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Venus clerk, Ovyde, 

That hath y -sowen wonder wyde 

The grete god of Loves name. 
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Ovidius Naso was the man: and why, indeed, Naso, 

but for smelling out the odoriferous flowers of 

fancy, the jerks of invention? 
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Chapter 1 

Introductory 

Chivalry was a code of behaviour designed to protect medieval 

civilisation from a relapse into barbarism. It was an attempt to regulate 

the instincts of the aristocracy and fashion them into a recognisable 

pattern by prescribing, among other things, an elaborate art of love(1). 

The troubadours popularised the ideal of masculine self -abasement and 

encouraged submission to its discipline, but it was not long before the 

ideal itself hardened into an artificial convention. By the twelfth 

century laws of gallantry had been formulated and Courts of Love had been 

set up to pronounce on subtle points of honour. Indeed for some two 

hundred years these institutions never wearied of discussing the niceties 

of human conduct(2). But these discussions need not deceive us into 

misinterpreting amour courtois as a denial of the claims of the flesh. Its 

established position in the social order would itself rule out that 

possibility. Whatever it may have meant in the verses of a poet 

addressing a high -born lady of Provence, it had certainly changed its 

temper by the thirteenth and fourteenth centuries(). Stripped of its 

heroic trappings, it had revealed itself as concessa Venus, free and 

adulterous love; and the leisured classes of the later jIiddle Ages 

distinguished themselves only by the serious effort they made to canalise 

its dangerous energies by insisting on a probationary ritual for all 

lovers. It had clearly become for them a glaring breach of etiquette to 

ravish a lady when the correct procedure was to seduce her(+). 

In such a world Ovid enjoyed a popularity second only to that of 

Virgil. His work had the merits of a belated best -seller for it was well 

attuned to the ear of the age. His ribaldry and gay amorality inspired 

the goliardic snatches and the licentious ballads of the wandering 

1. Huizinga, The Waning of the Middle Ages,pp.95 -106, H.O.Taylor, The 
Medieval Mind,vol.l,pp.574 -603, and Courthope, A History of English 
Poetry,vol.1,pp.172- 175,351 -35'+. 

2. As late as 1401 a court was established at Paris to hear love -suits and 
even later in the same century René of Provence was renowned for the 
zeal he showed in analysing the nature of gallantry and denouncing 
infringements of its rules(Huizinga,loc.cit.). Courthope reminds us tha 
Scott gave a study of René and his Court in Anne of Geierstein(chapters 
xxix -xxx). 

3. Witness the sneering comments of Jean de Meung in Le Roman de la Rose 
and of Pandarus in Chaucer's Troilus and Criseyde. 

4. C.S.Lewis, The Allegory of Love,pp.1 -43. 
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scholars(1). His Heroides won the admiration of more sophisticated 

circles on account of its delicate analysis of sensibility. His Ars 

Amatoria, construed as a serious recipe, commanded the widest attention 

in a period immediately concerned with the formalization of love. His 

Metamorphoses gave easy access to the strange and disturbingly new world 

of mythology. Though the Amores were then but little known, Ovid had 

earned a reputation as a great love -poet, and the readers of the day 

would find his works full of wise saws and medieval applications(2) . 

No single poem illustrates the extent of this influence so 

thoroughly as Le Roman de la Rose, begun in the early thirteenth century 

by Guillaume de Lorris and continued after his death by Jean de Meung. It 

stands out as the most representative and most considerable Ovidian 

document of the Middle Ages. The first part, with its exposition of the 

method to be followed by a lover in the siege of his lady's heart, is a 

treasury of courtly sentiment; the second part is a cynical exposure of 

the hollowness of the chivalric convention and a bitter indictment of its 

aims and aspirations. In their different ways, both poets are disciples 

of Ovid, for both brought the Ars Amatoria, as it were, up to date, and 

both adorned their theme with an occasional interlude from the 

Metamorphoses(3). But Guillaume de Lorris is more medieval in the 

restricted range of his sympathies. He represents that moralisation of 

Ovid which began with the troubadours of Provence and which, by a curious 

irony, sought to enlist the most sensual of poets in the cause of 

respectability. Jean de Meung, on the other hand, is more restless and 

critical than his predecessor. He points forward to the coming 

Renaissance with its closer understanding of the spirit of antiquity, and 

his work has accordingly caught something of the irreverence of Ovid, 

so_nething.of his naughty insouciance, and something, too, of the sardonic 

1. See Carmina Burana, ed. Hilka und Schumann,Band 1, Helen Waddell's 
Medieval Latin Lyrics, J.A.Symonds,Wine,Women,and Song. For a discussio 
of the goliardic lyric see P.S.Allen, Medieval Latin Lyrics, MP, vol.v, 
1907- 1908,pp.114 472 and vol.vi,1908- 1909,pp.24 -43, C.H.Haskins, The 
Renaissance of the Twelfth Century,pp.177 -183, and Helen Waddell, The 
Wandering Scholars, pp.195 -221. 

2. E.K.Rand, Ovid and his Influence,pp.108 -128, C.H.Haskins,op.cit.,pp.107 
109,and R.H.Coon,The Vogue of Ovid since the Renaissance,CJ, xxv,1929- 
1930, pp.277-290. 

3. See Le Roman de la Rose,1487 -138, 14115 14542, 16303 -16430, 21429- 
22608. 
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humour which informs so much of his verse(1). 

Towards the end of the fourteenth century, the first seeds of 

that Renaissance were being sown, and a dim awareness of Ovid's poetic 

skill began to take shape in the minds of his readers. The Metamorphoses 

and the Heroides were displacing the Ars Amatoria in popular esteem, not 

only because they together offered an inexhaustible storehouse of 

allusion and of myth but also because they stirred the imagination by the 

very brilliance of their execution. Poets were becoming interested in the 

literary as well as the didactic features of his work, but that literary 

interest was still limited in scope. Chaucer did not study Ovid's art and 

copy his technique, for that would have demanded a self- consciousness 

which camé only with the full Renaissance; on the contrary, he was content 

to borrow from Ovid grist for his narrative mill, subject- matter which he 

paraphrased and recast in The Book of the Duchess, in The House of Fame, 

in The Legend of Good Women, and in the tales told by the Maunciple and 

the Monk. Even Chaucer's description of the mural decorations in the 

Temple of Diana in The Knight's Tale makes no effort to recapture the 

glowing colours and the voluptuous detail of the Metamorphoses(2). His 

method there is narrative rather than pictorial: he confines himself to 

giving a short summary of the misfortunes which befall each of the 

characters; and even his fuller portraits of Lucina and of Venus(3) read 

like a word -picture of an actual tapestry rather than a deliberate 

attempt to emulate the Ovidian manner. Like Gower and other medieval 

.writers, Chaucer imitated Ovid but his imitation was, in Roger Ascham's 

well -known phrase, similis materei, dissimilis tractatio(4). 

The poets of the Renaissance, on the other hand, approached Ovid 

in a more imaginative and receptive spirit.. They borrowed his themes but 

they also aped his style. They were intoxicated with the splendour of his 

poetry and strove to recreate his wonderland with its seductive nudes and 

its insatiable lusts. They exulted in the sensuous quality of his 

1. See the advice of the Duenna, Le Roman de la Rose,13977- 14554, and the 
tirade of Genius,ibid.;17106- 17522. See too C.S.Lewis, The Allegory of 
Love,pp.112 -156. 

2. The Canterbury Tales,A 2051 -2094. See Joan Evan's article on Chaucer 
and Decorative Art,RES,vi,1930,pp.408 -412. 

3. Ibid.,A 1955 -1966. 
4. Gregory Smith, Elizabethan Critical Essays,vol.1,p.8. S.G.Owen, Ovid 

and Romance, gives a full list of the Ovidian borrowings in the work 
of Chaucer and Gower(English Literatùre and the Classics,ed. Gordon, 
pp.167 -195). 
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descriptions, the decorative texture of his verse, and the sonorous 

sweep of his rhetoric. Even the mythical details with which they 

lavishly adorned their work were more dynamically introduced, for they 

helped to heighten the colour and generate an atmosphere of languorous 

ease. These poets certainly imitated Ovid, but their imitation, unlike 

Chaucer's, was similis materei, similis tractatio. They tried to clothe 

the Ovidian bones with Ovidian flesh and animate the body with an Ovidian 

spirit. They read the Metamorphoses in much the same way as, Du Bellay 

tells us, the Romans read Greek poetry, 'se transformant en eux, les 

devorant et, apres les avoir bien digerez, les convertissant en sang et 

nourriture'(1); and its influence became so strong that neither the 

complaints of Du Bartas in France nor the bitter attacks of Gosson in 

England could avail to check it(2). 

The reason for such a complete surrender to the spirit of Ovid 

cannot be attributed to the position he had held in medieval literature 

and the increasing familiarity with his work. On the contrary, it is to 

be found in the vast and complex movement of the Renaissance. Despite 

its sporadic exuberance, the fifteenth century had been a period of self - 

mortification, when the mind had been shackled by dogma and poisoned by 

tear. The Church had preached the vanity of the flesh so effectively 

that it had helped to sap the virility of its own teaching; and the poems 

óì Villon, the mural decorations of La Chaise -Dieu, and the woodcuts of 

Guyot Wiarchant reflect the obsession with death and physical decay which 

points to the decline of a civilisation(3). At such a time, the recovery 

of classical literature and classical thought raised new hopes, for it 

held out the promise of a richer and a fuller life. In place of 

scholastic philosophy, it offered a new synthesis which brought in its 

train the emancipation of the mind and a resurgence of the spirit. The 

old bonds were burst asunder and what Sir Fulke Greville wistfully calls 

the 'large complexions of these active times'(4) encouraged men to widen 

1. La Deffence et Illustration de la Langue Francoyse,Book l,chapter 7. 
2. Du Bartas, L'Uranie(1573),201 -204: 

J'aimeroi mieus chanter le tour assyriene, 
Que les trois montz gregeois l'un sur l'autre plantes 
Pour desthroner du ciel les dieus espouvantés, 
Et l'onde de Noé que la Deucaliene. 

Gosson in his School of Abuse(1578) criticises Ovid for his 'inceste 
of Myrrha and that trumpet of Baudrie, the Craft of Love'. See 
Elizabethan Critical Essays,vol.l,p.364. 

3. See Huizinga's chapter on the 'vision of Death', The Waning of the 
Middle Ages,pp.124 -135. 

4. Sir Fulke Greville, Life of Sir Philip Sidney, ed. Nowell Smith,p.9. 
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their horizons by exploring the intellectual and physical worlds; indeed 

so keen was the pursuit of knowledge and so marked the change in the 

temper of the age that Rabelais jestingly records that robbers, hangmen, 

freebooters, tapsters, and ostlers were more learned than the doctors and 

the preachers of his youth(1). Alongside this growth in mental stature 

there went a quickening of the emotional life. The imagination responded 

to the loveliness of the world. The human body was no longer a thing of 

corruption but a symbol of beauty, the leit -motif of the Italian masters 

and, on a lesser scale, of the English Ovidian poems. 

The Renaissance, however, had raised another problem. If it 

offered poets a new vision of life, it also presented them with the 

difficulty of finding a suitable medium for its expression. The 

leisurely, discursive, and pedestrian technique of the Middle Ages was 

unfit for the task. Moreover, it had been discredited as a result of the 

phonetic changes which had taken place in the language since Chaucer's 

day, and the few who had carried on the tradition had produced such sorry 

verses that Sir Thomas Elyot was moved to comment on the poverty of 

inspiration as early as 1530(2). The second half of the century, however, 

saw a growing revolt against flaccidity and a passionate concern with 

form and expression. It was in the name of art that the members of the 

Areopagus tried to reform our numbers by experimenting with classical 

metres. It was against looseness of structure in the drama that George 

Whetstone protested when he complained that a hero 'in three howers 

ronnes throwe the worlde, marryes, gets Children, makes Children men, men 

to conquer Kingdomes, murder Monsters, and bringeth Gods from Heaven, and 

fetcheth Divels from Hel'(3). It was to refine their native tongue and 

sharpen its sensibilities that Lyly and Spenser, the one Following 

Guevara(4) and the other Du Bellay, revolutionised the style of English 
prose and poetry. Perhaps Puttenham expresses the contemporary 
impatience with the traditionalists and the need for artistic discipline 
mosttrenchantly when he dismisses Skelton as a rude, railing rhymer, 
urges that ideas should be 'uttered in good forme and order as other 
laudable things are', and commends Wyatt and Surrey for polishing the 
'homely maner of vulgar Poesie' by subjecting themselves to the 

1. Rabelais, Gargantua et Pantagruel, Book 2, chap.viii. 
2. The Boke named the Governour, ed. Croft, vol.1, pp.120 -121. 
3. Elizabethan Critical Essays, vol.1, p.59. 
4. By way of Sir Thomas North's translation, The Diall of Princes(1557) 
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chastening influence of Italy(1). 

It would not be inaccurate, then, to regard the Renaissance as a 

stylistic revolution. The love of beauty begot a love of form, and 

English poets were driven to draw upon the artistic experience of other 

and richer civilisations. Some, like Wyatt and Surrey, introduced Italian 

forms; others, like Thomas Lodge, found their prop in the achievements of 

the Pléiade; but in an age which witnessed the revival of learning, it is 

not surprising that all looked expectantly to the poetry of classical 

antiquity. Virgil naturally presented himself as the greatest of the 

Roman poets, but his very greatness proved an embarrassment. Apart from 

Caxton's rendering from the French(1490), no fewer than five attempts 

were made in the sixteenth century to translate the Aeneid into English 

verse, and all show that Virgil's measure was too stately, his spirit too 

elusive, his mood too mature, and his technique too complex for the 

limited understanding of the Renaissance(2). Nor could the Elizabethans 

turn to Horace for an answer to their questions, for his mellow 

epicureanism and the curiosa felicitas of his style were too 

sophisticated and too self- assured for the restless and turbulent spirit 

of the ti_aes(3). Ovid alone of all the Roman poets was singled out as 

the artistic guide of the age. The new poets, wits fresh from the 

Universities of Oxford and Cambridge, wanted an erotic love -poetry 

written with distinction and charm, and Ovid was the most metropolitan of 
poets and the arbiter elegantiarurn. They were virtuosi who fiercely 

repudiated the 'rakehellye route of our ragged rymers'(4), and devoted 

themselves to the discipline of art; and they found that Ovid's technical 

brilliance was as undisputed as it was superficial and easy to imitate. 
They admired eloquence and dignity of speech, and the sustained 

narratives of the Metamorphoses and the plaintive recriminations of the 

1. Arte of English Poesie(1589), Book 1, chap. xxii, xxxi, and Book 2, 
chap. ix. For an interesting discussion of this question of style see 
the article on Gongorism and Gorgonism, TLS, May, 19, 1927. 

2. CBEL, vol.1, p.808, and Henrietta R. Palmer, List of English Editions 
and Translations of Greek and Latin Classics Printed before 1641, pp. 
110 -117. The Eneados of Gavin Douglas(1553) and the Aenaeis of the Earl 
of Surrey(1557 are poetically the most creditable of these undertaking 
Phaer and Twyne's translation(1558 -1573) is no more than a commendably 
solid achievement, while Stanyhurst's incompetent version(1582) has for 
long been a butt for scholarly contempt. O.L.Jirieczek's Specimens of 
Tudor Translations is useful for comparative study. 

3. This no doubt accounts for the very few translations of Horace which 
appeared in the course of the sixteenth century. See CBEL, vol.1, p.803 
and Palmer, op.cit.,pp.59 -63. 

4. Elizabethan Critical Essays, vol.1, p.131. 
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Amores and the Heroides furnished rhetorical models which it would be 

difficult to surpass. 

But this concern with style does not by itself fully account for 

his amazing popularity with the Elizabethans. There were other 

contributory factors which helped to make the last decade of the 

sixteenth century the heyday of Ovidianism in our literature. The vigour 

of the age made its tastes run to flamboyancy and exuberance. It had a 

passion for decoration, and a suggestion of exaggeration underlay all its 

activities. Its great houses were adorned with elaborately wrought 

ceilings and wainscotings, and were stocked with costly furnishings and 

marbles; their walls were draped with tapestries made of the richest 

material and embroidered with the most pictorial designs(1). The clothes 

were so extravagant that Ascham once protested against the huge hose, the 

monstrous hats, and the garish colours affected by the dandies of his day, 

but the Italianate embellishments which he deplored became the fashionable 

mode a few years later(2). The banquets were gargantuan feasts served in 

the most sumptuous manner, and even the confectionery art had acquired 

architectural proportions(3). Lavish sums of money were also spent on 

entertainment, and the pages of Hall and Holinshed abound in descriptions 
of the masks which were produced, regardless of expense, to please the 

vanity of Henry Vlll; but even the splendour of these was surpassed by 
the glittering spectacles prepared for Elizabeth on her progresses through 
her kingdom(4). 

Naturally the poetic taste of the age was influenced by this zeal 
for decoration. Poets were interested in the ornamental values of their 
craft and less in the narrative skill of their exposition. Their genius 
was descriptive and pictorial, and they used every occasion to embellish 
their work with a profusion of gorgeous detail. Poetry for them was a 

1. Shakespeare's England, vol.2, pp.119 -133; Frederick Hard, Spenser's 
"Clothes of Arras and of Toure", SP, xxvii, 1930, pp.162 -185; Jusserand, 
Literary History of the English People, vol.2, pp.225 -314. See too the 
chapters on Renaissance, Elizabethan, and Italian decoration in Owen 
Jones's Grammar of Ornament, pp.109 -151. For earlier evidence of this 
passion for splendour see Sir John Fastolfe's will in the Paston Letters, 
vol.1, pp.475 -490. 

2. The Schoolmaster, Arber reprint, p.69; Shakespeare's England, vol.2, pp. 
91 -118. 

3. Shakespeare's England, vol.2, pp.133 -142. 
4. John Nichols, The Progresses and Public Processions of Queen Elizabeth. 

See especially the description of the revels at Kenelworth given by 
Leicester in 1575, and those at Elvetham given by Hertford in 1591. The 
expenses incurred by Sir Nicholas Bacon after such a visit from the 
Queen are also revealing. See volumes 1 and 2(no pagination). 
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'speaking picture' which attempted to suggest the glowing texture and the 

brilliant designs of a tapestry(1). They liked flamboyant effects, 

exaggerated emotions, and heightened colours. And here, too, they could 

find no better master than Ovid, for the gamut of his emotional life was 

limited but the emotions themselves were strong. The passion which glows 

with a sullen splendour in the Heroides leaps into a smoky blaze in the 

Amores and burns with a clear, steady flame in the Metamorphoses. He had 

boasted on one occasion that he was praeceptor Amoris(2), but the love 

which he discusses so fully never rises above the level of physical 

sensation. It is never for him the fierce, consuming passion which 

tortured the soul of Catullus. Ovid is incapable of such deep feeling, 

and he treats the theme with the amused detachment of a connoisseur. He 

is at all times the 'capricious poet'(3) for whom love is a titillation 

of the flesh and its gratification a purely animal pleasure. But this 

very limitation forced him to become one of the most literary and at the 

same time one of the most visual of poets. Like the Elizabethans, he 

lived ,very, much by the eye alone. He lacked subtlety and concealed his 
superf,icia ity 
artificiality under an elaborate superstructure of decoration. He blinds 

us to his imperfections by the lavish use of colour. The beauty of the 

nymphs, the brilliance of the sunlight, and the restful greenery of his 

woodlands form the background of his best poetry; and his verse is so 

skilfully embroidered with his fancies that the mind is dazzled by its 

virtuosity. 

In this lack of subtlety there is to be found yet another reason 

for Ovid's popularity. He has the modest virtue of being unreflective; 

and his poetry shows a naive indifference to the harsher problems of life. 

