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ABSTRACT

The Ethics of Ofiunsr. Pastoral, Privacy and the Passions 1559-1647.

Boyd Brogan D.Phil.

Merton College Trinity term 2012

This thesis studies the literary genre of pastoral between 1559 and 1647. The first of these dates is
that of a work that changed the course of early modern pastoral, Montemayor’s Diana; and the
second marks the English translation of Gomberville’s Polexandre, a pastoral romance which
exemplifies the shifts in cultural values that re-shaped Montemayor’s model over the century that
followed its publication.

My study focusses on the significance for this genre of the ethical quality known to
classical moral philosophy as ofium, and translated in early modern English by words such as
peace, leisure, retirement, ease and idleness. O has strong historical associations with the
tradition of Virgilian pastoral. Its significance in early modern pastorals, however, has been
largely overlooked, despite the fact that early modern interest in ofum had been revitalised by the
rediscovery of some of its most important classical discussions. This renewed interest in ofium, 1
argue, was essential to the development of early modern pastoral.

My argument challenges both old and new critical perspectives on pastoral, and engages
with key issues in early modern culture which literary scholars have neglected. Older studies
understood pastoral ofium simply as idyllic retreat; newer ones accept this view, but argue against
its privileged and quietist political implications, preferring to concentrate on the tradition of
interpreting pastoral as political allegory. O#unr’s principal connotations, however, were neither
quiet nor idyllic. Though its restorative qualities were sometimes cautiously acknowledged, ozzun7’s

potential to corrupt was ever-present, and affected a range of areas including privacy, politics,



i
moral psychology and medicine. When people wanted to imaginatively explore those effects, I
argue, pastoral was the genre to which they were most likely to turn. Listening to what pastorals
say about o#ium can play an important role in reconstructing this crucial and misunderstood aspect

of early modern culture.
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Introduction.

This study examines early modern pastoral from the standpoint of one of the qualities that
defined it. That quality is ozzm. Using the Latin term is worthwhile, because its English
translations are so various. Ofium can mean leisure, peace or idleness, and it brings a cluster of
related words — ease, solitariness, recreation, pastime, privacy, contemplation — in its wake.'
Otiunr’s importance in pastoral has been explored by scholars such as Thomas Rosenmeyer,
Alastair Fowler, and John Bernard.” Though it has a Greek predecessor in Theocritus’s hasychia,
its real significance begins with Virgil’s first Eclogue, whose sixth line, dewus nobis haec otia fecit (‘a
god grants us this peace’), identifies ozum as the pre-eminent quality of the pastoral world which
Tityrus can continue to enjoy.* Following Virgil, o#inm appeared with what Rosenmeyer terms
‘remarkable’ frequency in Latin pastorals, establishing itself as a ‘keyword’ of the genre.” This
centrality remained evident twelve centuries later, when John of Garland’s rofa VVergiliana defined
pastoral by the figure of otiosus pastor.”

Alastair Fowler’s study of the formation of early modern genres describes the rva
Vergiliana as ‘enormously influential’,” but critical accounts of early modern pastoral have given

otium surprisingly little attention. This study will attempt to make up that deficit by arguing that

1 Brian Vickers, ‘Leisure and Idleness in the Renaissance: the Ambivalence of Otiuns’, Renaissance Studies 4 (1990), 1-
37,107-54 (1-6). This study is indebted to Vickers’ article throughout.

2 Thomas Rosenmeyer, The Green Cabinet: Theocritus and the European Pastoral Lyric (Berkeley, 1969), 65-97; Alastair
Fowler, “The Formation of Genres in the Renaissance and after’, New Literary History 34 (2003), 185-200 (192, 194-5);
John D. Bernard, Ceremonies of Innocence: Pastoralism in the Poetry of Edmund Spenser (Cambridge, 1989), 15-7, 25-8, 36-41.
See also Helen Cooper, Pastoral: Medieval into Renaissance (Cambridge, 1977), 30, 40-1; Michael McKeon, “The Pastoral
Revolution’, in Kevin Sharpe and Steven Zwicker, eds, Refiguring Revolutions: Aesthetics and Politics from the English
Revolution to the Romantic Revolution (Berkeley, 1998), 267-90 (268); Renato Poggioli, The Oaten Flute: Essays on Pastoral
Poetry and the Pastoral 1deal (Cambridge, Mass., 1975), 6-7, 186; Sukanta Chaudhuri, Renaissance Pastoral and its English
Developments (Oxford, 1989), 42, 290, 420.

3 Rosenmeyer, Cabinet, 42, 67, 70-2, 85, 92, 97.

4] cite the translation by Paul Alpers: The Singer of the Eclogues: a Study of Virgilian Pastoral, with a New Translation of the
Eclogues (Berkeley, 1979), 11.

5> Rosenmeyet, Cabinet, 67.

¢ Coopet, Pastoral, 30; Fowler, ‘Genres’, 192.

7 Fowler, ‘Genres’, 192. David Scott Wilson-Okamura disagrees, but not with the rv4’s identification of pastoral with
otiunz; his point is that the wheel has been ‘misconstrued’ as a progression of genres rather than a spectrum of styles.
He also asserts that the wheel itself is never mentioned in the early modern period, but that the stylistic conception
of Virgil’s career which it expresses remains influential. Neither argument seems incompatible with Fowlet’s. 177rgi/ in
the Renaissance (Cambridge, 2010), 90-1.



otium is the ethical problem with which much early modern pastoral is concerned. Otium is to
pastoral what madness, revenge or the Boethian wheel are to tragedy; not the sole marker of the
genre or the only issue it explores, but one of the most important and definitive. Despite this
centrality, however, its failure to attract the attention of scholars is not difficult to explain.
Idleness seems inherently uninteresting. When it has been thought of, accounts such as
Rosenmeyer’s, who associates ozium with ‘stasis’,” have tended to dominate; and this peaceful
sense of ofium is, moreover, that which best fits Virgil’s uses of the term. Outside pastoral,
however, in Roman moral philosophy, ozzun’s connotations were much less comfortable. Aulus
Gellius, Cicero, Livy, Ovid, Seneca, Plutarch and Tacitus all described the problems of ofiunr: it
rendered people lustfully effeminate, corroded them like rust, or made them seethe like stagnant
water with toxic passions. On the political level, it caused riots and destroyed morale.’

These were writers with whom the early modern period was intimately familiar, and in the
sixteenth and seventeenth centuries the critique of o#um carried just as much urgency as it did in
Classical Rome. If using the Latin term has the advantage of keeping ozzun/’s various English
translations in play, it has the disadvantage of suggesting a distanced serenity which early modern
discussions such as William Baldwin’s, who called idleness a stinking poisonous sewer of vice, do
not possess.'’ Baldwin’s sensitivity to ozium was not unusual. People wrote poems about it,
imagined diseases based on it, and inscribed warnings in places where its temptations were likely
to be felt."

In Roman culture, the peacefulness of pastoral ozum and the ethically hazardous version
known to moral philosophy were mostly kept apart. The latter had been defined by an elite for
whom the ascetic toughness embodied by Cato the Censor and Scipio Africanus was a definitive
Roman virtue:'” people who might appreciate the poetry of Virgil’s pastorals, but were unlikely to

share the ideals of the pacific shepherds who populated them. But when eatly modern writers re-

8 Rosenmeyet, Cabinet, 70.

? For specific discussion see below, pp.25-9 (Plutarch), 31-2 (Ovid), 52-61 (Gellius, Cicero, Seneca), 132-3 (Seneca),
129 (Tacitus).

104 Treatyce of Moral Philosophy (1564), £.2080.

11 See below, pp.107 (poem), 110-1 and note (warning), 255-6 (disease).

12 Vickers, ‘Otiuns, 6-8.



imagined oiosus pastor, this study will argue, they had more than Virgil in mind. Instead, they re-
invested pastoral with new ethical complexities by writing o#zun/’s fascinatingly dangerous side
back into the genre.

In doing so, they were aided by the Spanish author Jorge de Montemayor’s invention of
pastoral romance. Montemayor’s Diana, the earliest example of this literary kind, suggested a way
in which intersecting narratives about chivalric and pastoral characters could be used to explore
the relationship between ozzum and duty. Pastoral romance allowed ofium to be considered not
simply in itself, but in relation to the ethical imperatives it could destructively impede, or, on
occasion, facilitate. This, of course, was also how moral philosophers had viewed it. By placing
pastoral ozzum within a wider scheme of things, pastoral romance encouraged authors to examine
it from an ethical rather than a purely literary perspective. And because that ethical perspective
dealt with matters of such omnipresent and wide-ranging importance, the poetic apprentice-work
of pastoral could become a vehicle for unexpectedly complex and serious questions.

One aim of this study is thus to uncover early modern pastoral’s ethical substance, in the
face of critical trends that tend to view pastoral as interesting only insofar as, in Annabel
Patterson’s words, it speaks of ‘something other than itself’ . Studies of a more traditional kind
have sometimes viewed political significances in pastoral as detrimental,'* but in modern criticism
the pendulum has tended to swing the other way. Scholars as diverse as Patterson, Louis Adrian
Montrose, Michelle O’Callaghan and Blair Worden are united in viewing pastoral from George
Puttenham’s perspective, in order ‘to glaunc[e] at greater matters’."” Establishing the validity of
this kind of pastoral was an important step, and the arguments presented here often balance and
complement these allegorical readings rather than arguing against them. To take one example,

reading pastoral for ofium only strengthens much of Blair Worden’s interpretation of Sidney’s

13 Pastoral and Ideology: Virgil to 1 aléry (Oxford, 1988), 3, 34.

14 E.g. S.K. Heninger, “The Renaissance Perversion of Pastoral’, Journal of the History of 1deas 22 (1961), 254-61 (257-9);
Chaudhuri, Pastoral, 30, 32, 38, 41, 57, 132-6, 221-3.

15 Patterson, Ideology; Louis Montrose, ‘Of Gentlemen and Shepherds: the Politics of Elizabethan Pastoral Form’,
English Literary History 50 (1983), 415-59; Michelle O’Callaghan, The ‘Shepheards Nation’: Jacobean Spenserians and Early
Stuart Political Culture, 1612-1625 (Oxford, 2000); Blair Worden, The Sound of Virtue: Philip Sidney’s Arcadia and
Elizabethan Politics New Haven, 1996); George Puttenham, The Arte of English Poesie (1589), 31.



Arcadias as political counsels cloaked in pastoral fiction. My differences with Worden’s study are
centred not on his account of these works as political allegories, but on the moments when he
descends from that standpoint to deal with their broader ethical implications. '

But there can be conflicts. This study implicitly queries Montrose’s assertion that in
Elizabethan pastorals ‘amorous motives’ serve only to ‘displace or subsume forms of desire . . .
other than the merely sexual’, Patterson’s insistence that Spenser’s green cabinet must be more
like a council than a closet, or Michelle O’Callaghan’s acclamation of Jacobean poets’
abandonment of a ‘pastoral of aristocratic leisure and retirement’ in favour of the engagement
with the public sphere that pastoral political allegory affords.'” These critics seem wrong to
imagine that questions of privacy or leisure, and the ‘amorous motives’ with which they often
coincide, must be trivial. This is partly because o#u77’s implications could reach into the politics of
state, but also because (at the risk of sounding obvious) what happens outside the politics of state
can have an equal or greater impact on people’s lives. The discourse of ozium is a particularly
revealing way into this question, since it was a way of trying to regulate what happened when
people were at their most free.

The concept of ofium influenced a variety of aspects of early modern culture; it opened
the way for pastoral to address issues of gender, medicine, social space, and the uses of the
passions. I begin, however, with ozun’s simplest meaning, that of leisure. My first chapter
discusses the original pastoral romance, and one of the most successful, Montemayor’s Diana
(1559). I approach the Diana via the figure of its English translator Bartholomew Yong. Yong
translated just two other works, both of which draw prominently on classical texts which have a
central place in the discourse of ofium. Boccaccio’s Amorons Fiammetta (1587) weaves references to
Ovid’s Remedia Amoris and Statius’s Silvae into its exploration of the emotionally destructive
effects of idleness and privacy. Guazzo’s Civile Conversation (1586) goes back to otiuns’s eatliest

recorded appearance, preserved in Aulus Gellius’s .4 Nights, to establish its central theme of

16 See below, pp.129-34.
I Montrose, ‘Shepherds’, 440; Patterson, Ideology, 108; O’Callaghan, Nation, 23.



how leisure should be used. Translating Montemayor’s pastoral alongside Guazzo’s treatise and
Boccaccio’s novella makes sense in terms of a shared concern with o#um, and reading the Diana in
this light reveals its theme of ozzun/’s disorienting social and psychological effects.

This chapter challenges critical dismissals of the Diana, but it also suggests how pastoral
could be used to address the questions of privacy which ozum also engaged. Where Montemayor
uses the generic space of pastoral to represent ozzum, the Civile Conversation and Amorous Fiammetta
locate it within the closet and bedchamber to which their respective protagonists retreat. Yong’s
portfolio of translations thus links pastoral landscapes with private rooms via their shared
associations with leisure. He was not, however, the first to do so. Plutarch’s On Tranguillity, which
has a good claim to be his best-known work in early modern England, linked rural retreats and
ladies’ chambers as the two locations where idleness and its accompanying ‘diseses of the mynde’
were typically encountered.'® Private spaces were available in ever-greater numbers as early
modern architecture developed; though this was driven by demand," their existence also gave rise
to considerable anxiety, some of which derived from critiques such as Plutarch’s. Using pastoral
to explore the problem of ozum thus also offered a way of thinking through these related kinds of
anxiety, and hence of negotiating the hazards of a kind of space with which early moderns were
increasingly surrounded.

Private spaces and pastoral ones appear separately in Yong’s trio of works, but Chapter 2
investigates their convergence in Sidney’s two Aradias (?1577-84). Drawing on recent studies of
early modern garden design, I argue that Sidney envisages Arcadia as a garden, filled, as was
typical, with outdoor rooms. Lodges, banqueting-houses, grottoes, arbours, and the early modern
garden feature known as a ‘wilderness’ or ‘desert’, all play key roles in the action. Sidney is likely
to have been influenced by Yong’s translations, as other accounts have speculated, and combines
pastoral and private spaces to intensify his theme of ofun/’s inescapably debilitating effects.

Placing the Aradias in this tradition provides some measure of how difficult ozzuns’s ethical

18 Plutarch, Of the Ouyete of Mynde, trans. Thomas Wyatt (1528), aivs; discussed below, pp.25-9.
19W.G. Hoskins, “The Rebuilding of Rural England, 1570-1640°, Past and Present 4 (1953), 44-59 (54-5). For recent
counter-arguments, see Lena Cowen Otlin, Locating Privacy in Elizabethan London (Oxford, 2007), passim, especially 5-7.



challenges could seem: Sidney’s attempts at solving them eventually issue in the New Arcadia’s
extraordinary plot twist, and the irreconcilable emotional tensions it implies. But the Aradias also
link ozium to Pyrocles’ transvestite disguise. In doing so they look backward to Seneca, who linked
leisure and effeminacy with obsessive persistence; but also forward, to the developing eatly
modern link between idleness, privacy, and dangerously attractive feminine potential.

