,  moral essays, h i s t o r y  a n d  b i o g r a p h y  a n d  Platonic phi lo- 

sophy. B u t  if we psychologize t h e i r  love, we wi l l  see t h a t  w i t h i n  t h e  o v e r t  

subject  mat ter  was a la ten t  a n d  p o w e r f u l  psychological  content :  t h e  pagan 



myths . . . from the v e r y  beg inn ing in Pet rarch the inner  content o f  the 

materials was the mythical  persons and ideas f rom a pre-Chr ist ian poly- 

theist ic  world. ,121 

Nowhere i s  the cont rast  and  hos t i l i t y  between these two cosmoses more 

apparent than  in the August  Aeglogue, a poem modelled on two Theocri tan 

topoi. If we in-s ight  the poem th rough  the  image o f  the ivy-wood bowl o f  

ldyll I and the  singing-match of ldyll V, one tha t  specifically involves a 

senex-puer reun ion a s t r i k i n g  contrast  emerges, one that  pu ts  an ent i re ly  

d i f fe rent  perspect ive o n  the  apparent ly  harmonious resolut ion o f  the poem. 

Simply put, the t r i p l e  image o f  the ivy-wood cup  contains death, su f fe r ing  

and loss o f  innocence and, t h rough  the young-old eros it evokes, relates 

them to  the Dionysian i v y ,  the opening o f  the  underwor ld o r  realm o f  soul. 

The poetic equivalent  in August ,  however, the "mazer wrought o f  maple 

warre" i s  o f  an en t i re l y  d i f f e ren t  order.  Here there i s  no opening to  a 

greater realm but on ly  what Blake would cal l  a negation. The image o n  

the mazer shows: 

Thereby  i s  a Lambe in the  Wolves jawes 
B u t  see, how fast  r unne th  the shepherd swayne 
T o  save the  innocent f rom the  beastes power 
A n d  here w i t h  h i s  shephooke ha th  him slayne (11. 31-4). 

The wor ld  i s  d iv ided  in to  Good (sheep, shepherd) and Evi l  (Wolfe, 

death). The  shepherd1Good then  slays death, leaving only the Good as a 

real ontological pr incip le.  Willie and Perigot's s ing ing match f u r t he rs  the 

same motif, col lapsing the  Theocr i tan puer-senex confl ict in to  a facile 

ident i ty ,  the  seriousness o r  g rave  nature o f  Perigot's love-encounter in to  

a shimmering verbal  surface,and any  sense o f  multivalence at al l  i n to  the 

jovial awarding o f  pr izes t o  bo th  singers. As in February there is  no 

fecund conf l ic t  because t he re  i s  no acknowledgement o f  the Other, the 



Dark Adversary.  The necessity, reality, the  very  existence of dark ,  death,  

erotic suffering is denied, and along with it t h e  entrance to the  imaginal realm 

or  underworld. The end of August  points th is  out.  Colin, the  dream-ego 

or  persona tha t  is a potential for the  puer-senex union and the  forlorn 

champion of an Arcadian or  dream-landscape, is represented by a song. It 

is a lament for death ,  a longing for entrance to  death 's  kingdom: 

Here I will dwell apar t  
In gastful grove therefore,  ti1 my last sleepe 
Doe close mine eyes  . . . 
Helpe me, ye  baneful1 byrds ,  whose shrieking sound 
Is sign of d r ee ry  death ,  my deadly c ryes  
Most ruthfully to tune  (11. 168-174). 

There is a particular reason for Colin's longing for and inability to 

enter  the realm of death ,  of Hades, and it is of crucial importance for,  

according to  Hillman, "this movement of rebir th  from natural existence to 

psychological existence requires a preceding o r  simultaneous dying . . . the  

Cod of the  Renaissance and of all psychological renascences [ is]  Hades, 

archetypal principle of the  deepest aspect  of t he  soul. 1122 The Christian per- 

spective, however, with i ts  moral dualism, i t s  equation of god and light, and 

i ts  literal and apocalyptic vision makes this  descent impossible. For it has al- 

ready been accomplished once and forever in t he  person of Christ  himself: 

A th i rd  reason for our  difficulty with the  underworld is 
o u r  Western Christian perspective. Between us  and the  
underworld s tands  the  figure of Christ  a s  he  was pre- ' 

sented by the  early Church fa thers  . . . Let us  compare: 
Orpheus and Dionysos went down to redeem close personal 
loves . . . Hercules had tasks  t o  learn . . . But Christ 's  
mission to t he  underworld was to annul it through his resur-  
rected victory over death.  Because of his mission all 
Christ ians were forever exempted from the  descent . . . 
W e  shall all rise. The eternal  life is not in the  underworld 
b u t  in i t s  destruction.23 

Colin Clout, his songs,  his dilemma, his promise, run  throughout 

the  Shepheardes Calender like a haunting, recurr ing dream. Though he 



makes on ly  f o u r  personal appearances, he i s  constant ly al luded t o  as a model, 

a potential  savior, a paragon o f  pastoral song who can put the wor ld  in order.  

Cuddie's praise of him in October i s  echoed b y  Hobinnol in A p r i l  and June, 

by Perigot in August  and by Thenot in November. Colin's presence in the 

series never  changes; he i s  always the same melancholy mourning f igure, 

lovesick and yearn ing f o r  death. He opens the series in January as a 

shepherd's boy  who i s  synonymous w i t h  the  drear  win ter  landscape. In 

June he i s  of a " rype  age, ravaged by time in passing weares . . . which 

wexen old." In November he i s  Winter i tself ,  and  in December he compares 

himself t o  a ravaged Tree, the v e r y  symbol Thenot used t o  denote the nega- 

t ive  senex. He thus  haunts the series as a puer  senilis, "both older than 

h is  age . . . and s t rugg l ing  against h i s  oldness . . . He has not  on ly  h is  
- 

own problems but he has by histor ical  necessity the col lect ive problem . . . 
it is a ref lect ion of the t rans i t ion and, as Jung  says, no t  o f  ou r  conscious 

choosing. It ref lects the unconscious man w i th in  who i s  changing. 1124 

Colin's h istor ical  mission might  best  be seen in terms o f  the resurrec- - 

t ion o f  that  ancient mystery  tha t  l ies a t  the center o f  the  Oake, the trans- 

formation o f  and  union w i t h  the senex t h rough  contact w i t h  the underworld. 

It i s  th is  tha t  becomes the quest o f  the Red Crosse Knighte, who seeks h is  

Father's wisdom, the gift o f  Holinesse, and it requ i res  a ven tu re  in to  un- 

charted ground, a d a r k  and sudden landscape tha t  i s  impossible wi th in  an 

over t l y  Chr is t ian cosmos. Ch r i s t  harrowed Hell, proclaimed an end t o  death 

and darkness. A n  aspect o f  Dionysos, however, l ives forever  in the dark-  

ness and as zoe forever enweaves the ind iv idua l  consciousness w i t h  i t s  - 
cold s l i ther ing depths and i t s  l imitless expanse o f  energy.  It i s  the ab- 

sence o f  jus t  t h i s  energy, th i s  insp i r ing  force and depth-memoria, tha t  



creates the winter-wor ld o f  Col in Clout and  sur rounds the quest o f  the Red 

Crosse Knighte, a quest  f o r  a d i rec t  experience o f  the  d iv ine  unmediated by 

a t radi t ional  theology. For it i s  in the f igure of  Dionysos tha t  we are pre- 

sented w i th  . . . the  renewal o f  the  H igh  God t h rough  h is  most physical 

yet  psychological son, a t  the center o f  whose c u l t  from the earl iest times is 

. . . the mystery  o f  nu rs i ng  and o f  psychological r e b i r t h  t h rough  under- 

world depths. 11 2 5 

The wor ld  o f  the poet i s  the imaginal world, the  realm o f  image, psyche, 

soul o r  dream. In the  Shepheardes Calender tha t  realm i s  laden w i th  

theology, w i t h  sp i r i tua l  truth unassimilated t o  image and w i t h  l i teral  o r  

rat ional reduct ion.  The image o r  dream has lost i t s  potency, i t s  ab i l i ty  t o  

t ransform o r  transmute experience in favor o f  i t s  funct ion as signif icator 

o r  s ign : 

Now at  Nicaea a subtle and devastat ing d i f ferent ia t ion 
was made . . . between the adoration o f  images and 
the  f ree formulat ion o f  them on  the  one hand and the 
venerat ion o f  images and the author ized cont ro l  over  
them on  the o ther  . . . between the image as such, i t s  
power, i t s  full d iv ine o r  archetypal  real i ty ,  and  what 
the image represents, points to, means. Thus  images 
became allegories . . . one's spontaneous imagery i s  
spurious, demonic, devi l ish . . . no longer presences 
o f  the  d iv ine  power. 26  

This  i s  seen most c lear ly and cruc ia l ly  in the  Calender in the devalua- 

t ion o f  Pan, the  v e r y  god o f  herds and herdsmen, half  goat and  ha l f  human 

and b r inger  o f  dreams. E. K., in the commentary o n  Apr i l ,  summarizes 

th is  emptying o f  image in favour o f  rat ional  s igni f icat ion o r  meaning.: 

B u t  here by Pan and S y r i n x  i s  no t  t o  be thoughte 
t ha t  t he  shepherde meant those Poetical Gods . . . 
by Pan i s  here meant the most famous and  v ictor ious 
King, he r  highnesse Father, late o f  wo r thy  
memory, K. Henry  the eyght. A n d  by tha t  name, 
oftymes (as hereaf ter  appeareth) b e  noted k ings  
and  migh ty  potentates: A n d  in some places 
Ch r i s t  himself, who i s  the v e r y  Pan and  god of 
Shepherdes. 



Pan, t h r o u g h o u t  t h e  series, appears in many al legorical guises but 

never as himself, as t h e  so r t  o f  luminous n a t u r a l  fo rce  t h a t  hovers, i nsp i r -  

ing and f r i gh ten ing ,  a round  a l l  o f  Theocr i tus '  goatherds  and  i s  incarnate in 

t h e  f i g u r e  o f  Lycidas.  He has become a marker ,  a sign, an a l legory a t  

best  f o r  t h e  h ighes t  conscious value in a n y  g i v e n  personal  cosmos. W i t h  

t h i s  death  o f  Pan one thing i s  announced: "What h a d  soul lost it; o r  lost 

was t h e  psych ic  connect ion. 1127 For  it i s  Pan, a member o f  t h e  Dionysian 

procession, who "ca r r i ed  t h e  shie ld o f  Dionysos o n  t h e  march t o  Ind ia  1128 

who was a t  a l l  times "considered t o  b e  t h e  i n i t i a to r  o f  a l l  k i n d s  o f  dreams 

and v is ions a n d  especial ly t h e  i ns t i ga to r  o f  sudden a n d  v io lent  t e r ro r .  11 2 9 

He was a "mantic god a n d  t h e  teacher o f  Apol lo in t h e  a r t  o f  d iv inat ion.  11 30 

As Ephialtes, t h e  demon o r  e v i l  s p i r i t  o f  nightmares, h e  sent a dream so 

- potent  t h a t  "even o n  wak ing  we find it impossible n o t  t o  bel ieve them real 

. . . t h e  v i v idness  o f  t h e  n igh tmare exper ience has g i v e n  r i s e  t o  t h e  

belief in person i f ied  Gods o r  demons: t h e  n igh tmare i s  t h e  exper ient ia l  base 

o f  rel igion. 113' A n  O ld  Testament para l le l  t o  t h i s  dream mot i f  would be  t h e  

bat t le  o f  Jacob w i t h  t h e  Ange l  (Gen. 32: 22-32), a n d  t h e  w i thered thigh 

tha t  Jacob came away w i t h  becomes a s i g n  o f  t h e  wound o r  laming t h a t  opens 

t h e  persona l i ty  t o  t h e  imminent power o f  t h e  non- l i te ra l  world. The  second 

so r t  o f  dream t h a t  Pan b r ings ,  wh ich  may b e  seen t o  re la te  t o  o r  proceed 

ou t  o f  t h e  first,is t h e  heal ing o r  incubat ion  dream in wh ich  " the god, demon 

o r  hero  appears t o  t h e  dreamer and  cu res  h im e i t h e r  by personal in terven-  

t ion  o r  by t e l l i n g  him t h e  therapy.  1132 T h i s  s o r t  o f  dream o r  v is ion  connects 

the  archetypa l  / d i v ine  a n d  t h e  human /personal  in a cont inuous interchange. 

It i s  exempl i f ied by t h e  exchange between Lyc idas  a n d  Simichidas jus t  as 

the  n ightmare i s  by Daphnis '  death. A f u r t h e r  para l le l  would b e  t h e  dream 

o f  Jacob in t h e  wi lderness where "he dreamed, a n d  behe ld  a ladder set up 

o n  t h e  e a r t h  a n d  t h e  t o p  o f  it reached t o  heaven, a n d  beheld t h e  angels 



h i s  associat ion w i t h  darkness  a n d  death, t h e  C h r i s t i a n  cosmos o f  t h e  

Shepheardes Calender cannot inc lude t h e  r e a l i t y  o f  t h e  god  Pan. Conse- 

quen t l y ,  it re jec ts  b o t h  the  r e a l i t y  o f  dream o r  image a n d  t h e  i nhe ren t  possi- 

bility t h e r e i n  o f  a persona l ly  exper ienced contac t  w i t h  t h e  d iv ine ,  one t h a t  

leads t o  a re juvenat ion  o f  the  image o f  senex o r  Father .  Th i s  tension be- 

tween t h e  moral o r  Mantuanesque stream, t h e  C h r i s t i a n  cosmos, and t h e  

need o f  Co l in  C lou t  in h i s  Arcad ian  landscape t o  e n t e r  t h e  realm o f  death, 

creates a tens ion  wh ich  v ib ra tes  t h e  ser ies o f  poems apart .  Spenser, in 

t h e  persona o f  t h e  Red Crosse Kn igh te ,  must  move f a r t h e r  i n t o  t h e  darkness  

in search o f  t h e  puer-senex union.  

If we v iew t h e  Calender as an  at tempt a t  a dream-series 

o r  i n i t i a t i on  r i t e  r o u g h l y  cong ruen t  t o  Theoc r i t us '  I dy l l s ,  several s t r i k i n g  

cont ras ts  emerge. F i r s t ,  t he  f i g u r e s  o f  p u e r  a n d  senex remain reso lu te ly  

d iv ided.  T h i s  i s  seen n o t  o n l y  in Cudd ie  a n d  Thenot,  but in Col in  himself  

who images t h i s  connect ion in a negat ive  form, as w i the red  y o u t h  o r  p u e r  

seni l is.  Secondly, t h e  exper ience o f  dea th  t h a t  beg ins  t h e  Theocr i tan  r i t u a l  

i s  o n l y  possib le he re  a t  t h e  e n d  o f  t h e  series, as Co l i n  in December g ives 

himself  up t o  "d reery ,  t imely death.'' It i s  t h i s  death, t h e  r u p t u r e  o f  t he  

v i r g i n a l  ego, t h a t  marks  t h e  t r u e  b e g i n n i n g  o f  t h e  en t rance t o  t h e  pastora l  

o r  imaginal landscape. Fo r  he re  a third a n d  c r u c i a l  con t ras t  emerges. The  

deep poet ic  joy  t h a t  Theocr i tus  ev inces in t h e  H a r v e s t  Home does n o t  come 

t o  Spenser until a f t e r  t h e  epic  journeys  o f  t h e  Faer ie Queene, in t h e  v is ion  

o f  Col in  piping t o  t h e  Muses o f  Book VI, w h i c h  r e t u r n s  u s  t o  t h e  pastora l  

landscape, o r  in t h e  Epithalamion w i t h  i t s  r i c h  i n t e r f u s i o n  o f  pagan a n d  

Chr i s t i an  imagery  t h a t  "seems t o  bring t h e  whole cosmos w i t h i n  t h e  range 

o f  a poet 's marr iage." '  
3 4 



Thus, t h e r e  i s  a d i r e c t  c o n t i n u i t y  between Col in  C lout  a n d  h is  extension 

in to  the  w o r l d  of Faery lande o r  soul in t h e  dream-egolpersona o f  t h e  Red 

Crosse Kn ighte .  A t  t h e  cen te r  of t h e i r  l ikeness i s  t h e i r  melancholy temper, 

Colin's constant  mourn ing  a n d  pining b e i n g  echoed in t h e  R.C.K. who i s  

"of h is  cheere . . . too solemne sad" ( I ,  i, 2) .  B o t h  a r e  p lagued w i t h  a 

Saturn ian n a t u r e  t h a t  indicates t h e  presence o f  t h e  negat ive senex and  involves 

them w i t h  a problem o f  t h e  Father .  Both,  too, a re  concerned w i t h  t h e  miss- 

ing feminine, t h e  miss ing anima o r  soul, f o r  Col in in h i s  lovesickness may be  

character ized as a n  affect-ego, an  ego u n d e r  t h e  s t r o n g  pull o r  compulsion o f  

t he  anirna archetype.  T h i s  possession can b e  seen in those o f  h i s  songs t h a t  

attempt to  image a t ranscendent  o r  imaginal feminine f i g u r e  ( A p r i l  and 

November) and  m igh t  b e  compared w i t h  Idyll V I  and  t h e  image o f  Galatea. 