The placid surface of his verse is only rarely disturbed by a mild ripple 

of speculation, and even his gnomic lines are no more than the pleasing 

expression of platitudes. Ideas for him are so many pretexts for 

displaying his astonishing technical dexterity. The content of 

Pythagoras's dissertation in the last book of the Metamorphoses is 

borrowed from the Timaeus, and Ovid contents himself with balancing one 

line cleverly against another and juggling playfully with words. Dryden 

1. Sir Philip Sidney, An Apology for Poetry, Elizabethan Critical Essays, 
vol. 1, p.158. Cf. Horace, Ars Poetica, 361: ut pictura poesis. Mr. 
Geoffrey Tillotson has a stimulating essay on the Elizabethan taste for 
decoration in his Essays in Criticism and Research, pp.5 -16. 

2. Ars Amatoria,i.17. 
3. As You Like It,3.iii.6. 
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once complained of his 'boyisms' and noted that he tended to say too 

much on every subject(1). The judgment is sound, for his gay spirit 

escaped from the world of thought, the world of Lucretius, Virgil, and 

Horace, into a never- never -land of make- believe where he could spin his 

webs of fancy and chase his elusive dreams(2). His is the poetry of 

adolescence, and his adolescence touched a sympathetic chord in the 

minds of the Elizabethans. With the exception of a few prophetic voices, 

such as Fulke Greville, Raleigh, and Chapman, the poets of the fifteen - 

nineties preferred, like Ovid, to simplify life and embroider it with gay 

abandon. It was an age of ardours and aspirations, free from perplexity 

and uncertainty. If they had any doubts, the poets suppressed them and 

left them for the next generation to solve. In the interval, they were 

content to idealise the issues and fleet the time gaily in the brave new 

world of the imagination; and their apparently endless sequence of 

romances, pastorals, and prettily conceited lyrics offer a vision of life 

which is at once as ebullient and as jejune as Ovid's. 

Not the least important of the reasons for this cult of Ovid was 

the Elizabethan's need for a new symbolism by which to express his new 

imaginative experience. Every age has its own distinctive imagery, and 

in the Middle Ages it had commonly taken an allegoric form(). It had 

begun as the handmaid of theology and had been used to help the 

untutored laity to view the mysteries of the Christian religion through a 

glass darkly; and it had enjoyed the additional social advantage of 

making life more bearable by investing it with a deeper significance and 

focussing its every activity on God. In poetry, it was seen at its most 

creative level in The Divine Comedy, where the poet's journey 

represented the spiritual development of man, but in most religious and 

secular verse, it had contented itself with frigid abstractions. After 

reaching its fullest maturity in Le Roman de la Rose, it had deteriorated 

into a mechanical convention, and there followed a period when poets had 

either to continue imitating the machinery of this poem or engage in a 

search for ever more recondite analogy. When, in the Donatus Moralisatus 

1. Preface to the Fables, ed. W.P.Ker, 
Poesy, vol.1, p.93. 

2. Gilbert Murray, Poesis and Mimesis, 
3. H.O.Taylor, The Medieval Mind,vol.2 

Flourishing of Romance and the Rise 
The Allegory of Love,pp.44 -111. 

vol.1, p.257 and Essay of Dramatic 

Essays and Addressessp.117. 
,pp.67-85,555-589; Saintsbury, The 
of Allegory,pp.300 -332; C.S.Lewis, 
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(fifteenth century), the noun -substantive was equated with man and the 

pronoun with his fallen nature, symbolism had become a playfully 

fantastic game: it had ceased to fulfil its primary function of 

clarifying the issues and had become an evasion of thought(1). 

Even at its best, this medieval symbolism would have been too 

narrowly intellectualistic for the needs of the Elizabethan poet, for he 

lived in the world of the senses and not in the world of ideas. He 

wanted something which was more spontaneous and more resplendent, 

something which would give expression to his inner life with a 

plenitude of power and beauty; and it was only in the glittering 

panorama of the gods and goddesses, the nymphs, fauns, and satyrs of 

Ovid's Metamorphoses that he found an imagery to fire his imagination 

and satisfy his aesthetic cravings. The Désir and the Reine d'Amour of 

the Middle Ages, as Hallam says, were displaced by the Cupid and the 

Venus of the Renaissance(2). When some of the old symbols lived on in 

the work of Spenser, they did so because they had been transfigured by 

the plastic art of Ovid and the Italian t enaissance. The Seven Deadly 

Sins in the House of Pride, for instance, differ markedly from their 

fellows in Dunbar's poem. Dunbar's figures have more energy and 

movement than Spenser's because they are dramatically portrayed: their 

actions are more arresting than their appearance. Spenser's figures, on 

the other hand, are panel- pieces conceived in sensuous terms and 

described with a greater wealth of colour and pictorial detail. They are 

more akin to the abstractions in Sackville's Induction(1563) in that 

they not only point the moral but also adorn the tale. 

No poet at this time was more frequently translated than Ovid, 

and the extent of his popularity may in some measure be gauged by a 

scrutiny of a few bibliographical facts(3). In the course of the 

sixteenth century, all his poems appeared in English dress with the 

notable exception of the Pasti and the Epistulae ex Ponto, and these 

last were no doubt neglected because they lacked the authentic, Ovidian 

ring. Both were written under a certain constraint. The first is the 

work of a panegyrist who hopes to atone for past offences by acclaiming 

1. See Huizinga's chapter on the decline of medieval symbolism in his 
Waning of the Middle Ages,pp.182 -194. 

2. Hallam, Introduction to the Literature of Europe, vo1.2,p.293. 
3. CBEL, vol.l,p.805; H.R.Palmer, op.cit.,pp.75 -84; W.J.Harris, The First 

English Translations,p.110. 
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the grandeur of Rome, and the second is the monotonous apologia of an 

exile intent on persuading influential circles to reconsider his case. 

And though what might be called his public muse is not without its 

charm, Ovid had to chasten his spirit and renounce his gaiety on the 

footstool of repentance. The least popular of his other poems were the 

uninspired Remedia Amoris, which was translated by Browne in 1600, and 

the brilliant Ars Amatoria, which proved too didactic for the new age 

and which found a very indifferent translator in 151. All his other 

works were much better received by the readers of those days, and even 

Underdowne's rendering of the Ibis(1569), itself a tedious piece of 

invective and imprecation, was reprinted some eight years after its 

first publication. Churchyard's translation of the Tristia(1572) was 

printed three times, and the Heroides, whose rhetorical clangour and 

passionating vein had won an enduring popularity, was Englished by 

Turberville in 1567 and passed through five editions by 1600. 

By far the best of these translations was Marlowe's version of 

the Amores, not because he was more scholarly than the others but 

because he succeeded in conveying some of the sensual rapture and the 

impassioned verve of the original. The work, however, proved too 

daring even for Elizabethan taste. Only selections from these elegies 

were published in _ Marlowe's lifetime(1590), and the sales of the 

complete editions which appeared in 1597 and 1600 were banned by the 

London authorities(1). If Marlowe's Amores is the best, Arthur 

Golding's rendering of the Metamorphoses is certainly the most famous of 

all Tudor translations. First published in complete form in 1567, it 

was republished five times between that date and 1603, and it enjoyed 

the widest popularity. Its style is poetically undistinguished and in 

places even pedestrian, and it makes no pretence of emulating Ovid's 

literary qualities. It possesses, however, the solid merit of 

transmitting the meaning in a vigorous and exuberant fashion, and it 

exercised a powerful influence on the minds of Elizabethan poets; 

indeed, echoes of its phrasing recur again and again in Shakespeare's 

Venus and Adonis and in the lesser works of the Ovidian school. Nor is 

the moral purpose which Golding is careful to read into these legends 

without its significance for the understanding of the poetry of Spenser, 

1. Phoebe Sheavyn, The Literary Profession in the Elizabethan ARe,p.48. 
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Davies, Drayton, and Chapman. Like them, he spiritualises Ovid, 

pleading in his dedication to Leicester that each fable may be made to 

yield a Christian teaching, and arguing in his preface that a little 

ingenuity would interpret every book in a sense most profitable to the 

reader(1). 

It is important to stress Golding's moralisation, for it would 

be easy to falsify the picture by exaggerating the completeness of this 

surrender to Ovid as though his influence had been transmitted without 

contamination from other sources and without cross -fertilisation by other 

trends of thought. Indeed there were several forces at work to make 

this impossible of achievement. For one thing, there stood between Ovid 

and the Elizabethans the majestic fabric of the Middle Ages, and, 

however much a Renaissance poet might strive after individuality and 

exalt the virtues of l'uomo universale, he could not entirely escape from 

the medieval tradition. Like Gaston de Latour, he might yearn for 'the 

wine and roses and the languorous summer afternoons' of pagan antiquity 

but, like him too, he 'essayed in vain to thrust out of him the medieval 

character of his experiences'(2). There was no complete break with the 

Middle Ages for the reason that the Renaissance movement emerged from and 

had its roots in the Middle Ages(3); and the activities of the centuries 

which witnessed the spirituality of Raphael and the sensuousness of 

Botticelli, the piety of Tasso and the fierce anti- clericalism of 
Massuccio, the persiflage of Ariosto and the uncompromising rigour of 
Savonarola cannot be confined within the framework of a neat definition. 

Various counter -influences were indeed shaping and moulding the 
classical inheritance, and in the early days of the Renaissance it was 
not uncommon to find religious symbolism and Ovidian mythology existing 
side by side, as they were to do later in Milton's Lycidas or in 
Browning's Saint Praxed's Church. In Michael Angelo's Sistine fresco, 
the souls of the damned are being shepherded into Hell by Charon; 
Riccio's chandelier in the church of San Antonio in Venice shows Jupiter, 
in the act of hurling the thunderbolt together with the adoration of the 
Magi; rand, in 1497, a Parisian monk found no incongruity in dedicating 
his edition of the Ars Amatoria to the praise and glory of the Virgin 

1. Dedication and Preface, Shakespeare's Ovid, being Arthur Golding's 
Translation of the Metamorphoses. 

2. Walter Pater, Gaston de Latour,pp.27-46.- 
3. J.H.Whitfield, Petrarch and the Renascence,pp.9 -26. 
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Mary(1). These are extreme instances, and Catholic symbolism is 

naturally absent from Protestant poetry, but they must prepare us for 

the distinctive treatment of Ovidian themes by the Elizabethans. In 

their case, it was not the symbolism but the literary conventions of 

the Middle Ages which exercised an influence on their work. Sometimes 

the convention reveals itself in a flash of sentiment, sometimes it 

helps to inform a character, sometimes it supplies the framework of a 

tale, and once, with The Fairy Queen, it profoundly affected the 

conception of the whole poem. 

We have already noted that the moralisation of Ovid had begun 

in the Middle Ages with the troubadour poetry of Provence and Guillaume 

de Lorris's Roman de la Rose, but it was only with the publication of 

two books in the fifteenth and sixteenth centuries that the movement 

reached its full height. The first of these, Boccaccio's De Genealogia 

Deorum, was published in 1472 and reprinted within the next hundred 

years(1472 -1578) twelve times in its original Latin and three times in 

French(2). It is a monumental work in which the author patiently 

attempts to harmonise the mythology of Ovid and other poets with the 

teaching of the Church. The first fourteen books are accordingly 

devoted to the task of allegorising these legends and underlining the 

spiritual truths which lie behind their apparent obscenity. The 

concluding book is a profession of faith and a vindication of classical 

mythology. No Christian, Boccaccio argues, need hesitate to steep 

himself in these fables, for the experience is sure to yield good fruit; 

only the veils of fiction need to be drawn aside and that, he modestly 

claims, his work has already done(3). The second of these books, the 

Mythologiae of Natalis Comes, was even more popular. It first appeared 

in 1551, but by 1602 it had been reprinted ten times by the most famous 

presses of Europe(4). Here the author retells the legends of antiquity 

and follows each account with a solemn explicatio. He offers no defence 

1. Frantz Funck -Brentano, La Renaissance,pp.89 -90. See too Douglas Bush, 
The Renaissance and English Humanism,pp.l -38, and Pater, The 
Renaissance,pp.24 -25. 

2. F.L.Schoell, Etudes sur l'humanisme continental en Angleterre,p.24. 
3. De Genealogia Deorum,liber xv,cap.i(Basle edition,1582,p.386): 

existimabant enim nonnulli Poetas peritos homines simplices tantum 
izon.composuisse fabellas, et per consequens non solumAutiles, sed illos 

arbitrabant damnosos et discurrentes, legendo nollum ex fabulis 
emolumentum sumebant. Hoc aut opus dum fictionibus velamentum amovet, 
et eruditos fuisse viros Poetas ostendit, et legentibus faiit fabulas 
cum delectatione fructuosas. 

4. The full title is Mythologiae, sive explicationum Fabularum Libri X. 
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of mythology, for Boccaccio had already marshalled the arguments so 

thoroughly that repetition was unnecessary, but in his opening pages he 

frankly states his conviction that the pagan poets expressed the 

universal truths of philosophy in the guise of fables and that each of 

these fables has an inward grace and beauty of its owm(1) . No books 

did so much to popularise the moralisation of Ovid in England, and no 

books, therefore, exercised a greater influence on the handling of 

mythological themes. It would appear that Golding himself was well read 

in Boccaccio and Natalis Comes, and Bacon was merely following in their 

footsteps when he discoursed about the political, ethical, and 

scientific implications of classical myth(2). Of all the English poets 

of this period, Spenser and Chapman are clearly most indebted to them, 

for both poets borrow from them details not to be found in Ovid and 

both use mythology as a means to a higher end. 

Yet another of the cross- currents which powerfully affected the 

treatment of Ovidian themes in England was the influence exerted by 

contemporary Italian literature(3). Ariosto had first published his 

Orlando Furioso in 1516, and its gaiety, invention, swift narrative, and 

brilliant texture had taken all Europe by storm. Tasso's Gerusalemme 

Liberata, completed in 1574 and published in 1581, was serious in 

purpose and slower in movement but more pictorial in style and more 

voluptuous in the interlinked harmonies of its verse. Both works had 

been known to many Englishmen in the original(4), but the circle of 

their admirers had been enlarged when Ariosto's poem was translated by 
Harington in 1591 and Tasso's by Carew in 1594 and by Fairfax in 1600(5). 
Both contributed to the poetry of Elizabeth's reign by setting a 

Schoell gives a list of the dates and places of publication,op.cit.,p.27. 
1. Mythologiae,Lyons edition(1602)1p.1: atque id eo magis, quod universa 

philosophiae praecepta sub his ipsis zabulis, antiquitus continebantur: 
quippe cum non ita multis annis ante Aristotelis et Platonis et 
caeterorum philosophorum tempora, omnia philosophiae dogmata non 
aperte sed obscure sub quibusdam integu.mentis traderentur. 

2. De Sapientia Veterum(1609). 
3. Lewis Einstein, The Italian Renaissance in England,pp.316 -372. 
4. Spenser gravely acknowledges Tasso in his letter to Raleigh, prefaced 

to the first three books of The Fairy Queen(1590). Florio quoted 
several stanzas from Orlando Furioso in his First Fruites(1578). 
Gabriel Harvey refers slightingly to Spenser's professed ambition to 
'overgo Ariosto' in his correspondence with the poet(Three Proper and 
Witty Familiar Letters), and five items in Musica Transalpina(1588) 
are translations from Orlando Furioso. See Edward G. Ainsworth, 
Stanzas of the Orlando Furioso in English Collections of Madrigals, 
RES,vii,1931,pp327 -330. 

5. E.Koeppel, Die englishhen Tasso- übersetzungen des xvi Jahrhunderts, 
Anglia,xi,pp.11- 58,33 -341, and xii,pp.105 -125. 
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stylistic standard which no rising poet could afford to ignore; and both 

did much, directly or indirectly, to popularise the richly bejewelled 

rhetoric and the seductive cadences of The Fairy_Queen, Hero and Leander, 

Venus and Adonis, and many other lesser poems of the period. 

Ovid's influence on English poetry was, moreover, refined and 

subtilised by two other movements which had their origin in Renaissance 

Italy. The first of these was ethical in temper, and its growth was 

encouraged by the conditions peculiar to the political structure of the 

Cinquecento(1). The petty ducal courts had the leisure to patronise 

learning and culture, and they vied jealously with one another for 

distinction in the liberal arts. The despots naturally ranked elegance 

and stability high among the civic virtues, and laid special stress on 

the decencies of behaviour. The social graces were consequently 

practised and an intellectual life was pursued with an intensity 

unknown in the other countries of Europe. Out of this ferment there 

emerged a new conception of gallantry. Petrarch had already invigorated 

the moribund love- poetry of the Middle Ages, but it was left to Ticino 

and Pico della Mirandola to spiritualise the convention by crossing it 

with Platonic idealism. The new code was widely popularised by Bembo's 

Asolani(1505), Castiglione's Il Cortegiano(1518), and by Guazzo's 

Civile Conversazzione(1574), and it made a deep impression on the 

literature of Elizabethan England(2) . It suffused the work of Lyly, 

Sidney, and the sonneteers; it aerated the mythological poems of 

Spenser, Davies, and Drayton; and it even appears for a brief moment in 

the hectic pages of Venus and Adonis. 

The second movement, more formal and literary than the first, 

was the renewed interest which was shown in pastoral themes(3). 

Pastoralism itself had a long and interesting tradition behind it, but 

it had been energised early in the sixteenth century by the publication 

of SannazarWo's Arcadia(1504), and its prestige had been increased by 

Iontemayor's Diana(1552), by Tasso's Aminta(1573)', and by Guarini's 

Pastor r'ido(c.1585). Clement Marot and the Pléiade had introduced it 

into the poetry of France, as distinct from the medieval pastourelle 

1. Jacob Burckhardt, The Civilisation of the Renaissance,in Italy, passim 
2. For other courtesy books of the period see Sir Edward Sullivan's 

introduction to Pettie's Guazzo,pp.xxi -xxiii, and E.N.S.Thompson, 
Literary Bypaths of the Renaissance,pp.127- 171. Miss Violet M. Jeffery 
discusses the subject thoroughly in her John Lyly and the Italian 
Renaissance,pp.l -72. 

3. W.W.Greg, Pastoral Poetry and Pastoral Drama,pp.l -67. 
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convention; and the fashion was spread in England at first, under the 

influence of Mantuan, by the eclogues of Barclay(c.1515) and Googe(1563), 

and later by works as widely different in scope as Spenser's Shepherd's 

Calendar(1579), Sidney's Arcadia(c.1580), Peele's Arraignment of Paris 

(1584), Lyly's Galathea(1584), and Greene's Menaphon(1589). It was a 

romantic interpretation of life, like Ovid's in that its problems are 

unsullied by contact with reality, but even more artificial than his in 

that the sentiment is rarefied and sophisticated: the characters of the 

Metamorphoses are unreal creatures actuated by very human passions, 

whereas the pastoral figures are human beings who voice an attenuated 

and therefore unreal sentiment. The two traditions, Ovidianism and 

pastoralism, were thus, in a sense, complementary, and we shall have 

occasion to note their interfusion in the poems of Lodge, Spenser, and 

Drayton. 

It was, however, the works of Ronsard, Du Bellay, and the other 

members of the Pléiade who exercised the most immediate influence on the 

English Ovidians(1). English poets admired their spirit of revolt, 

their bold and deliberate attempt to throw off the shackles of the past 

and herald a new phase of French poetry. They admired, too, the pride 
which they took in their art and the clear and ringing tones with which 
they discussed their need for a new vision and a new technique. Above 
all, the Pléiade had answered the questions which were troubling the 
artistic conscience of England, and had written a poetry which blended 
all that was finest in classical antiquity with the pastoral graces and 
the voluptuous if delicately subdued splendours of the Italian School. 
Along with Ariosto and Tasso, they were the acknowledged masters of 
European letters, and their influence seeped down through the works of 
Spenser, Lodge, and the host of sonneteers to the least considerable 
poets of the fifteen- nineties. 