Chapter 3, which examines two works by the seventeenth-century pastoral poet William
Browne, examines how oium challenges current critical perspectives on the Spenserian poets’
political significances. The first eclogue from Browne’s The Shepheards Pipe (1614), which
addresses the circumstances of his friend and fellow-poet George Wither’s politically-motivated
imprisonment, has been seen as a key example of these poets’ abandonment of pastoral kinds
associated with retirement and leisure in favour of a more public, politically-engaged version.
Rather than abandoning ofium, however, Browne takes his cues from it, modelling his eclogue on
a medieval source-poem, Hoccleve’s Serzes (c.1420), which centres around o#zunr’s characteristic
combination of mental disturbance and private retreat. These, in turn, take on a political edge, as
Browne, less supportive to his colleague than critics have assumed, draws an unflattering parallel
between these qualities and the satirical excesses which landed Wither in prison. This parallel is
less implausible than it might seem, since Wither’s own poems associate his pastoral style with a
tendency to let his passions run away with him, which, he implies, sometimes verges on madness.
It is just this ofium-like quality, he thinks, that guarantees his poetry’s pastoral and political
integrity. O#zum turns out to be more central to these Spenserians’ purposes than has been
thought.

The second part of Chapter 3 explores The History of Polexander (1647), Browne’s
translation of Gomberville’s prose romance. This has been considered an unlikely project for the
author of Britannia’s Pastorals (1613-21625) to undertake, but I argue that, in choosing it, Browne
was continuing the interest in the politics of ozum that his exchanges with Wither had begun.
Polexcander centres around Alcidiana, the queen of a pastoral island who takes what Gomberville

insists to be the unusual step of dividing her court into public and private apartments. But



historical change is apparent in the way that this convergence of pastoral and private space is
configured differently to Sidney’s. Rather than opposing duty to desire, Gomberville uses pastoral
retreat as part of a larger argument for the importance of passionate attachments as a crucial
element of social and political cohesion. In a reversal similar to that which Plutarch used to
criticise Stoic apatheia, Gomberville identifies the antisocial “idleness” of ofium, not with
subjection to the passions, but with ‘impassible’ failure to form such interpersonal bonds; a
failure embodied in the sexual and political independence which Alcidiana’s pastoral privacy
preserves. The discomfiting forcefulness with which Gomberville brings that and other privacies
in his narrative to an end offers a further demonstration that arguments against ozum can seem
less politically attractive than recent studies have assumed.

Having taken in the uses of pastoral to address ofiuz’s implications for privacy, gender,
and the politics of the passions, my final chapter adds the discourse of medicine to this list. The
focus here is on Milton’s Maske (1634). This work’s pastoral stylings can seem superficial, but I
argue that 4 Maske owes more to pastoral than has been appreciated, drawing on previously
unnoticed evidence to establish a line of descent that stretches back through Fletcher and
Shakespeare to Montemayor. Milton turned to this pastoral model, I argue, because A Maske
centres around the seventeenth century’s medical version of o#ium, suffocation of the mother.
This mysterious gynaecological ailment emanated from the “privities” of women who were
‘solitary and idle’, and ‘live[d] at ease’;” like otinm, it was associated with stagnancy, in this case the
toxic build-up of the substance known as ‘female seed’.

Vernacular descriptions of this disease proliferate in the years shortly before and after .4
Mastke; Robert Burton’s classic account of 1628, in particular, shows several parallels with
Plutarch’s description of the kind of o#zum that haunts ladies’ chambers. Suffocation of the
mother, I argue, shows moral-philosophical commonplaces in the process of translation into the
physiological realities of medical discourse. This was an event of some importance, since

commentators agree that suffocation of the mother evolved over the centuries into the ailment

20 Robert Burton, Anatomy of Melancholy, 3rd edn (1628), 195.



recognised by psychiatrists up until comparatively recent times as hysteria. Its best-known
symptoms and means of cure also offer striking parallels with .4 Maske’s key events. This is likely
to relate to the fact that, as new manuscript evidence presented here shows, Milton’s leading
actress Alice Egerton was suspected of suffering from this disease, and had been receiving
treatment from September 1632 at least until May 1633, the year before .4 Maske’s first
performance. In Milton’s drama, pastoral ofum has become biologically threatening stagnation.

Like Gomberville’s near-contemporary romance, however, suffocation of the mother
marks a shift in ozzum’s significance, since the inactivity which caused it was sexual rather than, in
the first instance, political. It struck women who, like Alcidiana and Milton’s Lady, preferred to
remain independently chaste, a fact which seems to testify to a growing emphasis on the social
utility of erotic desire. Over the period with which this study is concerned, the literary genre most
associated with ozum thus reflects and contributes to important changes in its conception,
changes which support the increasingly positive revaluation of the passions that scholars such as
Christopher Tilmouth and Anthony Levi have suggested.”’ Rather than a fall from rational
activity into passionate subjection, between 1559 and 1647 the pastoral works examined here
show how o#ium was being gradually reconstituted, as a fall from passionate activity into a

culpable failure to feel.

21 Anthony Levi, French Moralists: the Theory of the Passions, 1585 to 1649 (Oxford, 1964), passim, especially 192, 335;
Christopher Tilmouth, Passion’s Triumph over Reason: A History of the Moral Imagination from Spenser to Rochester (Oxford,
2007), passim, but for a summary see p.1: ‘the decline . . . of an austerely rationalist model of self-governance’; and a
‘revalufation of] the affections as controlled but morally constructive forces’.



1. The Use of Leisure: Montemayor’s Diana and the Work of Bartholomew Yong.

Los Siete Libros de la Diana is a neglected work. During the period covered by the present study,
which begins with its initial publication in 1559, Jorge de Montemayor’s pastoral romance went
through sixty-five editions in the original Spanish.” Twenty of these were published outside Spain;
as well as the Lisbon editions of 1565 and 1624 — unsurprising for an author who was Portuguese
by birth, and recalled his home country in the Diana’s closing scenes’ — Montemayor was printed
and reprinted in Milan, Venice, Antwerp, Basel, and Paris. There were also twenty-six editions in
other languages: twenty-three in French (including six different translations), two in German and
one in English. At least two other English translations of parts of the Dzana are known to have
circulated in manuscript.' In addition to these versions of the original, there were over forty
attempts at a sequel.” Montemayor died in 1561, leaving the Diana to enjoy neatly a century of

pan-European success that its author barely glimpsed.’

! Thete is some uncertainty about this date. See H.D. Purcell, “The Date of First Publication of Montemayot’s
Diana’, Hispanic Review 35 (1967), 364-5, passin; and Dominick Finello, review of Eugenia Fosalba, I.a Diana en
Europa: Ediciones, Traducciones e Influencias (Barcelona, 1994), Hispanic Review 66 (1998), 93-5 (94).

21 follow the list of editions appended to RoseAnna Mueller’s translation: Montemayor’s Diana (Lewiston, N.Y., 1989),
225-8. On the Diana’s popularity, see also Judith Kennedy, A Critical Edition of Yong’s Translation of George of
Montemayor’s Diana and Gil Polo’s Enamoured Diana (Oxford, 1968), vii, xv; Regina Schneider, ‘Of Oaten Flutes and
Magic Potions: Montemayot’s Diana as Pastoral Romance’, Narrative 10 (2002), 262-76 (262); Finello, Fosalba review,
passinz; Claudia Krills-Hepermann, ‘Spanish Pastoral Novels of the Sixteenth Century: in Search of a Vanished
Fascination’, trans. James Stack, New Literary History 19 (1988), 581-95 (586-7).

3 For Montemayor’s life, see Elizabeth Rhodes, The Unrecognized Precursors of Montemayor’s Diana (Columbia and
London, 1992), 20-44; Bruno Damiani, Jorge de Montemayor (1984), 15-24; Kennedy, Diana, xv-xvii.

4Thomas Wilson claimed to have translated the entire work, but only Book 1 remains (BL. MS Add.18638; edited,
with introduction, by H. Thomas, as Diana de Montemayor Done Out of Spanish by Thomas Wilson (1596) New York and
Paris, 1921)). Bartholomew Yong, translator of the only full version of the Diana which survives, mentioned Edward
Paston’s translation of ‘some leaves’; Yong felt the standard of these was the best ‘of all others, that ever yet I heard
translate these books’ (Diana of George of Montemayor (1598), a31). Paston’s leaves are lost, but Philip Brett discusses a
poem that may be a remnant: ‘Edward Paston (1550-1630): A Norfolk Gentleman and His Musical Collection’,
Transactions of the Cambridge Bibliographical Society 4 (1964), 51-69 (54-5). Thomas (Diana de Montemayor, T) suggests
Yong’s ‘others’ may have been intended to include Sidney’s translations of two poems from the Diana. These are
discussed, and compared with those by Yong and Wilson, by J. de Oliveira e Silva: ‘Sir Philip Sidney and the Castilian
Tongue’, Comparative Literature 34 (1982), 130-45 (134-45). See also D. M. Anderson, ‘Sir Thomas Wilson’s
Translation of Montemayot’s Diana’, Review of English Studies NS 7 (1956), 176-81. This Wilson (?1560-1629) is not to
be confused with the author of The Arte of Rbethorigue (1553), although he may have been a relation: see A. F. Pollard,
‘Wilson, Sir Thomas (d. 1629)’, rev. Sean Kelsey, Oxford Dictionary of National Biography, (Oxford, 2004)

[http:/ /ezproxy.ouls.ox.ac.uk:2117 /view/article /29690, accessed 27 April 2012].

> José Siles Artés, E/ Arte de la Novela Pastoril (Valencia, 1972), 8; cited in Barbara Mujica, ‘Anti-Utopian Elements in
the Spanish Pastoral Novel’, Kentucky Romance Qnarterly 26 (1979), 263-82 (280). On the sequels, see also Kennedy,
Diana, xvii-xix.

¢ Mueller, Diana, 4-5; she suggests it ‘became so popular that soon “Diana” became a generic term . . . mean[ing] any
pastoral romance of this kind’.
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Its influence on Sidney and Shakespeare is acknowledged; to contemporaries, this was a
work of more than merely popular appeal. One described Sidney’s Aradia as ‘Phoebus’ to the
Diana, its divine twin, praising these ‘two starres of such high and eminent witt’, which ‘resemble
one another as the Sonne and the moone’.” Another compared Sidney’s use of Montemayor to
Spenser’s use of Chaucer.® Modern editors agtee that the Diana furnished the model for Julia’s
cross-dressed pursuit of Proteus in The Two Gentlemen of 1erona.” Since there is similar consensus
that Shakespeare had these scenes of his own in mind while writing Twe/fth Night — ‘the most
important source for Twelfth Night . . . is The Two Gentlemen’, as Harold Jenkins put it — lack of
reference to Montemayor in editions of that play seems hard to explain; particularly since, as
Jenkins observed, Olivia’s attraction to Viola parallels an element of the Dzana’s plot that the
eatlier comedy lacks."” Thomas Harrison argued long ago that .4 Midsummer Night's Dream made
up a third Shakespearean offshoot; few have agreed with this theory, but the closing chapter of
this study offers new evidence to support it."' Beyond these questions of influence, however, the
Diana is also a work of unsettling brilliance in its own right, particularly in its pastoral frame-
narrative: an entirely original story in which shifting identities and failing magic set up a
palimpsest of attractions, with new relationships resting uncertainly on the traces of older ones.

On the relatively few occasions when modern studies have taken note of the Diana,
however, they have usually done so only to dismiss it.'* What attention there has been has

focussed on the episode that Shakespeare most noticeably used, in which the character Felismena

7 Wilson, Diana de Montemayor ed. Thomas, 11-2. Discussions of Sidney’s debts to Montemayor are numerous: J. de
Oliveira e Silva provides a useful list (‘Castilian tongue’, 130-1n).

8 Gervase Markham, The English Arcadia (1607), Aly; cited by A.C. Hamilton ‘Sidney’s Arcadia as Prose Fiction: its
Relation to its Sources’, English Literary Renaissance 2 (1972), 29-60 (30). As Hamilton notes, not everyone agreed, and
Markham was forced to defend his point.

9 The Two Gentlemen of 1erona, ed. William C. Carroll (London, 2004), 41-2; ibid., ed. Kurt Schluetter (Cambridge,
1990), 6-7.

10 The significance of this part of The Two Gentlemen is noted in Twelfth Night editions by Keir Elam for Arden
((London, 2008), 67), and Elizabeth Story Donno ((Cambridge, 1985), 7), but only Roger Warren and Stanley Wells
((Oxford, 1994), 19-20) cite Jenkins’ point. Jenkins himself refuses to spell out what might be thought the most
logical conclusion, that Tuwelfth Night is reverting independently to the Spanish source: ‘Shakespeare’s Twelfth Nigh?, in
Twelfth Night: Critical Essays, ed. Stanley Wells (London, 1986), 171-90 (180). This was the argument of T.P.
Harrison, which deserves to be better-known: ‘Shakespeare and Montemayor’s Diand’, Texas Studies in English 6
(1926), 72-120 (109-15).

11 Harrison, ‘Shakespeare’, 94-103. See also Kennedy, Diana, xlvii-l, and the discussion in Chapter 4 below, pp.196-
205.

12 See Chapter 4 below, pp.197-200.
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disguises herself as a page. Over-emphasis on these scenes has distorted perceptions of the Diana
and Montemayor’s principal achievement in it, the innovative pastoral narrative at its centre. In
its proper context, Felismena’s story gains much of its significance through its intersection and
contrast with this pastoral strand, a point which becomes particularly evident in the juxtaposition
of their strikingly different endings.

Critics have missed the point of the Diana, partly because they have found its portrayal of
unstable attractions and identities disconcerting, and partly because they have not fully
appreciated the ethical issues that inform the influential conflation of genres that it did more than
any other work to establish. Ozun/’s twin possibilities, therapeutic leisure and toxic idleness, are at
the centre of those issues. Montemayor uses genre to delineate them, contrasting pastoral
characters, generically fated to an ozzum that traps them in cycles of frustrated desire, with the
difficult but ultimately successful love-quest of a romance protagonist, for whom pastoral
idleness represents a needed but finite period of recuperation.