B u t  the  f i gu res  in b o t h  songs ex i s t  ou ts ide  o f  t h e  pastora l  landscape, one 

be ing ident i f ied  w i t h  El izabeth (and  a l i t e ra l  rea l i t y )  and one w i t h  Dido ( a n  

h is tor ica l  pas t ) .  Colin, as dream-ego, can connect w i t h  ne i ther .  The  R.C.K. 

too i s  wedded t o  t h i s  task, a d i rec t i on  t h a t  i s  imaged in h is  p ledge t o  

Clor iana: " . . . h e r  grace t o  have wh ich  o f  a l l  t h i n g s  he  most did crave"  

( I ,  i, 3) a n d  in h i s  mission i tse l f ,  h i s  at tempt t o  res tore  t h e  k ingdom o f  

Una, tha t  " lovely ladie" t h a t  " rode h im fa i re  beside" ( I ,  i, 4).  B o t h  a re  

encircled, in t h e i r  attempts, by t h e  same rat ional /a l legor ical  aspect o f  

senex mental i ty.  Co l in  i s  su r rounded  by t h e  Mantuanesque landscape t h a t  

denies the  exis tence o f  love and  death, and  t h e  R.C.K. i s  encased in jus t  

t ha t  so r t  o f  moralism, t h e  full armor of a Chr i s t i an  knight, wh ich  he wears 

but has y e t  t o  p r o v e  ( I ,  i , l ) .  H is  armor, in t h e  course o f  t h e  Book, i s  

s t r i pped  f rom him and  it i s  o n l y  a f t e r  t h i s  has occu r red  t h a t  he  i s  given, 

on  Mt. Contemplation, a n  image o f  Sp i r i t ua l  T r u t h ,  t h e  dream o f  Jacob's 

Ladder. 



128 

T h e  analogy between t h e  R.C.K. and Co l in  may be  c a r r i e d  one step 

fu r the r ,  i n t o  a comparison t h a t  l i n k s  t h e i r  beset t ing  sin, t h a t  o f  Price. 

R.C.K.'s g reates t  t r i a l s  a n d  h i s  u l t imate humbl ing  and  defeat come a t  t h e  

hands o f  Pride, t h r o u g h  h i s  so journ  in h e r  House and  h i s  cap tu re  by 
i 

Orgogl io t h a t  "gyan t  Proud"  who was "growen g rea t  t h r o u g h  a r rogan t  de- 

light" ( I ,  vii, 10). Colin, too, t races h i s  plight t o  t h i s  source, n o t  t o  love 

i t se l f  but t o  t h e  p r i d e  t h a t  cal ls up unrequ i ted  love as a counter .  Th is  

Pr ide  i s  a re fusa l  o f  Pan o r  o f  dream. In December h e  states: 

B u t  a h  such  p r y d e  a t  l eng th  was ill repayde, 
T h e  shepherds  God (pe rd ie  God was he  none) 
M y  hu r t l esse  pleasaune did me al l  upbraide,  
M y  freedom lorne, m y  l i f e  he  l e f t  t o  mone. 
Love t h e y  h im called, t h a t  gave me checkmate (11. 45-53). 

Colin's p r i d e  in h i s  s inging,  h i s  in te l lectual  ta lents t h a t  endear him t o  t h e  

"wiser Muses," i s  echoed in R.C.K.'s p r i c e  in t h e  s t r e n g t h  o f  h i s  s t r o n g  

right arm and  se l f -vaunted a b i l i t y  t o  see, unaided, what i s  moral o r  v i r t u o u s  

in any  si tuat ion, t o  u n e r r i n g l y  choose t h e  right way, t h e  way o f  light and  

v i r t u e :  

A h  ladie ( sa id  he) shame were t o  revoke, 
T h e  f o r w a r d  foo t i ng  f o r  a n  h idden  shade. 
V i r t u e  g i ves  herse l fe  light, t h r o u g h  darknesse 

f o r  t o  wade (I, i, 12). 

B u t  R.C.K., a p r o u d  v i r g i n  who "no untruth he knew" ( I ,  i, 53) i s  

p a r t e d  f rom h i s  l a d y  Una, a n d  h i s  mission, by a dream. It i s  t h i s  dream 

t h a t  inaugura tes  t h e  whole act ion o f  Book I: 

T h e  God obayde, a n d  ca l l ing  f o r t h  s t r a i g h t  way 
A d i v e r s e  dreame o u t  o f  h i s  p r i s o n  d a r k e  
De l i ve red  it t o  him, and  down did lay 
H is  heavie head . . . ( I ,  i, 49). 



The dreams and  e v i l  sp r i t es  stream up f rom t h e  u n d e r w o r l d  t h r o u g h  t h e  

i v o r y  gate, t h e  one " fa i re  f ramed o f  b u r n i s h e d  i v o r y "  ( I ,  i, 40), t rad i t i ona l l y  

t h e  source of false o r  misleading images, a n d  cal l  up a n  al lusion t o  t h e  false 

dream t h a t  led Agamemnon t o  h i s  d isas t rous  p l u n g e  i n t o  ba t t l e  be fore  t h e  

gates o f  T r o y .  B u t  Onians connects t h i s  i v o r y  d i r e c t l y  t o  t h e  t u s k  o f  a 

w i l d  boar and sees t h e  func t i on  o f  these dreams as n o t  " to  deceive . . . 
[ b u t ]  t o  i n f l i c t  i n j u r y ,  chaos o r  havoc. ''35 A s  such  t h e y  pathologize con- 

sciousness, serve  n o t  p r i m a r i l y  t o  lead one a s t r a y  but t o  open t h e  too-l i teral, 

too-arrogant ego t o  t h e  r e a l i t y  o f  dea th  a n d  decay. Ult imately, t h i s  leads 

t o  t h e  archetypa l  g r o u n d  b e h i n d  t h a t  ego's o v e r l y  ra t iona l  and  self-enclosed 

consciousness, and  t o  a s h i f t  in t h e  dominants o f  a cu l tu re ,  t h e  emergence 

o f  a new god o r  gods. 

Th is  would ce r ta in l y  seem t o  b e  bo rne  o u t  in t h e  R.C.K.'s la ter  p ro -  

gress. The cha in  o f  act ions set o f f  by t h i s  dream separates him f rom Una 

and leads him t o  con f ron ta t i on  w i t h  Orgogl io, a n d  imprisonment in Orgogl io 's 

dungeon which  leaves him "a r u e f u l l  spectacle o f  dea th  a n d  ghos t l y  d reere"  - 

( I ,  vii, 40), t o ta l l y  dependent  o n  t h e  a i d  o f  a d i v i n e  fo rce  beyond  himself, 

t h e  i n te rven t ion  o f  A r t h u r .  T h e  whole episode i s  t h u s  a d i r e c t  exposure  

t o  t h e  n ightmare aspect o f  Pan, t h e  t e r r o r  a n d  wound ing  t h a t  opens t h e  

be ing  t o  a realm beyond  i tse l f .  T h i s  i s  not,  however, a theological exper i -  

ence, no t  something conceived in t h e  mind: 

T h i s  r e a l i t y  cannot  b e  bo rne  home in abs t rac t  concepts . . . we must  b e  para lysed and su f focated by t h i s  
rea l i t y  as if t h e r e  were something in consciousness t h a t  
i s  always in flight f rom ' the  h o r r o r '  . . . i t s  numinous 
power requ i res  a commensurately overwhe lming idea: 
t h r o u g h  n igh tmare t h e  r e a l i t y  o f  t h e  n a t u r a l  g o d  i s  
revealed. 36 



T h r o u g h  t h i s  exper  .ience, t h e  a rche typa l  a n d  t h e  personal  come i n t o  com- 

munion, a d i r e c t l y  exper ienced communion t h a t  i s  a r e s u l t  o f  t h e  open ing  

t o  dea th  a n d  t o  dream. A n d  from t h i s  p o i n t  o f  view, t h e  whole o f  t h e  

Faerie Queene may b e  imagined as t h e  slow c i r c l i n g  back  t o  image o f  t he  

wor ld  of m i n d  o r  experience, a p rocess  t h a t  culminates in Book V I  w i t h  t h e  

r e t u r n  t o  pas tora l  a n d  t h e  f ina l  exhaust ion  o f  a l legory  and  h i s to ry ,  o f  t h e  

senex p r e s e r v e  of  t hough t ,  measure, bo rde r ,  ru le :  

In t h e  Book o f  Cour tesy ,  Spenser takes u s  i n t o  t h a t  
p a r t  o f  t h e  psyche  t h a t  i s  a source o f  b o t h  al legories 
and  judgements, a 'p r im i t i ve '  p lace sel f -haunted by 
m i g h t y  forms t h a t  move s lowly  t h r o u g h  t h e  mind in 
daydream a n d  n ightmare.  37 

Or,  as Hi l lman wou ld  put it: 

Senex consciousness i s  f i na l l y  a t  r e s t  in t h e  imaginal 
realm . . . [it] d r i v e s  u s  t o  where  we can think n o  
f u r t h e r  . . . These a r e  t h e  border lands ,  a border -  
l i ne  cond i t ion  [where ]  . . . t h e  opposi tes present  
themselves as i nd i s t i ngu i shab le  . . . Images a re  
mere ly  themselves . . . t h e r e  i s  n o t h i n g  t o  a f f i rm  o r  
deny .  38 

t i s  a t  t h i s  border l ine ,  in t h e  w o r l d  o f  image, t h a t  we encounter  Dionysos 

as L o r d  o f  Souls a n d  t h e  realms o f  song t h a t  come w i t h  him. "He ru les  t h e  

bo rde r lands  o f  o u r  p s y c h i c  geography.  T h e r e  t h e  Dionysian dance takes 

place: ne i the r  t h i s  n o r  that ,  an  ambivalence." 39 His  i s  a p r o f o u n d l y  

wounded consciousness but one t h a t  leads, as in t h e  Harvest-Home, to  a 

r i c h  and  hon ied  s ing ing .  It i s  a t ransmuta t ion  o f  o u r  da i l y  experience, a 

g r e e t i n g  o f  t h e  gods, in a truly ensouled creat ion, t h e  wor ld  o f  t h e  greater  

pas tora l  : 

Now a l  i s  done, bring home t h e  b r i d e  agayne 
B r i n g  home t h e  t r i u m p h  o f  o u r  v i c t o r y  
B r i n g  home w i t h  y o u  t h e  g l o r y  o f  h e r  gaine, 

W i t h !  joyaunce bring h e r  a n d  w i t h  jo l l i ty .  



Never  had  man more joy fu l l  d a y  t h a n  th is ,  
Whome heaven would heape w i t h  b l i s .  
Make feast t he re fo re  now a l l  t h i s  l i v e  l ong  day, 
T h i s  d a y  f o r  e v e r  t o  me h o l y  is, 
Pour o u t  t h e  wine w i thou t  r e s t r a i n t  o r  stay, 
Pour  o u t  n o t  by cups, but by t h e  b e l l y  full 
Pour o u t  t o  a l l  t h a t  wil l ,  
A n d  s p r i n k l e  a l l  t h e  postes a n d  wals w i t h  wine, 
T h a t  t h e y  may sweat a n d  d r u n k e n  b e  withal l .  
Crowne y e  Bacchus w i t h  a coronall, 
A n d  Hymen also c rowne w i t h  wreathes o f  vine, 
A n d  le t  t h e  Graces dance u n t o  t h e  rest ;  
Fo r  t h e y  can d o  it best :  
T h e  whi les t h e  maydens doe t h e y r  c a r r o l l  sing, 
T o  wh ich  t h e  woods shal answer a n d  t h e y r  eccho ring 

(Epithalamion, 11, 241-60). 

If we v iew t h e  Shepheardes Calender, Spenser's f i r s t  major work, as a 

fai led pastoral,  as a n  in i t i a t i on  o r  dream-series t h a t  did not  cohere, t h a t  

fa i lure centers  in Col in 's lovesick a n d  unredeemed mourn ing and  (as Col in 's 

p u e r  aspect) in Cuddie 's  al ienat ion f rom a speci f ica l ly  Dionysian insp i ra t ion .  

Bo th  grow d i r e c t l y  o u t  o f  t h e  Chr is t ian IMantuanesque landscape t h a t  su r -  

rounds  them a n d  i t s  re fusa l  o f  dea th  and  dream as does t h e  v e r y  s t r u c t u r e  

o f  t h e  Shepheardes Calender in wh ich  t h e  u n d e r w o r l d  o r  unconscious com- 

ponents o f  t h e  c u l t u r e  are, a t  best,  mere ly  suggested. With t h e  Faerie 

Queene, however, Spenser fully engages those unconscious forces. The  poem, 

t h o u g h  it i s  i n i t i a l l y  i n fo rmed  by t h e  parad igm o f  t h e  heroic  quest ,  journeys  

in to  an underwor ld  realm f rom wh ich  it never  rea l l y  emerges. The s p l i t  

between conscious and unconscious components o f  t h e  c u l t u r e  i s  fully p resen t  

in t h e  poem,though it i s  o n l y  admit ted in t h e  conc lud ing stanzas t h a t  t h e  

underwor ld  o r  unconscious forces cannot  b e  reduced t o  a moral / sp i r i t ua l  

def in i t ion.  T h e  Faerie Queene i tse l f ,  f rom t h i s  viewpoint,  becomes a n  ex-  

tended dream-series o r  n ight-sea jou rney  t h a t  paral le ls  t h e  process set o u t  

in t h e  cent ra l  Theocr i tan  Idy l l s .  It i s  a vessel t h a t  p rov ides  an encounter  

w i t h  the  archetypa l  g round,  t h e  underwor ld ,  an encounter  t h a t  s lowly r e t u r n s  



to  and transforms the indiv idual  /collective ego-consciousness through a re- 

appropriat ion of sp i r i t  by the image making powers o f  the soul. This process 

is  imaged by the  rejuvenation of the pastoral landscape in Bk.  V I  and moves 

toward a wor ld that  holds in one, i f on ly  for  a f leet ing moment, the feeling 

immediacy of the  pagan pastoral and the moral /spir i tual  dimension inherent 

in a Chr ist ian mythos, the married wor ld o r  metaxy o f  the Epithalamion. 

It is  also imaged in the transformation o f  the s t ruc tu re  o f  the Faerie Queene 

itself, from the  heroic /encyclopedic endeavour described in Spenser's intro-  

duction, a monumental compendium o f  all the moral Isenex v i r tues,  to  the 

incomplete and open form o f  the poem as he le f t  it, a poem that  has gaping 

wounds and, par t i cu la r l y  in Book VI, wi l l  admit o f  no f i xed  interpretat ion. 

For centur ies poets and cr i t ics  alike have remarked on the dream-like 

qualit ies o f  the Faerie Queene but, I would suggest, it would be a mistake to 

a t t r ibute  these quali t ies to  the poem's conscious purpose. It is  ra ther  the 

intense conf l ic t  between conscious and unconscious components o f  the poem 

that  gives r ise t o  i t s  pecul iar and elusive qual i ty .  And  though an examina- . 

t ion o f  the  interact ion o f  the conscious/unconscious poles o f  such an extended 

and complex work must o f  necessity be incomplete and sketchy, th is  may be 

said to be t r u e  o f  any consideration o f  such a monumental, confusing and 

seminal work. Fur ther ,  I would suggest, it is just here, in the confl ict 

of conscious and unconscious forces, that  we encounter the central knot  o r  

dramatic focus o f  the  poem. A consideration o f  the  poem's conscious/uncon- 

scious bi furcat ion and the action o f  the unconscious o r  underwor ld components 

on the dominants o f  i t s  collective canon is  essential to  an understanding o f  

bo th  the psychic to ta l i ty  o f  the poem and i t s  place in what we have been 

considering as the greater pastoral tradit ion. 
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V l l l  

THE FAERIE QUEENE AS ALCHEMICAL VESSEL 

. . . it indeed i s  nought  but forger ie  
Fashion'd t o  please the  eies o f  them that  pas, 
Which see no t  pe r fec t  th ings  but in a glas: 
Yet i s  tha t  glas so gay, t ha t  it can blind 
The wisest sight,  t o  think tha t  gold is  bras. 