Despite the profound effect of such foreign influences, the 
major English Ovidians were not slavish imitators. They were, on the 
contrary, independent craftsmen seeking self- expression, and were too 
creative to rest content with a passive subservience. 'It is true,' says 
Ben Jonson, speaking in more general terms, 'that the ancients opened 

1. A.H.Upham, French Influence in English Literature,pp.25 -144; Sir 
Sidney Lee, The French Renaissance in England,pp.183 -281; G. Lanson, 
Histoire de la Littérature 1rancaise,pp.275 -297. 
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the gates and made the way that went before us, but as guides, not 

commanders' (1); and the same might be said of the attitude adopted by 

the greater Elizabethan poets to the literature of France and Italy. 

Though Shakespeare, Marlowe, and Spenser borrowed freely, lifting their 

themes from the classics and treating them in the ornate manner of the 

Italians, they assimilated their material and stamped it with their own 

poetic individuality. We shall find that all three have traits which 

distinguish them one from the other and also from the masters whom they 

followed. Venus and Adonis is a dramatic interpretation of Ovid, more 

languorous and at the same time more resilient than the original. Hero 

and Leander is indebted to Musaeus for its situation and to the Amores 

for its temper, but the intensity of its passion and the erotic beauty 

of its verse reflect the tempestuous genius of its author. The Fairy 

Queen intermingles the brilliant hues of the Metamorphoses with the 

deeper tones of Ariosto and Tasso to form a pattern of virtuous and 

gentle discipline which owes much to Plato and Aristotle, more to 

Petrarch and Castiglione, but most to Spenser's own creative urge. The 

glowing designs of these poems were fashioned in response to the needs 

of the age, and their success itself helped to give force and direction 

to the Ovidian movement; and when the minor poets overlaid their 

classical legends with Italian colouring or pastoral sentiment, they 

were not necessarily imitating any foreign poet but were conforming to 

what Shakespeare, Marlowe, and Spenser had made an established 
convention. They had become disciples of the major English Ovidians and 

were modelling their work on theirs. 

Naturally the Ovidian movement in English poetry passed through 
a tentative and prentice stage in its development before reaching full 
maturity, but a steady increase in the popularity of mythological themes 
is noticeable from the middle of the sixteenth century. Tottel's 
Miscellany(1557) included lyrics bewailing the woes of Cephalus and of 
Daphne; A Handful of Pleasant Delights(1584) contained vigorous accounts 
of Diana and Actaeon and of Pyramus and Thisbe; and numerous ballads and 
broadsheets were circulated in those early years celebrating the exploits 
of Midas, Hercules, Atalanta, and other figures from the Metamorphoses(2) 

1. Timber, ed. Schelling,p.7. 
2. Douglas Bush, Mythology and the Renaissance Tradition,pp.48- 67, and 

Tottel's Miscellany,ed. Rollins,vol.1,pp.125- 126,203,253 -254. Wanton 
in his History of English Poetry,ed. Hazlitt,vol.4,pp.297 -298, 
mentions several of the ballads of the day. 
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Longer poems in imitation of Ovid began to make their appearance in 

halting, doggerel verse. The anonymous Fable treting of Narcissus(1560), 

Preend's Hermaphroditus and Salmacis(1565), Underdowne's Theseus and 

Ariadne(1566), Howell's Procris and Cephalus(1568), and Hubbard's Ceyx 

and Alcyone(1569) are all, with the exception of Howell's work, rather 

fumbling and ill - spoken prologues to the swelling act. Gascoigne's 

Complaint of Philomena(1576) and the plays of Lyly and Peele in the 

following decade carried literary England to the point when she was 

ready for the Italianate mythological poem, and with the publication of 
Lodge's Scylla's Metamorphosis in 1589 the period of Ovidianism may be 
said to have begun in earnest. 
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Chapter II 

The Mythological Poem, 1589 -1595 

For the Elizabethan, eaóer in his quest for a stylistic 

standard, plagiarism was not a crime; and Thomas Lodge, like his 

contemporaries, wantonly plundered the pages of foreign writers and 

used the spoils to enrich his own poetry(1). If these predatory habits of 

his are less detailed in Scylla's Metamorphosis(S.R. September 22,1589) 

than they are elsewhere in his work, that is only because he cast his net 

much more widely and much more ambitiously. Classical, medieval, and 

Renaissance traditions meet and interfuse in that poem to form a 

pleasing though rather complex pattern. Its central theme is derived 

from Ovid but its tone and temper owe much to the Italian School, for 

it was on Ariosto and Tasso that Lodge modelled the sensuous description 

of his characters and the expansive treatment of his plot(2) . At the 

same time, however, its framework and setting belong to a convention 

which dates from the Middle Ages, while its pastoral sentiment betrays 

the phrasing of Ronsard and its leisurely style recalls the voluptuous 

movement of The Fairy Queen(3). 

Of all the English poems of the period, however, it would seem 

to be Peele's masque, The Arraignment of Paris(1584), which exerted the 

most immediate influence on Lodge's treatment of his Ovidian material. 

The correspondences found in the two works are individually the common- 

places of all pastoral poetry but cumulatively they are striking enough 

to suggest that Peele may have contributed something to the making of 

this first Italianate mythological poem. Both poets, for instance, 

1. L.E.Kastner, Thomas Lodge as an Imitator of the French Poets, The 
Athenaeum, October 22,1904, and Thomas Lodge as an Imitator of the 
Italian Poets ,MLR,vol.2,1906- 1907,pp.155 -161. 

2. This influence is diffused and is to be detected in treatment rather 
than in detail, but there is one direct allusion to the Orlando 
Furioso(Hunterian Club edition of Lodge's works,vol.1,p.11): 

He that hath vewd Angelica the faire 
Bestraught with fancie nere the Caspian springs: 
Renting the tresses of her golden haire, 
How on her harpe with pitous notes she sings 
Of Rolands ruth, of Medors false depart, 
Sighing each rest from centre of her heart. 

3. The Fairy Queen had been circulated in manuscript many years before 
the publication of the first three books in 1590. See infra pp.63 -64. 
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embroider the original story with fanciful motifs. They elaborate the 

legend and pastoralise the mythology by placing their gods and goddesses 

in a world peopled by shepherds and bucolics(1). Both again introduce 

the stock machinery of the pastoral kind: the heroes protest their 

undying passion; the heroines bewail the faithlessness of their lovers; 

and the situation is relieved by a scene of elegant badinage in which 

the goddesses and the nymphs playfully jest about the joys of love(2). 

But perhaps the most significant point in common is the tendency of 

Peele and Lodge to overlay a simple tale with luxuriant decoration and 

transmute it into a tapestry -piece of amorous enchantment(3). 

It has been suggested that Shakespeare's Venus and Adonis, 

circulated in manuscript before its publication in 1593, supplied Lodge 

with several details for his poem(4); but the argument remains 

unconvincing and the conclusion invalid. There is certainly plenty of 

evidence in the two works to suggest borrowing but no evidence to 

establish the priority of Shakespeare's poem. The metrical similarity 
proves nothing for the six -line stanza was one of the most popular 

vehicles of the day. The similarity of situation is more remarkable, for 
in each a young man is vainly importuned and at the end of each poem the 
unfortunate lady expresses her grief in a wild frenzy of despair(5). 
Still more remarkable is the short passage in Scylla's Metamorphosis 
which describes the passionating heroics of Venus with less detail than 
Shakespeare but in very much the same terme: 

And Venus starting at her love -mates crie, 
Forcing her birds to hast her chariot on; 
And full of griefe at last with piteous eie 
Seene where all pale with death he lay alone, 
Whose beautie quaild, as wont the Lillies droop 
When wastfull winter windes doo make them stoop: 

Her daintie hand addrest to dawe her deere, 
Her roseall lip alied to his pale cheeke, 
Her sighes, and then her lookes and heavie cheere, 
Her bitter threates, and then her passions meeke; 
How on his senseles corpes she lay a crying, 
As if the boy were then but new a dying(6). 

1. Compare Peele's rustics, Hobbinol, Digon, Thenot, and Colin, with the 
anonymous shepherds who grieve for the ill success of Glaucus. 

2. Compare The Arraignment of Paris, Malone Society reprint,348 -371 and 
Scylla's Metamorphosis,ed.cit.,p.9. 

3. Compare The Arraignment of Paris,129 -140, and Scylla's Metamorphosis, 
p.21. 

4. See next pale. 
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There are other points of quite minor importance(1), but none which 

would justify a decision on internal evidence alone. That is strong 

enough to suggest a knowledge of one by the other but not strong enough 

to determine who was the debtor and who the creditor. And since the 

Stationers' Company registered Scylla's Metamorphosis more than three 

years before Venus and Adonis, it is at least reasonable, in default of 

more conclusive proof, to give Lodge the benefit of the doubt(2). 

Scylla's Metamorphosis is based on the account of the Glaucus 

legend in the thirteenth and fourteenth books of the +Metamorpho se s(3) , 

but it cannot be said that the result is altogether happy. A comparison 

of the Latin and 'English poems leaves the reader in no doubt that Lodge 

is by far the less skilful poet. Indeed it is clear that he stumbled 

upon the mythological poem without fully understanding its modus 

operandi. He apparently did not realise that Ovid was interested in the 

narrative as well as the pictorial values of his art or that he took 
care to supply his characters with clearly defined motives and make 
their actions depend upon these motives. `.ghat Lodge did admire was 
Ovid's metrical dexterity and his sensuous style, and these he copied 
with a fair measure of success. But, in the absence of a good plot, 
this technical skill actually detracts from the merits of the poem, for 
it gives ,it a diffuseness and a flaccidity entirely foreign to the 
original. The hundred and forty -four lines of the Metamorphoses are 
expanded into a poem five times as long. Ovid's brilliantly swift 
narrative is, in Lodge's own words, 'confounded with descriptions'(+), 
and the artistic possibilities are frittered away in an overplus of 
decoration. 

4. J.P.Reardon, Shakespeare's Venus and Adonis and Lodge's Scylla's 
Metamorphosis, Shakespeare Society Papers,vol.3,pp.143 -145; T.S.Baynes, 
Shakespeare Studies,pp.225 -226. 

5. Scylla's Metamorphosis,p.24 and Venus and Adonis,931 -954. 
6. Scylla's LIetamorphosis,p.10. Compare Venus and Adonis,l123 -1128 and 

Ovid, Metamorphoses,x.721 -731. See too The Fairy Queen,3.i.34 -38 and 
Constable's Shepherd's Song, England's Helicon,ed. Macdonald,pp.176 -790 

1. In both, for example, the heroine hears the echo of her voice(Lodge, 
ed.cit.,p.26 and Venus and Adonis,833 -834), and in both there is 
found the argument that confession lightens grief (Lodge, ed. cit. ,p. l3 
and Venus and Adonis,329 -330). See Pooler's edition of Venus and 
Adonis,pp.xvi -xvii. 

2. See Sir Sidney Lee, Introduction to his edition of Venus and Adonis, 
p.xxxvi, and his article on Lodge in DNB. 

3. Ivietamorphoses ,xiii.898- 968;xiv.l -74. 
4. Scylla's Metamorphosis,ed.cit.,p.16. 
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Ovid is undoubtedly the greater artist and he has, what Lodge 

lacks, an artist's respect for his medium. He never asks of it more 

than it can do. He rigorously confines himself in the Glaucus legend to 

the telling of a mythological tale, and he subordinates everything to 

the harmonious interplay of incident. He has a keen eye for composition 

and nicely balances the rival claims of line and colour; and when 

ordinary mortals are introduced into the presence of the gods, as in the 

Baucis and Philemon episode(1), he generalises their features so that 

they merge and dissolve easily into the background of the poem. Nor 

does he ever obtrude his own feelings, for they would be irrelevant and, 

as such, a solvent for his insubstantial pageant. He is a romantic in 

the sense that he creates an unreal world, but he is also a realist in 

that he regards that world as subject to its own laws. The illusion of 

his tales depends on many qualities but not least on his objective 

handling of the situation. His golden wonderland is made convincing 

very largely because he treats it impersonally and, it would seem, 

almost casually. 

In his treatment of the legend, Lodge makes several clumsy 

changes which shatter this Ovidian illusion. He sets his mythological 

action within a medieval framework, and strikes a false note at the 

outset by introducing himself, in the manner of the Dream convention, as 

a lover bewailing the cruelty of his mistress: 

Walking alone(all onely full of griete) 
Within a thicket nere to Isis floude, 
Weeping my wants, and wailing scant relief e, 
Wringing mine armes(as one with sorrowe wood); 
The piteous streames relenting at my mone 
Withdrew their tides, and staid to heare me grone(2). 

He cuts a faintly ridiculous figure in the company of the immortals, 
and the note of absurdity is heightened when Glaucus rests his head on 
the poet's 'faintful knee'(3). The situation becomes still more 
incongruous when they are visited by nymphs who circle gracefully round 
the love -sick god; and the incongruity reaches a climax at the end of 
the poem when Lodge follows the company, mounted on a dolphin kindly 
supplied by Glaucus. 

Nor is Lodge any happier in his change of setting. In the 

1. Metamorphoses,viii.624-724. 
2. Scylla's Metamorphosis,p.7. 
3. Ibid.,p.7. 
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original version, Ovid gives a generalised description of the place and 

sketches in subdued tones a backcloth for the action. Scylla takes up 

her position on a mountain somewhere in Greece and there listens in 

wonderment to the words of the god(1). The details are sufficient to 

give a local habitation to the story; any more realistic description 

would have been an artistic flaw, for it would have overloaded the poem 

and ruined its neatly patterned texture. Lodge, however, follows the 

medieval and Renaissance tradition of viewing events against the 

background of contemporary society. Just as the Italian masters delight 

in painting a Madonna with the quiet contours of an Italian city or 

landscape showing in the distance(2), so Lodge anglicises his setting by 

making the action take place on the banks of the Isis, and he adds a 

further complication by describing the scene in the prettiest of 

pastoral terms: 

At last in wandring through the greater Seas 
It was my chance to passe the noted streights: 
And wearied sore in seeking after ease, 
Amidst the creekes, and watrie coole receits 
I spied from f arre by helpe of sonnie beanies 
A fruitefull Ile begirt with Ocean streames. 

Westward I fleeted, and with heedfull eie 
Beheld the chalkie cliffes that tempt the aire, 
Till at the last it was my chance to spie 
A pleasant entrance to the flouds repaire; 
Through which I prest, and wondring there beheld 
On either side a sweete and fruitfull field(3). 

In doing so, he robs the poem of that tonal unity which is a marked 
characteristic of Ovid's work. The sentimental wailings and the 
conventional setting promise a pastoral; the presence of the god, the 
goddesses, and the nymphs holds out the expectation of a mythological 
poem. By crossing the Ovidian legend with the pastoral, he fails to 
retain the virtues of either genre, and what he offers is no more than a 
charming but somewhat statuesque pastiche. 

Lodge is also less skilful than Ovid in the handling of the plot 
for the poem is slighter and more episodic than Ovid's tale. In the 
Latin version, the story is vigorously and dramatically told. In its 

1. Metamorphoses,xiii.908 -909. 
2. See, inter alia, Raphael's Madonna in the Meadow and Botticelli's 

Annunciation. 
3. Scylla's Metamorphosis,pp.17 -18. 
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brief span no irrelevancy is to be found; Glaucus's apparent digression 

on his metamorphosis is in keeping with the situation, because he is 

there endeavouring to account for his ugly appearance(1). Lodge's poem, 

however, comprises five tableaux which have no dramatic connection and 

no more than a scenic unity: the actions of the independent sections are 

linked only by the fact that they take place on the banks of the Isis. 

There Glaucus appears before the disconsolate Lodge and comforts him; 

Themis and her nymphs present themselves before the god and listen to his 

moans; Thetis and her train arrive and implore Glaucus to forget his 

beloved Scylla; Venus and Cupid come in answer to Thetis's prayer and 

cure the god of his love -pangs; lastly, and most surprisingly, Scylla 

herself visits the spot and is smitten with a consuming passion for 

Glaucus. 

The plot, however, is not only more loosely constructed than 

Ovid's: its termination is confusing and fantastic. Ovid prepares for 
the transformation of Scylla in a twofold way. In the first place, he 
skilfully motivates and therefore integrates the story. Glaucus, 

abandoned by Scylla, appeals to Circe, not to cure him of his love, but 
to ensure that Scylla shares his passion(2). The enchantress offers her 
own love as a substitute, but the gift is scornfully rejected by Glaucus. 
Circe, accordingly, plots revenge on Scylla, since she could not and 
would not harm the god. This revenge motive is emphasised: venerisque 
offensa repulsa(3). In the second place, just as he has motivated the 
action, so Ovid attempts to rationalise the metamorphosis and make the 
transition from human form as plausible as it could possibly be. He 
carefully enumerates the steps taken by Circe to attain her devilish 
ends; and he dramatises the situation by showing Scylla unaware of what 
is happening. .She struggles to drive away the creatures who are 
besetting her, not knowing that they are part of herself(4). 

This art is far beyond the reach of Lodge. He gives in its 
stead an extravagantly fanciful conclusion which has nothing in common 
with Ovid's save the fact that Scylla is metamorphosed. He omits all 
reference to Circe and, with her, the motive of sexual jealousy. This is 
displaced by mother -love, for Thetis appeals to Venus to help her too- 

1. Metamorphoses,xiv.917. 
2. Ibid.,23-24. 
3. Ibid.,41-42. 
4. Ibid.,61-67. 
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much- changed son. But this motive is inadequate to account for the 

metamorphosis which follows. Thetis's prayers have been answered and 

her son has been cured of his infatuation; and, if Glaucus desired 

revenge, then surely it should have taken the form of seeing Scylla 

suffering from unrequited love. The transformation, which in Ovid is 

the necessary and the artistic outcome, has deteriorated with Lodge into 

an ornamental coda. 

Furthermore, there is no preparation for the metamorphosis. 

Lodge handles this even more clumsily than he does the motivation. The 

account becomes progressively more incoherent and more unintelligible. 

Ovid succeeds in making the impossible seem credible; Lodge makes the 

impossible utterly and fatally improbable. Scylla flees towards Sicily 

from the banks of the Isis, followed by Glaucus, the goddesses, the 

nymphs, and the poet. The legend at this point is suddenly medievalised, 

and we find Scylla set upon by allegorical figures, Fury, Rage, Wanhope, 

Despair, and Woe, who chain her to a rock and somehow effect her 

metamorphosis(1); and that metamorphosis itself is as un- Ovidian in 

tone as it is in clumsy manipulation. The Latin story is a catastrophe 

engineered by the machinations of Circe, and Glaucus is overcome by 

grief at the death of his beloved(2). Lodge has deliberately encouraged 

us to expect a similar ending, rebuking on one occasion his 'wandring 

lines' and expressing disapproval of 'delayes in tragicke tales'(3). 

The solution he offers, however, is essentially comic, for it provides 

the hero with the conventional happy ending and at the same time metes 

out poetic justice to a lady who once proudly repulsed his suit(4). 

These complexities, however, should not be taken too seriously. 