That may seem overly schematic, and it necessarily abstracts from the Diana’s
eventfulness and subtlety. But evidence that this is how contemporaries understood it can be
found in the circumstances of its principal English translation, by Bartholomew Yong."” Yong
produced just two other works, translations of Boccaccio’s Elegia di Madonna Fiammetta (1343-5)"
and the fourth Book of Guazzo’s La Civil Conversatione (1574), the latter appended to George
Pettie’s rendition of the first three sections of Guazzo’s treatise. Though one is a kind of

conduct-book, and the other a fictional narrative of a love-affair and its aftermath, both Guazzo’s

13 The Diana of George of Montemayor (1598). Further references are to this edition, cited hereafter as Diana, unless
otherwise stated, and appear in text or footnotes as appropriate. Yong (also spelt Young and Yonge) includes the
sequels by Perez and Gil Polo that usually accompanied Montemayor’s work. His modern editor, Judith Kennedy,
omits Perez. On his life and work, of which relatively little is known, see T.P. Harrison, ‘Bartholomew Yong,
Translatot’, Modern Language Review 21 (1926), 129-39; Gustav Ungerer, ‘Bartholomew Yong, Mannerist Translator of
Spanish Pastoral Romances’, English Studies (The Netherlands) 54 (1973), 439-46; H.R. Woudhuysen, Sir Philip Sidney and
the Circulation of Mannscripts, 1558-1640 (Oxford, 1996) 243-5, 251-4, 329, 371 (though Woudhuysen misses the gap
between the Diana’s translation and publication (243)); Michael Haldane, ““Doubling” in Bartholomew Yong’s
Diana’, Translation and Literature 14 (2005), 1-20 (and see also further materials on his website,
www.michaelhaldane.com); Kennedy, Diana, Iviii-Ixxii; and L. G. Kelly, ‘Yong, Bartholomew (bap. 1560, d. 1612)’,
Oxford Dictionary of National Biggraphy (Oxford, 2004) [http://ezproxy.ouls.ox.ac.uk:2117/view/ atticle/30257,
accessed 27 April 2012]. Warren Boutcher, ““Who Taught Thee Rhetoricke to Deceive a Maid?”: Christopher
Matlowe’s Hero and Ieander, Juan Boscan’s Leandro, and Renaissance Vernacular Humanism’, Comparative Literature 52
(2000), 11-52, discusses marginalia in two books owned by Yong (15-18, 37-9).

14 Fiammetta’s date of composition is discussed in Causa-Steindler’s introduction to Boccaccio, The Elegy of Lady
Fiammetta, trans. Mariangela Causa-Steindler and Thomas Mauch (Chicago, 1990), xi-xxvi (xvii).
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and Boccaccio’s texts centre around ozzum and its psychological effects. Alienated from courtly
society and cooped up in unexpectedly oppressive conditions of endless leisure, their melancholy
protagonists indulge in pastoral fantasies that exacerbate the problems from which they are
conceived to be an escape.

These three translations — Book 4 of The Civile Conversation of M. Stephen Guazzo (1586),
Boccaccio’s Amorons Fiammetta (1587)," and The Diana of George of Montemayor (1598) — are more
closely grouped than their publication dates imply, since the Diana was apparently completed in
1582." Yet they have rarely been considered as a whole, and attempts to explain Yong’s choices
of text have been contradictory. His Fzammetta has received almost no attention, but the Diana
has been linked to its translator’s recusancy, although Montemayor’s own religious works were
banned by the Inquisition in the same year that his pastoral romance was published;'” rather
differently, John Lievsay argues that the Guazzo translation sprang from patriotic impulses. "
Considering all three together, however, offers a more consistent rationale. It suggests that
Yong’s interest in these works stemmed from their shared concern with what Guazzo calls
‘knowing how to use leasure’,"” a concern whose changing contours the remainder of this chapter

will attempt to describe.

1> Yong called himself ‘B. Giovano’ on the title-page, but he is identified within by his publisher (*iiz), as Hatrison
notes (‘Young’, 135).

16 Yong’s preface claims it was completed ‘ten and sixe yeeres’ previously (a37).

17 Jeremy L. Smith: ‘Music and Late Elizabethan Politics: The Identities of Oriana and Diana’, Journal of the American
Mousicological Society 58 (2005), 507-58 (520-1, 527, 532-5, 537, 549). On Montemayor’s own unorthodox religious
sympathies — he was associated with the Spanish movement known as Catholic reform and may have come from a
family of converted Jews — see Rhodes, Precursors, 22 (Jewish heritage), 32 (banning), 27-33, 45-50, 89-107 (religious
works). There are other counter-arguments. Thomas Wilson, the Diana’s other translator, risked his life as a ‘foreign
intelligencer’ reporting on Catholic exiles, and the work of early modern English literature on which Montemayor
exerted the greatest influence, Sidney’s Arcadia, has been interpreted as an expression of militant political
Protestantism. See Pollard, “Thomas Wilson’, and Blair Worden, The Sound of VVirtue: Philip Sidney’s Arcadia and
Elizabethan Politics New Haven, 1996), passim.

18 John Lievsay, Stefano Guazzo and the English Renaissance, 1575-1675 (Chapel Hill, 1961), 54.

19 Stefano Guazzo, The Civile Conversation, trans. George Pettie and Bartholomew Young [Yong] (1580), £.117r.
Further references are to this edition, and will appear in the text.
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THE DILAN.A AND PASTORAL

The Diana has three principal narrative strands.” The first of these is the pastoral frame-
narrative set out in Book 1, which leads three lovesick shepherds, Syrenus, Sylvanus and Selvagia,
to journey to Felicia’s temple in search of a cure. On the way they meet first Felismena (Book 2),
then Belisa (Book 3), who each recount their own stories of unhappy love before accompanying
the shepherds to the temple. The fourth Book sees them arrive: Felicia uses magic to redirect the
shepherds’ desires, and reassures the other two that they will achieve their goals without
supernatural help. On leaving the temple, first Belisa, in Book 5, and then Felismena, in the
seventh and final Book, are reunited with their lost loves; between these events, in Book 6, the
shepherds end with the less happy discovery that the magic doesn’t quite work. The eponymous
shepherdess Diana, beloved of both Syrenus and Sylvanus, does not appear directly until this
second half of the work, after the scenes in the temple — which, confusingly and essentially
unrelatedly, is dedicated to the goddess of the same name. Of these three interlaced narratives,
the most structurally important are those of the shepherds and Felismena. Representing pastoral
and romance respectively, they form the poles between which Montemayor’s work is
constructed.

While attention has focussed on Felismena’s anticipations of Shakespeare, however, the
emotional complexity that powers the Diana is generated by its pastoral sections. These are
themselves subdivided into two interwoven plots. In the first, Syrenus and Sylvanus both love
Diana, though this does not affect their friendship. She initially returns Syrenus’s affection, but
marries another shepherd, Delius, when he is ‘constrained to be out of the kingdome’ for a time

(1), events which have already taken place before the Dzana begins.

20 Studies of the Diana are numerous, though frequently dismissive. The key accounts are those of Bruno Damiani,
(La Diana of Montemayor as Social and Religions Teaching ( Lexington, Kentucky, 1983)) and Elizabeth Rhodes (Precursors).
In addition to discussions referenced elsewhere in the present study, see also Thomas Perry, Ideal Love and Human
Reality in Montemayor’s La Diana’, PMI.A 84 (1969), 227-34; Bruce Wardropper, ‘The Diana of Montemayor:
Revaluation and Interpretation’, Studies in Philology 48 (1951), 126-44; Ruth El Saffar, ‘Structural and Thematic
Discontinuity in Montemayot’s Diana’, Modern Language Notes 86 (1971), 182-98; Amadeu Solé-Leris, “The Theory of
Love in the Two Dianas: A Contrast’, Bulletin of Hispanic Studies 36 (1959), 65-79; Carroll B. Johnson, ‘Montemayot’s
Diana: A Novel Pastoral’, Bulletin of Hispanic Studies 48 (1971), 20-35.
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The second pastoral subplot is more complex (17-28). Syrenus and Sylvanus meet a new
character, Selvagia, who tells a story which begins in the temple of her village, on a feast day on
which it is reserved for women (17). She meets a veiled stranger there, apparently a woman, with
whom she experiences an instant mutual attraction. The “woman” then reveals she is really a man
in disguise, named Alanius (18-9). They spend the night talking together, and on parting the next
morning agree to meet again. But it turns out that “Alanius” is really a woman after all, Ismenia.
The real Alanius is her identical cousin and lover, whom she ‘resembled . . . so much, that if they
had not bene of different sexe, none could have judged one from the other’. Confusion mounts
when Ismenia tells Alanius about the joke she has played on Selvagia, and a possibly jealous
Alanius secretly goes to meet Selvagia in her place. With Selvagia initially unaware that this is not
the person she met in the temple, they begin an affair, which continues after Alanius reveals the
truth (20-1).

Montemayor now widens the triangle of Selvagia, Alanius and Ismenia, by introducing a
fourth character, Montanus, who falls in love with Selvagia and is pursued by Ismenia. This
makes Alanius jealous, and he goes back to wooing Ismenia, bringing things into a circle of
unrequited attractions: ‘it was not possible for me to beare greater affection to Alanius, nor
Alanius to Ismenia, nor Ismenia to Montanus, nor Montanus to love me more, than in very truth
he did’ (23). The symmetry is emblematised by a scene in which all four find themselves
assembled by chance in a nearby forest, and each sings in turn to their uninterested beloved (24-
7). This looks like a self-sustaining balance of frustrated desires, but Selvagia is ejected: ‘the next
day my father (without telling me the cause why) caried me out of our towne and into yours’. The
gap is filled by Ismenia’s sister Sylvia, to whom Alanius becomes betrothed (28). Recalling the
earlier inclusion of Montanus, by which three became four, this also mirrors Selvagia’s new
situation as she enters the orbit of Syrenus, Sylvanus and Diana. Montemayor’s pastoral love-
affairs are self-frustrating and self-replicating. Wanting what you can’t have sets up patterns that

draw people in, then fling them out to be gathered into the next cycle.
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These patterns prove persistent. In the central scene in the temple, Felicia tries to resolve
things by pairing Sylvanus and Selvagia, and making Syrenus invulnerable to love (124-6). But the
remainder of the pastoral narrative shows fissures in this new group as well, and ends, like
Selvagia’s inset story, with an unhappy departure. Felicia’s magic is tested when the three
shepherds meet Diana on their return (132).”' This is Diana’s first direct appearance in the story,
and Montemayor throws his readers’ sympathies off balance: far from heartless, she is as
anguished as Syrenus and Sylvanus used to be. Her marriage, which has made her ‘so sorrowful
as one may imagine’ (147), was enforced by her parents. Syrenus finds this excuse inadequate
(147-8), but it is lent weight by Selvagia’s independent endorsement (134). Though Montemayor
doesn’t mention it directly, readers can recall here Syrenus’s own part in their break-up, the
‘constrained’ departure whose reasons, unlike those for Diana’s marriage, have never become
clear. Things have suddenly got complicated.

This intensifies when, under pressure from the past, the attractions masked by Felicia’s
drugs resurface. Syrenus has ‘a touch of Dianas love in his memorie’ (1406), ‘relickes thereof that
remaine in my soule’ (134), a ‘forcible . . . motion in his minde’, and only the spell prevents him
from ‘renewing it againe’ (1406). Sylvanus, to Selvagia’s discomfort, also affirms the traces of
earlier feelings, using language that Yong, responding to the scene’s prevailing tension, rendered
more emphatic: his Sylvanus declaims that “Time and the revolutions of the heavens shall first
cease (faire Diana) before 1 will forget thee’ (145), a sentence with no parallel in Montemayor.”
Things come to a head with Sylvanus’s suggestion that he and Syrenus act out a scene from their
former infatuation, for old times’ sake: ‘let us imagine that we are both in the same case, as this
shepherdess [Diana] made us live, when we filled the hills with amorous complaint’ (148).
Accordingly, they sing a love-song to Diana in the form of a duet (148-[51])”.

A notable feature of this song is its overt refusal of a venit hesperns conclusion. When

Sylvanus sings of night drawing in, Syrenus demurs: ‘go not yet awaie / .../ ... we have

2l There are two separate scenes in which the three shepherds meet Diana, at 132-5 and 144-9; for simplicity, I
discuss them together.

22 Cf. Los Siete Libros de la Diana, ed. Francisco Lopez Estrada and Teresa Lopez Garcia-Berdoy (Madrid, 1993), 335.
23 Pagination is duplicated here, so that numbers 148 and 149 are repeated in place of 150 and 151.
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sufficient of the day / There’s time for us’. As a result, the words with which he does then close
the poem — ‘let my song be ended here’ — occur in a context of continuance rather than closure:
nothing has changed, and night remains unfallen (149 [151])*". Appropriately to its expression of
desires that unexpectedly persist, the song ends, but the scene it remembers carries on. In the
narrative present, however, the opposite occurs: a tearful Diana wordlessly rises and leaves the
group. Although the conclusion of the work as a whole comes only in the following chapter, with
Felismena’s unexpectedly happy conclusion, this echo of Selvagia’s eatlier expulsion marks the

close of the Diana’s pastoral sections.

THE DIANA AND PASTORAL CRITICISM

These repeated expulsions suggest a reason for the Diana’s critical neglect. The two
principal general studies of pastoral of recent times have little time for either the Diana or its
closest English descendant, Sidney’s .Aradia. This may be because, by exploring the negative
effects of otium, both these works pose problems for studies which treat genre in isolation. Otium
in Virgil’s Eclogues is usually a good, but the moral-philosophical tradition of Cato, Seneca and
Plutarch viewed it with suspicion. For these and similar moralists, ozzzm was associated with social
disruption and debilitating subjection to the passions. Early modern familiarity with this critique
was widespread, as this chapter will show, and readers would thus have been unlikely to be
surprised to find these qualities exemplified by the figure of otiosus pastor.”> But modern studies
that take their bearings from within literary tradition alone have difficulty explaining what
happens when early modern authors read oziun/’s negative associations back into the genre it helps

to define. From their standpoint, these works are simply culpably unpastoral.

2+ See note above.
2> See Introduction above, p.1.
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This doesn’t always stand in the way of these critics’ frequently perceptive readings, but it
does lead to dismissals on grounds of a spurious atypicality, and impatience with characteristics
that might otherwise seem intriguing. Thus Sukanta Chaudhuri observes that both Montemayor’s
and Sidney’s pastorals lack what he sees as this genre’s distinctive ‘regenerative’ function; instead,
Sidneian pastoral has become ‘sterile’ and ‘self-destructive’, an accurate though accidental
summary of oziun’s downside.”* Because the relationship between the pastoral and romance
elements in pastoral romances often hinges on the contrast of leisure and duty, a reading
unequipped with the tradition of o#um-critique can also miss the significance of their interplay,
and see the romance sections as simply a further symptom of this invidious lack of genuine
pastoral character. Viewed from this angle, the Dzana merely looks ‘largely non-pastoral’, and in
Sidney the pastoral setting has lost its ‘primacy’ and has little bearing on the action, resulting in a
work which shows ‘little that is even remotely pastoral’.?” Paul Alpers agrees: the English Arcadia
is noteworthy only for being ‘utterly untypical of the genre’, while ‘[tlhe “action” of the Diana’ is
‘nonsense’ that ‘one can hardly believe . . . catries conviction”.”

Alpers’ readings are often brilliant, and many arguments in this study support them.
There are also moments when his assessment of Montemayor is more generous. But the Diana
poses challenges to his theory which his description of its final pastoral song hints at, but then

shies away from:

To recall the past in this way is precisely to have gone beyond pastoral narration. For Silvano and Sireno are
now play-acting what was, rather than recalling it in order to make manifest their present condition (359-60).