VI,  intro.,  5 



The  Faer ie Queene i s  an  encyclopedic poem w i t h  a pronounced moral1 

d idact ic  purpose.  A n y  psychological  cons idera t ion  o f  t h e  poem must, there-  

fore, f i r s t  c o n f r o n t  t h e  quest ion  o f  t h e  poem's conscious ph i losophy o r  re- 

l ig ious symbology. Frances Yates, in The  Occu l t  Phi losophy in El izabethan 

England, cons iders  t h i s  conscious ph i losophy o r  system o f  be l ie f  t o  b e  a 

specif ic s o r t  o f  Neoplatonism, "an in tens i f ied  Cabal is t  Neoplatonism o r  

Cabalist Neopythagor ianism w i t h  i t s  emphasis o n  number  o f  wh ich  John Dee 

was a leading exponen t  . . . [ i t  was] t h e  t h o u g h t  o f  a 'more power fu l  

phi losophy'  lead ing  t o  a wor ld  wide re fo rm ing  movement w i t h  Queen El izabeth 

I in the  lead ing  r o l e  . . . . 
Th is  wh i te  magic o r  Chr i s t i an  Cabal ist  Neoplatonism i s  amply descr ibed 

in Yates' w o r k  and, I would suggest,  may b e  said t o  fo rm t h e  col lect ive 

canon o r  conscious pu rpose  o f  t h e  poem. It i s  a mode o f  sp i r i t ua l  incorpora-  

t ion  tha t  was seen as possessing t h e  a b i l i t y  t o  u n i t e  a l l  t h e  d i v e r g e n t  s t ra ins  

o f  occul t  phi losophy,  m y t h  a n d  re l i9 ious  teach ing  in a mys t i c  p r o o f  o f  t h e  

truth o f  t h e  C h r i s t i a n  revelat ion.  It was highly ascensionist ,  concerned 

w i t h  the  realms o f  t h e  angel ic  h i e r a r c h y  a n d  t h e  heaven ly  One; highly 

evangelical, seek ing  t o  assimilate a l l  o the r  magico-rel igious t rad i t i ons  t o  

the  Chr i s t i an  my th ;  p r o f o u n d l y  in fo rmed by t h e  C h r i s t i a n  de f i n i t i on  o f  evi l ,  

seeing the  prob lem o f  e v i l  as stemming f rom a human misuse o f  d i v i n e  

gifts; and, p a r t i c u l a r l y  in t h e  w o r k  o f  John Dee, p r o f o u n d l y  i nvo l ved  w i t h  

the  messianic ro le  a n d  sacred moral des t i ny  o f  B r i f a in .  Yates maintains 

tha t  "Dee was t h e  t r u e  phi losopher o f  t h e  El izabethan Age a n d  Spenser, 

as i t s  epic  poet, re f l ec ted  t h a t  phi losophy."*  A n d  she descr ibes Spenser's 

epic composit ion as "a g r e a t  magical Renaissance poem, i n fused  w i t h  t h e  

whi test  o f  w h i t e  magic, C h r i s t i a n  Cabal ist  a n d  Neoplatonic, haun ted  by a 



good magician a n d  sc ient is t  . . . a n d  p r o f o u n d l y  opposed t o  b a d  magicians 

and necromancers and  b a d  re l ig ion  . . . t h e  wh i te  magic o f  t he  p u r e  imperial  

reform i s  opposed t o  t h e  b a d  necromancy o f  i t s  enemies. 11 3 

O v e r t l y  t h e  enemies of t h e  El izabethan r e f o r m  a r e  Catholicism, super-  

s t i t ion  and those nat ional  governments t h a t  oppose t h e  extension of t h e  

sacred d e s t i n y  of t h e  B r i t i s h  Imperial  State. These, ove r t l y ,  a re  t h e  bad  

necromancers espousing a b a d  re l ig ion.  B u t  these b a d  necromancers o r  

b lack magicians, beh ind  t h e i r  contaminat ion w i t h  shadow, reveal  a n  impor tant  

unconscious content  t h a t  might  b e  approached t h r o u g h  a considerat ion o f  

another contemporary  t rad i t ion ,  t h a t  o f  alchemy. T h o u g h  Yates b r i e f l y  d is-  

cusses alchemical material, she sees it main ly  as  one more element t h a t  was 

fused i n t o  t h e  deve lop ing Cabal is t IHermet ic  ph i losophy o f  wh ich  t h e  Faerie 

Queene i s  a ref lect ion.  T h i s  approach, however, does a p r o f o u n d  in jus t ice  

t o  t h e  alchemical perspect ive  and, t h o u g h  it serves  t o  elucidate what  we 

might  consider  t h e  poem's conscious purpose,  completely f rus t ra tes  a n  

acknowledgement o f  t h e  psych ic  t o t a l i t y  of t h e  work .  Alchemy or ig inates 

in t h e  "st reamings o f  t h e  Nile," t h e  p re -Chr i s t i an  melt ing-pot o f  Hel lenist ic 

Alexandria, f o r  a l l  o f  t h e  or ig ina l  alchemical t rea t ises  were in Greek and  

may be  d i r e c t l y  t raced  t o  t h e  Hel lenist ic  ~ r a . ~  O f  t h e  manuscr ip ts  t h a t  

contained a l a te r  redact ion  o f  these or ig inals,  " p a r t  went  t o  t h e  Byzant ine  

Empire, v ia  Constant inople, and t h e  r e s t  t o  t h e  Or ien t  a n d  r e t u r n e d  t o  

Europe v i a  t h e  ~ r a b s . " ~  They  re-entered t h e  European t r a d i t i o n  "v ia  

Southern France and  S ic i l y  from t h e  10th C e n t u r y  onwards  when Europe 

became connected w i t h  t h e  Or ien t  by t h e  crusades.l16 Th is  material  p rovoked  

an enormous inte l lectual  a c t i v i t y  among C h r i s t i a n  scholars t h a t  o f f e r s  a 

garal lel  t o  t h e  la ter  Cabal ist  e f f o r t s  a t  i nco rpo ra t i on  and.  I would suaaest.  



is also paralleled by the  sor t  of critical approach tha t  Yates' work embodies. 

Jung,  a t  the  end of several decades of work with t h e  alchemical material, 

a work that  in i t s  earlier phases was also an  attempt to  equate  Christ and 

the  lapis, examines these "attempts to  equate  t he  alchemical ideas to  the  

~ h r i s t i a n " '  and concludes that  there  is a psychic element in alchemy that  

profoundly res is ts  this assimilation. H i s  conclusions, I would suggest ,  a r e  

of crucial importance to what we might consider the  unconscious pole o r  

t h rus t  of t he  Faerie Queene : 

Although alchemy was undoubtedly influenced by such com- 
parisons,  the  stone [ the  lapis o r  goal of t he  alchemical pro- 
cess] cannot be traced to Christ  despite all the  analogies. 
It was the  mystical proper ty  of alchemy, th is  'stone that  
was no stone, '  o r  the  'stone tha t  hath a spiri t '  and is found 
in t he  'streamings of N i l e . '  It is a symbol tha t  cannot be 
explained away a s  yet  another superogatory attempt to ob- 
s cu re  the  Christian mystery . . . clear attempts were made 
. . . to assimilate the  alchemical ideas to  t he  Christian, 
though, a s  Elezear's t ex t  shows, there  was an unbridgeable 
gulf between them. The reason for th is  is tha t  the  symbol 
of the  stone, despite the  analogy with Chris t ,  contains an 
element that  cannot be reconciled with t he  purely spiritual 
assumptions of Christianity. The very  concept of the  stone 
indicates the  peculiar nature  of th is  symbol. Stone is the  
essence of everything solid and ear thly .  It represents  
feminine matter and this  concept in t rudes  into the  sphere  of 
spir i t  and i ts  symbolism. The Church's  hermeneutic alle- . 
gories . . . were not t he  source of t he  lapis symbol but  
were used by the  alchemists in o rder  to justify it . . . the  
stone was more than an incarnation of God, it was a con- 
cretization, a materialization that  reached down into t he  dark- 
ness  of the  inorganic realm o r  even arose from it, from that  
pa r t  of the  Deity which pu t  itself in opposition to t he  Creator 
. . . [ i t ]  included regions, like tha t  of hellfire, which were 
t he  dominion of the  devil . . . we may suppose that  in 
alchemy an attempt was made a t  a symbolic integration of 
evil . an extension of redemption beyond man to matter 

6 

This discussion is highly important because it reveals that  alchemy, 

the  alchemical vision in which "the unconscious psyche and matter a re  not 

differentiated," works "without any conscious religious o r  scientific program." 



Th is  i s  a n  approach t h a t  i s  "common t o  b o t h  alchemy a n d  ana ly t ic  psycho- 

logyu9 and, as J u n g  states, m igh t  b e  seen as a r i s i n g  " f rom t h a t  p a r t  of 

t h e  De i ty  wh ich  put i t se l f  in oppos i t ion  t o  t h e  Creator . "  It i s  t h e  one ele- 

ment in t h e  Cabal ist-Neoplatonist amalgam t h a t  reso lu te ly  res is ts  t h e  arch i -  

tectura l ,  numerological, wh i te  magic i nhe ren t  in i t s  Chr i s t i an  sp i r i t ua l  

vision. Alchemical imagination, imaginat ion as alchemical, i s  f rom t h i s  

perspect ive  in a v e r y  prec ise  re la t ion  t o  soul a n d  t h e  v iewpoint  o f  soul as 

Hil lman envis ions it, t h e  l ong  hollow depressions t h a t  t h e  soul feels when 

it i s  deser ted  by s p i r i t .  For  n o t  o n l y  does alchemy have a n  int imate con- 

nect ion w i t h  darkness,  mat ter  a n d  ev i l ,  but t h i s  connect ion reveals i t s  

underwor ld  roo t .  It i s  a bapt ism in t h e  underwor ld ,  a n  underwor ld  vision, 

and, as such, it p rov ides  t h e  o n l y  rea l  connect ion, w i th in  t h e  Chr i s t i an  

Cabal ist  context ,  w i t h  t h a t  Hades/Dionysos, t h e  L o r d  o f  Souls, who i s  t h e  

k e y  t o  t h e  dilemma o f  Co l in  C lout  in t h e  Shepheardes Calender. 

So we may consider  these t e x t s  as rep resen t ing  an imaginal seed o r  

vessel for  t h e  s u r v i v a l  o f  a p re -Chr i s t i an  mode o f  psych ic  func t ion ing t h a t  - 

i s  q u i t e  congruen t  w i t h  o u r  p rev ious  d iscussion o f  t h e  Theocr i tan I d y l l s  

and t h a t  may best  b e  approached t h r o u g h  t h e  w o r k  o f  t h e  d e p t h  psycholo- 

gists. A n d  a considerat ion o f  t h e  contemporary  h i s t o r y  o f  alchemy s t r e n g  

ens t h i s  analogy between alchemical operat io a n d  t h e  psych ic  perspect ive, 

f o r  t h e  red iscovery  o f  alchemy in o u r  t ime was e f fec ted by Jung, v i r t u a l l y  

single-handedly, and  h i s  la ter  w o r k  r e f e r s  t o  it constant ly  as t h e  most 

ap t  metaphor f o r  t h e  operat ions o f  t h e  ob jec t ive  psyche.  Hil lman's la ter  

work  i s  also p r o f o u n d l y  in formed by t h e  alchemical v is ion  and h e  b r i n g s  

t h i s  v is ion  i n t o  con junc t ion  w i t h  no t  o n l y  t h e  psychological but also t h e  

a r t i s t i c - l i t e ra ry  process as we have been cons ide r ing  it. In alchemy, 

according t o  Hillman, t h e  s p i r i t :  



. . . seems d i f f e r e n t l y  imagined . . . in t h e  he ro  my ths  
t h e  psyche  moves mainly by means o f  t h e  w i l l  i n t o  a n  
enlargement o f  ra t iona l  o rde r .  In alchemy, it seems t o  
b e  a n  enlargement o f  imagination, a f ree ing  o f  fantasy 
f rom va r ious  impr ison ing l i teral izat ions. When J u n g  
sh i f t ed  t h e  main analogy f o r  t h e  i nd i v idua t ion  process 
f rom t h e  he ro  m v t h s  in Svmbols o f  Transformat ion  ( i n  
German, 1911) t6 ~ s ~ c h o l & ~ ~  and  Alchemy ( i n  ~ e r ~ a n ,  
Eranos Lectures  1936 and 1937). one r e s u l t  was also a 
s h i f t  f rom t h e  ra t iona l  and  vo lun ta ry  facult ies o f  t h e  
soul t o  i t s  third facul ty ,  t h e  imaginat ion o r  memoria 
. . . even  t h e  fight w i t h  t h e  d ragon  in Jung's alche- 
mical account o f  it (CW 12, p. 437) d i f f e r s  f rom St.  
George's behav iour .  T h e  alchemical he ro  i s  devoured 
by t h e  dragon, or ,  as we would say, imaginat ion takes 
o v e r  . . . t h e  alchemical way . . . i s  t h e  d isc ip l ine  of 
fan tasy  . . . . 10 

So alchemy o f f e r s  n o t  a symbol-system, a h i e r a r c h y  of value, but a n  imaginal 

viewpoint,  concerned w i t h  u n d e r w o r l d  and  soul that ,  in a Chr i s t i an  context,  

-- be  it o v e r t l y  Cathol ic  o r  C h r i s t i a n  Cabalist, might  b e  considered as t h e  

great  repressed.  It operates t h r o u g h  image as process and opposes t h e  

cent ra l i z ing  s p i r i t u a l  monotheism that ,  as we have seen in t h e  p rev ious  dis- 

cussion o f  t h e  Counci l  o f  Nicaea, p u t s  t h e  image-making powers o f  soul at  

t h e  mercy o f  t h e  ra t iona l -sp i r i tua l  facu l ty .  A pr ime concern  o f  t h a t  

ra t iona l -sp i r i tua l  v iewpo in t  i s  t h e  d u a l i t y  o f  s p i r i t  and matter  and  t h e  t rans-  

cendent n a t u r e  o f  s p i r i t .  Alchemy, however, i s  immanent and, as J u n g  

states, i s  concerned w i t h  t h e  i n teg ra t i on  o f  ev i l .  A n d  b o t h  these systems 

o f  bel ie f  have a cha rac te r i s t i c  mode o f  psychological operat ion wh ich  th rows  

the i r  con t ras t i ng  na tu res  i n t o  s h a r p  re l ie f .  

The Occu l t  T rad i t i on ,  as Yates def ines it in h e r  considerat ion o f  

Cabalist a c t i v i t y  in El izabethan England, has a pa r t i cu la r  concern  w i t h  

melancholy. I n h e r e n t  in t h i s  b o d y  o f  t h o u g h t  i s  a preoccupat ion w i t h  t h e  

Saturnian, t h e  humour  melancholicus, as a means o f  psych ic  ascension. 

She quotes f rom Panofsky 's  s t u d y  o f  melancholy: 



T h e  humour  melancholicus, when it takes f i r e  a n d  glows, 
generates t h e  f r e n z y  ( f u r o r )  t h a t  leads u s  t o  wisdom and  
reve la t ion  . . . t h i s  occurs  in t h r e e  d i f f e r e n t  forms cor-  
respond ing  t o  t h e  th ree fo ld  capac i ty  o f  t h e  soul, namely 
t h e  imaginat ion (imaginato), t he  ra t iona l  ( r a t i o )  and  t h e  
mental (mens) . . . when t h e  soul soars completely t o  t h e  
in te l lec t  it becomes the  home o f  t h e  h i g h e r  demons f rom 
whom it learns t h e  secret o f  d i v i n e  matters, as fo r  
ins tance t h e  law of God, t h e  anse l ic  h i e r a r c h y  . . . jus t  
as t h e  Syb i l  prophesied Jesus C h r i s t  l ong  before  he  
appeared. 1 1 

Th is  value system ( imaginat ion t o  reason t o  in te l lec t )  a n d  t h e  ascensionist 

na tu re  o f  i t s  s p i r i t u a l  v iewpoint  i s  g i ven  image in t h e  Faerie Queene in 

the  house o f  Alma (11, i x ,  49-58). The  most i n t e r e s t i n g  aspect o f  t he  

image i s  t h e  to ta l l y  subord inate  ro le  p layed by Phantastes, who corresponds 

t o  the  imaginatio, t h e  imaginal powers o f  t h e  soul :  

- A n d  a l l  t h e  chamber f i l led  was w i t h  f l ies, 
Which buzzed a l l  about, a n d  made s u c h  sound, 
T h a t  t h e y  encombered a l l  men's ears  a n d  eyes, 
L i k e  many swarmes o f  Bees assembled round ,  
A f t e r  t h e i r  h ives  o f  honey do  abound, 
A l l  these were i d le  though ts  and fantasies 
Shews, visions, sooth-sayes and  prophecies; 
A n d  a l l  t h a t  fa ined is, as leasings, tales a n d  l ies (11, ix ,  51). 

Th is  i s  in d i r e c t  opposi t ion t o  t h e  alchemical fan tasy  as Hi l lman dis-  

cusses it, "a s h i f t  f rom t h e  rat ional  and  v o l u n t a r y  facul t ies o f  soul t o  i t s  

third facul ty ,  t h e  imagination," where t h e  concern  i s  w i t h  t h e  "spontaneous 

fantasies o f  t h e  psyche  as expressed in alchemical formulat ions about  redemp- 

tion."'* I wou ld  suggest,  in t h i s  respect,  t h a t  t h e  poem i t se l f  i s  h i g h l y  

b i fu rca ted  and that ,  in t h e  widest sense, t h e  drama o f  t h e  poem i s  inherent  

in the  alchemical operat ions o f  t h e  v i l la ins  o f  t h e  piece, such  as Archimago, 

o n  t h e  heroic  f i g u r e s  who are, in essence, puer-heroes iden t i f i ed  w i t h  the  

c u l t  of Elizabeth, a "heroic mother-son ba t t l e  f o r  wh ich  St.  George and 

t h e  Dragon has become t h e  major Western paradigm. 1113 



The  Faer ie Queene moves o u t  f rom a pastora l  landscape in Book I and 

r e t u r n s  t o  t h a t  landscape in Book V I .  B u t  t h e  r e t u r n  i s  no t  t h e  t r iumphant  

procession o f  t h e  successful  hero-son, r a t h e r  q u i t e  i t s  opposite. The  Blatant  

Beast escapes f rom Cal idore's c lu tches a n d :  

. . . r a u n g t h  t h r o u g h  t h e  w o r l d  againe, 
A n d  r a g e t h  sore in each degree a n d  state; 
Ne a n y  is, t h a t  may h im now restra ine,  
He i s  g rowen so g rea t  and  s t r o n g  . . . (V I ,  x i i ,  40). 