They are, to some extent, the shortcomings of the age. The Elizabethan 

poet was a poor story- teller because he was always something of a 

virtuoso. He was so interested in the presentation of a theme that he 
at times neglected the theme itself, so concerned with the décor of the 

poem that he frequently allowed its action to be concealed by the folds 
of its richly brocaded draperies. Lodge sought after these pictorial 
effects as zealously as any of his contemporaries, and in Scylla's 

1. Scylla's Metamorphosis,p.27. 
2. Metamorphoses,xiv.68 -69. 
3. Scylla's Metamorphosis,p.19. 
4. Ibid.,p.28: 

Glaucus was glad since Scilla was enthrald. 
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Metamorphosis he supplies them in the persons of his characters. Most 

of the nymphs have no more than an ornamental _existence: they group 

themselves round the prostrate Glaucus and form a devocalised chorus to 

his plaints. Lodge describes them, however, in the glowing terms 

popularised by the Italian poets, and gives us a pageant, warmer in tone, 

more ornate in texture, more dazzling in conception, and more purely 

physical in appeal than anything in the Ovidian legend. Ovid's Scylla, 

for example, is a simple creature who wanders sine vestibus and gazes in 

speechless wonderment at the god who wooes her. In the English poem, 

she has been transformed into a radiant beauty, and the rapturous 

catalogue of her attractions becomes a paean of adoration as Lodge hints 

at her remoter charms(1). 

Even Glaucus suffers a transformation, though of a somewhat 

different kind. In Ovid's version, he is boldly conceived and clearly 
visualised. His very repugnance gives him an air of distinction and he 

always acts with a god -like grace. In the company of Circe, he refers 
to his promissa precesque blanditiasque(2), but in his conversation with 
Scylla he speaks in measured tones and pleads his suit with restraint 
and decorum. Lodge, however, divests him of all dignity and grooms him 
into a presentable hero of pastoral romance. He is young and fair; he 

has a pensive cast of feature; and he wears a coat elaborately 
embroidered with Scylla's name(3). He submits to a Petrarchan 
discipline, singing lays, 'reforming' his speech, and scrupulously 
observing 'eache office of a lover'(4). With Lodge, the Ovidian god has 
obviously become a swain and the Ovidian passion has been diluted into 
courtly sentiment. 

The idea of refining the character of Glaucus probably came 
from Ronsard(5), for in his Complainte de Glauce á Scylle Nimphe the 
French poet had already pastoralised Ovid's poem. He had changed the 
legend into a love -plaint and the god into a tearful suitor who found 
Nature more responsive than his lady: 

Hg, Scylle, Scylle, las! cette dolente reve, 
Voire son flot piteus qui bruiant i arrive 

Des salées campaignes 

1. Ibid.,p.15. 
3. Scylla's Metamorphosis,p.7. 
5. Douglas Bush, Mythology and the 

2. Metamorphoses,xiv.18 -19. 
3. Ibid.,p.17. 
Renaissance Tradition,p.83n. 
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Me plaint et me lamente, et ces rochers oians 
Mon deuil continuel de moi sont larmoians: 

Seule tu me dédaignes(1). 

But these tender recriminations of Glauce furnish only the groundwork of 

Lodge's character. Glaucus's extravagant mood of abandon derives from 

another of Ronsard's works, Le Ravissement de Cephale. Like Glaucus, 

Cephale is given to self -commiseration; like him, he is hysterical in the 

expression of his grief; like him, he faints with the intensity of his 

emotion; and like him, too, he cries in vain for easeful death: 

0 ciel, disoit -il, o parque 
Avancez mon jour dernier, 
Et m'envoiez en la barque 
De l'avare nautonnier, 
Je hai de vivre l'envie, 
Ce monde m'est odieus: 
Puis que j'ai tué ma vie 
A quoi me gardent les dieus ?(2) 

There is no evidence in the poem to support the author's claim 

that Scylla's Metamorphosis is a 'most pithie historie'(3). Pithiness is 

a quality of the original legend, and Lodge's volubility falls far short 
of the Ovidian level of art. Beside Ovid's terse, thrusting rhetoric, 
Lodge's style is limp and nerveless. His pitch is higher; his note is 
more shrilly querulous and more whimperingly plaintive. Indeed there 
are moments when he reads like an unbraced and falsetto version of Ovid: 

But pencive Glaucus passionate with painings, 
Amidst their revell thus began his ruth; 
Nimphes, flie these Groves late blasted with my plainings, 
For cruell Silla nill regard my truth: 
And leave us two consorted in our gronings, 
To register with teares our bitter monings(4). 

The Ovidian glitter, it will be seen, has disappeared. Probably under 
the influence of The Fairy Queen, the texture of the verse is softer, 
the movement slower, and the cadences more languorous. Only on rare 

1. Ronsard, Oeuvres,ed. Laumonier,vol.2,p.58. Lodge paraphrases this 
sentiment ed.cit.,p.10): 

The flouds doo faile their course to see our crosse, 
The fields forsake their greene to heare our grief e, 
The rocks will weep whole springs to mark our losse, 
The hills relent to store our scant reliefe. 

2. Ibid.,p.139. Lodge again paraphrases these lines(ed.cit.,p.16): 
Wretched Love, let me die, end my love by my death; 
Dead alas still I live, flie my life, fade my love. 
Out alas love abides, still I ioy vitali breath: 
Death in love, love is death, woe is me that doo prove. 

3. Scylla's Metamorphosis,p.7. 
4. Ibid.,p.10. 
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occasions does Lodge suggest the pregnant, antithetical phrasing of Ovid: 

I sow'd true zeale, yet fruitles were my crops: 
I plighted faith, yet falsehoode wrought my smart(1). 

But he frequently makes full use of Ovid's rhetorical devices. The 

repetition, the alliteration, the assonance, the vowelling, the verbal 

pyrotechnics, and the dithyrambic surge of a passage like 

carmine cum tantum., tantum quoque gramine possim, 
ut tua sim, voveo. spernentem sperne, sequenti...(2) 

are reproduced and paralleled in the following: 

Scilla hath eyes, but too sweete eyes hath Scilla; 
Scilla hath hands, faire hands but coy in touching; 
Scilla in wit surpasseth grave Sibilla, 
Scilla hath words, but words well storde with grutching(3). 

It is true that Lodge's most direct debt to Ovid is to be found 

in the mythological fancies with which he embroiders the poem. His 

imagery is steeped in classical story but it no longer seeks, as with 

Ovid, to recreate the phantom land of Greek, or rather Alexandrian,, 

imagination. It has a harder core and a firmer outline. His nymphs and 

goddesses are more brightly arrayed and less elusive than Ovid's and 

they have a more decorative role to play. Indeed each one of the many 

allusions to mythology is calculated to sharpen the picture and enrich 

its tones. The detailed account of Venus's robe, with its motifs drawn 

from the Metamorphoses, or of Cupid's accoutrements is introduced to 

sustain the interest with another splash of colour(4). These were 

certainly conventional flourishes, found in all contemporary poetry, but 

they helped to make the Ovidian poem, what it was to become with all the 

Elizabethans, an essay in the art of decoration and the metrical 

counterpart to a tapestry. 

* * * 

Lodge had crossed the mythological poem with the insipidities 

of pastoral romance, but in Hero and Leander(S.R. September 28,1593) 

1. Ibid.,p.17. 
2. Metamorphoses,xiv.34-35 
3. Scylla's Metamorphosis,p.12. 
4. Ibid.,p.21. 
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Marlowe made bold to restore the crude ardour and fierce, erotic 

splendour of Ovid's verse. The sombre beauty of this poem and its frank 

surrender to the appetites fired the imagination of its readers, and in 

the last decade of Elizabeth's reign only The Fairy Queen exercised as 

strong an influence on the minds and on the style of the younger writers(1 

Its publication was delayed until 1598, probably because it was incomplete 

and probably because its author had won such an unsavoury reputation(2), 

but the poem itself was widely circulated in manuscript form. In works 

as early as Shakespeare's Venus and Adonis(S.R. April 18,1593) and 

Thomas Edwards's Cephalus and Procris(S.R. October 22,1593) there are 

already verbal echoes and pictorial details which point to a close 

knowledge of iMlarlowe's text; and the same testimony to its power is 

found in The Rape of Lucrece(1594), in Drayton's Endimion and Phoebe(1595) 

and in Barnfield's Cassandra(1595)(3) 

The legend of Hero and Leander had been one of the favourites of 

antiquity: Virgil had mentioned it allusively in the Georgics(4); Ovid 

had treated it rhetorically and dramatically in the eighteenth and 

nineteenth letters of the Heroides; and Musaeus the Grammarian of sixth 

century Alexandria had dimmed the glare of Ovid's passion to a soft, 

amber glow by recounting the tale in a more tender and more sentimental 

mood(5). For his own version of the story Marlowe borrowed from both Ovid 
and Musaeus. He went to the Greek for the narrative -content and to the 
Latin for the tone and temper of its treatment. He used Musaeus, as it 

were, for the foundation of his structure, but the structure itself, its 
beams, struts, and props, its garish facade and its baroque style of 

1. Douglas Bush, The Influence of Marlowe's Hero and Leander on Early 
Mythological Poems,MLN,xlii,1927,pp.211 -217. The poem was in enormous 
demand after publication. There were at least two editions in 1598 
and others followed in 1600, 1606 ,1609,1613,1617,1622,1629,and 1637(eBEL) 

2. F.S.Boas, Marlowe and his Circle,pp.56 -109. 
3. Charles Herpich, Marlowe and Shakespeare,NQ,Tenth Series,vol.l,pp.l -2. 

Charles Crawford,,Richard Barnfield, Marlowe, and Shakespeare,NQ,Ninth 
Series,vol.8,pp.277 -278. 

4. Georgics,iii.258 -263. 
5. Symonds, Studies of the Greek Poets,vol.l,p.357. Nothing is known of 

Musaeus the Grammarian save the fact that he was the author of this 
poem. Even the century in which he lived is in doubt. The Elizabethans 
confused him with the mythical figure who was reputed to be the 
disciple of Orpheus. See Chapman,Minor Poems and Translations,p.94; 
and also Virgil,Aeneid,vi.667. 
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architecture are themselves suggested by the Heroides. Indeed the 

influence of Ovid wrought such a change on the spirit of the Musaean poem 

that George Chapman, comparing his translation of Hero and Leander(1616) 

with Marlowe's fragment, bluntly confessed that he could see no point of 

resemblance between them(1). 

Chapman, however, overstated the case for in framework and 

setting there are obvious correspondences. In both poems, the lovers 

meet in the temple to celebrate the feast of Venus; in both, Hero's 

beauty is famed throughout the district; in both, Leander wooer Hero with 

seductive speeches; and in both, Hero yields and Leander swims the 

Hellespont. Ovid has no such connected narrative. He treats the legend 

episodically and retrospectively: a week has slipped past since the 

lovers' last meeting(2), and these letters bridge the interval between 

that last meeting and Leander's fateful decision to cross the straits in 

the teeth of the storm(3). Musaeus omits all reference to this agonising 

period of separation because he had no dramatic instinct; and there is no 

mention of it in Marlowe's poem because he did not carry the narrative 

beyond the point of Hero's surrender. 

Even Lodge had shown that the Elizabethan imitation of Ovid was 
to be something more than a mechanical transcription; and the turbulent 
Marlowe could still less be expected to become, in Sidney's phrase, the 
'pick -purse of another's wit'. His translation of the Amores gives a 

measure of his deep admiration of Ovid, and Hero and Leander is clearly 
the work of a ffián who could appreciate the felicities as well as the 
audacities of Ovid's genius. But he loved the man on this side idolatry 
and fashioned his Ovidian material to his own artistic ends. In the 
description of the setting, he elaborates a hint dropped by Musaeus(4) 
into a backcloth whose brilliant colours and lavish details vie with those 
of the Metamorphoses: 

So fair a church as this, had Venus none; 
The walls were of discoloured jasper stone, 
Wherein was Proteus carved, and o'erhead 
A lively vine of green sea -agate spread; 
Where by one hand, light- headed Bacchus hung, 
And with the other, wine from grapes outwrung. 

1. Chapman, Minor Poems and Translations,ed.cit.,p.93 
2. Heroides,xviii.25. 
3. Ibid.,193-194. 
4. Musaeus,ed.Arthur Ludwich(1912),55ff: 
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Of crystal shining fair the pavement was; 
The town of Sestos call'd it Venus' glass. 
There might you see the gods in sundry shapes, 
Committing heady riots, incest, rapes: 
For know, that underneath this radiant floor 
Was Danae's statue in a brazen tower, 
Jove slily stealing from his sister's bed, 
To dally with Idalian Ganymed(1). 

The mythology here may be Ovid's but it has been quickened into a new 

life of shimmering beauty; and its function in the poem is more than 

decorative, for it helps to generate an atmosphere of languorous ease and 

so provide a symbolical milieu for the love -drama of the principal 

characters(2). 

Musaeus tells the story as a sober, graceful, elegantly phrased 

narrative, with a structural symmetry and simplicity entirely absent from 

Marlowe's version. It is singularly well -planned: one third of the poem 

is devoted to the meeting of the lovers; another third is given to the 

wooing of Hero; the final third deals with the tragic aftermath of the 

love -pact; and all three sections are beautifully. integrated, the first 

two acting as a prelude to the last. For Musaeus the poem is a tragedy, 

and he never loses sight of the tragic pattern woven by the lovers. For 

that reason the incidents are part of the whole: they are contributory 

and subordinate to the final effect. In the Heroides, Ovid had no such 

pattern in mind, primarily because he was interested in the study of the 

passions but also because, at the time of writing, there was no tragedy 

to record. The letters are written in a reminiscent vein, and the 

interest is centred in the situation: the lovers recall the ecstasies of 

past bliss and dwell on the agonies of separation. 

Marlowe follows Ovid in changing the emphasis of the poem from 

tragedy to passion. Though he hints on occasion at ultimate disaster, he 

is concerned not with the tragic pattern of Musaeus but with the complex 

of motifs that go to form that pattern. He is concerned not with the 

plot as a whole, but with the pictorial and sensuous values of the 

situations which go to form that plot. In his hands, the poem has 

become, as it is with Ovid, a skilful study of the shifting levels of 

emotional intensity, at once more imaginative and more arresting than the 

equable account given by Musaeus. But this devotion to Ovid is purchased 

1. Hero and Leander,1.135 -148. It will be noticed that the details are 
less objectively handled and more imaginatively fused than those in 
Chaucer's Knight's Tale. See The Canterbury Tales,A,1955 -1966 and 
2051 -2082. 

2. Jellinek, Die Sage von Hero und Leander in der Dichtung,p.19. 



32 

at a price. The delicacy and restraint of Musaeus are displaced by die 

Vorliebe far das Lüsterne(1), by the voluptuous and fleshly love of the 

Heroides. Its carnal raptures are undoubtedly coarse, and the poem is 

saved from the charge of grossness only by the glory of its texture and 

by the impassioned surge of its rhetoric. 

It must have been this technical brilliance which blinded 

Swinburne to its structural weakness and moved him to acclaim the poem 

as a 'small shrine of Parian sculpture amid the rank splendour of a 

tropic jungle'(2). No judgment indeed could be further from the truth, 

for the poem is no less Greek in its form than in its tone and conception. 

Marlowe was a disciple of Ovid and, like most Renaissance artists, he not 

infrequently improved upon his master. At times he was plus catholique 

que le pape, and sought to out -Ovid Ovid in the bravura of his decoration. 

The needs of composition were restraints against which his romantic 

genius rebelled, and one feels that, even if the poem had been completed, 

there would have been little alteration in its design. Marlowe's 

imagination was top exuberant and undisciplined, and too ready to 

squander itself in long mythological conceits which clog the action and 

obscure the outline of the plot(3). 

It is, however, in the treatment of his characters that Marlowe 

shows most convincingly the influence of Ovid. The Musaean Hero was 

celebrated far and wide throughout the countryside for her charms, but 
these charms rarely rose above the level of the pretty and the elegant(4). 
The details vouchsafed were too meagre for Marlowe's taste and purpose. 
He wanted a more flamboyant figure, dazzling in her beauty and seductive 
in her appeal. He accordingly uses a larger palette than Musaeus, and 
his Hero emerges as a splendidly sensuous creature in the Italianate 
manner: 

The outside of her garments were of lawn, 
The lining purple silk, with gilt stars drawn; 
Her wide sleeves green, and bordered with a grove, 
Where Venus in her naked glory strove 
To please the careless and disdainful eyes 
Of proud Adonis that before her lies. 
Her kirtle blue, whereon was many a stain 
Made with the blood of wretched lovers slain. 

1. Ibid.,p.21. See Heroides,xviii.101 -102. 
2. Swinburne, Introduction to Chapman's Minor Poems and Translations,p.lix 
3. See, for example, Hero and Leander,1.375 -484 and 2.159 -220. 
4. Musaeus,ed.cit.,55 -60. 
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Upon her head she ware a myrtle wreath, 
From whence her veil reach'd to the ground beneath. 
Her veil was artificial flowers and leaves, 
Whose workmanship both man and beast deceives(1). 

He adorns her with all the deliberate exaggeration of the Renaissance 

artist, loading her with precious jewels and ransacking both nature and 

mythology to stress the sheer magnificence of her person. At first, but 

only at first, it would almost seem that Marlowe has overdrawn the 

picture. He has robbed her of that simplicity which made her so engaging 

in the poem of Musaeus. Her buskins of silver branched with coral and 

decorated with gold would themselves suggest that she was not so much a 

woman as a symbol of womanhood, enjoying an existence as elusive as that 

of the nymphs in the Metamorphoses. That is what the characters in most 

of the mythological poems of the period proved to be, but with Hero and 

Leander, as with Venus and Adonis, there was a dramatist at work, and one 

who could not help breathing life even into a symbol. 

The Musaean figure is not dramatically conceived. She lives in 

her lonely tower only at the behest of her parents, and she yearns for 

young company and gay nights. She abhors virginity and is discontented 
with her lot. She is indeed ripe for seduction, falls in love with 

.Leander at first sight, and readily succumbs to his arguments(2). 

Thereafter there is no struggle. There are no qualms, no misgivings, no 

bitter agonies of remorse. Musaeus tells a simple tale of love and Hero 
and Leander are thé star -crossed lovers whose hopes are blasted by fate. 
Chance rules their lives, and it is chance which gives direction to the 
story. The two would have married had it not been for the opposition of 
the lady's parents(3). As a result of this opposition, their passion had 
to remain a secret, and Leander had to swim the Hellespont. 

Marlowe makes several interesting changes in the characterisation 
or Hero. He deepens the human interest by ignoring the motive of parental 
opposition possibly because a priestess for him meant a vestal of the 
classical age, a virgin who had forsworn wedlock(4), but more probably 
because he was influenced by the medieval convention of amour courtois. 
Certainly the arguments used by Leander have close affinities with those 
propounded by Nature in Le Roman de la Rose. At any rate, there is no 

1. Hero and Leander,l.9 -20. 
2. Musaeus,ed.cit.,103 -108 and 191 -193. 
3. Ibid.,180 -181. 
4. Gertrud Lazarus,Technik und Stil von Hero und Leander,p.8. 
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she is discontented with her lot. For her, therefore, the cue for 

passion could not be accidental and external, as it is with Musaeus. 

Marlowe accordingly dramatises and subtlises the figure of Hero, making 

her the centre of a study in seduction, a picture of the disintegrating 

effect of passion on a young girl. Hero becomes more Ovidian in 

conception in the sense that she shows a strong resemblance to the figure 

in the Heroides and sometimes recalls, in phrase and gesture, the more 

temperamental moments of the 'dark lady' of the Amores. 

These traits are not difficult to find. Psychologically, she 

has more in common with the Ovidian than with the Musaean character. It 

is not for a moment suggested that Ovid's Hero is troubled by moral 

scruples. She has yielded impenitently to the pleasures of the flesh 

but she is represented as tortured by agonies of jealousy(l). Marlowe's 

figure has also become the centre of a conflict and reveals the workings 

of a woman's mind in a way familiar to the readers of the Heroides but 

utterly foreign to the method and genius of Musaeus. She is less 

sophisticated than her alter ego in the Greek version. She is a 

charming coquette flattered by the attentions and attracted by the 

beauty of the amorous Leander(2). But she is all the more bewildered by 

his clever arguments and is torn between physical desire and the moral 

dictates of society. Divided in mind, she struggles in vain against 

surrender: 

She poor soul assays, 
Loving, not to love at all, and every part 
Strove to resist the motions of her heart(3). 