The scene would lose its force, however, if playacting was what Syrenus and Sylvanus were doing,
rather than the opposite: real feeling is resurfacing after its artificial suppression. Alpers has
already acknowledged both the ‘troubling undercurrents of feeling” which Montemayor

‘wonderfully observe[s]” and the unusual ‘differences’ they create within the group (359), which

26 Sukanta Chaudhuri, Renaissance Pastoral and its English Developments (Oxford, 1989), 255, 259, 281, 283.
27 Chaudhuti, Pastoral, 253, 281, 300, 303.
28 What is Pastoral? (Chicago, 1996), 122-3, 348. Further references are given in the text.
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makes this uncharacteristic oversight at the moment which crystallises these qualities revealing.
Lightening it to ‘play-acting’ makes it easier to shift to the margins, however, and doing so
preserves his argument that recalling the past through inset pastoral song has a unifying effect.
Lamenting Daphnis, in Virgil’s fifth Eclogue, ‘conven|es|” Mopsus’s fellow shepherds at the same
time as it ‘brings into their presence the[ir] dead companion’ (85). It can do this because ‘a
pastoral convention is a poetic practice that makes up for a loss, a separation or an absence’ (89),
In doing so, it facilitates the cultural ‘continuity’ that ‘the world of pastoral song’ represents (91),
which is why, in Alpers’ view, the elegy for the dead is so characteristic of the genre. As he writes
of the best-known early modern example, Lycidas, ‘it sustains the human world, enabling it to
continue despite and in the light of what it has lost’ (112), a quality it seems fair to read as
indicative of his view of pastoral as whole.

Much of this reading springs from Alpers’ attention to the sense of ‘coming together’
imparted to ‘convention’ by its Latin root, convenire (80-1). This allows him to turn Johnson-ish
disdain for Miltonic pastoral artifice on its head; conventionality becomes a social virtue, and
pastoral, one of the most conventional of literary forms (93), acquires a special association with
‘the social cohesion that undetrlies poetic practices’ (82). Accordingly, he discovers a pastoral
which ‘stabilise([s] . . . loss’ (118), ‘attune[s] what is discordant’ (132), and ‘unites’ the shepherds it
depicts (171). The close of Virgil’s first Eclogue provides the key example, with Tityrus’s
invitation to spend the night (1.79) provisionally overcoming frictions: ‘differences and distress
[are] suspended and human fellowship sustained. . . by pastoral representations’ (173).”

The term he uses to describe this distinctively temporary kind of closure, ‘suspension’,

becomes important in Alpers’ argument. It suggests

a way of bringing matters to a close without resolving issues — very much a pastoral way of ending, since it
suggests the necessity of limits but an inability to impose or determine them (173).

29 This interpretation may also be optimistic, however. Alpers translates Tityrus’s words as ‘Still, you could take your
rest with me tonight’ (The Singer of the Eclognes: a Study of Virgilian Pastoral, with a New Translation of the Eclogues
(California, 1989), 15). But the most recent Loeb translator thinks the moment has passed (or that Tityrus is quietly
revelling in his advantage): “Yet this night you might have rested here with me . . .” (Eclogues, Georgics, Aeneid I-11,
trans. H. Rushton Fairclough, rev. edn (London, 1999), 31.



19

This is in many respects a suggestive reading to bring to the unresolved close of the Diana’s
pastoral narrative. But what happens there is different: Tityrus’s hospitality is replaced by Diana’s
departure. This points to a wider problem, because it exemplifies the fact that in the Diana,
pastoral social groups are characterised not by solidarity, but by repeated rupture. This
development is more emphatic and defining than Alpers’ passing observation of ‘differences’
suggests. It begins on the first page, with the mysterious departure that leads to the rift between
Syrenus and Diana. Selvagia’s story opens with the apparent breaking of the rules of an
institution central to her community, as “Alanius” gains entry to the temple. Her account finishes
with a departure as inexplicable as Syrenus’s (‘my father (without telling me the cause why) caried
me out of our towne . . .” (28)), and Diana’s silent exit offers a third such event. Selvagia’s story
also contains moments in which sociability is less dramatically avoided: in the temple, she and the
disguised Ismenia find a ‘secret place where none might heare’ (18) in which to talk, and all four
lovers leave the village to meet in the woods for their closing scene.

By refusing the commonplace sunset conclusion in the final poem of his pastoral strand,
Montemayor may be drawing attention to these larger-scale departures from expectations
generated not only by classical pastoral, but by his predecessor in pastoral narrative, Sannazaro.
Chaudhuri sees this as a fall from the Italian Aradia’s ‘delicate balance’ into the ‘self-defeating
expansion’ that culminates in Sidney, but it seems a conscious change of theme. For Sannazaro’s
exclusively male company of shepherds, problems of desire provide common ground rather than
conflict; a pastoral society bonded by festivals, games and rituals of remembrance offers this
author’s Sincero-persona refuge from a city characterised by political turmoil and unhappy love.”
But the Diana, rather than suspending social conflicts, shows them in destructive, self-
perpetuating action, their repeating cycles opening and closing with abrogations of interpersonal

bonds. In this respect, the closing duet takes on added significance in its relations with pastoral

30 Jacopo Sannazaro, Arcadia and Piscatorial Eclogues, trans. Ralph Nash (Detroit, 1966), 42-6 (festival of Pales), 58-61
(Androgeo’s tomb), 69-72 (contrast with Naples), 120-8 (games). These sections occur in prose 3, 5, 7 and 11.
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and the past. Rather than sustaining continuity by making up for loss, the presence of the past in
Montemayor’s poem splits its audience, sending Diana away in tears, and predicting future
problems between Sylvanus and Selvagia.

A similar point can be made in relation to Andrew Ettin’s discussion of the ‘mutual
friends’ — characters mentioned in passing whom the reader is assumed to know — whom he
suggests contribute to reader’s impressions of the ‘tightly knit’ societies of classical pastoral,
‘imply[ing] a larger network of friendships and acquaintances’.” Montemayor reworks this
pastoral trope to show friendship networks fracturing, not under pressure from forces outside
pastoral society, but under the weight of internal tensions. His ‘mutual friends’ are antagonists:
Delius (1) and Sylvia (28) are Syrenus and Selvagia’s victorious love-rivals, and Selvagia’s
unnamed father has made her an unwilling exile in her aunt Albania’s house (28). The
acquaintance network they complete is linked together by more-or-less submerged hostilities. As
a result, Montemayor’s pastoral groupings rarely seem expansive. Ismenia and Alanius’s
impersonations suggest the opposite tendency: identities collapse into each other, and the
resultant patterns of desire seem more significant than the individuals who happen to fill up a
place in them.

Identity also seems threatened from another direction, by the emotional discontinuities
witnessed by the Diana’s debates on memory and inconstancy.” ‘[T]hou shouldest not be the
man (me thinkes) that thou wert wont to be’, Sylvanus tells the newly-charmed Syrenus, ‘but that
jointly with thy former thoughts and affection, thou art thy selfe also chaunged’ (132). But this
applies to him as well; to Diana, they both seem ‘so much altered from that they were wont to be’
(134). Testing this change, Book 6’s close suggests unsteadiness rather than achievement. Pastoral
characters and communities are characteristically vulnerable — their ‘strength relative to world’, as
Alpers puts it, is distinctively low — but the threats, as in Virgil’s first and ninth Eclogues, usually

come from outside. Montemayor’s vision of an instability inherent within both pastoral selves

U Literature and the Pastoral New Haven, 1984), 152-7.

32 E.g. 15-6, 106-7.

33 Pastoral, 82, 50. Alpers borrows this term from Angus Fletcher: ‘Utopian History and the Anatomy of Criticisnr’, in
Northrop Frye in Modern Criticism, ed. Murray Krieger New York, 1966), 31-73 (34-5).
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and social groups is new. Both of the other works which Yong translated, however, display a
similar focus. Their unstable protagonists become alienated from social groups, suffer from

disordered emotions, and associate themselves with pastoral.

FIAMMETTA’S CHAMBER

In Boccaccio’s Elegia di Madonna Fiammetta, which Yong translates as Amorous Fiammetta
(1587),” an unnamed Neapolitan lady tells the story of her brief extramarital affair and its
aftermath.” She and her lover, a foreign visitor who also remains unnamed, playfully refer to
themselves as Fiammetta and Panfilo (‘Pamphilus’ in Yong’s translation). This enables them to
discuss their affair in public, under the pretence of discussing a fictional story of ‘Grecian love’
(f.162), and Boccaccio uses these names to refer to them throughout the narrative. After a time
“Pamphilus” announces he has to return to his home, where his father is dangerously ill (f.212);
he promises to return, but fails to do so. As “Fiammetta” waits for him, she suffers from
worsening ‘melancholike fittes’ (£.367). She hears a rumour that he has married (£.432); her
concerned husband brings her on a holiday (ff.532-572); she tries and fails to commit suicide
(t£.952-967), then resolves to journey to her lover’s homeland disguised as a pilgrim (£.982). At the
work’s close, she is still waiting for an opportune moment to put this plan into effect (£.1097).

Fiammetta is thus a work in which almost nothing occurs; it ends before what might be
expected to form the body of the narrative, the projected journey to find Pamphilus,” can take

place. This creates space, however, for an unusually intense focus on psychology. Like

3 The new title is not Yong’s invention; sixteenth-century editions were titled I.’Amorosa Fiammetta. Yong probably
used that of either 1558 or 1565: see Herbert G. Wright, “The Italian Edition of Boccaccio’s Fiammetta Used by
Bartholomew Young’, Modern Langnage Review 38 (1943), 339-40.

% For commentaty, see Tom Hollander, Boccaccio’s Two Venuses New York, 1977), 40-9; Janet Levarie Smart, Boccaccio
and Fiammetta: the Narrator as Lover (Chicago, 1996), 129-48; Suzanne Hagedorn, Abandoned Women: Rewriting the Classics
in Dante, Boccaccio and Chancer (Ann Arbor, 2004), 122-9; Pamela Waley, ‘Fiammetta and Panfilo Continued’, Italian
Studies 24 (1969), 15-31; Waley, ‘The Nurse in Boccaccio’s Fiammetta: Source and Invention’ , Negphilologus 56 (1972),
164-74; Michael A. Calabrese, ‘Feminism and the Packaging of Boccaccio’s Fiammetta’, Italica 74 (1997), 20-42; Causa-
Steindler, Fiammetta, xi-xxvi; Victoria Kirkham, ‘Maria a.k.a. Fiammetta: the Men Behind the Woman’, in Thomas C.
Stillinger and F. Regina Psaki, eds, Boccaccio and Fenrinist Criticism (Chapel Hill, 2000), 13-27.

3% For ease of reading I omit the quotation marks from this point.
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Montemayor’s shepherds, Fiammetta is a character who suffers from, and to a large extent
wallows in, unrequited love, and most of the text in which she appears is devoted to chronicling
the symptoms of her condition: a series of complaints, delivered in the privacy of her
bedchamber, describe her changing emotional states. Though critics have warned against over-
emphasising these psychological aspects,” they were clearly expected to form the main interest of
the work for Yong’s readers, since Amorouns Fiammetta carries a new subtitle describing it as ‘a
catalogue of all and singuler passions of love and jealousie’. Unlike this subtitle, the marginal
notes which appear throughout the narrative, and which tend to similar effect, were present in
Yong’s source text. These were added to sixteenth-century Italian editions of Fiammetta by an
unknown commentator.”® The majority frame the text in terms of emotional issues. They draw
attention to the ‘manner’, ‘signs’, or ‘effects’ by which emotions find bodily expression,” or
highlight such matters as ‘(hJowe love is enge[n]dered in divers parts and soules of the body
successively” (£.62), ‘how contrarie sensualitie is to reason’ (f.117), ‘passions of jelosie’ (f.44r), and
so on.

The passages to which these headings refer often portray emotions as strongly embodied.
Sighs are ‘amassed together in the concavitie of my braine’, instead of following their ‘naturall
issue . . . to have beene breathed forth’; as a result they condense into tears which flow from the
eyes’ ‘conduits’ (£.657). The marginal note, ‘Fiammetta her sighes turned into teares issued out of
her eyes’, highlights the interest of this kind of description for Boccaccio’s readers.” When
Pamphilus tells her he plans to depart, Fiammetta finds that ‘my eies, whose conduites [were]
stopped by the violence of this unexpected accident, did now burst out into great plenty of

teares, and the stringes of my tongue contracted together with sharpe sorrowe, were now

37 Smarr, Narrator, 132; Victoria Kirkham, “Two New Translations: The Eatly Boccaccio in English Dress’, Italica 70
(1993), 79-89 (84).

38 Wright, ‘Edition’, passinz; Wright notes that Yong sometimes varies these notes. Those vatiations have not been
comprehensively assessed here, though some are noted in the discussion.

¥ See, for example, ff.277 (“The maner of those that love’), 106» (‘Signes of one that bringeth ill newes’, ‘Effects of a
suddaine passion’).

40 In assessing Yong’s changes to his source-text, I have relied on the translation of Causa-Steindler and Mauch.
Given her withering assessment of Causa-Steindlet’s introduction, Victoria Kirkham’s praise of its accuracy seems all
the more persuasive (‘Translations’, 84-7).
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dissolved to utter . . . my minde’ (ff.227-s). When she sees him for the first time, his eyes emit a
light which penetrates her heart, ‘elementarie coruscations shooting themselves from one parte of
the ayre to another’ (f.57), making it first contract in fear, then dilate with desire, a process
Boccaccio describes in detail.

These references situate emotion within physiological processes, but Fiammetta’s
passions are also situated in physical space in a different way, through association with the
location that dominates the narrative, her bedchamber. Critical accounts testify to its symbolic
importance. Pamela Waley describes an ‘enclosed, intense atmosphere’, in which ‘the action
seems all to converge upon the solitary room’; Robert Hollander describes ‘a lover shut up in
[her] room’; Janet Levarie Smarr finds a parallel with the Decameron in that work’s address to
‘female readers . . . alone in their rooms, brooding on love’." Like Selvagia’s meeting with
“Alanius”, Fiammetta’s first glimpse of Pamphilus comes in the temple; but it is only
‘afterwardes, that I was nowe come into my Chamber all alone’ (£.87), that the effects make
themselves fully felt. A clinching moment is the vision of Venus that she experiences while ‘lying
all alone in my secrete Cha[m]ber’ (f.117); later, ‘finding my selfe alone in my Chamber’, she again
prays to ‘Venus, who . . . diddest appeare unto mee in this Chamber’ (£.502).

As well providing a hospitable setting for these visions, the chamber has more immediate
associations with Fiammetta herself. With the affair consummated, it becomes a metonym for
Boccaccio’s heroine, engaging Pamphilus’s affections as her proxy: how deere was my Chamber
unto him, and with what joye, and how willingly did it evermore receive him, whom I did also
know to use more reverence in the same, than in any holie Temple’ (f.187)." His departure
requires an address to the room as well as to its owner: ‘most stately Chamber . . . as thou hast
beene a secret wytnes of our desires, so likewise keepe these wordes enclosed in thy Walles’
(£.287). In similar fashion, when Fiammetta goes to attempt suicide, she offers a farewell to her

bed (f£.941-95).