I would suggest  t h a t  t h i s  fa i l u re  o f  t h e  ep ic  ques t  i s  d i r e c t l y  in formed by a 

specif ic alchemical operat ion, t h e  pu t r i f ac t i o ,  and  t h a t  t h e  pagan contents 

o f  t h e  poem a r e  ac t i ng  in a n  alchemical manner o n  t h e  heroic-Chr is t ian ego 

dominants o f  t h e  Col lect ive Consciousness. T h i s  r e t u r n  t o  pastora l  i s  t h u s  

a r e t u r n  t o  dream, fantasy, t h e  aber ran t  a n d  pathological o r  underwor ld  

na tu re  o f  t h e  wander ings  o f  psyche. T h e  alchemical v iewpo in t  w i t h  i t s  

unbr idgeable gulf between pagan and  C h r i s t i a n  becomes t h e  pr ime uncon- 

scious content  o r  new symbol o f  t h e  dream-series. It acts o n  t h e  dominant 

(conscious) con f igu ra t i on  o f  t h e  dream-ego in t h e  same way t h a t  t h e  

DionysosIHades con f igu ra t i on  acted u p o n  t h e  dream f i gu res  in t h e  cent ra l  

Theocr i tan Idy l l s .  

If we v iew t h e  pastora l  landscape as t h e  landscape o f  soul as dream, 

where t h e  vas t  reaches o f  t h e  imaginal psyche  in ter face w i t h  t h e  ind iv idua l  

t h r o u g h  the  complexes, we can pos i t  a p rog ress ion  w i t h i n  Spenser's work 

from t h e  Calender t h r o u g h  t h e  Faerie Queene t o  t h e  Epithalamion t h a t  

paral lels t h e  Theocr i tan  I d y l l s  a n d  o f f e r s  u s  a un ique  perspect ive  o n  the  

Faerie Queene i tse l f .  It becomes a vas t  alchemical r e t o r t  in wh ich  t h e  

ruling c u l t u r a l  dominants, as ev inced in t h e  heroic dream-egos, a re  opened, 

t h r o u g h  a conf ronta t ion  w i t h  t h e  most neglected aspects o f  t h e  to ta l  psychic 

field, t o  contac t  w i t h  t h e  D a r k  Father, Dionysos as Hades o r  L o r d  o f  Souls. 



The Shepheardes Calender m igh t  b e  said t o  b e  congruent  t o  Idyll I, 

the  Death o f  Daphnis, and  t h e  Epithalamion t o  ldyll V I I ,  t h e  incarnat ion  o f  

s p i r i t  w i t h i n  a metaxy, a n  i n t e r f u s e d  realm in which  t h e  archetypa l  is  

present  in t h e  events o f  da i l y  l i fe,  where  l i f e  i t se l f  i s  imaginal. The  events  

o f  t he  Faerie Queene i t se l f  might  b e  said t o  o f f e r  an  analogy t o  t h e  cent ra l  

Theocr i tan I d y l l s  in wh ich  t h e  puer-senex sp l i t  i s  approached t h r o u g h  a 

s h i f t  in t h e  dream-ego's awareness. This, tentat ive ly ,  p rov ides  t h e  puer ,  

t he  futurity o f  t he  spirit,with access t o  a n  anima-ted consciousness and  

contact w i t h  a senex f i g u r e  t h a t  d raws  o u t  t h e  feminine a n d  incorporates it 

in such a way t h a t  " feminine p a t t e r n s  can weave together  p u e r  and  senex 

ra the r  t h a n  d i v ide  them f u r t h e r  t h r o u g h  t h e  penchant  . . . f o r  heroics. 1114 

Though  the re  are  many pro tagon is ts  in t h e  monumental s t r u c t u r e  o f  

t he  Faerie Queene, a l l  may b e  charac ter ized by one dominant feature, t h e i r  

heroic stance, jus t  as t h e  conscious overv iew o r  manifest purpose o f  t h e  

poem may b e  seen t o  res ide  in i t s  a rch i tec tura l ,  h ie rarch ica l  fo rm and i t s  

heroic purpose:  " to fashion a gentleman o r  noble person in v i r t u o u s  and  - 

gent le d isc ip l ine . . ; In wh ich  I have fol lowed al l  t h e  ant ique Poets h is tor i -  

call, f i r s t  Homere, who in t h e  Persons o f  Agamemnon and  Ulysses b o t h  en- 

sampled a good governo r  and  a v i r t u o u s  man. 1115 T h i s  pe r fec t  noble gentle- 

man i s  t o  b e  imagined in A r t h u r  a n d  h i s  cons t ruc t i on  accomplished by t h e  

creat ion o f  a to ta l  o f  twen ty - fou r  Books, se t t i ng  o u t  t h e  "Ar is tote l ian 

vir tues," twe lve  p r i v a t e  and  twe lve  pub l ic .  The  Faerie Queene he rse l f  i s  

expressly ident i f ied  w i t h  El izabeth in t h e  i n t r o d u c t o r y  l e t te r  t o  Raleigh, 

t he  dedicat ion t o  t h e  poem i tse l f ,  a n d  in each o f  t h e  i n t r o d u c t o r y  passages 

preceding t h e  i nd i v idua l  cantos. O f  t h i s  monumental edi f ice we have s i x  

books and fragments o f  a seventh, fragments o f  a book q u i t e  fittingly 

called by Spenser the  Book o f  Constancie. The  f ragmented state o f  t h e  



poem i s  i t s e l f  a metaphor f o r  t h e  ove ra l l  act ion o f  t h e  dream o r  unconscious 

t h r u s t  o f  t h e  material :  a n  at tempt t o  fracture,open, f ragment  t h e  hero ic  

and a rch i tec tu ra l  v i s i on  o f  t h e  El izabethan ego w i t h  i t s  l i te ra l i zed  idealiza- 

t i on  o f  El izabeth t h e  queen  a t  t h e  center  o f  a h i e r a r c h y  w h i c h  i s  cons tan t l y  

threatened by t h e  d a r k  forces o f  decay, chaos a n d  bes t ia l  ev i l .  T h e  h e r o  

and h is  enemy, t h e  u r o b o r i c  serpent ,  i s  t h u s  " the  parad iqm f o r  t h e  k e r n e  

s t r u c t u r e  in o u r  persona l  a n d  col lect ive consciousness,"16 fo r ,  it must  b e  

insisted, t h e  ra t iona l  / h ie ra rch i ca l  and  hero ic  ego i s  man i fes t ly  s t i l l  w i t h  u s :  

Were we t o  b e  i n te rv iewed  by a n  abor ig ina l  anthropolo-  
g i s t  from Aus t ra l i a  f o r  o u r  'dream,' o u r  'Gods1 a n d  o u r  
lcosmology,' t h i s  wou ld  b e  t h e  s t o r y  we wou ld  te l l .  We 
would te l l  o f  t h e  s t r u g g l e  each d a y  b r i n g s  t o  Ego who 
must  r i s e  a n d  d o  b a t t l e  w i t h  Depression a n d  Seduct ion 
a n d  Entanglement,  so as t o  keep t h e  wor ld  safe f rom 
Chaos a n d  E v i l  a n d  Regression, wh ich  coi l  a r o u n d  it l i k e  
a Swal lowing Serpen t  . . . o u r  c iv i l i za t ion 's  excessive 
act iv ism i s  a l l  t o  keep back  t h e  night o f  t h e  Serpent,  
r e q u i r i n g  a monotheist ic  singlemindedness, a cyc lops1 
dynamism . . . t h i s  i s  t h e  sus ta in ing  m y t h  we must  t e l l  
t o  account  f o r  o u r  s t range  ways: w h y  we a r e  a lways 
a t  war, w h y  we have  eaten up t h e  wor ld,  w h y  we have 
so l i t t l e  imag ina t ive  power, a n d  w h y  we have o n l y  one 
God a n d  He so f a r  away.17 

As  we have no ted  ear l ie r ,  t h e  ove ra l l  movement o f  t h e  Faerie Queene 

is  towards exhaust ion  o f  t h e  hero ic  and, congruent ly ,  o f  t h e  realms o f  

a l legor ica l / rat ional  rep resen ta t i on  t h a t  come w i t h  it. And,  as we have seen, 

in a Chr i s t i an  con tex t  t h e  he ro i c  ques t  invo lves  a t remendous imaginal 

violence, a v io lence t o  t h e  imaginal,seen in t h e  d i f f e rence  between Chr i s t ' s  

descent t o  t h e  u n d e r w o r l d  o f  image, a mission o f  des t ruc t ion ,  a n d  those o f  

the  pagan heroes who descended t o  l ea rn  o r  redeem a personal  love. B u t  

t he  pagan my ths  con t i nue  t o  e x i s t  w i t h i n  t h e  Faerie Queene, a n d  those 

"manifest persons o f  t h e  soul"  seem t o  p r o v i d e  b o t h  a r e c u r r i n g  impetus 

and a shadowing o f  t h e  he ro i c  s p i r i t u a l  mission t h a t  seems t ime a n d  again 



to  f rustrate,  f racture,  o r  fragment the  establishment o f  a perfect  wor ld order .  

I would suggest tha t  it i s  just  th i s  dynarnis t ha t  prov ides a central model o f  

the poem in i t s  psychic to ta l i ty  and goes f a r  towards explain ing the some- 

times confusing and f r us t ra t i ng  na tu re  o f  i t s  imaginal interact ions. 

To elucidate this, let  us  turn t o  a b r i e f  considerat ion o f  the poem's 

over t  psychological method : 

Lo, I the man whose Muse whilom did maske, 
As time her  taught, in lowly shepherdes weeds, 
Am now enfors t  a fa r  un f i t t e r  taske, 
For t rumpets sterne t o  chaunge mine oaten weeds . . . 
Fierce wars and un fa i th fu l  loves shal l  moralize 

my song ( I ,  intro.,  1.) 

The f i r s t  act o f  the poet i s  t o  put on  a moral dimension, a moral t h r u s t  

towards achievement. The ego as hero i s  mobilized. The f ield in which 

th is  heroic achievement i s  t o  be accomplished i s  then  called up: 

Help then, 0 holy  V i r g i n  chiefe o f  nine, 
T h y  weaker novice t o  performe thy will, 
Lay f o r t h  ou t  o f  th ine ever last ing scryne, 
The ant ique rolls, which the re  l ie h idden s t i l l  ( I ,  intro.,  2). 

The wor ld o f  Faerie opens, the ant ique ro l ls  o f  the soul which contain i t s  

vast, potent and manifold processions o f  image:' 

And  w i t h  them eke, 0 Goddesse heavenly b r i gh t ,  
M i r r o r  o f  Grace and Majestie divine, 
Great Lady o f  the  greatest Isle, whose light 
L ike  Phoebus lampe throughout  t he  wor ld  do th  shine, 
Shed thy fa i r  beames in to  my feeble eyne ( I ,  intro.,  4). 

We are presented w i t h  an archetypal conf igurat ion o r  c luster  o f  symbols 

which includes the shepherd (Col in)  o f  the  Calender become a moral kn ight -  

hero, the landscape o f  the  soul in which t h i s  heroic quest i s  to  be achieved 

by a moral reduction, and the Great Goddess ident i f ied w i th  Elizabeth and 



Apollo, t h e  g rea t  o r  n o u r i s h i n g  Mother  as Light a n d  Power. The  impl ic i t  

enemy o f  course i s  t h e  snake, Hades as daimonion, t h e  cthonic power o f  

t h e  feminine, and  a l l  t h a t  t he  hero ic  ego deems immoral. B u t  t h e r e  i s  a 

secret t w i s t  he re  that ,  a t  t h e  outset,  in fo rms t h e  mission's fa i lure.  A l l  o f  

t h e  k n i g h t l h e r o e s  o f  t h e  Faerie Queene may b e  seen as p u e r  f igures,  f o r  

all, a t  t h e  outset,  a r e  young,  inexper ienced,  seeking t o  w in  fame, g lo ry ,  

approval,  a n  approva l  con fe r red  n o t  by t h e  Father  but by t h e  Mother, 

great  Glor iana Elizabeth, she o f  light: 

Hero, p u e r  a n d  son a re  in one basic respect  a l l  t h e  same: 
youth .  You th  ca r r i es  t h e  s igni f icance o f  becoming, o f  
se l f -cor rec t ing  growth ,  o f  be ing  beyond  i t se l f  ( ideals ) 
since i t s  reals a r e  in s ta tus  nascendi.  So it i s  decis ive 
how we env is ion  t h i s  y o u t h  . . . since t h i s  y o u t h  i s  t h e  
emergence o f  s p i r i t  w i t h i n  t h e  psyche . l8  

In con t ras t  t o  t h e  Calender, we have he re  a dream-ego act ivated by 

t h e  p u e r - s p i r i t  r a t h e r  t h a n  k e p t  a p a r t  f rom it. Col in a n d  Cudd ie  a re  fused 

and no longer  u n d e r  t h e  dominat ion o f  t h e  negat ive  senex o r  Thenot  pe r -  

spective. C o l i n l p u e r  has become a hero, fo rsaken h i s  oaten weeds and  

here  i s  seen as func t i on ing  u n d e r  t h e  aegis o f  t h e  Mother. T h e  p u e r  i s  

ident i f ied  w i t h  t h e  hero-son o f  t h e  Great  Mother who in turn i s  ident i f ied  

w i t h  o n l y  h e r  light side, as t h e  a l l -boun t i f u l  El izabeth. Here we come t o  

the  cent ra l  k n o t  o f  t h e  Faerie Queene, a n  at tempt t o  s h i f t  t h e  p u e r -  

consciousness f rom ident i f i ca t ion  w i t h  t h e  Mother-Son con f igu ra t i on  i n t o  a 

un ion w i t h  senex as Dionysos o r  Hades. Fo r  " the  y o u n g  dominant o f  r i s i n g  

consciousness t h a t  r u l e s  t h e  s t y le  o f  t h e  ego can b e  determined by e i the r  

t h e  p u e r  ( a n d  senex) o r  by t h e  son and h e r o  ( a n d  Goddess). ,119 - -  
When t h e  p u e r - s p i r i t  i s  i den t i f i ed  w i t h  t h e  mother a pa r t i cu la r  so r t  

of consciousness and  act iv ism occu rs  : 



In the mix ture  o f  t he  th ree  components--man, mother, 
snake,--the snake loses i t s  life, the man loses h is  snake, 
but the mother has h e r  hero . . . by losing cthonic 
consciousness, which means h is  psychoid daimon root  
tha t  t ra i ls  in to  the ancestors in Hades, [ t h e  hero]  loses 
h is  root  in death, becoming the real v ic t im o f  the 'Batt le 

We are so used t o  assuming tha t  the son o f  t he  great  
Mother appears as a beaut i fu l  ineffectual who has laid 
h is  testicles on  he r  a l tar  and nourishes her  soul w i th  
h is  blood, and we a re  so used t o  bel ieving tha t  the 
hero-pat tern leads away f rom her, tha t  we have lost 
s ight  o f  the role o f  the Great Goddess in tha t  which i s  
closest t o  us :  o u r  ego formation. The  adapted ego 
o f  rea l i ty  i s  in her  'yoke,' a meaning o f  Hera, just  as 
the words Hera and hero are taken by many scholars 
t o  be cognate . . . If in t radi t ional  Chr is t ian heroics 
the kn i fe  slays the evi l ,  in Greek mythic thought  the 
kn i fe  i s  the ev i l  . . . Let us  once look closer a t  the 
kn i f e  (which animals don't  have) and inter ior ize,  psycho- 
logize aggression in terms o f  o u r  v e r y  def in i t ion o f  
consciousness: the logos sword o f  discrimination in 
the hands o f  the heroic ego in h is  mission t o  clean up 
the mother-benighted world. What we have taken fo r  
consciousness, th i s  too has been determined by the 
Mother. To be conscious has meant and  continues t o  
mean: to  kill. *0 

The movement invo lved in the progression f rom Shepheardes Calender 

th rough  Faerie Queene t o  Epithalamion i s  qu i te  a bit more complex than in 

the Theocr i tan Idyl ls, fo r  in a Greek o r  pre-Chr is t ian cosmos woundedness 

i tse l f  i s  d i rec t l y  in i t i a to ry  t o  meeting the Dark  God. The  Hellenistic cosmos 

o f  the Idy l ls  seems t o  be un invo lved w i th  the tremendous energy o f  the  

heroic ego which must here be  allowed t o  exhaust i t se l f  before the p e r - s e n e x  

union can occur. Th is  may be  explained by the  v e r y  nature o f  the senex 

pole in a Greek cosmos, in Komatus' v e r y  nature. B u t  whatever the  case, 

here the puer  proceeds f rom a pastoral landscape dominated b y  the  Mantu- 

anesque1Thenot v is ion t h rough  an  ident i f icat ion w i t h  the  Great Mother and 

the heroic quest  towards the  puer-senex union. In the  course o f  th i s  the 

hero himself becomes the pr ime vict im: 



for Deliverance1 . . . because t he  heroic way goes 
against  the  snake,  it is secretly a self-destruction.21 

Whatever t he  psychic necessities involved in t h e  creation of hero- 

consciousness and i ts  extreme development within t he  Christian mythos, 

the  Faerie Queene presents  us  with i ts  enantiodromia or  defeat: the  

failure of Calidore's mission to  chain the  Blatant Beast, a principle of evil 

that  is inherent in language itself; the  exhaustion of allegory in Book VI; 

and the very  fragmented s ta te  of the  poem itself, i t s  woundedness, in- 

completeness, tha t  may be said to image a victory of that  God who in him- 

self is most discontinuous.22 The pagan gods participate in this process 

from the beginning, for a s  soon a s  the  terms of battle a r e  announced in 

the  opening stanzas "angry Jove an hideous storme of raine / did pour 

into his Leman's lap so fast  / that  every  wight to shroude it did constrain" 

( I ,  i ,  6), and the  f i rs t  of the  heroic egos is dr iven into the  wandering wood 

of psyche t o  meet with his f i rs t  monster. 