But once she has surrendered, she is, like Ovid's Hero, assailed by 

fears and doubts. And it is at this point that the Ovidian features are 

most clearly marked, for in describing how she resists the advances of 

Leander: 

Treason was in her thoughts 
And cunningly to yield herself she sought. 
Seeming not won, yet won she was at length(4), 

and again how she attempts to escape and leave Leander in bed: 

1. Heroides,xix.113 -116. See Hero and Leander,2.43 -44. 
2. Jellinek,op.cit.,p.18. 
3. Hero and Leander,1.362 -364. 
4. Ibid.,2.293 -295. See Amores,l.v.15 -16: 

quae cum ita pugnaret, tamquam quae vincere nollet, 
victa est non aegre proditione sua. 

Compare Marlowe's own translation of these lines with the passage 
quoted above. 
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But as her naked feet were whipping out, 
He on a sudden cling'd her so about.... 
And her all naked to his sight betray'd(1), 

Marlowe is echoing and translating phrases from the Amores. 

His Leander is not so successfully drawn for there is a puzzling 

inconsistency in his actions. ;Marlowe takes the character from Musaeus 

and subjects him to a threefold change. In the first place, he 

transfigures him into a paragon of masculine beauty and projects his 

physical distinction before our eyes with a riot of colours and a cascade 

of mythological details(2). In the second place, he gives him all the 

assurance and the cynical philosophy of an Ovidian lover. In Musaeus, 

Leander appeals to Hero to practise the rites of Venus, the goddess at 

whose altar she serves(). Marlowe's figure uses the same argument but 

he strengthens it with phrases lifted directly from the Amores(4). And 

when he reinforces his attack on Hero's virginity with the suggestion that 

women find in love the supreme expression of their being and that they 

will sink into desiccation if they omit to seize the opportunity, he is 

adding an argument which is not found in the pages of Musaeus and 

expanding a point urged by Ovid in his address to Corinna: 

Vessels of brass, oft handled, brightly shine; 
That difference betwixt the richest mine 
And basest mould, but use? for both, not us'd, 
Are of like worth.... 
Rich robes themselves and others do adorn; 
Neither themselves nor others, if not worn. 
Who builds a palace and rams up the gate, 
Shall see it ruinous and desolate(5). 

These contentions would suggest that Leander was a 'bold, sharp 
sophister'(6), more experienced in love than the figure in Musaeus's poem. 
et it is during and immediately after the surrender of Hero that Marlowe 

1. Ibid.,2.313 -314 and 324. This is an echo from three Ovidian sources. He 
draws on the notorious seventh elegy in the third book of the Amores 
(81 -82): 

nec mora, desiluit tunica velata soluta 
et decuit nudos proripuisse pedes; 

and also on the fifth elegy in the first book(24): 
et nudam pressi corpus ad usque meum; 

and finally on the same elegy(17): 
ut stetit ante oculos posito velamine nostros. 

2. Ibid.,l.55 -65. 
3. Musaeus,ed.cit.,140 -143. 
4. See Hero and Leander,1.299 -302 and ® kp,3.x.47 -48, 
5. Hero and Leander,1.231 -234 and Amores,l.viii.51 -53. 
6. Ibid.,1.197. 
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makes his third and most puzzling change. He divests Leander of all 

those Ovidian qualities and shows him to be unschooled in the ways of the 

flesh. In the arms of his beloved he is 'rude in love and raw', a mere 

novice who ingenuously suspects that 'some amorous rite or other were 

neglected'(1). After his conquest, Leander behaves as an adolescent in 

the green and salad days of love. He flaunts his success by wearing 

Cupid's myrtle on his bonnet, Hero's ribbon on his arm, and her ring on 

his finger, with the result that all Sestos and Abydos know of his 

triumph. These gestures are not found in either Ovid or Musaeus, and 

they certainly cannot be attributed to the lingering tradition of amour 

courtois for its most sacred convention was secrecy(2). The only 

possible explanation is also the simplest. These Ovidian poems, despite 

their individual differences of temper and treatment, were essentially 

decorative panels; and Marlowe, in falsifying the character of Leander, 
was merely sacrificing dramatic point for the more insistent demand for 
pictorial detail. 

Marlowe surpasses Ovid in the sheer virtuosity of his style. He 

loads every rift with mythological ore and crowds his pages with the 
riches of classical story. He is altogether more prodigal than Ovid: 
Idalian Ganymede, blood -quaffing Mars, flint- hearted Pallas, goat- footed 
satyrs and upstarting fauns jostle each other in endless procession. The 
sensuous beauty of most of these mythological ornaments owes much to the 
Metamorphoses, but several more are borrowed at first hand from other 
works of Ovid. The lovers, for instance, are interrupted by the arrival 
of Hesperus just as their Ovidian prototypes are startled by praevius 
Aurorae Luciier(3). In the English poem, Night dashes off in her 
'loathsome carriage', and in his translation of the Amores Marlowe uses 
the phrase 'hateful carriage' to render the invisas rotas of the 
original( -). On Leander's safe arrival from Abydos, Hero, we are 
informed, knows more joy than the 'crooked dolphins', and in the Heroides 
Ovid tells us that even the curvi delphines had heard of the love of 
Hero and Leander'5). And the weary swimmer's exclamation, 

0 that those tardy arms of mine had wings, 

1. Ibid.,2.61 -64. 
2. See Chaucer,Troilus and Criseyde,1.744: 

That toucheth love,that oughte ben secre. 
3. Hero and Leander,2.229 and Heroides,xviii.112. 
4. Hero and Leander,2.334 and Amores,l.xiii.38. 
5. Hero and Leander,2.234 and Heroides,xviii.131. 
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is an echo of Ovid's line, 

nunc daret audaces utinam mihi Daedalus alas(1). 

Not the least interesting of Marlowe's traits is to be found in 

the sonorous sweep of his style, for he shares with Ovid his flamboyancy 

of expression, his self- conscious artistry, and his craftsman's joy in 

the use of words(2). He has not Ovid's studied elegance and deliberate 

graces, but his greater spontaneity and flexibility attain a splendour of 

utterance equal to that of his master. Ovid's style is more sophisticated, 

more artificial, and more rigidly patterned than Marlowe's. His swift, 

impassioned rhetoric is more antithetical in structure and the sentiment 

is more delicately balanced. But Marlowe's study of the elegiac metre 

left a deep and abiding influence on his couplets, and there are moments 

when he can be as trenchantly aphoristic as Ovid: 

He whom she favours lives; the other dies(3), 

or as dexterously antithetical in his word -play: 

Jewels being lost are found again, this never, 
'Tis lost but once, and once lost, lost forever(4). 

But generally his style is freer in its movement, and more expansive than 

Ovid's. The sharp contours have been softened down, the balance of ideas 
is not so blatantly expressed, and the texture is smoother and more 
velvety. This is true even when he follows the Ovidian practice of 
inserting gnomic lines, for while they are Ovidian in their choric 
function, being a generalisation based on the particular incidents of the 
poem and reflecting on the actions of the characters, they are less 
incisive and more softly modulated in their phrasing. 

* * * 

Marlowe's Hero and Leander was published by Blount in 1598, and 
in the same year George Chapman came forward with his completed version of 

1. Hero and Leander,2.205 and Heroides,xviii.49. 
2. Gertrud Lazarus draws many parallels between Marlowe and Ovid in her 

Technik und Stil von Hero und Leander. 
3. Hero and Leander,l.l24. 
4. Ibid.,2.85 -86. 
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the poem(S.R. March 2,1598). That he of all people should have 

undertaken the task is at least astonishing, for he was a man who had 

little sympathy to waste on passionating ardours. The ethical bent of 

his wind inclined him more to the neo- Platonists of the Quattrocento and 

the Mythologiae of Natalis Comes than to the Metamorphoses(1); and his 

genius was too speculative to do justice to one of the most radiant love - 

poems in the language. Chapman had also shown himself to be more 

esoteric in his tastes than Marlowe; he wrote only for 'serching spirits 

whom learning hath made noble and nobilitie sacred'(2); and yet his 

contempt for popularity did not deter him from working on a poem as 

widely popular as any in Elizabethan literature. But with so complex a 

nature as Chapman's, the established reputation of Marlowe's poem might 

of itself prove an incentive and a challenge. His temperament was 

sturdily independent and he prided himself in 'varying in some rare 

fiction from popular custome'(3). By completing Hero and Leander he 

would be able to give a personal twist to the narrative and guide it 

along the paths which, to his mind, it should have taken from the 

beginning Some people, no doubt, would go further and find evidence in 
the text to support the belief that he continued the poem at Marlowe's 
request: 

Then thou most strangely -intellectual) fire, 
That proper to my soule hast power t'inspire 
Her burning faculties, and with the wings 
Of thy IInspheared flame visitst the springs 
Of spirits immortali; Now (as swift as Time 
Doth follow Motion) fin.de th' eternall Clime 
Of his free soule, whose living subiect stood 
Up to the chin in the Pyerean flood, 
And drunke to me halfe this Musean storie, 
Inscribing it to deathles Memories 
Confer with it, and make my pledge as deepe, 
That neithers draught be consecrate to sleepe. 
Tell it how much his late desires I tender, 
(If yet it know not) and to light surrender 
my soules darke ofspring, willing it should die 
To loves, to passions, and societie(4). 

But the exact meaning of the passage is obscure, and the 'late desires' 
obviously signify Marlowe's own intention to carry the work to completion 

1. F.L.Schoell,Etudes sur l'humanisme continental en Angleterre,pp.l -42. See too Gertrud Lazarus,Technik und Stil von Hero und Leander,p.22. 
2. Ovid's Banquet of Sense, Dedication to Matthew Royden. 
3. Ibid. 
4. Hero and Leander,3.183 -198. 
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as soon as he could. In any case it is difficult to imagine Marlowe, in 

his own lifetime and at the height of his powers, delegating such a task 

to another. The only legitimate interpretation of these lines is that 

Chapman elected to do what Marlowe's untimely death had forestalled; and, 

if that is so, his sestiads are a gesture to the memory of one who was a 

close friend and a fellow- member of the School of Night(1) . 

It has been noted that Chapman showed a 'tendency to regard the 

phenomenal world as an allegory of the spiritual'(2), but in this poem 

'tendency' is too mild a term for the deep, ethical passion which informs 

and gives direction to the story. Since he saw Ovid through the eyes of 

Natalis Comes and preferred the explicatio of the commentator to the 

pagan tervours of the poet, it was only to be expected that Chapman's 

muse should be more austere than Marlowe's. The dazzling beauty of 

Marlowe's art did not blind him to the audacity of his conception; and 

though he was ready to pay tribute to the excellence of the poetry(3), he 

wholly disapproved of its licentiousness. But even his repudiation of 
the sentiments and the richly bejewelled rhetoric of the earlier Bestiads 

scarcely prepares us for so complete a moralisation of the theme(4). The 

love of Hero and Leander is denounced as furtive and sinful indulgence; 
the extravagance of their emotion is checked; and the lovers themselves 

are wondrously translated into models of respectability. Indeed 

Chapman's version, with its sober regard for convention, is the negation 
of all that is Ovidian in the earlier poem. 

Marlowe had compared badly with Ovid in narrative skill because 
he had been given to overdecorating his verse with mythological conceits. 
Chapman, however, is even more discursive, partly because he considers 
every incident as a peg on which to hang his learning(5) and partly 
because his moral purpose leads him to take Marlowe's poem over- seriously 
and confuse the issues at stake. Marlowe had left a voluptuous testament 
of love but it was, like all the Ovidian poems of the period, something 
of a tapestry. Its treatment had been largely pictorial and sensuous; 
and when Chapman applies moral sanctions to such a fabric, he not only 

1. M.C.Bradbrook,The School of NiRht,pp.103 -150. 
2. Janet Spens,Chapman's Ethical Thought,ES,vol.xi,p.149. 
3. See his remarks addressed To the Commune Reader, prefacing his 

translation of Musaeus's poem. 
4. Hero and Leander,3.1 -34 and 197 -198. 
5. See,f or example,Hero and Leander,3.238 -250 and 5.317 -340. 
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destroys the illusion and presents a volte -face which is a travesty of all 

that has gone before, but he is also obliged to justify the changes which 

he introduces(1). It seems at times that his poem has taken the form of 

a palinode, a public recantation of the sighs and tears, the desires and 

importunities which threatened to wreck the lives of Marlowe's Hero and 

Leander. But the confusion does not end here. Once Chapman has decided 

that the lovers' union must be regularised, he further mystifies the 

reader by describing in detail the preparations for the wedding- feast and 

by hinting that the wedding itself must, for an unstated reason, remain a 

secret(2); and at a critical juncture of the love -drama he needlessly 

complicates the situation by introducing a fresh character, Hermione, 

sister to Leander, though she exercises no influence on the action of the 

plot. 

In two respects Chapman is directly indebted to Ovid. In the 

first place, he metamorphoses the characters. Neptune flings their 

bodies into the air and changes them into goldfinches which never approach 

the sea and always fly in pairs. Ovid himself had frequently given such 

an emblematic significance to his metamorphoses: aptum pudori nomen 

habet(3). Arachne, for instance, was given the lot of a spider by the 

infuriated Pallas, and the Lycian boors who had denied Latona access to 

the pool were changed into frogs(4). Even here, however, Chapman cannot 

resist the temptation to enlarge upon the allegory of the transformation. 
The birds feed on thistletops to testify to the hardness of their fate; 
and their very plumage is fancifully interpreted in terms of their 
suffering. Over Hero's brow there falls a velvet feather which is said 
,to resemble the head -dress of ladies in mourning. Their yellow colouring 
shows that they had been forsaken by Venus; the blue argues that they had 
been loyal in their loves; and the red and black are proof that they had 
died a violent death and were widely lamented(5). 

In the second place, Chapman introduces the inset tale of Teras, 
the story of the success which attended the love of Hymen and Eucharis(6). 

1. Ibid.,3.35 -64 and 105 -155. 
2. Ibid.,6.90 -107. 
3. Metamorphoses,v.460 -461. 
4. Ibid.,vi.145 and 381. 
,5. Hero and Leander,6.274 -293 
6. Ibid.,5.91 -496. 
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It has, however, many un- Ovidian features. It lacks the structural 

simplicity and the conciseness of the stories in the Metamorphoses. It 

is, on the contrary, rambling and amorphous. The character of Adolesche, 

the nymph who hopes to outstrip Hymen and bring the news to Athens, is 

introduced merely to furnish the conventional Ovidian metamorphosis. She 

is changed into a parrot, but the transformation does not, as it does in 

Ovid, emerge from the story: it is clumsily and maladroitly tacked on as 

an afterthought. The tale is, moreover, much too modern in temper for 

Ovid. It is a story of love thwarted by social barriers. Eucharis is 

the fairest and richest maid in Athens, and she is loved by a youth of 

low degree. Hymen disguises himself as a girl and follows her about the 

country with a chaste affection. He rescues her from the clutches of 

robbers, declares his love, and is accepted, subject to her parents' 

approval. He wins that approval, and they are happily married. Its love - 

theme, its frustrations, its expedients culminating in its happy ending, 

all show that it is the very stuff of romantic comedy and widely different 

in spirit from Ovid's records of unsanctified lust. 

For the understanding of Hero's character in the interval which 

bridges the gap between her surrender and her death, Chapman was given 

no guidance by Musaeus, for the Alexandrian poet ignored that period as 

irrelevant to his tragic tale. He was, however, presented with a model 

in the nineteenth epistle of the Heroides, where Hero gives rapturous 

expression to her love and yearns to be with Leander once again. Chapman 

follows Ovid in his characterisation only in so far as his heroine 
betrays the same restless and impatient desire to see her lover. Beyond 
that, there is no similarity. She is no more the impenitent profligate 
of the Heroides than she is the radiant and sensuous creature of the 
earlier sestiads. She has been moralised and burdened with a conscience 
which taxes her with her transgressions; and she is plunged in grief as 
she recollects how she smirched her honour and broke her vows(1). She 
has lost in human interest but has gained noticeably inintelligence. 
Marlowe's Hero moves swiftly with feminine grace and intuition; in 
Chapman's poem, she thinks in a slower, more ponderous fashion but her 
mind is strong, subtle, and introspective. She salves her conscience by 
brilliant sophistry(2). Indeed her arguments are just too clever, and 
one cannot help feeling that she is mis -cast for the role she has to play: 

1. Ibid.,3.199 -320. 
2. Ibid.,3.340 -419. See Elizabeth Holmes,Aspects of Elizabethan Imagery, 

p.74. 
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if she had met Leander in the temple, she would have proved more than a 

match for him and the seduction would never have taken place. Marlowe 

showed the surer instinct when he followed Ovid and made her of 

imagination all compact(l). 

Chapman's moral temper is still more marked in his treatment of 

Leander. He shows that he is concerned not with his love but with the 

legitimisation of that love, not with the complexities of his passion 

but with the ethical implications of that passion. Leander, as a result, 

becomes no more than a shadow of his former self. He is disembodied into 

the voice of Chapman. He has been changed into an allegorical figure, 

symbolising convention and respectability. He suffers from a sense of 

guilt, and is shamefully aware that he has neglected a duty in not 

marrying Hero(2). It is to make good that omission that he again swims 

the Hellespont, and he dies not for the Ovidian ideal of the world and 

the flesh but to preserve the sanctities and the decencies of society. 

There is something medieval about Chapman's ethical passion(3). 

He censures Marlowe's voluptuous treatment of the theme just as Guillaume 

de Lorris might have done if he had come upon Jean de Meung's denigration 

of the courtly code. He moralises the characters into symbols who could 
take their place, with a change of name, by the side of Danger and Faux - 
Semblant in Le Roman de la Rose. And he carries this medieval practice 
to its logical conclusion by subjecting the details of his imagery to 
the same searching allegorical scrutiny. Even the items of Hero's dress 
are moralised, and the very patterns of her scarf are made to yield up 
their warnings(4). On occasion, too, he moralises his mythology by 
creating a machinery of his own. In place of the warm, rich, pulsing 
life of the Metamorphoses, he presents us with a set of wan abstractions. 
The goddess, Ceremony, for example, remains a lifeless marionette(5). 
Chapman tries to humanise her by describing the beauty of her person, but 
his imagination is here insufficiently intensive. She looks graciously 
on those who conform to her wishes and ill -f avouredly on those who refuse. 
With one hand she destroys Confusion and encourages Morality; with the 
other, she beats back Barbarism and Avarice. The image is a failure not 

1. Ovid's Hero comments on the mens infirma of her sex. See Heroides,xix.7 
2. Hero and Leander,3.17 -36 and 105 -168. 
3. Holmes,op.cit.,p.73. 
4. Hero and Leander,3.13 -111. 
5. Ibid.,3.109 -144. 
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because there is a lack of detail but because these details are too remote 

from human experience. They are not so concrete as those with which Ovid 

energised into life the allegorical figure of Envy in the second book of 

the Metamorphoses(1). The figure of Dissimulation suffers from the same 

defect. The scorpion's tale, the painted snakes, and the mechanical 

contrivances attached to her body are too fantastic to be credible(2). 

There is no illusion here because there is no homogeneity in the selection 

of the details. The harmony of the picture has been sacrificed to the 

needs of allegory. 