4 Waley, ‘Fiammetta’, 21-2; Hollander, [enuses, 48; Smarr, Narrator, 134n.
4 For similar identifications in Shakespeare, see Georgianna Ziegler, ‘My Lady’s Chamber: Female Space, Female
Chastity in Shakespeare’, Textual Practice 4 (1990), 73-90 (passini).
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Pamphilus stubs his toe on the door as he departs (f£.292, 312), a bad omen that also
initiates a new emphasis on the chamber’s limits. Agonising over his departure, he crosses from
door to bed and back again (£f.292). Later, an abandoned Fiammetta similarly finds herself
‘walking sometimes uppe and downe in my solitarie chamber, sitting downe now in this place,
and now standing in a muse in that’ (ff£.31/~2), or running to door and window to see if he has
returned (ff.527, 1067). In addition to this boundary pacing, the chamber’s contours are mapped
with an equally restless eye. “There was no parte of my chamber, which I did not with a most
desirous eye beholde’, she informs the reader, drawing on a topos that a marginal note later refers
to Petrarch, but whose ultimate source is Ovid’s Remedia Amoris: ‘here did my Pamphilus sit,
heere did he lye, heere did I kisse him’ (£.302).” The suicide bid is preceded by her “eies rolling
about y[e|] chamber, the which I never thought to have seene any more’; she ‘leap(s] out’ of it, but
this attempt at the ultimate escape ends with her being ‘carryed back againe to my Chamber,
which once I thought never to have seene againe’ (f£.95r, 967).

The sense of confinement translates to other enclosures, real and metaphorical.
Pamphilus has shown Fiammetta that ‘hidden delights and privy pleasures, were as much worth
againe as hoorded Jewels and secrete treasures’ (£.182), anticipating the real-life ‘casket’ in which
she keeps his letters and favours (£.347)." Yong extends these tendencies into two closet
metaphors of his own devising: his Pamphilus vows never to let ‘any other woman into the
closett of his constant heart’ (£.277), and Fiammetta laments at having to hide her grief in ‘the
secret closet of an impatient & painfull hart (£.887). Lena Cowen Otlin has suggests that closets
were associated as much with the storage of valuables as with private feelings,” but these
passages suggest that storage and privacy need not contradict each other: feelings can be

represented as a kind of possession, whose value increases the more they have to be hidden.

43 Cf. the similar passage at £.557, discussed below, p.33.

4 On love-tokens and their storage, see Orest Ranum, “The Refuges of Intimacy’, in Philippe Aries and Georges
Duby, eds, A History of Private Life, 5 vols (London, 1987-91), vol. 3: Passions of the Renaissance, 207-64 (246-8); the fact
that this appears in Boccaccio, however, suggests it may be less typical of the eatly modern than Ranum suggests.

4 Lena Cowen Otlin, Locating Privacy in Tudor London (Oxford, 2007), 299, 301-6.
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Fiammetta’s language captures this masochistic pride: no love was more ‘tormented wyth so
fervent passions . . .nor contrived with such secrecy, as mine was’ (£.607).

These architectural implications influence Yong more overtly during a scene at the beach,
when he furnishes Fiammetta with a substitute “chamber” in which to express her anguish.
Where Boccaccio merely has her withdraw from dancing to ‘s[i]t on the spread mats with the
other women’,” Yong turns these fabrics into ‘cloathes of Tapistrie and Arras that were spreade
abroade, and hung up’; the rugs are raised to become a windbreak of sorts, providing his
Fiammetta, ‘with drawing my selfe behynd all y[e] rest’, with somewhere private in which to
‘secretly’ utter a brief lament for Pamphilus, before returning to ‘s[ijt me downe againe amongest
the other Gentlewomen (£.567)’. Less clumsily, Yong also extends Boccaccio’s sentiment that
contained fires burn more fiercely (£.887) into a series of references to smothered hearts and
choked sighs."” These are presumably still in his mind when he translates the advice of
Fiammetta’s nurse, that there may still be a way out of her troubles which fortune has not yet

‘covered and choaked uppe’ (£.847-v).

PLUTARCH: OTIUM, CHAMBERS AND WOMEN

While this interest in what the Dzana refers to as love’s ‘excessive and strange effects’
(105) may suggest some common ground between Boccaccio and Montemayor, then, the settings
in which they explore these phenomena seem disparate: the outdoor spaces of pastoral on the
one hand, and the claustrophobia of chambers, closets and caskets on the other. That such
locations might be linked by a shared association with emotional disorder, however, had been
suggested by Plutarch. The essay On Tranguillity of Mind® was the first of Plutarch’s works to be

printed in English, in Wyatt’s 1528 translation (Of the Quyete of Mynde). Three others followed.

46 Causa-Steindler, Fiammetta, 74.

47 Ff.150, 427, 570, 1097

4 This is the title as rendered by the Loeb translator: Moralia, trans. Frank Cole Babbitt ez a/, 15 vols (London, 1962),
6.161-241 (161).
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Thomas Blundeville included it (as “The Porte of Rest’) in his 1561 selection of Three Morall
Treatises by Plutarch. It was published on its own a second time, in a new version by John
Clapham, in 1589 (A Philosophicall Treatise Concerning the Quietnes of the Mind),” before its inclusion
in Philemon Holland’s 1603 edition of the Morals.” These four translations, two of them
published as standalone editions, give On Tranquillity a unique prominence in the early modern
reception of the Moralia in England.” Plutarch is unlikely to have been known to Boccaccio.”
Yong, however, could have acquired an interest in Plutarchan moral philosophy through his work
on the Civile Conversation, published the year before Fiammetta,; Guazzo’s principal modern
commentator describes Plutarch as this work’s ‘pervading influence’.”> On Tranquillity may not
have been on Boccaccio’s mind, but it might have been on Yong’s when he chose Fiammetta as
the next project in his portfolio of translations.

The progress of the relevant passage of On Tranquillity through its four translations is
suggestive. Plutarch’s essay discusses what Wyatt translates as ‘sickenesse and trouble of the
mynde’, caused when the ‘apasionate parte’ of it ‘stray[s|’, breaking into ‘wood [mad] affections’
(aiiz-aivs). Plutarch’s target here is the notion that therapeutic rest — ‘lye still wretch in thy bed’
(atvs) — might help in such cases. This, Plutarch thinks, is ‘hurtfull medicin’ (aivz), since in fact
‘that same nothyng to do’ (avs) is more likely to make this kind of mental distress even worse. To
demonstrate this, he takes two examples of habitats stereotypically removed from the active life:
‘the lyfe of women’, which is ‘more quietous than that of men’; and rural seclusion, exemplified
by Laertes’ retreat to the country during Odysseus’s absence.” Instead of the desired tranquillity,
both the rural and the female examples of retirement breed similar kinds of discontent. In the

case of women, despite this characteristic remove, ‘diseses of the mynde . . . crepe neverthelesse

4 Though likely to be a coincidence, Woudhuysen’s observation that this work shared its publisher, Thomas
Newman, with Fiammetta seems worth noting: Manuscripts, 371.

50 Of the Tranquillity and Contentment of Minde, in Plutarch, The Philosophie, Commuonlie Called, the Morals, trans. Philemon
Holland (1603), 144-62.

51 For more on the English reception of this essay, see Gilles Monsatrat, Light from the Porch: Stoicism and English
Renaissance Literature (Patis, 1984), 43-4.

52 Anthony Grafton, “The Availability of Ancient Works’, in The Cambridge History of Renaissance Philosophy, ed. Quentin
Skinner, Eckhard Kessler and Charles B. Schmitt (Cambridge, 1988), 767-91 (788).

53 Lievsay, Guazzo, 42.

5% Odyssey, 1.185-95, 15.350-60, 24.200-400 (ed. cit. trans. A.'T. Murray, rev. edn, 2 vols (London, 1995), 1.27, 2.103,
427-41).
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in to the house of their occupacion’. For Laertes, twenty years away from his ‘princely paleys’
only leave him with ‘sadnesse and frownyng’ (aivz).

On Tranguillity links women’s ‘house[s] of . . . occupation’ with rural retreat as places
where the kind of o#ium that leads to emotional problems is particularly likely to be found. This
raises a number of points to consider in Wyatt and his successors. They include the causal link
between ofium — ‘that same nothyng to do’ — and ‘diseses of the mynde’; the description of ozium
itself; the kinds of space associated with women; and the question of solitude. Though their
descriptions vary, on some of these points the translators show little substantive change. All
preserve the pastoral contrast that defines Laertes’ situation, ‘fled from . . . princely paleys’
(Wyatt, aivz), having “forsoke . . . the Court it selfe’ (Blundeville, Biiiz),” “far from . . . [his]
kingdome’ (Clapham, Aviiz), or from ‘court and kingdome’ (Holland, 146). Further emphasising
that what matters it is not so much where one retreats to as what one retreats from, the Odyssey
example is followed by its epic equivalent, Achilles’ decision to ‘wyther i[n] ydelnesse’ (Wyatt, avr)
by his ships. He is avoiding, like Laertes, politics, as well as war: ‘flyeng from the fight / & the
worthy counsayls of the nobles and the people’ (azr).”

This sense of ozzum as negatively defined provides further common ground between
Plutarch’s translators. Wyatt’s ‘unactyfe men’ (aivs) become Blundeville’s who ‘least laboure and
seldomist travell abrode’ (Biii7). For the later translators, these are people who ‘entermeddle not
with manie matters’ (Clapham, Aviir) or ‘intermeddle not in much businessse” (Holland, 1406).
This is behaviour that damages social bonds: none of Wyatt’s successors significantly changed his
description of such persons as ‘forsaker[s| of frendes kyn and countrey’ (aive). Idleness, however,
increases its profile. Though Wyatt’s Achilles is idle, he does not emphasise this word. Instead, in
the passage that begins this part of the argument, it is ‘sluggardy and slouthfulnesse’ which are
too high a price to pay for tranquillity (aivs-2). In Blundeville, however, this unacceptable cost

becomes ‘slouth and ydlenes’ (Biiz). Clapham reduces the dyad to ‘idleness’ alone, and repeats this

5 It should be noted that the alphabetic sequence of signatures re-starts at the beginning of Porte of Rest’, so that
signatures from the previous treatises in Blundeville’s volume ate repeated.
56 Jliad, 1.488-92 (ed. cit. trans. A.T. Murray, rev. edn, 2 vols (London, 1999), 1.49-50).
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word as a marginal heading (Aviz); Holland has ‘idlenesse and doing nothing’ (146). The ‘slouth
and tendernesse’ of Wyatt’s friend-forsakers (aivy) is reflected in Blundeville’s ‘sluggishness,
delicatenes’ (Biiir), but gives way to Clapham’s ‘idle, effeminate’ (aviir), and Holland’s
comprehensive ‘idle, sluggish, soft and tender’ (146).

The Laertes example unites this discovery of idleness with a new suspicion of solitude.
Wyatt’s Laertes is barely solitary at all. Wyatt merely has him ‘living . . . only with an old woman’;
he suffers from ‘sadnesse and frownyng debate in company’,”’ possibly suggesting a misreading of
Plutarch, who means that grief was his only companion (aivz). Later translators realise this, and
the solitude it implies. Aside from the old woman, Blundeville’s Laertes is ‘all alone by him selfe,
having none other compaignie’, but ‘sorrowfulnesse . . . and heavinesse’ become substitute
‘compaignions’ who ironically defeat his antisocial purpose, ‘mawgre his head” (Biiiz). For
Clapham, Laertes has decided to live ‘solitarilie . . . Alone with one old woman’, and reaps not
only ‘griefe, and sadnes’, but also ‘idle discontentment’ (Aviir-»). Holland’s Laertes lives ‘apart’,
which causes ‘sadnesse . . . languishing, idlenesse’ (1406).

This variance is subtle, but evolution is more apparent in the causal link between
inactivity and mental disorder, whose strength markedly increases. For both eatrlier translators,
this is just a hypothesis: “‘What if that same nothyng to do hath troubled many from the ryght
order of the mynde?” (Wyatt, aivz-avr); ‘what wyll you saye if this doyng of nothing, hath oft
times disturbed manye mens wits’ (Blundeville, Biiiz). But Clapham removes the implicit question
mark (‘Moreover, there are some which say, that not to bee emploied in affaires is oft times cause
of displeasure, and the disquiet of a mans minde’ (Aviiz)); and Holland makes it a well-proved
certainty (‘And more than that, this non-imploiment in affaires is that which many times hath cast
some men into a dumpish melancholie’ (140)).

The most noticeable change, however, lies in the kind of space associated with women.
In the earlier period, this is relatively unimportant. Wyatt pictures them in the ‘house of their

occupation’ (aivz); Blundeville imagines them ‘at home . . . syttynge on theyr stooles’ (Biiiz). But

57 Emphasis mine.
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for the later translators, setting becomes key. The unspecific house, home and stool are replaced
by ‘Ladies closets, and bedchambers’ (Aviir), which Holland further elaborates to ‘the secret
chambers and cabinets of our fine and daintie dames’ (146). As their locations gain significance,
however, women also become more idle. In Wyatt they are ‘syt[ting] watchyng at home occupied
i[n] huswifely occupatio[n]s’ (aivs). Blundeville is more grudging: women ‘tarye at home doinge
lyttle, and what they do, they do it syttynge’ (Biii7). But in his successors, even this dwindling
glimpse of alternative modes of productivity is extinguished. For Clapham, the point is just that
women ‘stirre not out of the house’ (Aviir); for Holland they ‘keepe home and sit stil within dores
... and seldom go abroad’ (146).

Clapham and Holland’s emphases on solitude and types of room are likely to reflect what
W.G. Hoskins called ‘the great rebuilding’, that multiplication of domestic spaces in the later
sixteenth century which many scholars have suggested gave rise to a new awareness of privacy.
This argument has recently been challenged by Lena Cowen Orlin.” But Orlin’s thesis is more
concerned with the original motivations behind the subdivision of rooms, and their real-life
uses.” The evidence provided by Plutarch’s changing translations doesn’t necessarily dispute this
side of the argument. But it does suggest that, once created, privacy is what those spaces become
imaginatively associated with, making them as interesting and worrying as other people’s minds.
William Baldwin’s Moral Philosophy exemplifies this kind of suspicion, in which the problems of
otium and privacy coincide in their antipathy to engagement in public ‘affaires’, though the private
rooms described by this plain-speaking moralist seem filled with something distinctly less
‘daintie”: “The filth of secrete chaumbers . . . do[es] not corrupt and infecte the aire so much as

ydle folke . . ..

% W.G. Hoskins, ‘The Rebuilding of Rural England, 1570-1640°, Past and Present 4 (1953), 44-59; discussed in Otlin,
Privacy, 66-111 (66-7n has a useful list of studies of this topic).

% Orlin’s discussion of ‘the Tudor closet’ is indicative: it ‘had its gemesis in the accumulation of valuable goods rather
than an aspiration for personal privacy’ (Privacy, 299, my emphasis). Once closets became common, however, the
latter association might still arise, and even come to dominate.

0_A4 Treatyce of Moral Philosophy (1564), £.2097r; further references ate to this edition and will appear in the text. There
were numerous others, the first of which appeared in 1547. For discussion, see Monsarrat, Porch, 81-2, and John N.
King, English Reformation Literature (Princeton, 1982), 358-71.
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If the translators’ increasing focus on the architecture of privacy reflects contemporary
building practices, however, their visions of ‘daintie dames’ who ‘seldom go abroad’ may have
less to do with social developments. As scholars such as Otlin and Phyllis Rackin have shown,
descriptions of this kind do little justice to the range of activities in which early modern women
participated.” Instead, the later translators’ intensification of the link between women and

. . . . . . . . 62
inactivity may reflect the increasing influence of Stoicism.”