The encounter of the  R.C. K .  with t he  foul monster of Error,  "halfe 

like a serpent  horribly displaide / but  th 'other half did woman's shape 

retain" ( I ,  i ,  14), is, in a way, a sor t  of introductory paradigm for the  

action of the  pagan myths throughout the  poem. And the  metaphor of 

water runs  through the  f i r s t  Canto, the  storm released by Jove sinking into 

the depths  of Hades, into the  house of Morpheus ( I ,  i ,  39-40) to  rouse u p  

those false dreams tha t  pa r t  t he  R.C.K.  from t r u e  Una and supply the  

impetus for the  ent i re  action of Book I .  It is a s  if this  angry storm is 

like the  "flood of the  Nile1' in stanzas 21-22, which produces "ten thousand 

kinds of creatures  part ly male I and part ly female of his fruitful seed I 

Such ugly monstrous shapes elsewhere may no man readell ( I ,  1 ,  21). 



B u t  o f  course t h e r e  i s  a paradoxical  re la t ion  between t h e  R.C.  K. a n d  

t h e  monsters he  perceives, f o r  it i s  o n l y  in light o f  h i s  own consciousness 

t h a t  t h e  c reatures  o f  t h e  imaginal psyche  become monstrous. Th is  re la t ion  

i s  succ inc t ly  expressed in t h e  ambivalence o f  language descr ib ing  h i s  f i r s t  

e n t r y  i n to  t h e  unconscious, h i s  encounter  w i t h  E r r o r :  

B u t  f o r t h  i n t o  t h e  darksome hole he  went, 
A n d  looked in: h i s  g l i s t r i n g  armor  made 
A l i t t l e  glooming light, much l i k e  a shade, 
B y  wh ich  h e  saw t h e  ugly monster  p la ine  ( I ,  1, 14). 

Th is  secret i d e n t i t y  nags a t  us, creates a n  amorphous unease jus t  as t h e  

cont ras t  between t h e  al legorical desc r ip t i on  o f  t h e  monster as " E r r o r "  and 

h e r  v i v id ,  immediate imaginal presence nags a t  us. We may do  away w i t h  

t h i s  " h o r r o r "  by labe l l ing  it, but a p a r t  o f  u s  i s  somehow a t t rac ted  as: 

Therew i th  she spewed o u t  o f  h e r  filthy maw 
A f lood o f  poyson h o r r i b l e  a n d  blacke, 
Fu l l  o f  g rea t  lumps o f  f lesh  a n d  gobbets  raw, 
Which s t u n c k  so v i l e l y  t h a t  it f o r s t  h im slacke 
H is  g r a s p i n g  hold, and f rom h e r  turn him backe: 
Her  vomit full o f  bookes a n d  papers  was, 
W i t h  loa th ly  f r o g s  and  toades wh ich  eye  did lacke, 
A n d  c reep ing  sought  way in t h e  weedy g ras  ( I ,  1, 20) .  

Jus t  as t h e  h o r r o r  a n d  vi leness o f  t h e  image draws t h e  knight f u r t h e r  

and f u r t h e r  i n to  bat t le ,  t h e  ra t iona l  o r  a rch i tec tu ra l  consciousness i s  led 

f u r t h e r  and f u r t h e r  i n t o  psyche in a n  a t tempt  t o  bring o r d e r  t o  all t h i s  

v i l e  imaginal confusion. A n d  we as readers  a r e  l e f t  w i t h  a s t range unease 

q u i t e  similar t o  t h e  desc r ip t i on  o f  t h i s  scene, t h e  R.C.K .Is bat t les w i t h  

E r r o r ,  as re f lec ted in a pastora l  landscape, where, 

A c loud o f  combrous gnat tes  d o  h i m  molest, 
A l l  s t r i v i n g  t o  i n f i x e  t h e i r  feeble st ings,  
T h a t  f rom t h e i r  noyance he  no where  can r e s t  ( I ,  1, 23). 



I would suggest  t h a t  it i s  j us t  t h i s  sense o f  unease t h a t  i s  t h e  poem's un- 

conscious purpose,  a n  unease t h a t  r e t u r n s  u s  again and  again t o  t h e  image 

as separate f rom i t s  a l legor ical  de f i n i t i on  and  f rus t ra tes  o u r  ra t iona l  ab i l i t y  

t o  dismiss o r  d e n y  t h e  phenomena o f  t h e  imaginal psyche. We a re  led, as 

Tonk in  descr ibed t h e  p rog ress ion  i n t o  Book V I ,  " in to  t h a t  p a r t  o f  t h e  

psyche tha t  i s  a source o f  b o t h  al legories and  judgements, a 'p r imi t i ve '  

place sel f  haun ted  by m i g h t y  forms t h a t  move slowly t h r o u g h  t h e  mind in 
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daydream and  nightmare."  A n d  I would suggest, f rom t h i s  v iewpoint ,  

tha t  t h e  real  h e r o  o r ,  ra the r ,  an t i -hero  o f  t h e  Book i s  Archimago who, 

in league w i t h  Pluto, Morpheus and  Proserpine, calls up those dreams t h a t  

lead t o  the  R.C. K.'s demise, h i s  exhaust ion,  and  h is  admission o f  defeat. 

In fact, I wou ld  suggest  t h a t  it i s  Archimago as senex, as D a r k  Father ,  who 

informs the  p r o g r e s s  o f  t h e  Faer ie Queene as a whole. He i s  a senex 

f i gu re  v e r y  c o n g r u e n t  t o  t h e  O l d  Oak, f o r  Archimago i s  in league w i t h  

those d a r k  powers  t h a t  send image and  also, jus t  as t h e  oak,is "c ros t  w i t h  

the  pr ies tes  crewe," i d e n t i f i e d  w i t h  Cathol ic ism and magic. B u t  a t  h i s  

core he i s  t h a t  d a r k  s p i r i t  wh ich  reveals i t se l f  in a dream, a s p i r i t  most 

opposite t o  t h e  ruling conscious h ie ra rchy .  

Book I o f  t h e  Faer ie Queene i s  genera l ly  considered t o  p r o v i d e  t h e  

poem's ve r t i ca l  axis, t h e  he igh ts  and  t h e  depths  o f  i t s  vision. It "prov ides  

the  contex t  f o r  a l l  t h e  o t h e r  books o f  t h e  Faerie Queene . . . has t h e  

longest reach, t h e  deepest  resonance, t h e  most highly general ized s t r u c t u r e  

. . . t h e  h i s t o r y  o f  t h e  Red Crosse Kn igh te  in t h e  poem traces a p a t t e r n  

more inc lus ive  t h a n  t h a t  enacted by a n y  o the r  o f  t h e  heroes; it exempli f ies 

the  imitat io Chr i s t i ,  t h a t  re t rospec t i ve  t ypo logy  made available by t h e  New 
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Covenant." So in Book I we can see most c lear ly  t h e  polar izat ion in- 

herent  in t h e  poem's o v e r t  conscious purpose.  



T h i s  po lar iza t ion  i s  most apparen t  in t h e  t w o  vers ions  o f  light t h a t  

in fo rm t h e  e n t i r e  book, a con t ras t  t h a t  i s  b r o u g h t  t o  a cl imax in t h e  

R.C.K.'s fight w i t h  t h e  Dragon  t h a t  i s  t h e  book's conc lud ing  episode. 

Isabel McCa f f rey  maintains t h a t :  

Spenser 's  images in Canto X I  a r e  n o t  o n l y  recap i tu la t i ve  
in te rms of  t h e  t r a d i t i o n  but in terms o f  h i s  own a l legory .  
Not  o n l y  i s  t h i s  d r a g o n  t h e  a rche type  a n d  summation o f  
i t s  t h r e e  analogies--Error;  t h e  ' d read fu l  d ragon  w i t h  an  
h ideous t r a i n  u n d e r  Luc i fe ra 's  feet '  iv, 10; a n d  Duessa's 
monst rous  beast- -but  t h e  l e n g t h y  desc r ip t i on  o f  h im 
assimilates many o f  t h e  o t h e r  k e y  images o f  B k .  I. T h e  
ominous shadow i s  he re  ( 'made w ide shadow u n d e r  h i s  
h u g e  wast ' )  a n d  t h e  hol low g lade in w h i c h  t h e  dragon's  
eyes  a r e  set i s  t h e  o r i g ina l  o f  t h e  'hollow cave' o f  E r r o r  
( I ,  11 and  t h e  dwe l l i ng  o f  Despair  ( I X ,  33) . . . t h e  
i n i t i a l  simile makes t h e  Dragon  an  ins tance o f  t h e  false 
heroic,  a l l ud ing  t o  A r t h u r ' s  sh ie ld  w i t h  i t s  'b laz ing  
b r i gh tness '  a n d  ' f lash ing  beames.' T h e  actual  sh ie ld  
pa r takes  o f  t h e  t r u e  Sun's na ture ,  t h e  Dragon's eyes 
o f  t h e  power o f  t h e  false suns  . . . 11 25 

T h e  light tha t  informs t h e  high e n d  o f  t h e  conscious/unconscious ax is  

of t h e  Faer ie Queene i s  t h e  b r i l l i a n t  light o f  A r t h u r ' s  shield. T h i s  sh ie ld 

was : 

al l  o f  diamond per fec t .  p u r e  a n d  cleene 
It f ramed was, one massie e n t i r e  mould, 
Hewn o u t  o f  adamant rocke  w i t h  engines keene ( I ,  v i i ,  33). 

When h i s  sh ie ld  i s  unvei led,  " t he  light whereof  . . . such  b laz ing  b r i gh tness  

t h r o u g h  t h e  a ie r  threw, t h a t  eye  m igh t  n o t  t h e  same endure' '  ( v i i ,  19). It 

i s  a p r o o f  a n d  specif ic against  a l l  "magicke a r t s "  a n d  "bloudie words  o f  

bo ld  Enchanters"  ( v i i ,  35). T h i s  image i s  o f  a per fec t ,  p u r e  a n d  geo- 

metr ica l  (diamond-faceted) monotheism t h a t  i s  associated w i t h  t h e  r i se  o f  a 

nat ional  hero.  In face o f  t h i s  light t h e  f i g u r e s  o f  t h e  underwor ld  vanish. 

A n d  in the  shadow of  t h i s  g rea t  light, I would suggest,  t h e  underwor ld  

i t s e l f  becomes evi l ,  a p r o f o u n d l y  Blakean specter  o f  ev i l .  What i s  opposed 

o r  opposi te i s  contaminated by shadow, by t h e  e v i l  o r  i n f e r i o r i t y  t ha t  an  



i nd i v idua l  o r  a nat ion  re fuses t o  admit about  i tse l f .  In a psychological 

fashion, t h i s  goes a ce r ta in  way towards  exp la in ing  t h e  extreme b i fu rca t i on  

o f  t h e  poem. 

B u t  it would be  u n f a i r  t o  t h e  conscious v i s ion  o f  t h e  poem t o  maintain 

t h a t  t h e  underwor ld  ( h e r e  equated w i t h  e v i l )  i s  t o ta l l y  destroyed.  The 

Underwor ld  too has a moral purpose, a n  approx imat ion  t o  t h e  Chr i s t i an  

paradox o f  t h e  parable o f  t h e  fo r tuna te  fal l .  T h i s  s o r t  o f  perspect ive  i s  

a t  t h e  h e a r t  o f  t h e  re l ig ious  i n s t r u c t i o n  t h a t  t h e  R.C .K. receives a t  t h e  

hands o f  Fidel ia o n  t h e  Ho ly  Mt. o f  Contemplat ion ( I ,  x, 12), where h e r  

" sunny  beamesl' wh ich  " round  about  h e r  head did sh ine l i k e  heaven's lighti1 

i l luminate a book "where in  d a r k e  t h i n g s  a re  wr i t ,  h a r d  t o  understand."  T h e  

s o r t  o f  i l luminat i0 she prac t ices  may b e  seen in t h e  Ho ly  Hermit 's la ter  con- 

f la t ion of " the  h ighest  mount, such  a one, as t h a t  m i g h t y  man o f  God . . . 
dwel t  f o r t y  days  upon1' w i t h  t h e  "sacred hill adorned w i t h  fruitful olives1' 

and t h a t  "pleasant mount, t h a t  i s  f o r  ay, t h r o u g h  famous poets verse each 

where renowned'' ( I ,  x,  53-54). A Jewish a n d  a Pagan symbol are equated - 

w i t h  a Chr i s t i an  symbol a n d  t h e  C h r i s t i a n  m y t h  becomes t h e  revealed truth 

against  wh ich  t h e  o the rs  a r e  measured. l sabel McCaf f rey  examines t h i s  

tendency o f  Spenser t o  al legorize o r  pass moral judgement o n  t h e  f i gu res  

o f  t h e  Underwor ld  in terms o f  A r t h u r ' s  b a t t l e  w i t h  Orgogl io, t h e  Giant  o f  

Pr ide  who i s  t h e  con junc t ion  o f  e a r t h  a n d  a i r :  

Again, when A r t h u r  f i g h t s  Orgog l io  in Canto  v i i i ,  t h e  
g ian t  d i rec ts  a misaimed blow a t  him and  b u r i e s  h i s  own  
c l u b  in t h e  g round .  Fo r  t h i s  s t r o k e  Spenser devises 
another  stanza long  simile, compar ing it t o  Joves' thunder -  
b o l t  h u r l e d  ' in w r a t h f u l  mood, t o  wreake t h e  guilt o f  mortal  
sins.' B u t  Orgog l io  i s  a mor ta l  sin; how t h e n  can h i s  hurt- 
ling c l u b  b e  ' l ike'  t h e b o l t  d i rec ted  against  s in fu l  humani ty?  
. . . Spenser wants u s  t o  see t h e  se l f  d e s t r u c t i v e  character  26 
o f  sin, t h e  way it can b e  used  by God against  i t se l f  . . . . 



I would suggest tha t  the  salient point  in th is  discussion is i t s  sympathy 

w i th  the conscious moral v is ion o f  the poem itself .  V i r tua l ly  every  cr i t ical  

discussion of the  Faerie Queene is in th is  sort  o f  conscious collusion wi th  

the poem's ove r t  purpose, which serves t o  reinforce a moral judgement on 

the pathology inherent  in soul and t o  enclose soul phenomena wi th in  a mono- 

theist ic o r  s t ruc tu ra l i s t  model. B u t  th is  ignores the presence o f  the  poem 

as we have it, a pathologized, incomplete and wounded ent i ty,  wounded 

through the in tervent ion o f  the dark  forces as fate. This in i tse l f  i s  a 

judgement, fo r  it i s  a psychological t ru ism that  any psychic force not g iven 

access to  dialogue, no t  g iven  significance in i t s  own r igh t ,  wi l l  be confronted 

in the exter ior  wor ld  as fate. 

We have been consider ing the  Faerie Queene as pa r t  o f  a pastoral 
- 

sequence, w i t h  a perspect ive on pastoral as a process rooted in dream, in 

the ynderworld, which i s  congruent ly operative on both a cu l tura l  and - 

an indiv idual  level. The  operation o f  the archetypal dominants o f  the 

Elizabethan cu l tu ra l  consciousness can be seen as imaged in the  spir i tual  evo- 

lut ion o f  the heroic f igures in the poem and the monotheistic, central iz ing 

and hierarchical process they  imply. B u t  the most signif icant features o f  

a dream are those images and perspectives that  are far thest  away from the 

dominants o f  the  dream ego, which might be said to  best compensate the 

conscious canon. It i s  t he  alchemical perspective that  i s  o f  c r i t ica l  importance 

here, a perspective that, according to  Jung and Hillman, is  the most apt  

metaphor we have fo r  the  work ing o f  the objective o r  imaginal psyche. It 

i s  a perspective that, according t o  Jung, "cannot be reconciled w i th  the 

pure ly  sp i r i tua l  assumptions of ~ h r i s t i a n i t ~ , " ~ '  and, as such, it may be 

seen as represent ing the perspective o f  the soul and i t s  underwor ld 



dominants within the  conscious field of a predominantly spiritual civilization. 

But it is a perspective that ,  since the  Council of Nicaea, has  been con- 

sistently approximated to the  rational-spiritual faculty. When image becomes 

icon the  fantasies of t he  soul a r e  seen a s  representations of ideas or  

spiritual-transcendent t r u th .  So the  presence within t h e  poem of specific 

alchemical f igures ,  f igures taken up from alchemical treatises is, ultimately, 

irrelevant to an understanding of this mode's t r u e  significance a s  the  un- 

conscious pole of the  poem. From the  perspective of the  conscious dominant 

they become one more icon, pagan images to be  subsumed and successfully 

relegated to a subordinate place in the  ruling Christian hierarchy. The key 

here is the  concept of the  alchemical operatio a s  a way of enter ing the  un- 

conscious aspects  of t he  poem, a viewpoint that  takes us  back to Jung's  

original idea of the  symbol a s  process o r  linking ra ther  than a s  overt  content. 