Only very rarely does Chapman indulge in the warmly sensuous 

rhetoric of Marlowe and Ovid, but he does recapture something of its 

magnificent quality when he compares Hero to the city of Cadiz: 

(She) was much like 
Th'Iberian citie that wars hand did strike 
By English force in princely Essex guide, 
When peace assur'd her towres hand fortifide; 
And golden-iingred India had bestowd 
Such wealth on her, that strength and Empire flowd 
Into her Turrets; and her virgin waste 
The wealthie girdle of the Sea embraste: 
Till our Leander that made Mars his Cupid, 
For soft love -sutes, with iron thunders chid(3). 

Such decorative patches, however, are exceptional for Chapman's normal 
manner of writing is laboured and deliberate. He packs his thoughts and 
crowds his images, neglecting the euphony and the polish of Ovid's verse. 
He is more intellectual in temper, more metaphysical in imagery, and more 
strenuously dialectic in exposition. Ovid's use of sententiae appealed 
less to his aesthetic than to his ethical sense, and he occasionally 
introduces a neat, aphoristic generalisation on the action of the poem: 

Love is a golden bubble full of dreames, 
That waking breakes; and fils us with extreames(4). 

Too often, however, his didactic urge leads him to expand what Ovid 
would have expressed with gnomic grace into a passage of cryptic and 
turgid reflection. 

Henry Petowe's clumsy attempt to complete Marlowe's poem, The 

1. Metamorphoses,2.760 -782. See too H.W.Wells,Poetic Imagery,pp.154 -155. 
2. Hero and Leander,4.289 -305. See Horace, Ars Poetica,188: 

quodcunque ostendis mihi sic incredulus odi. 
3. Ibid.,3.203 -212. 
4. Ibid.,3.231 -232. 
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Second Part of Hero and Leander(S.R. April 14,1598) is almost unworthy of 

consideration(1). It is an uninspired verse chronicle, written in a 

style which is innocent alike of the pictorial graces of the parent poem 

and of the ratiocinative skill of Chapman's version. It has been argued 

that it was conceived to catch the ear of those who battened on the 

broadsheet literature of the day(2). Its action is certainly vigorous 

enough for such a public, and its medieval setting has much in common 

with the garbled romances which were hawked around the streets of London. 

But it is doubtful whether the tone of the dedicatory epistle to Sir 

Henry Guilford would support such an interpretation; and the Address to 

the Reader together with the eulogium of Marlowe leave the impression 

that, while the author was aware of his shortcomings, he was not without 

his literary aspirations. The story stumbles forward under its load of 

romantic trappings. Hero is importuned by a wicked duke but is rescued 
by Leander after he has accepted the tyrant's challenge and has defeated 

him in single combat. These are the commonplace situations of romance, 

and though they might point to the influence of the street -ballads, they 

might just as easily have been suggested by Spenser. The crudeness of 

its treatment is no argument against this possibility, for the man who 

remained insensitive to the beauty of Marlowe's poem would be unaffected 

by all but the externals of The Fairy Queen. Petowe's lack of vision is 
a reflection not of his sources but of his own limitations; and the 

reader of his work is obliged to endorse the author's modest admission 
that he has completed Hero and Leander in a manner less skilful than 
'divers riper wits doubties would have done'(3). 

* * * 

The actual date of composition for Venus and Adonis(S.R. April 

1. Extracts from the poem are given by Dyce in his edition of Marlowe's 
works(pp.398 -401). Of Henry Petowe himself little is known. He was a 
native of London, Marshal of the Artillery Garden in 1612, and the 
author of Philocasander and Elanira, commendatory verses addressed to 
Elizabeth and James 1, and several prose tracts(DNB). 

2. Alice T.Crathern, A Romanticized Version of Hero and Leander,MLN,xlvi, 
1931,pp.382 -385. 

3. Dedicatory Epistle to Sir Henry Guilford(Dyce,p.xli). 



45 

18,1593) is a matter of controversy and conjecture. On the strength of 

its naturalistic imagery, Coleridge held that it was written in 

Shakespeare's Stratford days before he came to London(1), but there are 

weighty considerations in the way of accepting such a theory. References 

to the sights and sounds of Warwickshire are abundantly scattered 

throughout his plays, and if they are more frequent in Venus and Adonis 

than they are elsewhere that is only because the plein air of its 

setting gave the author a greater opportunity to indulge his passion for 

nature. Such details of flora and fauna are useful in assessing the 

accuracy of Shakespeare's observations but not by themselves in 

establishing the date of his poem. Coleridge's theory, moreover, would 

commit us to the belief that Shakespeare was responsible for ushering in 

the Ovidian phase of Elizabethan poetry, but again the assumption is 

unwarranted. His whole artistic career shows that he was not an 

innovator: he preferred to follow where others led, taking over their 

experiments and improving upon them. Furthermore, the workmanship of 

Venus and Adonis suggests that it is not the forerunner but the climax of 
the movement, and it is unlikely that a young man, however talented, would 
produce such a superb example without the help and guidance of models. 

Nor is there lacking evidence to support the view that he found 
such models in The Fairy Queen and in Hero and Leander. His presentation 
of Venus recalls the description of the tapestry which adorned the walls 
of Castle Joyous(2), for like Spenser he makes his goddess more seductive, 
more importunate, and, when Adonis is slain, more grief -stricken than she 
is in the Metamorphoses. And it would appear that the poem also owes 
something to Spenser for the modulations of its diction, the languor of 
its temper, and the leisureliness of its narrative. His debt to Marlowe, 
on the other hand, is more limited and more detailed. In both poems, 
Adonis is credited with more character than he possesses in the Ovidian 
version, for in each he is depicted as a proud, disdainful boy who 
carelessly spurns the solicitations of Venus(3); in both, Venus and 
Leander press their suits with impassioned argument and in the course of 
that argument they both compare a reluctant partner to a miser hoarding 
his precious góld(4); in both, too, Narcissus is said to have met his end 

1. Coleridge's Shakespearean Criticism ,ed.T.M.Raysor,vol.l,p.31. 
2. The r' airy Queen, 3. i. 34-38. 
3. Hero and Leander,1.12 -14 and Venus and Adonis,33,339,344.,et passim. 4. Hero and Leander,1.234 -236 and Venus and Adonis,767 -768. The idea recurs in the Sonnets(see iv and vi) and originally came from the Am ores,l.viii.5i -53 
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details of a more decorative and rhetorical nature which would point to 

a close knowledge of Marlowe's work(2). 

While such indebtedness to Spenser and Marlowe would at least 

bring the date of composition forward to the period when Shakespeare was 

domiciled in London, it still leaves much in doubt. The poet himself 

claimed the work as 'the first heire of my invention'(5), and certain 

critics have interpreted these words to mean that it was written before 

his early dramas(+). Since Greene's attack in his Groatsworth of Wit 

(1592) shows that Shakespeare had already attracted notice as a playwright 

of sorts by 1512, it would follow that the poem must have been written 

before that year. But again certain difficulties present themselves. In 

referring to Venus and Adonis as the first heir of his invention, 

Shakespeare may have meant no more than that he regarded it as the first 

work of merit which he had up to that moment produced. And in doing so, 

he would be reflecting the informed opinion of his age, for plays at that 

time were not ccsiiered works of art. It will be remembered that 

Heywood, after a period of dramatic work, dedicated his Troia Britanica 

(1609) to the Earl of Worcester in terms which suggested that it was his 

first literary _ roject(5); and when Ben Jonson boldly published his plays 

in the folio edition of 1616, his gesture was deemed pretentious by his 

fellows and greeted with derision(6). The Rape of Lucrece, moreover, is 

undoubtedly tie 'graver labour' which Shakespeare promised in the 

dedication to Vey.:_ .mod Adonis, and it must have been written some time 

between 1593 and its tlication in 1594. Yet, allowing for the 

1. Hero and Leander,1.73 -74 and Venus and Adonis,162 -163. This was a 
commonplace of Elizabethan poetry. Douglas Bush points out(Notes on 
Shakespeare's Classical Wythology,PQ,vi,p.299) that it is found in 

biota's En Itydgate's Reson and Sensuallyte and in Warner's A 
he gives a longer list in his footnote to pagel - o h s 
and the Renaissance Tradition. Root(Classical Msthq)ogY in 
p.88) cites the closing lines of John Clapham's Latin poem on 

deficiunt vires, et vox et spiritus ipso 
deficit, et proms de ripa decidit, et sic 
ipse suas periit deceptus ivagiafs umbra. 

2. Hero and Leander 1.161 and Venus and gnís 947 -948# ero 
1.89 -90 and Venus. and Adonís,837. See A.Herpi , Mari 
Shakespeare,NQ,Tenth Series ,vol.l,pp.l -2. 

3. Dedication to Venus and Adonis. 
4. Sir Sidney Lee, A Life of William Shakesoeare,p.75. 
5. A.H.Clark, Thames Heywood,p.51. 
6. Wilhelm Creizenach, English Drama in the Age of 8hakeso_4r,p,93. 
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difference of theme and the change of temper, there is no marked 

improvement in technical skill. The rhetorical cadences and the 

decorative texture of the two poems leave the impression that they were 

conceived as exercises in Ovidian wit and that they were executed within 

a short time of each other. In the same dedication, too, Shakespeare 

vowed that he would 'take advantage of all idle houres' to complete the 

new poem for Southampton. The phrase itself would suggest that he had 

already devoted such idle hours to the writing of Venus and Adonis. It 

is perhaps significant that in 1592 there was just such a period of 

enforced idleness, for the London playhouses were closed that year for 

six months on account of the plague(1); and the supposition that it was 

during that time that he wrote his Venus and Adonis is at least 

strengthened by a passing reference in the text: 

And as they last, their verdure still endure, 
To drive infection from the dangerous year: 
That the star -gazers, having writ on death, 
May 'say, the plague is banish'd by thy breath(2). 

There is yet another consideration which helps to date the poem 

and at the same time elucidate certain difficult passages in the text. 

The third Earl of Southampton, to whom Shakespeare dedicated his Venus 

and Adonis, had inherited vast estates at an early age, but he had 

steadfastly refused to marry and ensure the entail by founding a family. 

In 1591 he had declined the hand of Burleigh's granddaughter, Lady 

Elizabeth de Vere, and his intransigeance was beginning to cause 

uneasiness outside his immediate circle(3). The first seventeen of 

Shakespeare's sonnets repeatedly warn his mysterious friend of the 

consequences of neglecting a duty to himself, to his house, and to his 

country; and the theory that the friend was Southampton receives credence 

from the presence of similar injunctions, couched in similar language, in 

Venus and Adonis, for it is arguable that Shakespeare was conveying a 

dark conceit under the brilliant patterns of his poem and that in the 

guise of a mythological fancy he was advising Southampton to marry and 

beget children(4). Admittedly the parallel must not be pressed too far. 

Like Adonis, Southampton was celebrated for his physical beauty(5) and, 

1. G.B.Harrison, An Elizabethan Journal,pp.140 -182. 
2. Venus and Adonis,507 -510. 
3. C.C.Stopes, The Third Earl of Southampton,pp.34 -48. 
4. Ibid.,p.53. 
5. Witness the fourteen portraits of the earl,cited by Lee,op.cit.,pp.144- 

146. See too Sonnets i -xvii and especially liii: 
Describe Adonis, and the counterfeit 
Is poorly imitated after you. 
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like him too, he was wilful enough to insist on following his own 

inclinations, although his pastimes were not necessarily as innocent as 

those of Shakespeare's hero. Like Shakespeare in the sonnets, Venus 

contends that beauty should be transmitted to posterity and urges the 

duty of fatherhood on the youthful Adonis(1). That she should take 

herself so seriously is puzzling only as long as we think of her as the 

goddess of sensual delight; but these passages cease to be puzzling it we 

regard her not as an Olympian harlot but as the patroness of wedlock 

through whose mouth Shakespeare was striving to impress upon his friend 

the need to marry and rear a f amily(2). Similarly, Adonis's repudiation 

of love and his assertion that only lust prevails on earth(3) may also 

have a parabolic significance. The sentiments are startlingly out of 

character, coming as they do from one who knows nothing of love, but they 

may reflect the opinions of Southampton himself; and as such they may be 

construed either as the fashionable Platonic doctrine of the age or as 

the findings of a libertine whose experiences have inverted his idealism 

into a cynical mood of denigration(4). If these speculations were sound, 

then it would be fairly safe to say that Venus and Adonis belongs to the 

same period as certain of the sonnets and that it was written in the 

early nineties of the sixteenth century. 

In spite of Ben Jonson's grudging concession of 'small Latine' 

and of r'armer's Essay on the Learning of Shakespeare(1767), scholars do 
not now challenge the poet's first -hand knowledge of Ovid's poems(5) . But 

Venus and Adonis immediately raises the allied question of his dependence 
on Golding's famous translation of the Metamorphoses(1565-1567). Some 

critics have strenuously denied that Golding exercised any influence on 
the poem, but their arguments are based on verbal correspondences alone 
and even in this restricted field of inquiry their case is weak. ax 

1. Venus and Adonis,129- 132,163- 174,751 -768. Compare ibid.,168: 
Thou wast begot; to get it is thy duty, 

and Sonnet xiii.14: 
You had a father; let your son say so. 

2. She figures as the goddess of marriage in Ovid. See Metamorphoses ix. 
796 and x.295; and also Spenser,The Fairy Queen,4.x.30 -58. 

3. Venus and Adonis,793 -804. 
4. That there was such a cynical strain in Southampton even at an early 

age is shown by the academic exercise he sent to his guardian on the 
theme,Omnes ad studium virtutis incitantur spe premii. See Stopes,op. 
cit.,p.25. 

5. T.S.Baynes, Shakespeare Studies,pp.147 -249; Leo Rick,Skakespeare and Ovid,JDS,lv,l9l9,pp.35 -53; Edgar Fripp,Shakespeare's Use of Ovid's 
Metamorphoses, Shakespeare Man and Artist,vol.l,pp.98 -128. 
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Dürnhöfer, for example, pointed out(1) that for Ovid's facies Shakespeare 

uses face whereas Golding translates the word by countenance(2), and he 

further urged that Shakespeare's bow -back and bristly pikes for Ovid's 

ardua cervix and rigidibus hastilibus owe nothing to Golding's brawned 

necke and armed pikes(3). The first of these two illustrations certainly 

shows independence but the second is worthless, for in the very next line 

Golding uses the word bristles in elaboration of Ovid's description. 

Similarly, in his discussion of the Todesursache des Adonis(4), Dúrnhófer 

maintained that Shakespeare's groin is a closer rendering of Ovid's 

inguine than Golding's codds(5), but he neglected to note the fact that 

Golding, a few lines earlier, had used groyne to translate the rostro of 

the Metamorphoses(6), and so may have influenced Shakespeare in the 

choice of the word. His contention, moreover, that Golding translated 

.lepores by harts has been disputed by Mr. Hazelton Spencer who shows that 

the 1567 and the 1593 editions of the translation use hares(7). And it 
might in addition be argued that Golding's translation of improbe as 

froward boy and wilful boy probably gave Shakespeare his idea for the 
churlish and petulant disposition of his hero(8). But while these verbal 

echoes would invalidate Dürnhófer's theory and point to the not 

surprising conclusion that Shakespeare consulted Golding, they do not 
prove that he was entirely dependent upon him, for the interweaving of 
the plots, the voluptuous temper of the treatment, the pictorial quality 
of the imagery, and the sensuous glow of the rhetoric indicate that Ovid 
was the immediate source of the poem(9). 

Indeed, as Francis Meres was aware, the 'sweete wittie soule of 
Ovid'(10) was reincarnated more completely in Venus and Adonis than in 
any other poem of the period; but that does not mean that its outward 
norm and expression remained unchanged. The Ovidian legend has become 
in Shakespeare's hands a gorgeously decorative study with the extravagant 
motifs and the closely woven designs of a tapestry(ll). Its setting is 

1. Shakespeares Venus und Adonis im Verháltnis zu Ovids Metamorphosen,p.36. 
2. Metamorphoses,x.548 and Venus and Adonis,631. 
3. Metamorphoses,viii.284 and 285; Venus and Adonis,619 and 620. 
4. Op.cit.,p.38. 
5. Metamorphoses,x.715 and Venus and Adonis,1116. 
6. Metamorphoses,x.713. 
7. Ibid.,x.538. Hazelton Spencer, Shakespeare's Use of Golding in Venus 

and Adonis,MLN,xliv,1929,pp.435 -437. 
8. Metamorphoses,iv.370. See Venus and Adonis,182 -183. 
9. Sir Sidney Lee, Introduction to his edition of Venus and Adonis,p.xviil l0.Palladis Tamia,Elizabethan Critical Essays,vol.1,p.317. 
11.See the petit point of Venus and Adonis in the South Kensington 

Museum reproduced by G.B.Harrison in his First Elizabethan Journa7.4p36 
-257 
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more voluptuous in the Italianate manner, warmer in its appeal and almost 

Titianesque in the richness of its colour schemes. The canvas is more 

crowded with detail, and the plot has acquired greater flexibility as a 

result of crossing two legends retailed in the !Metamorphoses: the 

incident of Venus and Adonis in the tenth book and that of Salmacis and 

Hermaphroditus in the fourth(1). The first is a disappointingly bald 

account of the goddess's love for Adonis and of her grief at his death, 

but the second is a much more passionate story of a nymph's unrequited 

love for a young boy. Shakespeare seems to have been dissatisfied with 

the artistic possibilities of the Adonis legend itself for he lays both 

under contribution. He enriches the first by means of the second, 

telescopes the situations, fuses the characters, and produces a skilful 

intertexture of the two. 

Even in a tapestry -poem like Venus and Adonis Shakespeare's 

dramatic instinct is apparent. He shows himself less willing than Ovid 

to accept supernatural sanctions and more ready to interpret the action 

in terms of passion and emotion. Ovid tells a mythological tale and 

motivates it in an appropriately mythological fashion: Venus's love is 

occasioned by a chance prick from one of her son's arrows(2). But 

Shakespeare ignores this point and tries to naturalise the passion by 
making it depend entirely on the compelling beauty of Adonis. Behind all 
the decoration the legend for him remains a tale of abandon which is 
never allowed to lose its human interest and its human significance. And 
the same naturalistic tendency is noticeable towards the end of the poem. 
The Ovidian metamorphosis of Adonis into a flower is too fanciful to be 
important in Shakespeare's interpretation and is inserted by him merely 
as one of the many ornamental arabesques which offset the action of the 
plot(3). Venus's grief will be fittingly commemorated not by this 
flower, as in Ovid's account, but by the behaviour of lovers through all 
future ages, for love thenceforth will be attended by sorrow and waited 
on by jealousy: 

Since thou art dead, lo! here I prophesy, 
Sorrow on love hereafter shall attend: 
It shall be waited on with jealousy, 
Find sweet beginning, but unsavoury end(4). 

1. Metamorphoses,x.519- 559,708 -739 and ibid.,iv.285 -388. 
2. Ibid.,x.526. 
3. Venus and Adonis,1165 -1168. 
4. Ibid.,1135 -1138. 
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At the sane time, however, Shakespeare is more pictorial than 

Ovid in his treatment of the legend. The original version of the Adonis 

story is severe in outline and provides no more than the ground -plan for 

Shakespeare's work, but the more passionate account of Salmacis and 

Hermaphroditus is almost Alexandrian in the flowery exuberance of its 

imagery. When the boy blushes, his colour is compared to apples hanging 

in a sunny orchard, and when Salmacis clutches him, her fierce embrace is 

likened to an eagle fastening upon its prey(1). Shakespeare's poem is 

also patterned with these elaborately wrought conceits, for they were the 

commonplaces of Elizabethan poetry; but his mind is more catholic in its 

range and it frequently disengages itself from the carnalities of Venus 

to sketch a picture of the beauty and the cruelty of the world of nature. 

His imagery is consequently not so bookish and literary as Ovid's; and it 

is also more artistic in its purpose, for the kaleidoscopic glimpses of 

the dive- dapper, of the fleet -footed roe, of the lurking adder, of the 

excited horse, and of the lark rousing the morning from its pinnacle in 

the heavens offer a measure of relief from the theme of seduction(2) . 