Despite Plutarch’s reputation as an
opponent of the Stoics,” his critique of otium accords with that of Seneca. Clapham and
Holland’s pictures of stilled, unstirring women literalise Seneca’s repeated descriptions of idleness

as effeminate and activity as masculine, as in the Epistle ‘[a]gainst delicacie and effeminate life,

and sluggish idlenesse™

He liveth effeminately. This they say, he is evill. For by little and little the minde is made effeminate, and groweth
remisse and negligent, and undertaketh the similitude of that idlenesse and sloth wherein he is buried. What
then? is it not more befitting a man to bee more sterne and rigid.%

NAPLES AND OTIUM

Much unlike its real-life counterpart, literary ozzum can thus unite both ends of the social
scale. Pastoral differs from georgic in its absence of labour: literary shepherds are typically
depicted in repose, and in this sense they can be seen to resemble the leisured rich, especially

women, with their particular associations with ozum.” Fiammetta’s difficulties are linked to these

61 Orlin, Privacy, 136-41, 286-95; Rackin, ‘Misogyny is Everywhere’, in A Feninist Companion to Shakespeare, ed.
Dympna Callaghan (Oxford, 2000), 42-58 (passim).

62 Monsarrat notes two main periods in which translations of classical Stoic texts flourished, one beginning in 1560
and the other in 1610 (Porch, 45). For a general account of the influence of Stoic ethics in early modern England, see
Christopher Tilmouth, Passion’s Triumph over Reason: a History of the Moral Imagination from Spenser to Rochester (Oxford,
2007), 16-21.

93 On Plutarch’s relationship to Stoicism, see Monsatrat, Porch, 43-5. He notes that Plutarch is described in Holland’s
translation as ‘directly contrary to the Stoicks’ (43, citing Morals, 1057).

4 Worfkes, trans. Thomas Lodge (1614), 340 (Epistle 82). As Alessandro Arcangeli notes, classical associations
between idleness and effeminacy was common: Recreation in the Renaissance: Attitudes towards Leisure and Pastimes in
European Culture, ¢.1425-1675 (New York, 2003), 15. Seneca, however, laid particular stress on this side of oziunz: see
Chapter 2 below, pp.132-3.

% Thomas Rosenmeyer suggests that in eatly Greek poetry basychia, the equivalent of ofium, is often ‘aristocratic . . .
the refinement of a chosen few’. The Green Cabinet: Theocritus and the European Pastoral Lyric (Berkeley, 1969), 70.
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aspects of her social condition by the nurse, who attributes them to the ‘thought of idle love’
(£.99), ‘too much wealth, ease and idle pleasure (£.107)’, ‘vagrant witt, and idle thoughts’ (£.897). As
Smarr notes, it is her ‘dangerous state of idleness’ that ‘breeds an obsessive love’.*

Evidence that Boccaccio is thinking specifically about the classical discourse of ofum
comes in the shape of cleverly worked references to its literature. Michael Calabrese has noted
Fiammetta's references to the Remedia Amoris.”” These tend to strengthen Boccaccio’s themes of
idleness and privacy. Fiammetta’s reading of ‘Ovide his verses’ supports her worries that the
‘troubles, cares, and painefull affaires’ of Pamphilus’s journey home may prove dangerously
therapeutic, since this is just what Ovid advises: ‘make a lengthy voyage . . . once you have gone
forth, a hundred cares will bring you solace’ (11.214, 241). Fiammetta soothes her anxiety by
twisting these ominously curative properties into an unconvincing comfort: ‘beeing troubled
about manie affaires of his father, and occupied with his proper busines, he could not nowe bee
at vacant leysure to acquaint himselfe with other newe women’ (f£.337-2). The thing that this
‘busines’ is more likely to dampen, however, is his love for Fiammetta, and the Ovidian parallel is
close enough to sharpen the pain of misinterpretation: ‘Venus delight([s] in leisure [o#a] . . . love
yields to business . . . give the empty [vacnae] mind some business to occupy it’ (11.143-4, 150).

This, of course, is Ovid’s first prescription — ‘first of all shun leisure’ (1.136) — making his
poem, as Vickers observes, one of the more significant contributions to the critique of ozinm.”
But the Remedia also suggests that privacy is another love-promoting factor to avoid. ‘Solitary
places are dangerous’ (1.579); solitude and secrecy both increase passion (11.579-82), so Ovid
advises to “fly not conversation, nor let your door be closed’ (1.587).” He also forbids looking
over letters and pictures. Fiammetta, of course, does all these things, immersing herself in the

privacy of her bedchamber and poring over the casket of love-tokens within it. Her visual

% Narrator, 134. Smarr also notes (137) that Boccaccio observes the connection between love and leisure elsewhere,
in Genealogia 9.4.

7 ‘Feminism’, (26-7); Remedia Amoris, 11.717-20, 725-8; ed. cit. The Art of Love, and Other Poems, trans. ].H. Mozley, 2nd
edn (London, 1985), 227. Further references are to this edition, by line-number.

8 “Otiuns , 23.

9 T have altered Mozley’s slightly unfortunate ‘intercourse’ (conloguinm) to ‘conversation’.
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recollections of her lover — ‘here did my Pamphilus sit . . .” (£.302) — " are particularly significant
in this respect, since they perform the dual function of closely imitating Remedia 727-8 and linking
this damaging style of remembrance to private space, the bedchamber which provides the
necessary landmarks.

These references to Ovid’s poem of love and idleness are provided with an overarching
context in the shape of Fiammetta’s Neapolitan setting. Naples, and particularly the resort towns
strung out along its bay, was the location with which oz was most strongly associated in
Roman thought, as Catherine Connors notes.” Yong added three new marginal notes consisting
simply of the word ‘Naples’, set next to descriptions of life in Fiammetta’s home city (ff.52, 242,
657). Like his new notes on Spanish and Italian ladies’ fashions (ff.74-2), these probably suggest
contemporary cultural interest rather than classical associations, but they respond to the the
importance of location in the narrative.”” At the centre of Fiammetta lies the holiday on which her
husband brings her in a futile attempt to relieve her melancholy. The location to which they
journey is on the Bay of Naples: ‘the rocky coast of Baia high above the seashore’.” More even
than the city itself, the resort town of Baiae was the quintessential setting for ozium. As
Fiammetta’s husband observes, it is full of ‘delightes’ that ‘greatly recreate men’s mindes’ (£.547).

Since Boccaccio has already suggested that too much ofium lies at the root of Fiammetta’s
problems, of whose immediate cause her husband remains unaware, this plan seems unlikely to
work. Yong’s Fiammetta describes it in terms similar to those that Wyatt’s Plutarch uses for bed-
rest: ‘Oh what contrarie medicines . . .” (£.547).” Baiae is psychologically toxic rather than curative:
far from healing the sick, it wounds the well, so that ‘sildome or never dyd any goe thether with a

whole and sound mind, that dyd returne with the same agayne’. Seneca’s Epistle 51, which

0 See above, p.24 and note.

7t Catherine Connors, ‘Imperial Space and Time: the Literature of Leisure’, in Literature in the Greek and Roman Worlds:
a New Perspective, ed. Oliver Taplin (Oxford, 2000), 492-518 (499-504).

72 Cf. L’Amorosa Fiammetta (Venice, 1565), f£.82-9r, 250, 58, 66v.

73 This is Causa-Steindlet’s translation (72). Yong omits direct mention of Baiae, replacing this part of the sentence
with ‘delectable Ilandes upon the Sea Coastes’, in what appears to be a misreading. But he repeats the preceding
mentions of ‘the pleasaunt hill of Falernus’ and ‘olde Cuma’, another popular resort, which help to locate Baiae in
the original (f.532). Causa-Steindler notes the centrality of the Baiae scenes (xxv). Yong’s omission is not what my
argument would expect, but he may be attempting to make the universality of Boccaccio’s critique more explicit,
avoiding any sense of limitation to the historical Baiae.

" ‘[H]urtfull medicin’ (Quyete trans. Wyatt, aivz); see above, p.26.
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describes how Baiae’s ‘effeminate’ climate of luxury and vice makes it an excellent place to watch
the adulterers sail past, suggests just how unwise a holiday destination Fiammetta’s husband has
unwittingly chosen.” It offers, Boccaccio notes, an environment of sensual license capable of
undoing even the most modest and shamefast gentlewomen, a quality closely associated with the
fact that ‘[t|he greatest part of the time there was spent in ease’ (£.542). Yong’s additions respond
to this theme: Cupid rules Baiae’s ‘enticing pleasures . . . without any paine or labor . . . [and] with
great ease’ (ff.544-557).

Later, when the cure has obviously failed, the continuity of experience that doomed it
from the start is made subtly apparent, as Fiammetta’s experiences at Baiae are linked back to the
city and her bedchamber. Time at the bay only leaves her ‘cloyed . . . with superfluities of feasts’,
and so ‘we returned again to the Cittie’ (f.572). But urban life in Naples, a city which ‘surpass|es]
all other . . . for noble feasts’ (£.657), offers no relief from ozium: there too, ‘many and divers
feastes’ are underway (£.572). The fact that she has also previously visited Baiae with Pamphilus
allows her to fill up her time with the same Ovidian memory game that she plays in her room,
mapping beach to bedchamber via the Remedia: ‘1 did not see any rocke shore or Ilande there, but
I sayd, heere was I with my Pamphilus, this did he speake unto me here, & this did we here.
Likewise there could be nothing else seene there, which was not first an especiall occasion to me,
with great efficacy to remember him’ (£.557). These understated connections between Baiae and
the urban locations from which it is supposed to provide relief suggest that the problem lies not
in the contrast between urban and rural lifestyles, but in the privileged leisure that can take in
both, and of which the Neapolitan area as a whole functions as a symbol.

One of the principal sources for this association, as Connors notes, is Statius’s Si/vae 3.5.”
Separately to this, Sz/vae 5.4 has been proposed as a source for Fiammetta’s prayer to sleep (f£.527-

7).” Though it has been doubted whether Boccaccio could have known a complete version of the

7> Worfes, 243-5.

76 Connors, ‘Imperial Space’, 501.

77 Cornelia C. Coulter, ‘Statius, S#/vae 5.4 and Fiammetta’s Prayer to Sleep’, Awmserican Journal of Philology 80 (1959), 390-
5.



Silvae,”® the links here seem suggestive, since the prayer to sleep immediately precedes the
proposal of the holiday by Fiammetta’s husband, in which he describes Baiae’s attractions (ff.532-
547). While there is no direct borrowing, the situation here is very close to that of Sifvae 3.5, ‘in
which I urge my [wife] Claudia to retire with me to Naples’.” Like Fiammetta’s over-trusting
husband, Statius enquires after his wife’s mysterious insomnia and depression without suspecting

infidelity:

Why, my wife, do you sorrow by day and fetch painful sighs in the nights we share, in sleepless worry? I have

no fear lest faith be broken or another love be in your heart . . . why do I see your brow changed, your face in

a cloud? (IL1-4, 11).
He begs her to join him on this ‘short journey . . . to the delightful bay’ (1.43), and, like his
counterpart in Boccaccio, describes some of its ‘thousand joys’ (1.105).* Their speeches, though
varied, have a number of points in common: both list vineyards, baths, theatres and the Cumaean
Sybil.*! The husband in Boccaccio omits the praise of ozium that precedes Statius’s description, in
which even the sea is ‘lazy’ and ‘unwarlike’, and negotium seems far away: ‘Peace secure is there,
the leisure of a quiet life, tranquillity undisturbed, sleep that runs its course . . . No madness in
the forum, no laws unsheathed . . .” (11.84-7). But the omission seems acute, since it points to the
failure of Fiammetta’s husband to understand the true nature of Baiae, and hence the ‘contrarie’
effects of the ‘medicine’ he is proposing. It is left to Fiammetta herself to fill in the blank by
elaborating, from a less illusioned viewpoint, on Statius’s theme of leisure (ff.547-557).
The combined prominence of the Remedia and Neapolitan Baiae in Boccaccio’s narrative suggests

that Fiammetta was intended, at least in part, as a contribution to the literature of ozium.

8 Coulter, ‘Statius’, 394: ‘all the available evidence indicates that the complete text of this work [S#/vae] was
introduced into Italy by Poggio, who found it north of the Alps in 1416 or 1417. It is possible, however, that some
poems of this collection may have circulated separately’.

7 Silvae, Book 3, “To His Friend Pollius’, 11.21-2; ed. cit. trans. D. Shackleton Bailey (London, 2003), 175. Further
references, by line-number, are to this edition; they appear in text or footnotes as appropriate.

80 [MJille . . . amores; Shackleton Bailey translates this as ‘thousand darlings’.

81 Fiammetta, ££.530-54r; Silvae 3.5.91, 97, 99, 104. It should be noted that Statius is talking up the Naples atea in
general, where Fiammetta’s husband is specifically praising Baiae. Both seem consistent with Boccaccio’s point:
Fiammetta is inescapably surrounded by leisure. Baiae may intensify it, but Naples provides no relief. Statius also
compares Naples (Parthenope) to Capua (Capys) (11.77-80), another place famous for the corruptions of ofum. See
Brian Vickers, ‘Leisure and Idleness in the Renaissance: the Ambivalence of Otiuns, Renaissance Studies 4 (1990), 1-37,
107-54 (17-19).
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FIAMMETTA AND PASTORAL

While Fiammetta seems more knowledgeable about what really goes on at Baiae than her
naive husband, however, in a broader sense she seems subject to a similar misrecognition, since
shortly after her return to the city she fantasises about a different and more overtly pastoral
escape. Here Boccaccio, like Plutarch — though independently — links feminised privacy to rural
solitude and ofium. As will shortly be seen, the Civile Conversation also contains a similar passage,
suggesting that fantasies of pastoral retreat may have been considered typical of melancholic
disorders. Armed with what she thinks to be a new perceptiveness about the moral hazards
attendant upon Naples’ characteristically abundant festivities, Fiammetta launches into a Horatian
attack on ‘vayne shadowes’ and ‘wordly showes”: ‘O howe happy is that innocent man, who
dwelleth in the sollitarie village, enjoying onely the open ayre . .. (ff.682-697). As in Plutarch, this
is a vision of rural life as fundamentally solitary — ‘simple and solitarie woodes and feelds’ (£.702)
— as the marginal note to this section, ‘prayse of a solitary life’, observes.*” As Calabrese note, the
golden age #gpoi which follow also recall Ovid. But the wider point, in this context, is not the
specificity of these influences but the discourse of ozzum which links them.