It is a way of seeing that  proceeds from the  unconscious or  underworld, a 

baptism in the  underworld that  is a constant underworld vision. And it 

operates in a light far  different from the  hard gemlike flame of Arthur ,  

"a dubious, indeed a sulphurous light"28 that  is "in many respects equal 

to the  lumen naturae.  This was the  real source of illumination in alchemy" 
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and, a s  Mercurius, "must signify t he  unconscious itself . . . so  much did 

the alchemist sense  t he  duality of his unconscious assumptions that  in the  

face of all astronomical evidence he equipped the  Sun with a shadow." 
30 

It is operation with the  shadow sun ,  t he  Sol Niger, tha t  in-forms alchemical 

procedure, a light which grows from the  "darksome hole" of Error,  t he  

"deep darknesse  dred"  of Archimago, t he  "hollow cave . . . da rk ,  doleful, 

dreare" of Despair, and it gives quite another perspective on the  fight of 

St. George and the  Dragon tha t  is Book 1's central conscious paradigm: 



In alchemy the dragon i s  also creat ive Mercury and is 
also a f igurat ion o r  pref igurat ion o f  the puer.  Ki l l ing 
the dragon in the hero myth  means nothing less than 
killing the imagination, the v e r y  sp i r i t  that  is  the way 
and the goal. The dragon, le t  u s  remember, is  not a 
snake at all, it i s  a f ic t i t ious animal, an imaginal instinct, 
and thus the inst inct  o f  imagination o r  the imagination 
as a v i ta l  inst inct ive force.31 

Bu t  how does th is  process o r  perspective operate wi th in the narrat ive 

s t ructure of the Faerie Queene? We f i r s t  encounter it in the f igure o f  

Archimago, that  "bold bad man" who: 

choosing out  few words most horr ib le  . . . 
And he bad awake blacke Plutoes gr ies t ly  Dame, 
And cursed heaven and spoke reproachful  shame 
O f  highest God, the Lord  o f  l i fe  and light; 
A bold bad man that  dar'd to  call b y  name 
Great Gorgon, pr ince o f  darknesse and dread night ( I ,  i, 37). 

His ev i l  nature and, consequently, the nature o f  evil, is allegorically revealed 

to  us from the conscious viewpoint th rough  h is  identif ication wi th  Catholicism 

and black magic, and also through h is  "Pleasing words" that  "could f i le h is  

tongue as smooth as glass" ( I ,  i, 35). Th is  aspect o f  h is nature reveals 

that  he is congruent w i th  the Blatant Beast o f  Book IV, a pr incip le o f  ev i l  - 

that  i s  inherent in language, a destruct ive o r  decentralizing tendency that, 

according to Jung's ear ly work wi th the  psychic association process and 

Kugler's extension o f  that  work in archetypal l inguistics, is a mode o f  un- 

conscious o r  soul functioning. Taken in to  therapy, th is  approach becomes 

an attempt to "open the ego to  the language o f  the imaginal, to  loosen the 

grammar and syntax which res t r i c t  the person's clinical p ic ture to  one mean- 

ing . . . founded on the primacy of the imaginal and i t s  inherent polysemy 

[it] works instead t o  f ree the soul's plurivocal discourse by preserving the 

mult ip l ic i ty  of archetypal image meanings through a calculated ambiguity. 11 332 



Within t h e  overa l l  a l legory o r  iconology o f  t h e  Faer ie Queene, i t s  con- 

scious lexicon, Archimago i s  seen as a necessary p a r t  o f  t h e  R.C.K.'s t ra in -  

ing, p a r t  o f  t h a t  d isc ip l ine t h a t  enables h im u l t imate ly  t o  d i s t i ngu ish  truth 

from e r r o r ,  t o  r e f e r  b o t h  image a n d  language t o  t h e  revealed truth o f  a 

sp i r i t ua l  system. He i s  r e f e r r e d  t o  t h e  C h r i s t i a n  icon o f  t h e  parable o f  t h e  

fo r tuna te  fal l ,  and acquires a s ingle meaning. B u t  alchemically t h i s  opera- 

t i on  i s  q u i t e  d i f f e r e n t :  

Sol i s  rightly named t h e  f i r s t  a f t e r  God, a n d  fa the r  a n d  
bege t te r  o f  all, because in h im ' t he  seminal a n d  formal 
v i r t u e  o f  a l l  t h i n g s  whatsoever l ies hid.' T h i s  power i s  
cal led su lphur .  It i s  a ho t  demonic p r i n c i p l e  o f  l i fe, 
h a v i n g  t h e  closest a f f in i t ies  w i t h  t h e  s u n  in t h e  ear th ,  
t h e  cen t ra l  f i r e  o r  i gn i s  ghennal is  ( f i r e  o f  he l l ) .  Hence 
t h e r e  i s  also a Sol Niqer ,  a b lack  s u n  w h i c h  coincides - 
w i t h  t h e  n ig redo  and pu t r i f ac t i o ,  t h e  s tench  o f  death. 
L i k e  Mercur ius,  Sol in alchemy i s  ambivalent.  3 3 

The  k e y  w o r d  here  i s  ambivalent. Alchemy i s  a puer-senex v is ion  w i t h  

roots in t h e  darkness,  t h e  underwor ld ,  t h e  unconscious, t h a t  wh ich  t h e  

Chr i s t i an  dominant sees as evi l .  From t h i s  pe rspec t i ve  t h e  R.C.K. and 

Archimago a r e  t w o  p a r t s  o f  a whole, t h e  day -sun  o r  p u e r  w i t h  wh ich  t h e  

R.C. K. i s  exp ress l y  ident i f ied  and  t h e  senex as Sol Niger .  To- 

ge ther  t h e y  a r e  a puer -senex u n i o n  t h a t  i s  roo ted in t h e  underwor ld  o r  

unconscious, t h e  l imit less d e p t h  o f  soul. B u t  t h e  R.C.K. as Luc i fe r  o r  

light b r i n g e r  (pue r ) ,  in h i s  ident i f i ca t ion  w i t h  hero-son c u l t  o f  Elizabeth, 

re jects t h e  u n d e r w o r l d  senex. In fac t  in h i s  b a t t l e  w i t h  t h e  d ragon  he  

goes o n  t o  at tempt t h e  des t ruc t i on  o f  t h e  e n t i r e  House o f  Hades, h i s  own 

imaginal ins t inc t .  So t h e  alchemical opera t ion  i n h e r e n t  in Archimago's 

"choosing o u t  few words  most hor r ib le , "  wh ich  "bad awaken b lack  Plutoes 

g r i e s t l y  dame," h i s  curses  wh ich  "Spoke rep roach fu l  shame o f  h ighest  God, 

t h e  L o r d  o f  l i f e  and  light" and  "dared t o  cal l  by name g rea t  Gorgon, 



pr ince o f  darknesse and dread night" may be seen as an attempt to  f rac ture 
I 

that  spir i tual  perfect ion that  would relegate al l  soul phenomena t o  a sub- 

ordinate place in a conscious lexicon, a sp i r i tua l ly  monotheistic philosophy. 

It is  an attempt to  introduce just that  sor t  o f  calculated ambiguity that  

would "open the ego to the language o f  the imaginal . . . and i t s  inherent 

polysemy . . . by preserv ing the mult ip l ic i ty  o f  archetypal image meanings." 

And, 

Above al l  it bu rns  and consumes. The l i t t le  power o f  
su lphur  [which we may regard as the volati le qual i ty  o f  
language] is suf f ic ient  to consume a s t rong body. That  
the s t rong body is  the sun [which we may see as the  con- 
scious lexicon] is  clear from the saying 'Sulphur blackens 
the sun and consumes it.' There it causes o r  signifies 
the put r i fac t io  . . . i ts  putrifying ef fect  is also under-  
stood as i t s  ab i l i ty  to  corrupt .  Sulphur is  the cause o f  
imperfection in all metals, the cor rup to r  o f  perfection, 
causing blackness in every  operation. 34 

Th is  alchemical operation images fa i r ly  precisely the effect o f  Archimago's 

in i t ia l  machinations on the R.C. K. The dream images he calls u p  from Hades, 

coming where the knight in slomber lay, 
The one upon his hardy  head him plast, 
And made him dream o f  loves and lus t fu l  play, 
That nigh h is  manly heart did melt away ( I ,  i, 47). 

The R.C.K., become liquid in th is  "great passion o f  unwonted lus t  . . . 
started up as if seeming to mistrust some secret ill," ( I ,  i, 49), and he 

confronts a false Una who attempts t o  inflame him fur ther .  Th is  makes an 

inroad in to  h is  shining moral armour, b lackens it w i th  doubt and mistrust :  

"her doubt fu l l  words made that  redoubted kn igh t  suspect her  truth" 

(I, i, 53). And  it ends, in h is  f inal encounter w i t h  Archimago's images 

the nex t  morning, by inflaming him in such a way tha t  he is  d r i ven  to  

the House o f  Pride and h is  fateful encounter wi th  Orgoglio which corresponds 

to  the nigredo o r  death. 



B u t  t h i s  alchemical opera t ion  cannot  b e  reduced t o  a completely icono- 

graph ic  i n te rp re ta t i on .  Seen o n l y  as icon it becomes a metaphor fo r  t h a t  

parable o f  t h e  fo r tuna te  fa l l  t h a t  resu l t s  in t h e  achievement o f  a h i g h e r  

Chr i s t i an  v is ion.  T h i s  opera t ion  i s  a baptism, and  t h e  Cabal ist  i n t e r p r e t e r s  

o f  alchemical t e x t s  constant ly  compared it t o  t h e  death  o f  t h e  o l d  Adam and 

h is  resu r rec t i on  in Chr i s t .  B u t  it i s  a bapt ism in t h e  u n d e r w o r l d  t h a t  i s  

an  underwor ld  vision, t h e  constant  presence o f  blackness, t h e  imperfect- 

ibility and femin in i t y  o f  mat ter ,  t h e  presence o f  DeathIHades as a n  imaginal 

roo t  o f  t h e  soul  t h a t  i s  expressed in those "doub t fu l  workds"  wh ich  create 

ambiguity,  ambivalence, shadow a n d  uncer ta in ty .  It can t h u s  b e  seen as 

a mode o f  opera t ion  w i t h i n  language t h a t  i s  cont inuous ly  i nvo lved  w i t h  t h e  

fa i lu re  o f  t h e  he ro i c  ques t  t o  erec t  a complete sp i r i t ua l  v is ion  in t h e  king- 

doms of t h e  soul.  T h e  o n l y  coun te rpa r t  t o  t h e  luminous ro le  o f  su lphur ,  

t h e  p u e r  aspect o f  t h e  R.C. K., i s  t h e  d a r k  senex, Archirnago as Hades. 

It i s  o n l y  t h i s  connect ion t h a t  can  p r e v e n t  t h e  l i tera l izat ion o f  t h e  puer ' s  

ho t  impuls ive d r i v e s  and  t h e  violence t h a t  ensues when t h e  p u e r  i s  in a n  - 

unconscious i den t i f i ca t i on  w i t h  t h e  hero-son o f  t h e  great  Mother. It sur -  

rounds, shadows, re la t iv izes  t h e  t h r u s t  t oward  heroic  achievement t h r o u g h  

ambivalence, amb igu i t y  a n d  ho r ro r ,  and  also t h r o u g h  beauty, f o r  t h e  s u l p h u r  

is :  

p ra i sed  as t h e  a r t i f i c e r  o f  a thousand th ings,  as t h e  hear t  
o f  a l l  th ings ,  as t h a t  wh ich  endows l i v i n g  th ings  w i t h  
unders tand ing ,  as t h e  beget te r  o f  e v e r y  f lower o n  h e r b  o r  
t r e e  and, f ina l ly ,  as t h e  pa in te r  o f  a l l  colours. 3 5 

As  such  it m i g h t  b e  seen as t h a t  f lower ing  o f  language so ev iden t  in t h e  

Faerie Queene t h a t  in many cases ac ts  in opposi t ion t o  t h e  moral t h r u s t  o f  

t he  al legory. T h i s  ambigu i ty ,  whether  it opens t o  h o r r o r  o r  beauty,  b o t h  

so necessary t o  t h e  soul, con t inua l l y  makes inroads, o n  t h e  level  o f  language, 



o n  t h e  mora l -sp i r i tua l  premises o f  t h e  c u l t u r a l  ego dominants. It m igh t  

best  b e  imaged as t h a t  d o u b t  o r  unease t h a t  besets Phantastes, o r  as t h e  

c loud o f  gna ts  t h a t  s u r r o u n d s  t h e  shepherd  in I, 1, 23, t h e  re f lec t ion  in 

a pastoral-dream landscape o f  R.C.K.'s enounter  w i t h  t h e  d r a g o n  o f  E r r o r .  

It i s  an  ac t i va t i on  o f  t h a t  p a r t  o f  t h e  soul, t h e  imaginat io o r  memoria, 

which leads t o  a dissat isfact ion, unease, u n r e s t  w i t h  t h e  h i g h e r  powers in 

contro l .  It impugns t h e i r  perfect ion, cor rodes o r  b lackens it in a cont inual  

and highly s u b t l e  manner. A n d  i t  would lead t h e  puer-ego t o  a specif ic 

real izat ion: 

. . . t h e r e  h e  learnes t h r o u g h  a voice w h i c h  la ter  t u r n s  
o u t  t o  b e  Saturn 's  t h a t  s u l p h u r  i s  he ld  a p r i soner  a t  t h e  
command o f  h i s  own  mother . . . h e  was impr isoned be- 
cause in t h e  v iew o f  t h e  alchemists he  h a d  shown himsel f  
too o b l i g i n g  t o  h i s  mother. 36 

So t h e  ac t ion  o f  t h e  senex-Archimago as Sol N ige r  o n  t h e  R.C.K. as 

puer is c o n g r u e n t  t o  t h e  ac t ion  o f  Komatus o n  Lacon in t h e  Theocr i tan  

Idy l ls .  It i s  a n  a t tempt  t o  d issolve t h e  o v e r t  dominant o f  t h e  p e r  f i g u r e  

(Lacon w i t h  Apol lo, t h e  R.C.K. w i t h  El izabeth/mother/Apol lo)  a n d  a move- 

ment towards  a puer-senex un ion  t h a t  can release t h e  Dionysian o r  p u r e l y  

imaginal perspect ives  w i t h i n  language i tse l f .  A n d  a d i r e c t  expression o f  

t h i s  process, t h e  alchemical pu t r i fac t io ,  may b e  seen in t h e  wound ing o f  

ce r ta in t y  in t h e  reader  o f  t h e  poem, in t h e  cont inua l  open ing o f  counter-  

perspect ive a n d  imaginal un res t .  

Th is  s o r t  o f  ambivalence, wh ich  leads u s  t o  r e t u r n  again a n d  again t o  

the  image as opposed t o  i t s  al legorical signif icance, i s  d i r e c t l y  opera t ive  in 

what is, in many ways, one o f  t h e  most f r u s t r a t i n g  passages o f  t h e  Faerie 

Queene, t h e  d e s t r u c t i o n  of t h e  Bower o f  B l i s  by Guyon  and  t h e  Palmer in 

Bk. 11, Canto xii, w h i c h  i s  imaginal ly in formed by t h e  conf l i c t  between 



seeming a n d  be ing ,  pagan image and  C h r i s t i a n  icon. T h e  v i v i d  n a t u r e  o f  

language in t h e  passage,and i t s  con t ras t  w i t h  t h e  moral  allegory, has been , 

much d iscussed ( a n d  much  rat ional ized) .  B u t  t h i s  ambivalence ex is ts  also in 

terms o f  content .  T h e  Canto opens w i t h  t h e  passage between t h e  n a r r o w  

s t ra i t s  o f  t h e  G u l f  o f  Greedinesse a n d  t h e  Rock o f  V i l e  Reproach wh ich  

o f fe rs  an  e x p r e s s  analogy t o  Scyl la a n d  Char ibd i s  in t h e  Odyssey. In fact, 

t he  e n t i r e  can to  i s  modelled o n  t h e  Odyssey w i t h  t h e  S i rens  and, above all, 

Circe's i s land b e i n g  t h e  p r ime  archetypes  for  topoi. B u t  again, it i s  these 

v e r y  topoi, t h e i r  presence, t h a t  makes u s  wonder.  F o r  t h e  Palmer, Guyon  

and the  Boteman passe t h e  Gu l fe  a n d  t h e  Rock unscathed,  t h e  Palmer giv- 

ing them approp r ia te  names f o r  Guyon's ed i f i ca t ion  in passing, whi le  in t h e  

Odyssey t h e  in famous Scyl la  l e t  no  s h i p  pass w i t h o u t  exac t i ng  h e r  to l l  o f  

human f lesh. T h a t  t e r r o r  and  i t s  imaginal immediacy lead u s  t o  quest ion  t h e  

easy passage j u s t  as t h e  i n c r e d i b l y  beau t i f u l  language w i t h  wh ich  Spenser 

f i gu res  t h e  Bower  leaves u s  w i t h  such  a s t range  sense o f  unease a t  i t s  de- 

s t ruc t ion .  Yes, we can  ra t iona l ly  u n d e r s t a n d  t h i s  v io lence f o r  it has been 

a l legor ica l ly  wel l  p repared.  B u t  t h e  beau ty  a n d  t h e  language haun t  us, 

r e t u r n  u s  aga in  a n d  aga in  t o  t h e  image i tse l f ,  j us t  as c r i t i c s  r e t u r n  again 

and again t o  t h i s  passage. We a r e  caugh t  w i t h i n  t h e  imaginal, w i t h i n  i t s  

p ro found ambivalence o r  ambigu i ty  a n d  th is ,  I would aga in  suggest,  i s  t h e  

unconscious t h r u s t  o f  t h e  poem. A n d  a f i na l  cons idera t ion  m igh t  b e  t h e  

cont ras t  between Circe 's  i s land a n d  Acrasia's bower,  a n  analogy wh ich  i s  

specif ical ly made, e v e n  down  t o  t h e  para l le l  between Odysseus'  contact  

w i t h  Hermes a n d  t h e  Hermet ic  n a t u r e  o f  t h e  Palmer's s t a f f  (11, x i i ,  41). 