They set the importunities of the goddess against a larger and fresher 

background and energise the poem by cleansing it of any taint of 

debauchery. 

Shakespeare seems to have been more than dissatisfied with the 

meagreness of Ovid's account of the boar -hunt, for he expands and 

elaborates his version by lifting details from the much fuller description 
of the Calydonian boar in the eighth book of the Metamorphoses(;). From 
the original Adonis story he retains the account of the hero's death from 
a wound in the groin(4), but he adds. zest to the narrative by borrowing 
details from this other source and using them to enlarge upon the 
fearsomeness of the monster(5). There is a significant difference, 
however, in the treatment by the two poets. Ovid gives an epic splendour 
to the fray. He recaptures the exultation and the exhilaration of battle. 

1. Metamorphoses,iv.331 and 362 -363. 
2. Venus and Adonis,86,259- 342,561,853,878. 
3. Metamorphoses,viii.329 -424. 
4. Venus and Adonis,1112 -1116 and Metamorphoses,x,715. 
5. Venus and Adonis,619 -630 and Metamorphoses,viii.284 -288. Shakespeare's 

description here is probably influenced by Golding's rendering: 
His eies did glister bloud and fire: right dreadfull was to see 
His brawned necke, right dreadfull was his haire, which grew as thicke 
With pricking points, as one of them could well by other sticke. 
And like a front of armed pikes, set close in battell ray \.Qo 
The sturdie bristles on his backe stoode staring up alway. j` 

c 
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The boar smashes through the grove and scatters the hounds. The heroes 

vie with one another for the honour of the kill, and there is a scene of 

wild confusion, of most admired disorder. Shakespeare, on the other hand, 

shows himself more interested in moods than in physical action. The boar - 

hunt takes place, as it were, off- stage(1). It is reported through the 

eyes of the distracted goddess. A few graphic details are vouchsafed to 

the reader, the boar in its frenzied flight, the full cry of the hounds, 

a weary dog licking its wounds, but these details are given a dramatic 

significance in that they help to reflect what Coleridge calls 'the flux 

and reflux of the mind' (2) , the 'variable passions' and the 'thousand 

spleens' experienced by Venus as she wildly seeks for her. beloved. 

It was Coleridge who first detected in the poem 'the great 

instinct which impelled the poet to the drama'(3), and his contention is 

well supported by considering the transformation to which the Ovidian 

goddess has been subjected. In Shakespeare's work she still retains some 

marks of her divinity: when she reclines on the ground, the flowers 

sustain her like sturdy trees, and when she walks abroad, her tread is so 

light that no imprint is left on the grass(4). But a closer study reveals 

that he has succeeded in changing a mythological ornament into a human 

being. In his conception, Venus has become a woman with a woman's 

intensity and single- mindedness or purpose; and this change he has 

effected in some measure by fusing the roles of Venus and Salmacis, as 

they are described in the Metamorphoses. The Ovidian goddess holds an 

assured position in the affections of Adonis and diversifies her day by 

ranging over the mountains in quest of the lesser beasts of the field(5). 

But, like Salmacis, Shakespeare's Venus has no such recreations. She is 

the grande amoureuse, more languorous and more voluptuous than her 

namesake; and, like Salmacis again, she finds her love quickened by 

frustration into a possessive and consuming passion(6). 

1. Venus and Adonis,907 -996. 
2. Biographia Literaria,chapter xv. 
3. Ibid.,chapter xv. 
4. Venus and Adonis,152,1028. 
5. Metamorphoses,x.535 -539. 
6. The parallel between Salmacis and Venus is indeed very close. Salmacis 

seizes Hermaphroditus against his will, steals reluctant kisses from 
him, fondles him, and warns him that he need not try to escape.When the 
metamorphosis occurs, their bodies are conjoined, and they seem to 
merge into one(Metamorphoses,iv.374 -375): 

corpora iunguntur,faciesque inducitur illis 
una. 

The behaviour of the Shakespearean Venus follows the same pattern; and, 
when she bids bids Adonis goodnight, they seem to become one body(540): 

Incorporate now they seem, face grows to face. 
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But Shakespeare's figure is not a thing painstakingly fashioned 

out of the shreds and patches of Ovid's poetry. She is an imaginative 

creature with an independent existence and a more complex character. 

Unlike Ovid, Shakespeare is interested in the dissolving moods of his 

heroine and in the evanescent and fleeting sensations of the moment. He 

allows her greater emotional range and records minutely the flux of these 

emotions. She passes swiftly from shameless importunity to tender 

sentiment, from tender sentiment to waspish expostulation, and from 

waspish expostulation to bantering humour. When she hears the sounds of 

the boar -hunt, she rushes about hither and thither like a woman in the 

grip of hysteria, and when she sees Adonis lying dead at her feet, she 

reveals a sorrow quite touching in its sincerity: 

She looks upon his lips, and they are pale; 
She takes him by the hand, and that is cold; 
She whispers in his ears a heavy tale, 
As if they heard the woeful words she told(1). 

Shakespeare's conception of Adonis owes little to Ovid beyond 

the few details given in the Salmacis legend. Like Hermaphroditus, he is 

a mere boy, inexperienced in love and ashamed of the overtures of Venus; 

and like him, too, he repels the attacks on his chastity(2). From this 

meagre information Shakespeare creates a character more boldly conceived 

and more vigorously portrayed than either of its Ovidian prototypes. 

Adonis proves a precocious child, like all Shakespeare's youngsters, and 

one who is sullen to the point of perversity. He counters Venus's 

arguments with frowns, and breaks his silences only to express disdain 

or voice a querulous complaint. Such self -assurance in the young is 

rarely commendable, but Adonis's precocity is on occasion relieved by the 

impish grace of his movements; and he is not without a mischievous sense 

of humour: 

Upon this promise did he raise his chin 
Like a dive -dapper peering through a wave, 
Who, being look'd on, ducks as quickly in; 

1. Venus and Adonis,1123 -1126. 
2. Ovid is unable to make up his mind about the age of his Adonis, for he 

refers to him once as vir(x.523) and twice as iuvenis(x.545,712). We 
are explicitly told, however, that Hermaphroditus is a boy of fifteen 
(iv.292) , and Shakespeare stresses again and again the unripe years of 
of his hero(Venus and Adonis,l04,135,487,524). For other correspondences 
of minor importance between Hermaphrodites and Adonis, see respectively 
Metamorphoses,iv.329,336,354 -355 and Venus and Adonis,33,379,361 -363. 
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So offers he to give what she did crave; 
But when her lips were ready for his pay, 
He winks, and turns his lips another way(1). 

He may be surly and ill- mannered but he is at least more than a symbol of 

virtue; and this greater individuality has enabled Shakespeare to give 

him a more dynamic role to play than either of his fellows in the 

Metamorphoses. The Ovidian Adonis offers no struggle and is overshadowed 

by his mistress. Hermaphroditus is a negative figure who modestly 

shrinks from Salmacis. In both cases, the narrative interest centres on 

the passion of the woman. But Shakespeare's Adonis has no means of 

escape, for he is enfolded for most of the time in the arms of Venus. He 

shares the limelight with her for the greater part of the poem. Indeed 

his resistance to her blandishments has become the crux of the situation, 

for in its absence there would be no Hauptkonflikt to centralise the 

action(2). It is, much more than in the Salmacis legend, the focal point 

without which the poem would lose its unity and disintegrate into a 

series of unco- ordinated images. 

The situation, in fact, is always conceived in terms of its 

pictorial values. In that respect, Venus and Adonis is Italianate rather 

than Ovidian in style and owes more to The Fairy Queen than it does to 
the Metamorphoses. The colour -tones are accordingly deeper and the 

orchestration of its stanzas much more intricate than is the case with 
Ovid. There is, too, a greater flexibility in the treatment of the theme 
and a more imaginative sweep in the course of the action. But Shakespeare 
could not read Ovid and remain insensitive to the spell of his poetry; 
and we actually know that he did not, for elsewhere, through the mouth of 
Holofernes, he praises Ovid's golden cadences and the 'odoriferous 
flowers' of his fancy(3). Venus and Adonis would certainly suggest that 
the opinion is Shakespeare's own, for throughout its pages he betrays, 
like Ovid, a passion for sonorous rhetoric and, like him too, he balances 
phrase against phrase in an excess of virtuosity: 

That hour is this? Or morn or weary even? 
Do I delight to die, or life desire? 
But now I liv'd, and life was death's annoy; 
But now I died, and death was lively joy(4). 

1. Venus and Adonis,85 -90. 
2. See DArnh6fer,op.cit.,p.12. 
3. Love's Labour's Lost,iv.2.126 -130. 
4. Venus and Adonis,495 -498. 
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These are features which Shakespeare shared in common with his 

contemporaries, and some knowledge of the companion- pieces to Venus and 

Adonis should keep us from falling into the error of expecting that its 

style should be other than ornamental. And yet it is just such an error 

which has caused one commentator, Mr. H.S.T. Forrest, to go astray(1). He 

complains of the luscious sentiment, of the periphrastic style, and of the 

lack of dramatic illusion; he argues that no poet of Shakespeare's 

standing would be responsible for such lapses; and he ends by expunging 

fifty -three of the stanzas as the work of some bungling interpolator(2). 

His argument, however, is both unhistorical and confused. He wrenches 

the poem out of its literary perspective and views it against the back- 

ground of the plays. The truth is that no test of dramatic consistency 

can be applied to Venus and Adonis for the reason that the Ovidian poem 

was never intended to emulate the situations of the drama(3). It was and 

remained the art form best suited to satisfy the inordinate urge for 

decoration which characterised the verse of the Elizabethan nineties, and 

the duplication of its sentiments together with the conceited patterns of 

its rhetoric were precisely the qualities which won the admiration of its 

readers. So far from detracting from Shakespeare's reputation, as Mr. 

Forrest would have us believe, the poem as it stands offers further proof 

of his astonishing versatility, for it shows, as do the sonnets and the 

plays themselves, how skilfully he could catch the ear of the age by 

adapting and, in a sense, transfiguring its literary fashions. 

This particular phase of Ovidian imitation terminated in two 

works by Thomas Edwards, Cephalus and Procris and Narcissus; but after 
the triumphs of Marlowe and Shakespeare, it cannot be denied that the 
termination is something of an anti- climax(4). Both poems are derivative 

1. H.T.S.Forrest, The Original Venus and Adonis. 
2. Ibid.,pp.18 -100. Nineteen stanzas are suspected. 
3. For that matter, Shakespeare in his plays did not always observe 

dramatic consistency in the portrayal of his characters. See Schúcking, 
Character Problems in Shakespeare's Plays, passim. 

4. Despite the researches of Elizabethan scholars, nothing is known of 
Thomas Edwards. See W.E.Buckley's introduction to the Roxburghe Club 
edition of the poems,pp.xi -xv, Sir Sidney Lee's article on Edwards in 
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in treatment, and neither the smoothness of their versification nor the 

felicity of their expression raises them above the prentice level of art. 

In each Edwards did little more than play the sedulous ape to his great 

contemporaries, and he acknowledges his indebtedness to them in a 

gallimaufry of verbal echoes(1). But even the second -rate is not without 

its interest in the history of literature; and these two poems have a 

special importance, for they testify to the widespread popularity of 

Ovidian themes(2) and they epitomise within themselves the influence 

exerted by Spenser, Marlowe, and Shakespeare on the lesser writers of the 

day. 

Though Cephalus and Procris was suggested by the legend given in 

the Metamorphoses(3), Edwards takes Spenser and not Ovid as his narrative 

model. His limited sensibilities, however, single out for emulation the 

more obvious and less commendable features of Spenser's genius, and he 

accordingly recounts the story in a rambling fashion which deprives it of 

any but descriptive interest. He lies at the mercy of every situation; 

his incidents follow each other with bewildering complexity; and not one 

of his characters is strong enough to command our undivided attention. 

His handling of the theme is more expansive than Ovid's, and he takes 

advantage of every opportunity to embroider it with pastiches from The 
Fairy Queen. Procris meets with adventures which bear detailed 

comparison with those of Una: she wanders unescorted amid the hazards of 
the countryside, she evades an attack on her virtue, and she finds a 
temporary asylum from her labours in the company of a satyr band(4) . Even 
when he abandons the parallelism, Edwards still retains the imagery and 

DNB,and C.C.Stopes's essay,Thomas Edwards, author of Cephalus and 
Procris in MLR,xvi,1921,pp.209 -223. Cephalus and Procris,with the names 
in the reverse order, was entered in the Stationers' Register on 
October 22,1593. Narcissus war not entered, but both poems were 
published in 1595. Apart from a reference to Cephalus and Procris in 
William Clerke's Polimanteia(1595) and in Nashe's Have with you at 
Saffron Walden(1596), nothing more was heard of them until a copy was 
found in Peterborough Cathedral Library in 1878. 

1. See too the envoy to his Narcissus,ed. Buckley,p.60. 
2. In his Address to the Honourable Gentlemen and true favourites of 

Poetrie, Edwards comments on the taste of the day and notes that 'most 
have endeavoured to appease Jupiter,some to applause Mercury, all to 
honour the deities'. 

3. Metamorphoses, vii.694- 758,796 -865. 
4. Cephalus and Procris,ed.cit.,pp.22 -24. Compare The Fairy Queen,l.vi. 
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the very movement of Spenser's lines: 

At length the silent Morpheus with his lute, 
About her tyring braine gan to salute 
Her unto rest, the Driades consent, 
With downe of thissels they made her a tent, 
':where softly slumbering shadowed from the Sunne, 
To rest herselfe devoutly she begun(1). 

But he is nothing if not eclectic in his method. ':bile he 

follows Spenser, he does not neglect to pay his respects to Marlowe and 

Shakespeare. Details from both their works find a place within the 

framework of his poem. The figure of Cephalus is mounted, like a paladin 

from The fairy Queen, on a milk -white steed caparisoned with gold, but he 

has the sensuous charm of Leander and prefers, like Adonis, the rigours of 

the chase to the ardours of a goddess(2). Aurora herself is 

Not trickt and frounc't as she was wont 
With the Atticke Boy to hunt(3), 

but is attired, like Hero, in diaphanous veils which enhance the beauty of 

her limbs(4). And the seduction of Procris together with the wooing of 

Cephalus offer yet further opportunities for lifting phrases from Hero and 

Leander and Venus and Adonis(5) . 'What was in origin a nature myth has 

become for Edwards a romantic intrigue, and the change from Ovid is the 

more complete in that it is effected by the combined effort of many 

contemporary influences. But Edwards's allegiance to so many masters 

puts his talent to a severe test, for he lacks the assimilative power 

which enabled those masters to fuse heterogeneous traditions into a 

harmonious design. The eroticism of Marlowe, the voluptuous overtones of 

Shakespeare, and the languorous dignity of Spenser are stresses which it is 

1. Ibid.,p.24. 
2. Ibid.,p.11. Compare Venus and Adonis,587 -588. 
3. Milton, Il Penseroso,l23 -124. 
4. Cephalus and Procris,p.8. Compare Hero and Leander,1.9. 
5. In her interview with Cephalus, Aurora, like Venus, 'entreats' his love 

with kisses, sighs, and tears; like Venus, she boasts of her previous 
conquests(Cephalus and Procris,p.l3;Venus and Adonis,97 -114); and like 
Venus again, she 'wringes' the hands of her beloved(Cephalus and Procris,' 
p.13;Venus and Adonis,421). Procris, on the other hand, takes after Hero 
and 'faintly deni'd what she was willing too'(Cephalus and Procris,p.19; 
Hero and Leander,2.293 -295); and when she surrenders, we learn that she 
is, like Hero, actually in bed(Cephalus and Procris,p.20): 

Whereat she starts as in a desperate moode, 
Skipt from the bed, all wrathful where she stoode. 

Compare Hero and Leander, 2.312 -317 : 
Leaving Leander in his bed alone.... 
Thus near the bed she blushing stood upright. 
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beyond Edwards's skill to resolve. And his poem leaves the impression of 

an ill- conceived tapestry whose texture is scarred by the ugly seams which 

join its several sections. 

These weaknesses are even more apparent in his second poem, 

Narcissus. He is again too servile in his discipleship and again too keen 

on scoring an easy success by following in the wake of Marlowe, 

Shakespeare, and Spenser. As before, his debt to Marlowe is a verbal one 

and reveals itself in the flash of a phrase, when Narcissus compliments 

Leander on the beauty of Hero: 

Welcome, Leander, welcome, stand thou neere, 
Alacke poore youth, what hast thou for a pawne, 
What not a rag, where's Heroes vale of lawne, 
Her buskins all of shels ysilvered ore ?(1) 

or when he repeats an argument which Leander himself had used to good 

advantage: 

I tearme her faire, for thou didst make her faire, 
For without men alacke they nothing are(2). 

His dependence on Shakespeare seems actually to have increased, for his 

reference to Adonis, 

Faire Adonis in pride that shewes so hot, 
Clad in rich purple haire with amorous hew, 
Causing to leave her Dove - drawne chariot, 
Love's sole commander, and to follow you. 
Not for the palme of glorie but for yew: 
Come time with me true desolations noate 
For none but we can beauties blindness coate(3), 

would suggest that the situation is deliberately modelled on that 

described in Venus and Adonis. Narcissus may not be quite accurate when 
he identifies himself with Adonis as hapless boys who have been tortured 
by the charms of a woman(4), but the point is significant, and in the 
passionating rhetoric of his complaint there is more than a hint of 

Shakespeare's style. Spenser's influence is difficult to assess. It is 
more diffused than it is in Cephalus and Procris but none the less 
formative, and though Edwards's imitation of the pictorial grandeur of 
The Fairy Queen falls short of the original, it is there that his 

1. N 

2. Ibid. 

3. Ibid. 
4. Ibid. 

arcissus,ed.cit.,p.43. Compare Hero and Leander,l.9 
The outside of her garments were of lawn. 
Buskins of shells all silvered had she. 

,p.44. Compare Hero and Leander,1.255 -256: 
One is no number; maids are nothing then 
Without the sweet society of men. 

,p.42. 

and 31: 
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remarkable gift of mimicry is seen and heard at its best: 

Now Phoebus gins in pride of maiestie, 
To streake the welkin with his darting beames, 
And now the lesser planets seeme to die, 
For he in throane with christall dashing streames, 
Richer than Indiaes golden vained gleames 
In chariot mounted, throwes his sparkling lookes, 
And unawares pries midst this azured brooke(1). 

In the press of these contemporary influences it is not 

surprising that Ovid has been forgotten. His low- pitched narrative(2) 

with its undercurrent of irony has been rejected for something more 

flamboyant in its effect. Edwards takes only one of the incidents 

recorded by Ovid, the lament of Narcissus, and elaborates it into a 

declamatory and sometimes turgid complaint. He offers no connected story 

and shows no feeling for the finer graces of composition. Too much space 

is devoted to the nymphs who decorate the setting, too little is given to 

the importance of the scene by the pool, and the whole is hurriedly 

brought to a close by the introduction of Echo. Narcissus tells the story 

himself, but the reader has no more than a series of nods and winks to 

help him to follow the sequence of events; and his task is not made easier 

by the fact that the narrator has become, like Echo herself, a voice, 

differing from hers in the wider range of its inflections but 

deteriorating like hers only too often into a frothy smother of words. 