This kind of life contrasts with that of the ‘sundrie hatreds’ and ‘abhominable sinnes’ of
the ‘opulent and vicious cities’ (f£.707-2). Instead of the ‘carelesse coyle of the tumultuous familie’
(£.697) — Fiammetta’s modern translator, Causa-Steindler, reads ‘the pressing tension of city living’
(90) — this is an existence characterised by an absence of labour which, as in Horace, leads easily
to sleep.” The countryman’s ‘sole care and labout” is to assemble snares for animals, allowing him
to sleep when (‘if perhappes he suffer any great wearines’) and where (‘chaunging his place
sometimes in the freshe river bankes . . . [or the] great woode’) he feels like it (£.697). The affinity
between rural leisure and sleep is indicated by Yong’s substitution of the former for the latter: he

writes that “These eases are . . . graunted to the poor inhabitaunt of the countrie village freely to

82 For a discussion of connections between pastoral and solitude in a different context, see Thomas M. Greene,
‘Sceve’s “Saulsaye”: The Life and Death of Solitude’, Studies in Philology 70 (1973), 123-40.

83 Cf. Epode 2 (‘Beatus Ille’), 23-8: ‘to lie beneath some ancient ilex tree . . . [or] on the matted turf . . . invite[s] soft
slumbers’. The Odes and Epodes, trans. C.E. Bennett, rev. edn (London, 1978), 367.
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enjoye’ (£.697), a phrase whose opening Causa-Steindler translates as ‘this kind of s/ep’ (90).* As
Peter Burke observes, ‘ease’ was one of early modern English’s closest equivalents to ozium.*

Commentators have differed, often with some heat, as to whether Boccaccio’s portrait of
Fiammetta is intended to be sympathetic or satirical,” but proponents of the latter view have
sometimes failed to make clear how they consider the supposed irony to be signalled in the text.
Like her misuse of the Remedia, however, the passages above do contain indications — though
perhaps more rueful than caustic — of Fiammetta’s fundamental lack of awareness of the roots of
her plight, one which also seems implied, on a broader scale, by her inability throughout the
narrative to free herself from her emotional cul-de-sac. While in a general sense the speech’s
contrast of ‘private and peacable woodes’ (£.707) with urban life seems undercut by the recent,
similarly-motivated trip to Baiae, in a more specific one the word ‘private’, together with the
emphasis on sleep, also recalls the bedchamber. Fiammetta’s dream of escape from the
claustrophobic passions that that chamber symbolises is destabilised by the fact that this drowsy,
private, solitary countryside seems like one vast bedroom.

Her description closes with another recollection that undermines the opposition it tries to
construct. ‘Would the gods had given mee to such a world’, she wishes, ‘the people whereof
content with a little, and fearing nothing, followed onely their wilde and savadge appetites’ (£.717).
This uninhibited primal existence is meant to contrast with the corrupted passions of the present,
but it recalls her description of the moment at which she fell in love with Pamphilus, seguitai

‘appetito (‘1 followed my sensual appetite’ (£.57)), a line whose framing significance is noted by
Smart.”’ Pastoral fantasy thus becomes, like Baiae, another kind of ‘contrarie medicine’.
Attempting to dream up a cure for her complaint, Fiammetta, unbeknownst to herself, recalls its

cause.

84 Both emphases mine.

8 “The Invention of Leisure in Early Modern Europe’, Past and Present 146 (1995), 136-150 (141).

8 See, for example, Hollander, Ienuses, 40-9; Causa-Steindler, Fiammetta, xxi; Calabrese, ‘Feminism’, passinz;
Hagedorn, Women, 128.

87 Narrator, 129, 137.
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This pastoral section is far from being the only generic signal that Fiammetta offers.
Romance is evoked by Fiammetta’s plan to journey in search of Pamphilus in disguise, ‘with
some faithfull companion and secrete freende’ (£.982). The beginning and closing sections, as will
shortly be discussed, draw parallels with ‘Grecian fables’, “Trojan warres’, and Ulysses (*ivz,
t£.1187-2); the ‘fables’ may be recalled in the ‘Grecian loove’ of “Fiammetta and Pamphilus”
which the lovers concoct to mask their affair (f.162). A number of passages also point towards
tragedy. Fiammetta explains her sleeplessness to her husband by claiming to be haunted by the
bloody ghost of her brother, who wants revenge for his violent death (ff.812-827). Contradicting
her own accounts, but positioning herself closer to the Ovidian heroines to whom she
sometimes compares herself,” she suggests Pamphilus raped her (f.462). Her visions of Venus are
replace by ones of the fury Tisiphone, who encourages her towards her suicide attempt (f.942).
But the point of all these signals is that Fiammetta’s situation falls short of them. As Yong
observes in one of his own additions, the romance of Fiammetta and Pamphilus is a mere ‘forged
novell’ (£.162). The ghost and rape are cynical and, in the latter case, self-deluding fictions.” The
suicide attempt ends bathetically: as she rushes to throw herself from the roof her dress catches
on the stair, allowing the nurse to catch up with her and restrain her (f£.952-967).

Alpers suggests that classical pastoral springs from a comparable sense that grander
genres are out of reach. He argues that Theocritus takes his cue from broader contemporary
reactions against epic, and notes, like David Halperin and Kathryn Gutzwiller, that the ekphrasis
of the cup in Theocritus’s first Idyll offers a kind of domesticated version of the l/ad’s famous
description of Achilles’ shield.” Virgil’s sixth Eclogue imitates Callimachus to depict the

shepherd-poet straining towards ‘a song of kings and battles’, and being gently rebuked: Apollo

8 E.g. f£.902, 110~1122, 1184-1197; Venus makes similar compatisons (f.147). See also Hagedotn, Women, 122-8.

89 Calabrese, ‘Feminism’, takes a stern view of the latter (23, 30-8).

0 Alpers, Pastoral, 139-44; David Halperin, Before Pastoral: Theocritus and the Ancient Tradition of Bucolic Poetry (London,
1983), 176-85; Kathryn J. Gutzwiller, Theocritus’ Pastoral Analogies: the Formation of Genre Madison, Wisconsin, 1991),
90-2. All note that the similar pseudo-Hesiodic fragment which describes the shield of Herakles offers another
possible reference point.
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‘plucked my ear’, advising him to sing something smaller and closer to home.” These examples,
Alpers suggests, betray a generic impulse to ‘scale down’, ‘reducing . . . heroic dimensions’ to fit
‘the quotidian sense of reality’ of a ‘post-heroic world” (51, 140).

A similar impulse is apparent on the first page of Fiammetta, where its author-heroine
warns her readers that they should expect no ‘Grecian fables . . . with plausible lies, nor Trojan
warres foul and lothsome with deadly gore, but Amorous battailes . . . maintained by
innumerable pricking desires’ (*iv7). Tempting as it might be to trace this passage directly to
Homer’s poems, Boccaccio’s good fortune in becoming one of the first people in early modern
western Europe to read these did not befall him for at least fifteen years after Fiammetta.”” The
general sense, however, remains; generic reduction entails an exchange of physical conflicts for
psychological ones. The next words flesh out this substitution of epic conflict with ‘Amorous
battailes’ by fulfilling the title page’s promise of a ‘catalogue of passions’. ‘[P|resented before your
eyes’, they promise, will be tears, sighs, complaints, thoughts, and the anorexia, insomnia,
depression and physical deterioration that commonly accompany them (*iv7). Otium’s skirmishes
take place within.

This way of describing o#ium, as what the Trojan war was not, was not uncommon. Ovid
claimed Aegisthus’s lust for Clytemnestra was a product of the same idleness that kept him at
home while ‘others’ — who conveniently included her husband — “were fighting . . . by Ilium’
(11.161-3). Plutarch, as mentioned, employs a similar contrast when he cites Achilles, ‘flyeng from
the fight . . . unactyfe . . . to wyther in ydelnesse’. Achilles’ withdrawal was prompted, though
Plutarch does not say this directly, by jealousy over Briseis.” Like his posture, ‘sat among the
shippes’, this further identifies him with the earlier example of idle women who ‘syt watchyng at

home’ and suffer ‘diseses of the mynde’, including elousy’, as a consequence.”

o Pastoral, 50-1 (Vitgil 6 and Callimachus), 139-44 (Theocritus 1 and the I/ad). See also 150 (‘diminished . . . version
of epic predecessors’), and 159 (further discussion of Callimachus).

92 James Bruce Ross, ‘On the Early History of Leontius’ Translation of Homet’, Classical Philology 22 (1927), 341-55
(341-6).

% Jliad 1.180-5, 315-50 (ed. cit., 1.27, 37-9).

% QOunyete trans. Wyatt, aivr-o.
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As well as identifying love with oium, however, Ovid contrasted it with travel. In addition
to spurring her fears for Pamphilus’s affections, this part of the Remedia may inform Fiammetta’s
comparison of her sufferings with those of Homer’s other hero. In her narrative’s closing
sections she contrasts Ulysses’ ‘long travelles’, the ‘wandering and weary perigrinations’ that
‘transported [him]| into divers parts . . . of [the] world’, with her own existence ‘continually in my
bedchamber’. In a further signal of irony, she concludes that she comes off worse. Ulysses, she
imagines, would have become so used to hardship that ‘travail[s] and turmoyl[s]” (Causa-Steindler
reads ‘labour’ (153)) would have seemed like ‘ordinary repose, nay his greatest ease and pleasure’s
a notion that may suggest Fiammetta’s inability to envisage a life, anyone’s life, without ofium at its
centre (f.1187). Ulysses, in any case, went looking for trouble: he deliberately sought out ‘eternal
glorie and never dying fame’, ‘but I (seely wretche) would faine live in quiet if I could, and would
willingly fly from woes and greefes’. But her story at least has the virtue of fidelity to its own
familiar, unheroic field of experience. The Odyssey’s events are ‘fabulated to be greater than ever
they were indeede. But mine (alas) are to[o] true’ (£.118»).

The coordinates of that field of experience, and hence of Fiammetta’s genre, correlate with
those of the bedchamber, from which the suicide attempt is cast as an escape. Leaving the
bedroom sounds as challenging as jumping off the roof: ‘violently . . . as the sturdy Bull’, she ‘in a
trice leap[s] out of the Chamber’ (for Causa-Steindler, she has ‘broken out’ (124)), before her
failure and ignominious return at the hands of her own servants (£.957). In this case it is the dress
rather than the ears that receives a restraining, undignified tug (£.952), as this effort to associate
herself with more exalted material, to act like a figure from the Hervides, is brought back down to
earth in a manner ridiculous rather than fatal.

Rather than providing a turning-point, however, this failure gives onto other unfulfilled
plans. When Fiammetta resolves to disguise herself and journey in search of Pamphilus, she is
first too afraid to do so, then unable to get her husband’s permission (f£.982-997). When she
consults the sorcerers, they ‘promis|e] to performe and bring to passe what I would™: to transport

her to Pamphilus, make him love her again, or make her stop loving him. She would be happy if
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‘the least of these might come to passe’, but they all prove ‘vain promises . . . unperformed’,
leaving her ‘flatteringe hope . . . many times confused, and in suspence’ (£.997).

This is not the end of Fiammetta, but it is the last suggestion of action on the part of its
heroine. The hope of the pilgrimage journey remains suspended over the remainder of the
narrative, and beyond; as Pamela Waley notes, “The outcome of the story . . . is left uncertain,
poised between . . . alternatives’.” The failed spells seem echoed in the Diana’s tenuous love-
magic, and the assonance of ‘come to passe’ and ‘bring . . . to pass’ suggests Yong may be
recalling the frustrations of Montemayor’s shepherds at this point: as Sylvanus complains on
meeting Selvagia, they ‘can never conclude and bring any thing to passe, that in our loves we
desire to have’ (15). Those sentiments anticipate another similarity between Fiammetta and
Montemayor’s pastoral narrative: their irresolute conclusions. These seem different to Alpers’
notion of pastoral ‘suspension’, in that they lack a sense of relief, however provisional: these are
characters left hanging in difficult situations which seem likely to persist. In Montemayor, the
resolution that does occur happens just beyond the shepherds’ reach, in a final chapter which
turns away from pastoral to complete the romance story of Felismena. Undertaking a journey of
the kind that Fiammetta only contemplates, she achieves the decisive happy ending of which
neither Boccaccio’s heroine nor Montemayor’s shepherds, in their different ways, prove capable.
The last of Yong’s translations to be discussed here, his work on Guazzo’s Civile Conversation,
suggests that the ambivalent status of ozzum in eatly modern thought may underpin these different

generic outcomes.

% Waley, ‘Nurse’, 173. Cf. f£.1087, 109, where only ‘the hope of my intended voyage . . . my assured hope . . . in my
pretended voyage’ staves off another suicide attempt.
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YONG AND GUAZZO

Unlike Yong’s other translations, his Civile Conversation is incomplete, at least in the form
in which it has survived: Yong’s rendering of the fourth and final Book of Guazzo’s treatise was
appended to the 1586 republication of George Pettie’s translation of the first three. Pettie’s work
had been published on its own in 1581, with the claim that Book 4 was too ‘triflyng’ to be worth
including,” an excuse which suggests that Pettie was not Guazzo’s most appreciative reader, since
one of the Conversation’s central arguments is the psychological value of trivial activities. Nothing
is known of the circumstances which led to Yong’s work being used to complete Pettie’s, but it
seems probable that there was more to this than simply a publisher’s need for a competent
translator to finish off what Pettie had begun.

Yong’s translation of the Dzana’s popular sequels as well as the original suggests an
aptitude for completing things; it contrasts with the piecemeal results produced by others who
began work on this sizable task.” His literary activities do not appear to have been motivated by
money.” Translating the Diana was a friend’s suggestion rather than a commercial venture: ‘intent
I had never . .. to put it in Print’, Yong advised his readers when he eventually got round to
publishing it, ‘in proofe whereof it hath lyen by me finished Horaces ten and sixe yeeres more’.”
These circumstances do not suggest that Yong would have been an obvious person for a
stationer to commission to finish off someone else’s work. It seems possible, instead, that Yong
might have had his own complete translation of Lz Civi/ Conversatione to hand in manuscript when
Thomas Fast was looking looking for a version of Guazzo’s fourth book with which to complete

his re-issue of Pettie’s popular work.

% Guazzo, The Civile Conversation, trans. George Pettie (1581), iiiv. Lievsay conjectures that the real reason may have
been Pettie’s discomfort with the translation of verse, of which the fourth book contains a higher proportion
(Guazzo, 55).

97 See note 4 above. Edward Paston apparently got as far as ‘some leaves’ (Diana, a37); D.M. Anderson doubts
Thomas Wilson’s claim to have completed more than his surviving manuscript of Book 1 ("Wilson’s Translation’,
177).

%8 For what little is known of Yong’s financial situation, see Harrison, ‘Bartholomew Yong’, 136-9.

9 Diana, a3r.
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This possibility is strengthened by the different texts from which Yong and Pettie
worked. Guazzo had issued a revised version of La Civil Conversatione in 1580. Yong’s section of
the 1586 Conversation ignores this, working solely from the original, unrevised text. Though
Pettie’s principal source was Chappuys’ French translation of the pre-1580 text, however, he also
consulted this newer Italian edition, and included many of its additional passages.'” The fact that
Pettie, published in 1581, still found time to consult the 1580 text, while Yong, published in 1586,
did not, would be simply explained if Yong’s translation was in fact completed much earlier, as an
independent project, perhaps before the 1580 edition of the Conversatione had appeared. Like the
Diana, it may have ‘lyen . . . finished’ for some time before it, or part of it, found its way into
print.