When t h e  palmer releases those he ld  u n d e r  Acrasia 's  sway, t h e y  become men 

again, a r e  r e t u r n e d  f rom animal f o rm t o  human, but "ye t  b e i n g  men t h e y  

did unmanly lookel' ( I t ,  xii, 86). In t h e  Odyssey, however, t h e  men t h a t  



sees as " the  mind o f  beast ly  man." A n d  t h e  c o n t r a s t  leads u s  t o  wonder, a 

wonder ing  t h a t  in i t se l f  dissolves t h e  ra t iona l  opposi t ion.  

The  hero-son model o f  t he  ego is, as we have  seen, a model whereby 

t h e  p u e r  i s  assimilated t o  t h e  Great  Mother, a n d  it p rov ides  a n  enormous im- 

pe tus  t o  t h e  ego t o  do  ba t t l e  f o r  t h e  light mother  (El izabeth)  against  t h e  

D a r k  Mother as dragon, serpent,  o r  M a r y  Queen of Scots. In a n y  case, it 

i s  an  approp r ia t i on  o f  p u e r l s p i r i t  t o  a "c iv i l i za t ion  r u l e d  by t h e  mother o r  

by t h e  senex whose snakes have gone i n t o  t h e  sewers." Th is  leaves t h e  

s p i r i t  "w i thout  wisdom, w i thout  c thon ic  depths ,  v i t a l  imaginat ion o r  phal l ic  

consciousness. "37 Fu r the r ,  

Whenever we a re  sons o f  t h i s  Grea t  Feminine, t h e  
feminine i s  exper ienced as 'great. '  Woman i s  idealized 
. . . We look t o  t h e  wonder fu l  woman t o  b e  o u r  salva- 
t ion,  wh ich  t h e n  constel lates t h e  o t h e r  side, be t raya l  
and  dest ruc t ion .  38 

The  feminine i s  "magnif ied i n t o  a magna mater  whom one succumbs to, 

worships o r  batt les, but w i t h  whom one n e v e r  s imply  p a i r s  as equal though 

different.'13' Dominat ing t h e  Faerie Queene, p r o v i d i n g  i t s  in i t ia l  impetus 

and o v e r t  guiding light i s  t h e  d i v in i zed  f i g u r e  o f  El izabeth. B u t  Book V I  

p rov ides  u s  w i t h  another  model o f  t h e  feminine, a pas tora l  v is ion  in which 

a l l  t h e  immense mythological signif icances a r e  d r a w n  o u t  of t h e  wor ld  and 

o u t  o f  t h e  heavens and  a d i f f e r e n t  s o r t  o f  woman i s  p resented:  

She was t o  weete t h a t  jo l ly  shepherdes lasse, 
Which p iped  t h e r e  i n t o  t h a t  m e r r y  rou t ,  
T h a t  jo l ly  shepherd  wh ich  t h e r e  p i p e d  was 
Poor Co l in  C lout  . . . 
Pipe jo l ly  shepherd, p ipe  t h o u  now apace 
Un to  thy love, t h a t  made thee low t o  l ou t :  
T h y  love i s  p resen t  the re  w i t h  thee in place, 
T h y  love i s  t h e r e  advaunst  t o  b e  ano the r  Grace (VI ,  xt 16)* 



B u t  le t  u s  once again place t h e  movement o f  t h e  poem--the exhaust ion o f  

the  heroic, t h e  shadowing o f  t h e  h ie ra rch ica l lChr i s t i an  by t h e  chaoticlpagan, 

the  defeat of t h e  rat ional  and  al legorical in f a v o u r  o f  image, t h e  movement 

from a dei f ied t o  a persona l ly  exper ienced feminine--wi th in a h is tor ica l  con- 

text ,  one t h a t  may account f o r  b o t h  t h e  t remendous e n e r g y  potent ia l  o f  t h e  

heroic ego and  f o r  t h e  cor respond ing mobi l izat ion o f  t h e  forces o f  t h e  imaginal 

psyche, a pe rspec t i ve  wh ich  might  g i v e  u s  a b e t t e r  sense o f  t h e  pa r t i cu la r  

Elizabethan ka i ros .  When Spenser composed t h e  Faerie Queene B r i t a i n  was 

o n  the  ve rge  o f  a tremendous colonial expansion. T h e  defeat  o f  t h e  Armada 

and B r i t i s h  dominat ion o f  t h e  seaways t h r o u g h  p r i v a t e e r s  such  as Drake 

and Raleigh h a d  c leared t h e  way f o r  t h e  emergence o f  t h e  B r i t i s h  Empire. 

Raleigh had establ ished t h e  f i r s t  colonial feelers in Virginia, and  t h e  Reforma- 

t ion  and establ ishment o f  a state c h u r c h  w i t h  t h e  monarch as i t s  head gave 

r ise  t o  a nat ional  rel igion, a re l ig ious nationalism, t h a t  wou ld  expand t h e  

canon o f  B r i t i s h  c u l t u r e  until it came t o  encompass most o f  t h e  globe, claim- 

ing nation a f t e r  na t ion  and  c u l t u r e  a f te r  c u l t u r e  until B r i t a in ,  f rom a poor . 

island coun t ry ,  a s o r t  o f  poor re la t ion  t o  European cu l tu re ,  became t h e  

monarch o f  t h e  globe, a t  t h e  head o f  a n  Empire o n  w h i c h  t h e  sun  never  set. 

Her f i r s t  rea l  colonial  exper iments were b e i n g  conducted, in Spenser's time, 

in Ireland, a landscape which, t o  th i s  day, remains h e r  major sore po in t  o r  

s tumbl ing b lock.  Spenser's b iog raphy  o f f e r s  a f a i r l y  p rec ise  analogy t o  

th i s  h is tor ic  s ta te  o f  a f fa i rs .  

Just as t h e  c o u n t r y  he  l i ved  in, Spenser began l i f e  as a poor cousin. 

Not much i s  k n o w n  o f  h i s  birth and  ea r l y  ch i ldhood save t h a t  h e  most 

probably came of poor  parents,  was educated a t  t h e  Merchant  Tay lors  School 

and at  Cambr idge as a sizar, o r  poor scholar, a n d  t h a t  h e  cons is tent ly  

sought a f f i l ia t ion  w i t h  noble houses o n  t h e  basis o f  h i s  scholast ic achievement. 



He was accounted a scholar by his contemporaries, read Greek, Latin and 

Romance Languages, and was deeply involved with ecclesiastical controversy,  

aligning himself with some of the  more radical Protestant  elements. Very 

early on he saw the potential relation of psychomachia, the  manipulation of 

psychic image, to these religious and national ideals, a s  is evidenced by his 

work a s  a translator of van de r  Noodt's "Theatre of the  World." He was 

also deeply involved with Neo-Platonic Philosophy, having read Bembo, Ficino 

and Pico's commentaries on the  Platonic t ex t s  a s  well a s  the  texts  themselves, 

and with the  history and mythic background of his own country a s  evidenced 

by a wide reading of Chaucer and the  Ancient Briton Chronicles. He had a 

very high idea of what poetry might be and of i t s  place in a national cul- 

tu re  and deliberately set  out to create  a British Epic, on the  lines of the  

Roman or  Italian epics, that  would fuse  all these  disparate streams and put 

them a t  the  service of the  moral education of t he  British aristocracy, to 

help in the  creation of a group of knightly court iers  who would be the  ex- 

tensions of the  power of the  QueenIMother. Thus  this  synthesis of antique 

materials from vastly differing sources and cu l tu res  offers an imaginal parallel 

to what would be the  British Colonial Empire, in which African, Indian, 

scores of native o r  primitive cultures were hierarchically subordinated to 

Queen, God and the  British Flag. 

But Spenser 's  desi re  for court  position was f rust ra ted.  At the  time 

of the  composition of the  Shepheardes Calender he was eagerly awaiting a 

preferment to court. When that  preferment came, it was a posting to Ire- 

land a s  Lord Gray's secretary,  an Ireland tha t  came to in-form more and 

more of the  poet's landscape, becoming the  literal scene of the  final books 

of the  Faerie Queene. It was of all possible th ings ,  the  most inimical to 

the  dominants ruling his collective consciousness : 



For  Renaissance Europe interested in the  great  va r i e t y  
o f  man the l r i s h  and the i r  way o f  l i f e  were a fascinat- 
ing case. Travel lers came from as f a r  as Bohemia and  
wrote  descr ipt ions o f  land and people . . . Two main 
v iews were c u r r e n t  in Spenser's time. E i ther  t hey  were 
seen as living in primal innocence . . . or,  where ex- 
per ienced as hostile, they  were cruel,  l icentious and  
idol-worshiping degenerate man . . . however viewed 
b o t h  k i nds  o f  people were r i p e  f o r  reformat ion and  
t he i r  lands fo r  occupation and colonization . . . they  
were arch-enemies, t ra i tors,  forces f o r  unres t  and  
champions o f  chaos .40 

Spenser's depar ture  fo r  Ireland, a landscape remarkably congruent  t o  

the aged oak, combining a vast an t iqu i t y  and  the  work  o f  the  Dru ids  and 

"priestes crewe," may b e  seen as foreshadowed in Colin's acceptance o f  

"dreery death.'' The pue r  f igure emerges from the shadow of  the  negative 

senex and, unde r  the aegis o f  the QueenIMother, proceeds t o  clean-up the 

dragon-ridden landscape as R.C.K. or, as L o r d  Grey, t o  deal a f inal  blow 

to  those mother-cursed rebels. A n d  f o r  Spenser, as poet, t h i s  I re land 

provided the imaginal landscape and  f igu res  o f  h i s  greatest poet ry ,  h is  

greatest personal happiness (h is  marriage), and  h i s  greatest t ragedy,  when 

his desire t o  establ ish a noble house, a h ie ra rchy  o f  endu r i ng  value, 

foundered w i t h  the  dest ruct ion o f  Kilcolman in a n  l r i s h  upr is ing.  It i s  truly un- 

fortunate tha t  t h i s  in terp lay  o f  events, g i ven  imaginal form in the  Faerie 

Queene, was no t  perceived by h i s  contemporaries. For  we might  have been 

spared 400 years  o f  b r u t a l  colonization and l i t e ra l  violence t h a t  has b rough t  

us to  a p ro found  ecological and psychological cr isis: 

A t  a recent symposium o n  the  'Theology o f  Surv iva l '  it 
was general ly  agreed t ha t  t he  t rad i t iona l  Chr i s t ian  at t i -  
tudes--rejection o f  the  pagan belief in the  divinity o f  
na tu re  and the designation o f  man as t h e  center w i t h  
al l  na tu re  subservient  t o  him, have con t r ibu ted  t o  over-  
population, a i r  and. water pollution, and  o ther  ecological 
threats.  For several centur ies  t rad i t iona l  theology has 
tended t o  create an absolute gulf between man and  na tu re  . . . [and though]  t radi t ional  re l ig ion as an outward form 



o f  worship has come to  be  meaningless f o r  many people . . . the basic convict ions and premises upon which a 
cu l tu re  i s  built are not  on ly  der ived f rom but identical 
w i t h  re l ig ious convict ion . . . modern rat ional ly  minded 
man may be shocked t o  realize tha t  h i s  own at t i tude to- 
wards nature and surv iva l  a re  the  expression o f  rel igious 
values .41 

The pue r  f i gu re  represents the futurity o f  sp i r i t ,  the sp i r i t  o f  the  

future, just as the senex represents the  sp i r i t  o f  the  past. In the Faerie 

Queene the pue r  i s  ident i f ied w i t h  the hero-son o f  the Great Mother and i s  

so t ied t o  an enactment o f  a continual bat t le  f o r  supremacy over  the dragon 

which i s  bo th  self-defeating and resu l ts  in considerable compulsive violence. 

The wor ld around us bears witness t o  tha t  violence, a violence o f  epic 

dimension. In fact, the hero and t he  epic are inext r icab ly  inter twined. 

B u t  expressed as dream, ra ther  than  as l i te ra l  real i ty ,  a sor t  o f  h idden pur- 

pose i s  revealed. H a r r y  Wilmer, a Jungian psychologist,  has observed a 

special genre o f  dream tha t  emerges when the  ego o f  the  dreamer i s  domi- 

nated by the hero archetype. Th is  so r t  o f  dream-series is  unusual and 

"seems to  be a phenomenon in ind iv idua ls  who believe they have t o  leave 

messages fo r  the wor ld in ar t ,  wr i t ing,  teaching o r  sp i r i tua l  guidance. I1 42 

Such would cer ta in ly  characterize the Elizabethan ego. He then  observes 

tha t :  

The psychology o f  the heroic ego seems to  under l ie the  
heroic psychology o f  the epic dream series. The my th  
o f  the hero must be allowed t o  p lay  ou t  i t s  own enormous 
energy . . . the  grandiose s ty le  o f  these 'epic' produc- 
t ions . . . belongs t o  the rhe to r i c  o f  t he  archetype o f  
the heroic ago.43 

As the Faerie Queene progresses, the  reader and the  kn ights-er rant  are 

drawn fa r ther  and fa r ther  in to  the landscape o f  Faeryland and th is  land- 

scape becomes more and more congruent  w i t h  tha t  o f  ~ r e l a n d , ~ ~  an- imaginal 



i I re land that  comes t o  dominate Spenser's imagination just  as the  l i teral  land- 

scape came to  p lay  a greater  and greater  p a r t  in h is  personal l i fe. Also, 

as the poem proceeds, we note tha t  the  nar ra t i ve  s t r uc tu re  begins t o  loosen, 

the self-contained un i t s  o f  Books I and  II open t o  the sprawl ing tableau o f  

Ill and I V  and the  feminine, in the person o f  Bri tomart,  assumes a more 

act ive and personal character. B u t  Book I V  closes w i t h  an attempt t o  bind 

Proteus himself ( IV,  xi i ,  28-35), t he  Protean force o f  change. And  th is  

polarizes the s i tuat ion in such a way tha t  the  forces o f  darkness, the  savages 

o f  Books V and VI, are  placed in extreme contrast  t o  Talus and Artegal l ,  

the most violent o f  the heroic ego-f igures: 

So p ro found  was the ant ipathy o f  cu l tu re  t o  cu l tu re  tha t  
comment, by t rave ler  from afar  o r  b y  ant iquar ian scholar 
resident there, i s  almost al l  o f  the  same pat tern .  These 
men are savages, the i r  marriage customs and acknowledge- 
ment o f  bastards are heinous. The i r  assemblies fo r  law- 
g i v i ng  must be proscr ibed:  t he i r  mode o f  set t l ing  blood- 
feud by blood-money encourages murder. The bards must 
be put down, the i r  eloquent exhortat ion silenced. The 
great  forests must be  c u t  t h r o u g h  b y  rides, fords de- 
s t royed and b r idges  built, f o r  br idges a re  defensible. 
Roads must be cleared o f  those o f  i t inerant  habit ,  be they  
learned men o r  craftsmen plying the i r  ski l ls,  s t rong  vaga- 
bonds, dispossessed unfortunates,  loose women o r  wander- 
ing minstrels. The glibb and mantle must be  forbidden. 
How to  e f fec t  al l  th i s  was the  problem.45 

Wilmer stated in h is  observations on  the epic dream series tha t  the  

heroic ego must be allowed t o  p lay  ou t  i t s  enormous energies, and it i s  the 

landscape o f  Faery, the  imaginal Ireland, tha t  prov ides a stage o n  which 

and in which th is  may occur  so tha t  i t s  l i te ra l  enactment becomes unnecessary. 

The heroic ego energy i s  exhausted, limited, t ransfer red,  g iven a sense o f  

i t s  own limitations and a hint o f  i t s  mistaken aims jus t  as the R.C.K. was 

effectively destroyed t h rough  a confrontat ion w i th  h i s  own Pride, a m i r ro r  

o r  image tha t  the landscape provides him. Th is  landscape, the I re land o f  

soul, generates enemy a f t e r  enemy in a truly Protean fashion, always 



changing i t s  scope and dimension. A n d  in so doing, it exhausts the e f fo r t s  

o f  R.C.K., Guyon, Ar tega l l  and Calidore by simply absorbing the i r  violence 

and re tu rn i ng  it t o  them in image jus t  as a Tai Chi  master r e tu rns  the force 

o f  an at tack t o  the attacker. For the  many enemies o f  the hero-knights are 

always bestial, monstrous o r  feminine, and  some element o f  them always es- 

capes in one o r  another fashion--thus Duessa though  s t r ipped and seen in 

her  t r u e  form as Lady Death; thus  Gr i l le  a t  the  end o f  Book II, tha t  small 

pa r t  o f  human na tu re  tha t  chooses t o  remain bestial; thus  the Blatant Beast 

at  the end o f  Books V and VI, a qua l i t y  o f  ev i l  inherent  in language i tself  

that  might be re-visioned as an unconscious o r  Dionysian mode o f  associa- 

t ion that  frees the word from i t s  or thodox grammatical o r  lexical defini t ion. 

If we consider al l  the arch-f iends, ev i l  sorceresses, dragons and monsters 

in the rambl ing tapest ry  o f  the Faerie Queene f rom a viewpoint opposed t o  

the rulina conscious dominant, we realize tha t  it i s  the i r  presence tha t  

energizes and motivates the en t i re  dream-series. The fact that  they are  

seen as ev i l  and must b e  destroyed i s  the  single l u re  tha t  energizes the 

heroic ego. Thus  the presence o f  ev i l  becomes d i rec t l y  responsible for  t he  

erect ion o f  the vast  edi f ice o f  the poem and, paradoxical ly, fo r  i t s  failure; 

for  these f igures are eternal ly  recreat ing themselves and eternal ly  remain 

just  out  o f  reach o f  al l  the lances, swords and f la i ls  o f  the heroes. They 

are the voice o f  the Devi l  in an age o f  t he  god-chosen hero and the i r  

message might  be stated thus:  

A l l  Bibles o r  sacred codes have been the  causes o f  
the fol lowing e r ro r s  : 

1. That  man has two ex is t ing  principles, vis, 
a body  and a soul. 

2. That  energy  called ev i l  i s  alone f rom the body 
and tha t  Reason called good i s  alone f rom the Soul. 



3.  T h a t  God w i l l  to rment  man in E t e r n i t y  fo r  follow- 
ing h i s  energies. 

B u t  t h e  fo l lowing con t ra r ies  t o  these a re  t r u e :  

1. T h a t  man has n o  B o d y  d i s t i n c t  f rom h is  Soul f o r  
t h a t  cal led Body  i s  a p o r t i o n  o f  Soul d iscerned by t h e  
f i v e  Senses, t h e  c h i e f  i n le t s  o f  Soul in t h i s  Age. 

2. E n e r g y  i s  t h e  o n l y  l i f e  and  i s  f rom t h e  Body  and  
Reason i s  t h e  bound  o r  o u t w a r d  c i rcumference o f  Energy.  

3. Energy  i s  E terna l  De l igh t .  46 

The landscape o f  I re land,  a n  imaginal Ireland, conta ins t h e  energies 

o f  t h e  heroic  ego jus t  as t h e  landscape o f  dream conta ins o u r  daywor ld  

fantasies o f  act ion and  pathologizes them, exhaus t ing  t h e  ego-energy in 

endless complication or ,  as w i t h  t h e  R.C.K., and  t h e  false Una, misdirect- 

ing them and embro i l ing  u s  in repeated obsessional encounters until an  

awareness i s  fo rced o n  us, a n  awareness t h a t  involves, as Jung  states, a 

moral defeat o f  t h e  ego. And,  in so doing, a new awareness i s  created, 

one tha t  sh i f t s  t h e  puer -he ro  ident i f i ca t ion  t o  new imaginal g round.  The  

defeat o f  t h e  hero-ego b r i n g s  re f l ec t i on  and  t h i s  constel lates t h e  feminine - 

as anima r a t h e r  t h a n  as Great  Mother, as f i e ld  r a t h e r  t h a n  enemy, genetr ice 

o r  dragon.  It b r i n g s  t h e  feminine close t o  t h e  personal, as in Colin's 

vers ion  o f  t he  f o u r t h  Grace as h i s  personal  love, and  establ ishes that,  

V i r tues  seat i s  deepe w i t h i n  t h e  mynd, 
A n d  n o t  in o u t w a r d  shows, but i n w a r d  t h o u g h t s  

def ined (V I ,  in t ro. ,  5) .  

Th i s  t ransformat ion i s  i n h e r e n t  in t h e  f i g u r e  o f  Archimago, t h e  image 

associated w i t h  Hades/dream/Persephone t h a t  opens t h e  act ion o f  t h e  e n t i r e  

poem and, I would suggest,  p rov ides  t h e  unconscious o r  u n d e r w o r l d  deter-  

minant o f  t h e  e n t i r e  edif ice, a Hades-f igure t h a t  i s  a t  t h e  roo t  o f  t h e  re-  

birth fantasy o f  t h e  soul. T h i s  i s  a n  alchemical v i s ion  for ,  as J u n g  states, 



t h e  alchemical fan tasy  i s  t h e  shadow o f  t h e  C h r i s t i a n  dominant.  It emerges 

f rom the  shadow o f  t h e  hero ic  Chr i s t i an  m y t h  when t h a t  heroic  energy  

exhausts i tsel f .  The  alchemical v i s ion  resu l t s  in "a s h i f t  f rom t h e  rat ional  

and v o l u n t a r y  facul t ies o f  t h e  soul t o  i t s  third facul ty ,  t h e  imaginat ion o r  

memoria." 47 T h e  c ruc ia l  d i f fe rence between t h e  hero-myth  wh ich  i s  ex-  

hausted in t h e  Faerie Queene and t h e  alchemical fan tasy  that ,  I would sug- 

gest, in- forms t h a t  exhaust ion,  i s  t h a t :  

T h e  process i s  r a t h e r  male t o  male t o  hermaphrod i te  
and o n l y  takes p lace w i t h i n  t h e  female as material  and  
vessel. T h e r e  seems a subt le  y e t  c ruc ia l  d i f f e rence  
between t h e  alchemical concept ion o f  t h e  movement o f  
s p i r i t  ( p u e r )  a n d  t h i s  same movement in h e r o  my ths  
and f a i r y  tales. T h e r e  t h e  he ro  i s  un th inkab le  w i thout  
h i s  oppos i t ion  t o  a Great  Goddess . . . .48 

Alchemy, t h e  shadow o f  Chr i s t i an i t y ,  wh ich  operates t h r o u g h  dream, 

fantasy, imaginal opera t ions  o n  matter  a n d  i s  imaged in t h e  Archimago f igure, 

i s  a puer-senex v is ion.  "The t rad i t i on  o f  alchemy p a i r s  t h e  p u e r  f igures  

mainly w i t h  senex (as y o u n g  and  o l d  Mercury ,  as C h r i s t  puer-et-senex, as 

K i n g  and K ing ' s  son) ; - n o t  w i t h  t h e  mother. l P g  And,  if we s tand w i t h i n  

t h e  shadow r a t h e r  t h a n  t h e  rat ional /encyclopedic light o f  t h e  Faerie Queene, 

a shadow t h a t  i s  u l t imate ly  v ic tor ious,  t h i s  alchemical fan tasy  becomes t h e  

pr ime symbolic content  o f  t h e  dream, i t s  knot ,  congruen t  w i t h  t h e  ivy-wood 

c u p  o f  t h e  Theocr i tan  dream-series. The  poem becomes a vas t  enactment 

o f  a specif ic alchemical operat ion, t h e  pu t r i f ac t i o ,  a perspect ive  t h a t  enables 

us t o  make sense o f  t h e  poem as we have it, t o  see t h r o u g h  t h e  incomplete- 

ness, t he  o v e r t  moralisms and  unease t h e y  create, t h e  exhaust ion  o f  t h e  

heroic, al l  t h e  c r i t i ca l  complexit ies t h a t  revo lve  a r o u n d  i t s  s u n d r y  and  

var ious use o f  symbols, t o  a mode o f  operat ion t h a t  is  i nhe ren t  in t h i s  

v e r y  mode o f  being,  one t h a t  i s  c ruc ia l  t o  t h e  El izabethan ka i ros  as it i s  



t o  o u r s  : 

G e t t i n g  rid o f  and g i v i n g  up t h i s  complex i ty  t h r o u g h  any  
formula f o r  overcoming opposites, o r  d r o p p i n g  out,  o r  
c u r i n g  misses psych ic  r e a l i t y  . . . [ t h i s ]  i s  less an over -  
coming and a g e t t i n g  rid t h a n  it i s  a decay, a decompos- 
ing of t h e  way in which  we a re  composed. T h i s  t h e  al- 
chemists cal led t h e  put r i fac t io ,  t h e  slow t ime process o f  
t rans format ion  t h r o u g h  af f l ic t ion,  wastage a n d  moral h o r r o r .  
B o t h  heroic  g e t t i n g - r i d  and  passive giving-up at tempt t o  
speed deca and  have done w i t h  it . . . but t h e  c u r e  i s  
t h e  decay .YO 

So we may a t t r i b u t e  t h e  pecu l ia r i t ies  o f  t h e  poemldream d i r e c t l y  t o  

t h e  mode of i t s  alchemical operat ion, t h e  pu t r i f ac t i o ,  and  see t h r o u g h  t h e  

rhe to r i c  of t h e  poem in t h e  same way. For  if t h e  p u t r i f a c t i o  i s  t h e  ex-  

haust ion o f  t h e  heroic, and  t h e  heroic  idiom may b e  said t o  stem f rom t h e  

puer 's  ident i f i ca t ion  w i t h  t h e  hero-son o f  t h e  Great  Mother, t h e n  t h e  

rhe to r i c  o f  t h e  puer ,  t h e  h i la r ia  and  t r i s t i a ,  t h e  he igh ts  and  t h e  depths, 

wi l l  form t h e  o v e r t  s t y l e  o f  t h e  imaginal edif ice. A n d  if we compare t h e  

Faerie Queene w i t h  t h e  cen t ra l  Theocr i tan  I d y l l s  we see b o t h  a congruence, 

the  cent ra l  importance o f  t h e  s h i f t  in dominant o f  t h e  p u e r - f i g u r e  f rom 

Apo l lon ic / l i te ra l  t o  Dionysian /imaginal, and  a s t r i k i n g  contrast ,  t h e  vas t  

ex ten t  o f  t h e  psych ic  mobi l izat ion necessary f o r  t h e  wound ing o f  t h e  

heroic  ego. 

The  pastora l  landscape, t h e  pastora l  mode, i s  a cent ra l  fea ture  in 

Spenser's work .  It in- forms t h e  Shepheardes Calender, emerges a t  t h e  

end  o f  t h e  Faerie Queene as b o t h  t h e  landscape o f  image as removed f rom 

ra t iona l lh ie rarch ica l  consciousness o r  a l legory  a n d  as t h e  s i te  o f  Col in 's 

v is ion  o f  t h e  f o u r t h  Grace, a n d  it i s  t h e  landscape o f  t h e  Epithalamion, 

which i s  a personal  wor ld,  a n  i nd i v idua l  v is ion  o r  metaxy that ,  w i thout  

t ranscendent  in f la t ion,  i s  t h e  home o f  a l l  t h e  mani fo ld gods, t h e  manifest 

persons o f  soul. I would  suggest  t h a t  t h e  cen t ra l  v i s ion  o r  new symbol 



o f  t h e  Faer ie Queene i s  t h u s  t h e  alchemical v i s i on  o f  t h e  p u t r i f a c t i o  wh ich  

o f f e r s  an  immediate analogy t o  t h e  psych ic  opera t ions  o f  I d y l l s  I l l -V ,  t h e  

c rea t ion  o f  a n  u n d e r w o r l d  awareness in dream a n d  t h e  s h i f t  o f  t h e  p u e r -  

s p i r i t  f rom a l i t e ra l  t o  a n  imaginal v iewpoint .  A n d  if t h i s  dream-series has 

a n  o v e r t  message, it may b e  as re levant  t o  u s  in o u r  dependence o n  a 

rat ional -sc ient i f ic  cosmos as it was t o  t h e  El izabethan heroic-ego poised o n  

t h e  brink o f  w o r l d  conquest.  Fo r  t o  "anyone in t h i s  c u l t u r e  a t  t h i s  t ime 

the  ba t t l e  w i t h  t h e  mother  and  t h e  hero ic  stance o f  t h e  ' f i r s t  ha l f '  cannot 

b e  but a r c h e t y p a l l y  wrong.  "57 A v e r y  impor tan t  w a r n i n g  emerges f rom 

t h i s  alchemical operat ion,  a w a r n i n g  we too may take  t o  h e a r t  in t h e  ka i ros  

o f  t h e  t w e n t i e t h  c e n t u r y :  

J u s t  as t h e  gods can  red ress  ego h y b r i s  in t h e  psyche  
w i t h  neuros is  o r  psychosis, so can t h e y  w o r k  t h e i r  
ways  in t h e  a rche typa l  f i e l d  o f  mat te r  t o  compensate 
f o r  man's impious a t t i t u d e  toward  na ture .  Human aware- 
ness, a t t i t udes  a n d  act ions may b e  o f  g r e a t  s igni f icance 
in t h e  evo lu t i on  o f  t h e  cosmic organism as wel l  as in t h e  
s h a p i n g  o f  t h e  responses o f  t h e  'wo r ld  soul1--whether it 
c o n s t r u c t i v e l y  cooperates w i t h  man o r  d e s t r u c t i v e l y  
sabotages, i n d u c i n g  w o r l d  psychos is  a n d  des t ruc t ion .  5 2 
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CONCLUSION 

If the  conventional pastoral is  dead in form, it is  
because i t s  qual i t ies o f  soul survive,  as a necessary 
adjunct to  an a r t  more and more conditioned by the 
sp l i t  in society from which pastoral was born. We 
need more than ever to  s ing o f  Galatea now that  her 
beach i s  being tarmacked over as an international 
a i rpor t .  And  as the modern ar t is t -cr i t ic  applies con- 
temporary techniques o f  analysis to  works o f  every  
age and veins o f  pastoral are s t ruck  l ike  gold in the 
most unl ikely quarr ies,  we have conclusive proof that  
the  pastoral ethic is  a consti tuent o f  the a i r  by which 
poet ry  breathes. 

- Anthony Holden, 
Greek Pastoral Poetry 



The Shepherd, goatherd o r  cowherd, the  man isolate and d r i ven  back 

on himself in the  uncu l t iva te  realms o f  na tu re  has been a major source o f  

inspirat ion and v i ta l izat ion f o r  Western Cu l tu re  since i t s  beginning. We have 

on ly  to  think o f  Abraham and Isaac, o f  Hesiod, o f  Paris o r  Anchises on  Mt. 

Ida, to  rek ind le  the dream in our  hearts. The process o f  successive in ter i -  

or izat ion i s  la id ou t  over  the  procession o f  millenia. I t s  nearest kin might 

be found in the  on ly  poetic statement o f  one o f  the most pro found th inkers  

o f  the Twent ie th  Century ,  C. G. Jung:  

Whereupon the  dead were s i lent  
and ascended l i ke  the smoke 
above the herdsman's f i re, who 
t h r o u g h  the ni ht kep t  watch 
over  h i s  f lock. 7 

The pastoral  ethos has been, f o r  myr iad centuries o f  an over ly  extro-  

ver ted Western mind, a way back t o  tha t  glorious, te r r ib le  and in f in i te ly  

fer t i le  soul lmind t ha t  precedes the ego's minute existence. A n d  though 

the l i teral  hi l ls,  groves, shepherds have passed, there confronts us  

n igh t l y  the l imitless expanse o f  the i r  reverberate and endless kingdoms. 

It i s  w i t h i n  these kingdoms tha t  we contact the archetypes, what Marie- 

Louise von Franz describes as, ". . . engines, so to  speak, t o  produce 

higher energy  loads. As Jung  expressed it, the archetype i s  a phenomena 

that  produces energy,  and is, therefore  negentropic . . . which real ly  

creates the h i ghe r  states o f  energy.'12 The  reversal o f  ent ropy tha t  comes 

about t h rough  t h i s  dreaming-back i s  qu i te  congruent t o  the "leaping," the 

sense o f  water f lowing up-stream tha t  characterizes one o f  the  earliest 

manifestations o f  the DionysosIZeus c u l t  in Crete, a pract ice described b y  

bo th  Jane Harr ison and  Car l  K e r e n ~ i . ~  In th i s  ceremonial dance, the 

Kouretes ( young  men o r  p u e r  f igures)  dance before the  Al l-Father at  h is 



birth w i t h  c lash ing  o f  spear a n d  shield. T h e y  b e g  h im t o  "leap for  us," 

t o  turn t h e  ever -downward course o f  simple n a t u r e  back  o n  i tse l f ,  t o  b r i d g e  

t h e  unspeakable gulf between dea th  and  r e b i r t h .  W i t h  Theocr i tus t  p o e t r y  

t h i s  cu l t i c  invocat ion  e n t e r s  t h e  realms o f  Western l i te ra te  t rad i t i on  and 

e v e r y  major Eng l i sh  poet  since a n d  inc lud ing  Spenser has gone t o  the  end- 

less wel l  o f  pas tora l  t o  b e  bo rn .  The  ent rance i s  s t range  and  eerie--no one 

who sets foot  i n t o  t h e  u n k n o w n  woods remains t h e  same: 

Modern  man has put h i s  t r u s t  in domesticated language, 
t h e  tame jargon,  t h e  hounds o f  in t rospect ion  . . . 
These, too, a t  t h e  overpower ing  w i l l  o f  t h e  Goddess o f  
i n n e r  na ture ,  have come t o  dog  h im . . . any t r u e  e n t r y  
i n t o  t h e  u n k n o w n  in te r io r ,  t h e  fo res t  o f  t h e  psyche, en- 
ta i l s  a b r e a k i n g  up o f  t h e  mental i ty  t h a t  en te red  t h e  
woods . . . We who s t a r t  o u t  as s k i l l f u l  h u n t e r s  . . . 
become . . . as myster ious and  untamed as t h a t  we sought  
t o  overcome. 4 

It i s  he re  t h a t  t h e  t r u e  n a t u r e  o f  t h e  pastora l  beckons, f rom t h e  groves,  

grottoes, streams, o f  p s y c h e  o r  soul. A n d  i t s  endless fe r t i l i t y ,  time and 

again, leads u s  on, t o  dream. 
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