The hypothesis of a pre-existing interest in Guazzo’s work on Yong’s part can also draw
support from its subject-matter. Like ~Amorous Fiammetta, published the following year, The Civile
Conversation makes otium central to its argument. The closing book, which Yong added to Pettie’s
efforts, dramatises what Guazzo sees as ofzun/’s positive side in the shape of a healthily sociable
dinner party. But this attractive scene marks the triumph of Guazzo’s protagonist over the less
desirable kinds of leisure depicted in the earlier parts of the work; the journey from self-
destructive to life-enhancing varieties of ozum provides the underlying structure that unifies The
Civile Conversation’s varied discussions.

In what follows I will cite those earlier parts of the work in Pettie’s version; it should be
borne in mind that these — Books 1-3, finishing on £.175» — are not Yong’s words. But the
purpose of this discussion is not to explore the differences between the approaches of Guazzo’s
two translators, work which John Lievsay has already undertaken.'” Instead, the following pages
examine The Civile Conversation as a whole, in order to reveal the extent to which, in his work on
Guazzo’s treatise, Yong was associating himself with another text steeped in the moral-

philosophical critique of ofiuns.

100 The Civile Conversation (1581), f.iiir; Lievsay, Guazzo, 55-7, 74. It should be noted that some editions of La Civil
Conversatione published before 1580 also contained revisions, though less substantial ones (Lievsay, Guazzo, 309n).
1" Guazzo, 54-717.
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WILLIAM’S SOLITUDE

The Cipile Conversation, a conduct-book often compared to Castiglione’s, seems at first
sight to have little in common with Fiammetta other than its Italian origin. But Guazzo, like
Boccaccio, has a story to tell, and his frame-narrative of melancholy and retirement has several
things in common with Boccaccio’s catalogue of chambered passions. Private space is one of
these: Fiammetta’s chamber has an equivalent in the carefully-described closet in which the
discussions which make up the body of Guazzo’s treatise take place. Another is melancholy.
Fiammetta identifies her worsening despair as melancholic on a number of occasions. The reason
for her obsessive love’s persistence is ‘the melancolie . . . which now continually I had’ (£.987); she
suffers from ‘deepe and melancolie passions’, and needs to ‘purge . . . this melancholick humour’
(f.532), and heal a mind ‘infested’ by ‘melancholy fits’ (£.57v).'”” Melancholy is also the problem
from which Guazzo’s protagonist, his brother William, suffers, and whose remedies The Civile
Conversation sets out to describe.

A third common thread between these works is the question of ozzum. Otinm in Fiammetta
was suggested by locations (Naples, Baiae, the chamber), sources (Ovid, Statius), and by the
pastoral fantasy at the centre of Boccaccio’s narrative. All have Guazzian equivalents.
Fiammetta’s retreats to bedchamber or Baiae are matched by William’s transition from a career as
a prince’s secretary to his mysterious ‘retirement’ to his family home. Guazzo, like Boccaccio,
affirms his theme by reverting to its classical sources, quoting archetypal definitions of ozzum from
Aulus Gellius and Plutarch, alongside less direct references to Seneca. And one sign of William’s
melancholy is his wistful vision of life in the golden age, when people lived in forests and
followed nature, far from cities, politics and law. The similarity here to Fiammetta’s escapist
reverie — both speeches are described as ‘praise[s] of solitary life’ — may suggest that indulgence in

pastoral daydreaming was considered one of melancholy’s more recognisable symptoms.

102 See also f£.367, 567-57r, 1000.
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The argument here will not be that Boccaccio influenced Guazzo. Instead, the similarities
result from the fact that both are writing about ozzuz, discussions of which were inherently likely
to include the related issues of pastoral, privacy, and emotional disturbance. For both these
writers the most important and damaging consequence of ozzum is the last of these, in its
distinctive early modern shape of melancholy. As well as the erotic melancholy from which
Fiammetta suffers,'” early moderns recognised another variant of this disease which resulted
from something like the opposite: too much ascetic scholarship or contemplation. Bright’s
Treatise of Melancholy noted how ‘studies have great force to procure melancholie’; the solution was
to ‘abandon . . . studie’, and ‘give your mind to libertie of recreation’. '™ This kind of diligently
studious, high-minded retreat from the world is the origin of William Guazzo’s problems. By
including both Boccaccio’s Fiammetta and Guazzo’s William in his portfolio, Yong was
prompting his readers to consider the relationship between the two faces of early modern
melancholy, its amorous and contemplative variants, and to identify ozzum as the common thread
between them. He was also helping, with his fellow-translator Pettie, to provide an English
platform for Guazzo’s unusually progressive vision of this problem’s solution.

Guazzo’s preface, translated by Pettie, sets The Civile Conversation’s scene. Guazzo explains
how his brother William was granted leave from his post as secretary to the Duke of Nevers in
order to recuperate from illness (f.17). Having returned to the family home, however, he
announces his intention to make this therapeutic retirement permanent, give up his career, and
‘passe the rest of his life in quietnesse’. At this point a visitor arrives, Annibal Magnocavalli, a
distinguished ‘philosopher and phisition’(f.12). William feels drawn to Annibal’s company, and
they spend four days talking together. William found these conversations so fruitful that he

related them to Stefano, who wrote them down, and, so the conceit goes, is now publishing

103 On which see Carol Thomas Neely, Distracted Subjects: Madness and Gender in Shakespeare and Early Modern Culture
(Ithaca, 2004), 101-10; Mary Wack, Lovesickness in the Middle Ages: the Viaticum and its Commentaries (Philadelphia, 1990),
passinz; André Du Laurens, A Discourse of the Preservation of the Sight: of Melancholike Diseases; of Rheumses, and of Old Age,
trans. Richard Surphlet (1599), 117-24.

104 Timothy Bright, A Treatise of Melancholy, 1st edn (1586), 236; see also 30, 120, 194, and Joannes de Mediolano,
Regimen Sanitatis Salerni, trans. Thomas Paynell (1528): ‘melancolye folkes . . . be studious / for they covet alway to be
alone’ (ciiir-2).
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them, so that a wider audience can benefit from Annibal’s wisdom. (ff.12-27). Key to the
discussion is William’s projected retirement, from which Annibal dissuades him.

Though Guazzo frames the Civile Conversation as a portrait of his brother’s difficulties, it
seems likely to reflect his own. Guazzo is known to have suffered from bouts of depression from
1560; Lievsay suggests that these continued, exacerbated by the deaths of both his first and
second wives, up until his own death in 1593.'” Annibal quickly establishes that such ‘maladie of
yle] mind’ (f.22) is William’s most urgent problem: he ‘feele[s] oppressed with . .. great
melancholie’ (f.22). Guazzo strengthens this theme by giving William a personal interest in
medical theory: ‘by reason of my continual sicklinesse’, he observes, ‘I have ben driven to
bestowe some time in the studie of Galen’ (£.702). The conclusion of William and Annibal’s
conversation at the end of Book 3 — the point at which Pettie’s translation ended — affirms this
medical context. Through Annibal’s attitude-changing persuasions, William’s ‘superfluous
humours’ have been ‘consumed quite, & spent in mee’, so that he ‘sensiblie feeles” himself to be
‘a new healed patient’ (£.1767).

The similarity between William’s ‘anguish of mind, or melancholie’ (f.22) and Fiammetta’s
distress emerges further in Annibal’s warnings about the ‘vehement and frantike fansies’ and
suicidal tendencies to which this condition gives rise (f.42). Boccaccio’s and Guazzo’s
protagonists also share a liking for solitude, though The Civile Conversation grants this side of
otiun?’s argument more prominence. Fiammetta’s isolation — in ‘my Chamber all alone’ (£.87) —is
important, but in Guazzo solitude takes centre stage. William’s misconceptions are important
here. He feels that ‘the company of many is greevous unto me, and that contrariwise, solitarinesse
is a great comfort and ease of my travels’ (£.37). But Annibal thinks this inability to see what’s bad
for him — ‘the false imagination you have’ (£.37) — may be his most dangerous symptom. The fact
that this patient ‘thinke[s] to recover your health in continuing . . . that solitarie life’ is the one
thing that makes his physician-friend ‘feare least this maladie be perchaunce incurable’ (f.37). To

‘cut of the cause’ of his problems, he must learn to ‘know it’ (£.32). William’s achievement of this

105 Lievsay, Guazzo, 6-10.
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insight is gratefully expressed at the close of Book 3. [I|n this my siknesse’, he admits, ‘T used
solitarinesse in steede of a remedie’; but in doing so, he now realises, ‘I went about to make my
selfe a grave’. Instead, ‘conversation is the right medicine’ (f£.17572).

As this suggests, the Civile Conversation views a desire for solitude as a quintessential sign
of melancholy; ‘civil conversation’ itself is defined throughout Guazzo’s treatise by means of its
opposition to solitude, and hence its therapeutic effect in such cases.'” The text enacts the
transition it recommends: beginning with the anecdote of William’s withdrawal from society, it
ends with Annibal’s description of a banquet which features ‘a pretie sporte of solitarinesse’, in
which each player must devise their own ‘figure or shadow of a solitarie life’, in the shape of a
proverb which advocates it (£f.1807). In this, the section which Yong contributed to the 1586
edition, the guests cover all William’s reasons: religiosity, studiousness, dislike of vulgarity, the
avoidance of ‘concupiscence’ (ff.1802-1817). [W]ittie’ and ‘pleasaunt’, the game laughs elegantly
and sociably at the idea of ‘solitarie and melancholie place(s)’ (£.1807).

The importance of this theme to Guazzo was apparent to at least one contemporary,
Lodowick Bryskett, much of whose Discourse of Civill Iife (1606) was probably composed shortly
after the initial publication of Pettie’s translation in 1581.""" Bryskett acknowledges Guazzo’s
influence and declares his intent to discuss ‘civil conversation’.'” Accordingly, his treatise is
framed by its authot’s own retirement from the clerkship of the council of Dublin and retreat to
his rural cottage. A guest defends him against the charge of ‘solitarinesse, which commonly all
melancholy men are much given unto’, and this question of ‘solitariness versus “conversation’ is
developed along Guazzian lines."”

Guazzo’s influence is apparent not only in Bryskett’s retirement, but in what he retires
from. His ‘clerkship’ in the provincial government parallels William’s courtly career as a secretary,

from which solitude provides needed relief. In Pettie’s rendition, William laments that

106 [ jevsay (Guagzo) notes this at a number of points. The ‘Guazzian . . . solitude-society antithesis’ is ‘the dominant
general theme of Book One’ (101); elsewhere, he refers to Guazzo’s ‘advocacy of “conversation” in preference to
solitude’ (87), and describes sociability as ‘Annibal’s prescription for the melancholy William Guazzo’ (102).

107 Ibid., 49, 84.

108 My discussion is based on Lievsay’s account: Guazzo, 84-5.

109 See note above. Lievsay is citing Bryskett, A Discourse of Civill Life (1606), 7.
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for the service of my Prince, I must of force bee conversant not only with other Gentlemen his servants, but
also in the Court, to discourse and deale with divers persons of divers countries & nations, yet I do it against
the heart . . . nothing els but paine and subjection. But when I withdrawe my selfe into my lodging either to
reade or write, or to repose my self: then I recover my libertie . . . (£.37).

In response, however, Annibal is brutally clear that this hint of a political rationale — ‘subjection’
versus ‘libertie’ — is obscuring a medical problem. Solitude is ‘hurtfull to the health’ (£.197), and
‘the solitarie man . . . is in very deede sicke’ (£.537); like the melancholy that prompts it,
‘solitarinesse putteth many evill thinges into our heads, and maketh us beleeve that which is not.
Neither hath it anie thing in it but horror & terror .. .” (£.172).

The physical effects are just as pronounced. Solitary people become ‘ill favoured, leane,
forlorne, and filled full of putrified blood, by meanes whereof, their life and manners come to
corruption’ (f.42). William’s desire to be alone is both a symptom and a cause of his illness. His

new taste for solitude is making him poison himself:

thinking to receive solace by meanes of a solitarie life, you fill your self full of ill humors, which take roote in
you, and there lie in waite readie to search out secrete and solitarie places conformable to their nature, & to
flie all mirth and company . .. these corrupt humours, covertly lurking, with more force consume, and
destroy the faire pallace of your minde. . . . leaving that wrong opinio[n], wherby hitherunto you went about,
cleane contrarie, to redresse your evil, you should change your order of proceeding, & . . . account
solitarinesse for poyson, and companie, for an Antidote . . . (f.32)

Annibal’s words here are significant, because they help to show the connection between
Guazzo’s major theme of solitude and what appears a relatively minor episode, the discussion of
leisure that closes Book 2 (ff.1162-1182). The ‘putrified blood’ and rooted, lurking humours that
characterise solitude in this passage draw on a stagnancy topos whose application to o#ium was

longstanding; it appears in both Ovid and Plutarch,'"

the latter of whom Guazzo may be
recalling here. In the section of the Moralia whose title considers Whether This Common Mot be Well
Said: . . . So Live, As No Man May Know Thou Livest — Plutarch, unsurprisingly, thinks it isn’t — he

describes how

110 Vickers, ‘Otinnr, 31, 109, 126-8, 142.
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a sedentarie life, retired a part in idlenesse, causeth not onely the bodie, but the mind also of man to languish
& grow feeble: & like as dormant, or close & standing waters, for that they be covered, overshadowed, & not
running, grow to putrifie; even so, they that never stirre, nor be emploied . . . corrupt quickly.'!!

William Baldwin pungently developed this image, emphasising its contrast with gainful
employment. Under the heading ‘what idlenes is’, he replied: ‘Idlenes (that is to saye) the ceasing
from necessarye occupacion or study, is y[e] sinke which receiveth al the stinking canelles of vice:
whiche once being brimfull, suddenly runneth over . . . and poysoneth a greate multytude . . .’
(£.2082). Similar images of pooling were used to describe melancholy, as Annibal implies: it was
caused when ‘lees’ of blood settled out from the main volume and ceased to flow."” In 1584
Thomas Cogan made the link between moral-philosophical metaphor and Galenic physiology
explicit. Under the heading of ‘Labour’, or exercise, he observed that ‘flowing water doeth not
lightly corrupt, but that which standeth still: Even so . . . such as bee idle [are] more subject to

sickenes”.'"” A later passage in Pettie’s sections of the Conversation suggests a similar convergence:

some choose solitarinesse through lazinesse of mind, and lazinesse of bodie, to the intent to ridde their
handes of the travayles, affaires, and workes which they ought to undertake . . . these lurke loyteringlie . . . 1
have knowen some of these idle merchaunts to withdrawe them selves from companie most parte of the daie,
taking pleasure to doe nothing, unlesse it were to presse down their beds with the peise of their unwildie
bodies . . . he, which being in the active life refuseth companie . . . through lazy slouthfulnesse . . . [and]
shrinketh aside into solitarinesse is greatly to be reprehended . . . (ff.197-2).

The tendency of idle loners to ‘lurke loyteringlie’, like the ‘covert . . . lurking” of melancholy
humours themselves, 