* * * 

1. Ibid.,p.55 
2. Metamorphoses,iii.351-510. 
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Chapter III 

Ovide Moralisé, 1590 -1598 

Almost at the same time as Lodge, Marlowe, and Shakespeare were 

embroidering their mythological themes, another group of English poets, 
waS 

Spenser, Drayton, Davies, and Chapman, r engaged in moralising 

classical fable, investing it with a spiritual significance and making of 

it, in their different ways, a vehicle for philosophical speculation. In 

doing so, they were following in the wake of a well- established tradition 

in European letters. Plato, it will be remembered, had rounded off his 

Republic with the mythical adventures of Er to symbolise the fate which 

awaited the soul in the next world(1); Livy had put into the mouth of 

Menenius Agrippa the story of the belly and the several members of the 

body to illustrate the political need of concord and degree(2); and Ovid 

himself had woven several allegorical strands into the glittering fabric 

of his Metamorphoses. Indeed, by the first century of the Christian era, 

the trend had become so strong in Latin poetry that Statius could rob 

Bacchus of his godhead and reduce him in stature to a symbol of 

drunkenness, while abstractions like Furor, Ira, Pietas, and Clementia 

were dignified by him into characters who exercised an influence on the 

action of his poem(3). This allegorisation was carried yet further by 

Prudentius, in the fourth century, when he discoursed about the Christian 

graces in the Psychomachia, and it may be said to have reached its height 

a hundred years later when Martianus Capella wrote the De Nuptiis 

Philologiae et Mercurii, and when Boethius attempted to harmonise the 

freedom of the will with the omniscience of God in his De Consolatione 

Philosophiae. 

In the Middle Ages, allegory became a passion which had its 

origin in the deep spiritual and social need of the time. Death from 

plague and violence was then so common that the world assumed the form of 

a fantastic memento mori; and the ecclesiastical authorities made use of 

every occasion to moralise this fear of death and to insist on viewing 

the human scene, in all its many aspects, against the background of 

eternity. Symbolism alone made life supportable by placing it within a 

1. Republic,x.614 -621. 
2. History,ii.32. 
3. See the discussion of the Thebaid,vii.38 -47, by C.S.Lewis,The Allegory 

of Love,ppe49 -55. 
,. 
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meaningful context. All things, accordingly, tended to be interpreted as 

so many manifestations of God, as so many pointers to the Atonement 

effected by the sacrifice of Christ. "Nothing is too humble to represent 

and to glorify the sublime. The walnut signifies Christ; the sweet 

kernel is His divine nature, the green and pulpy outer peel is His 

humanity, the wooden shell between is the cross. Thus all things raise 

the thoughts to the eternal; being thought of as symbols of the highest, 

in a constant gradation, they are all transfused by the glory of divine 

majesty. Every precious stone, besides its natural splendour, sparkles 

with the brilliance of its symbolic values Eventually all symbols 

group themselves about the central mystery of the Eucharist; here there is 

more than symbolic similitude, there is identity: the Host is Christ and 

the priest in eating it becomes truly the sepulchre of the Lord "(l). 

The literature of the period naturally bears witness to this 

widespread popularity of allegory. In The Divine Comedy, it received its 

most majestic expression, for there, in the form of a journey which 

begins in hell under the guidance of Virgil and ends in heaven with the 

Beatific Vision, Dante depicts the agonies and torments of the soul in its 

quest for union with God. But the method was not confined to mystical and 

religious works alone. It was so congenial to the medieval mind that it 

was applied to practices of which the Church officially disapproved. 

Chivalrous love, for example, was both sensual and adulterous, and yet the 

aspirations of the lover and the difficulties he encountered were 

allegorically elaborated in Le Roman de la Rose under the guise of the 

Rose, Bel -Accueil, Danger, Faux- Semblant and a host of other symbols. 

When Guillaume de Lorris and Jean de Meung wrote this thirteenth - century 

version of the ars amandi, they carried the vogue to its final limits in 

medieval literature, and prepared the way for a number of imitators in the 

centuries which followed(2) . 

It is of special significance to recall that allegory had 

invaded yet another field of human endeavour and had proved to be the 
ïavourite instrument of textual exegesis. Scholars had for long busied 

1. Huizinga, The Waning of the Middle Ages,p.187. See also Courthope, 
A History of English Poetry,vol.l,pp.341 -392, C.S.Lewis, The Allegory 
of Love,pp.44 -111, Saintsbury, The Flourishing of Romance and the Rise 1 

of Allegory,pp.300 -332, and H.O.Taylor, The Medieval Mind,vol.2,pp.67- 
85. 

2. It is interesting to note that Le Roman de la Rose was itself 
allegorised in 1441 by Estienne Legris who, in the Répertoire du Roman 
de la Rose, gave a religious interpretation to the poem. See Huizinga, 
op.cit.,p.106. 
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themselves with the task of converting Virgil into a footnote to Holy 

Writ(1). As early as the reign of Constantine, the Pollio eclogue was 

revered for its Messianic prophecy, and, in the sixth century, Fulgentius 

subjected the Aeneid itself to a searching symbolical interpretation. 

Even to Dante, Virgil was not only the 'glory.and light of other poets' 

but also a guide, lord, and master(2); and, at the time of the 

Renaissance, the indefatigable industry of Christoforo Landino and Julius 

Caesar Scaliger spiritualised the journeys of Aeneas into the story of 

the soul's search for salvation(3). By analogy, the same method of 

interpretation had been applied to Ovid, and it had succeeded in 

transforming the least austere of poets into a model of respectability. 

He is one of the four great shades who greet Dante and Virgil on their 

way through hell, and Dante records his pride at being admitted to his 

fellowship(4). In his De Genealogia Deorum, printed in 1472, Boccaccio 

had claimed that his exposition of classical myth would help readers to 

see behind the veil of fiction and appraise the true worth of the poetry; 

and in his Mythologiae(1551) Natalis Comes had been even more explicit, 

asserting that the poets deliberately expressed the highest philosophical 

truths allegorically and urging that these poets could not be fully 

appreciated until the meaning of the moral had been grasped(5). The 

same opinion was widely held in Elizabethan England. When Golding 

published his famous translation in 1567, he did so in the belief that 

every myth could be interpreted to the profit of the reader, and William 

Webbe argued in 1586 that, if the Metamorphoses were moralised as Ovid 

had intended, it would prove a 'worke of exceeding wysedome and sounde 

judgment'(6). It is with a knowledge of such a background and in the 

1. Domenico Comparetti, Vergil in the Middle Ages, trans. Benecke,pp.96- 
134. 

2. Inferno , i . 82 : 
0 degli altri poeti onore e lume; 

and later, ii.140: 
tu duca, tu signore, e tu maestro. 

3. Merrit Y. Hughes, Virgilian Allegory and the Fairy Queen,PMLA,xliv, 
1929,pp.696 -708. 

4. Inferno,iv.82 -90: 
Poiche la voce fu restata e queta, 
vidi quattro grand' ombre a noi venire... 
quegli e\ Omero poeta sovrano 
l'altro e Orazio satiro, che viene, 
Ovidio é il terzo, e l'ultimo Lucano. 

5. See the footnotes to pages 13 and 14 above. 
6. See Golding's Preface; and also Webbe's A Discourse of Englishe Poetrie 

Elizabethan Critical Essays,vol.l,p.238. 
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light of such a tradition that the Ovidian poems of Spenser, Drayton, 

Davies, and Chapman must be read to be understood. 

* * * 

The publication of Spenser's Fairy Queen was spread over a 

number of years, the first three books appearing in 1590, the second 

three in 1596, and the fragmentary Mutability Cantos posthumously in 

1609. There is, however, strong evidence to show that Spenser had begun 

the poem soon after he left Cambridge. In 1579, for example, E.K. 

referred to The Court of Cupid, Dreams, Legends, and Pageants, and, short 

of assuming that these works have been lost along with The Dying Pelican 

and the Nine Comedies, it is reasonable to conjecture that the first 

took the form of the Masque of Cupid, while the others were later woven 

into the texture of his published poetry(1). Moreover, in a letter to 

Gabriel Harvey, dated 1580, Spenser presses his friend to send him back 

The Fairy Queen, and states that he is eager to continue with the poem; 

and, in the same letter, he is much concerned with the publication of a 

certain Epithalamium Thamesis, which he very probably incorporated into 

the fourth book as the brilliant description of the marriage of the 

Thames and the Medway(2). Again, in his Discourse of Civil Life, 

Spenser's iriend, Ludowick Bryskett, mentions that the work was in hand 

as early as 1583; and Abraham Fraunce was able to quote a stanza from the 

second book in 1588, showing thereby that the manuscript had been in 

private circulation several years before it reached the printer(3). Two 

other details would suggest that Spenser spent his sojourn in Ireland 

revising, recasting, and expanding the earlier version. In the first 

place, Tasso's Gerusalemme Liberata, which was the source of the Bower of 

Bliss, was not published until 1581, and part of Spenser's second book 

must therefore have been written subsequent to that date. In the second 

place, Gabriel Harvey slightingly referred in 1580 to The Fairy Queen as 

'Hobgoblin rune away with the Garland of Apollo', and yet ten years 

1. The Fairy Queen,3.xii.7 -25. See Elizabethan Critical Essays,vol.1,p. 
133 and also the gloss to the June Eclogue in The Shepherd's Calendar. 

2. The Fairy Queen,4.xi.8 -53. See Elizabethan Critical Essays,vol.1,p.100. 
3. Elizabethan Critical Essays,vol.1,pp.305 -306. See too Colin Clout's 

Come Home Again,68 -71 and 178 -195. 
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later, as Hobynoll in the commendatory verses, he approves of the 'new 

taken taske' and welcomes the change from pastoral to heroic verse(1). 

To claim The Fairy Queen as a purely Ovidian poem would be a 

simplification of the issues and a gross distortion of the truth. As the 

greatest single poem thrown up by the English ienaissance, it reflects 

the complexity and the eclecticism of the period with a completeness 

unattained by any other work; and correspondingly it gives fuller 

expression to the strange and disturbing dichotomy which we later find in 

Milton, the fusion of piety and paganism, of classical imagery and ethical 

rigour. Spenser was a Protestant and a humanist: his conscience framed 

for him certain norms of conduct but, as an artist, he clothed these 

norms in the poetic fictions which stirred his imagination. That is why 

The Fairy Queen, though conceived as a solemnly didactic poem, is cast in 

the form of a medieval romance, enlivened with Italianate interludes and 

embellished with Ovidian myths. Indeed it is such a tangled skein of 

literary associations that it would seem expedient at this point to pause 

and indicate some of the un- Ovidian elements, for these elements furnish 

the groundwork of the poem, and an appraisal of them here would help us 

to view the Ovidian traits in their true perspective. 

Its main characters are knights who wander about the country, 

rescuing ladies from distressful situations and redressing the wrongs 

inflicted on them. Their journeys expose them to the dangers of 

enchanted woods and to the torments of cheerless dungeons. They lay 

siege to castles, they tilt with Saracens, they overcome dragons and 

monsters, they challenge giants to deadly combat, and they thwart the 

evil purposes of magicians and witches. All this is as much the 

machinery of medieval romance as the leisureliness of the narrative, the 

looseness of the structure, and the intricacy of the plot are its 

approved technique. As long ago as the eighteenth century, Hurd defended 
the poem as a work of Gothic imagination, and deprecated the application 
of classical standards and sanctions; and Warton, writing at the same 

1. Elizabethan Critical Essays,vol.l,p.116; and To the learned Shepheard: 
Collyn I see by thy new taken taske, 
some sacred fury hath enricht thy braynes, 
That leades thy muse in haughtie verse to maske, 
and loath the layes that longs to lowly swaynes; 
That lifts thy notes from Shepheardes unto kings, 
So like the lively Larke that mounting sings. 
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time, carefully noted examples of Spenser's indebtedness to The Seven 

Champions of Christendom, to Malory's Morte d'Arthur, and to Bevis of 

Southampton(1). The list, indeed, might be extended to include Guy of 

War wick, Amis and Amiloun, and many another tale of 'bold bawdry'(2), but 

enough has already been said to suggest that Spenser was steeped in the 

stories of the Arthurian cycle, and that he loaded his poem with all the 

trappings of the genre(3). 

The influence of the Middle Ages, however, goes much deeper than 

a mere regard for these externals, and his medieval inheritance is nowhere 

more clearly marked than in the symbolism of the poem. It is conceived as 

'a continued allegory or darke conceit', and is designed 'to fashion a 

gentleman or noble person in vertuous and gentle discipline'(4). The 

meaning is more elusive than is the case with Le Roman de la Rose, for the 

allegory has frequently a threefold significance and its triple strands 

are more complexly interwoven. On its most obvious level, the poem is, 

in a sense, a Protestant manifesto, written to exalt the virtues of the 

Reformation and to discredit the presumptions of the Catholic Church. At 

the same time, however, the allegory has an ethical bent: it rises above 

denominational animosities and becomes more subtle in its ramifications 

and more universal in its appeal. It reflects a spiritual experience not 

uncommon tp man, and becomes the expression of the ceaseless war waged in 

the fastnesses of the soul against the forces of the seven deadly sins; 

iC 

and it is as such that The Fairy Queen has its true and lasting claim to 

greatness. Then, underlying these religious and ethical implications, t.t 

there is a substratum of topicality, of political bric -á -brac: contemporary; 

personages are introduced under very thin disguises. Elizabeth is 

complimented in the multiple roles of Gloriana, Una, Britomart, Belphoebe, 

and Mercilla; Arthur is at one time identified with Leicester and at 

another time with Essex; Calidore no doubt represents Sir Philip Sidney, 

the paragon of Renaissance chivalry; Philip of Spain is bedevilled in the 

pompous figure of Orgoglio; and the egregious Braggadochio is an amusing 

caricature of Elizabeth's suitor, the Duke of Alen%on(5). 

1. Hurd, Letters on Chivalry and Romance, Letters vii and viii; and Warton, 
Observations on The Fairy Queen, vol.l,pp.17 -65. 

2. Ascham, The Schoolmaster, Arber reprint,p.80. 
3. H.M.Ayres, The Fairie Queene and Amis and Amiloun,MLN,xxiii,1908,pp.177- 

180. 
4. Letter to Sir Walter Raleigh. 
5. The list might be further extended. See Lilian Winstanly,Faerie Queene, 

Book 1,pp.viii- xliii, and Book 2,pp.lxii -lxix; and also Ray Heffner, 
Spenser's Allegory in Book 1 of The Faerie Queene,SP,xxvii,1930,pp.141- 
161. 
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It would be inaccurate, however, to attribute to the influence 

of these medieval romances the chivalric sentiment with which the poem is 

su±fused, for much of this sentiment is derived from a more immediate 

and contemporary source. The Renaissance witnessed a revival of chivalry 

which is traceable, in the last analysis, to the influence of the Middle 

Ages, but it was a chivalry which had been purged of medieval grossness 

and which had been fashioned into a new pattern of conduct by the 

Italians of the Cinquecento. This pattern differed from medieval 

etiquette in that it was more intellectual and more practical in temper. 

It was, in other words, the elaborate ceremonial of the Middle Ages 

invigorated by humanism and energised by the ideals of classical 

antiquity. Petrarch's Rime, in the fourteenth century, may be said to 

have initiated this movement, but it did not reach maturity until the 

sixteenth century. Bembo's Asolani(1505), Castiglione's I1 Cortegiano 

(1518), and Guazzo's Civile Conversazione(1574) revealed to an astonished 

Tilngland the grace, beauty, and elegance of civilised society(1) . The 

desire to emulate this society showed itself in imitation of Italian 

manners on such a scale as to call forth the severest strictures from 

certain quarters(2); but the highest tribute to the refining influence of 

Italy is to be found in the Euphues(1578) of John Lyly and in the life 

and works of Sir Philip Sidney. Spenser himself came under this influence, 

for, though we have already seen that the machinery of The Fairy Queen 

derived from the medieval romances, its courtly temper, its chivalric 

code, its moral idealism, and its polished urbanity have more in common 

with all that was best in the intellectual life of Italy. 

It is important to note Spenser's dependence on two other Italian 

sources, not only because they provided him with much of his raw material, 

but also because they have a direct bearing on the question of Ovid's 

influence. That influence comes through several channels. On most 

occasions it is direct and immediate; at other times it is derived, at 

second -hand, from Boccaccio and Natalis Comes; dad not infrequently it is 

traceable to the works of Ariosto and Tasso. The Orlando Furioso(1516) 

1. Violet Jeffery, John Lyly and the Italian Renaissance,pp.1 -28. Miss 
Jeffery gives many more examples of this cult of la vita intellettualle. 
See the footnote to page 15 above. 

2. Ascham's tirade in The Schoolmaster, Arber reprint,pp.69 -72, is the 
best known, but Gabriel Harvey in his letter -book was moved to write 
doggerel verses on the theme of 'Italish Inglande'. 

if 
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is a romanzo, medieval in theme but frankly Ovidian in spirit. It has 

the gaiety, the bravura, the amorality, the inexhaustible fancy, the 

kaleidoscopic situations, and the closely interlinked narrative texture 

of the Metamorphoses; and the Gerusalemme Liberata(1581), though 

completely serious in tone, recaptures, as does Correggio, the voluptuous 

and impassioned style of Ovid's poetry. Spenser set out to 'overgo' 

Ariosto(1), and his borrowings show that he kept unswervingly to his 

purpose. Indeed, had it not been for the Orlando Furioso there would 

have been no Fairy Queen as we know it today. From it he took many 

suggestions both for his characters and for his plot, often changing the 

tone of these borrowings and giving a moral twist to the gay, extravagant 

humour of the original(2). To the sage and serious Tasso, on the other 

hand, Spenser's debt is limited in scope and different in kind. It is 

descriptive rather than narrative in form, and is mainly confined to the 

passages depicting the seductive charms of Acrasia in her Bower of 

Bliss(3). 

In addition to these diverse influences which criss -cross The 

Fairy Queen and which form the very woof and warp of its texture, Spenser 

was also deeply read in the poetry of classical antiquity, and 

particularly in the Metamorphoses. His affinities with Ovid were 

naturally limited. He shared with him a pictorial imagination, a lively 

sensibility, a romantic temperament; and, like his fellows, he found in 

his work a mine of allusion and of myth. MIany of these myths he 

introduced in the conventional manner to heighten his style, enrich it 

with voluptuous details, and colour it with extravagant conceits. But 

1. Elizabethan Critical Essays,vol.l,p.116. 
2. Britomart, for example, is modelled on Bradamante, Artegall on Ruggiero 

Duessa on Alcina, Archimago on Atlante,while Braggadochio is a fusion 
of Rodomante and Mandricardo. Britomart searches the land of Fairy for 
Artegall as Bradamante scours France for her beloved Ruggiero; 
Britomart's misadventure with Malecasta recalls the similar experience 
of Bradamante with Fiordespina; the discomfiture of Duessa is 
paralleled in Ariosto by the exposure of Alcina; and Blandamour's 
challenge to Braggadochio resembles that issued by Marfisa to Zerbino. 
Warton in his Observations(vol.l,pp.198 -228) devotes several pages to 
a study of the minor details which are common to both poems. See also 
R.E.Neil Dodge, Spenser's Imitations from Ariosto,PMLA,xii,1897,pp.151 
204 and xxxv,1920,pp91 -92. 

3. E.Koeppel, Edmund Spensers Verhältnis zu Tasso, Anglia,xi,pp.34l -362; 
Lewis Einstein, The Italian Renaissance in England,pp.341 -342; C.S. 
Lewis, The Allegory of Love,pp.303 -304. 
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his distinction lay in another direction. Unlike his contemporaries, he 

used Ovidian imagery conceptually. He transfigured it into symbols.and 

they became the vehicle of his philosophy. Abstract speculation was 

alien to Spenser's genius. He was of imagination so compact that he was 

incapable óf writing a Nosce Teipsum. Instead, his thoughts took sensuous 

form, and even his most un- Ovidian ideas found congenial expression 

through the medium of Ovidian mythology. 

In his Garden of Adonis, Spenser made his most interesting, 

though not his most ambitious, attempt to spiritualise the mythology of 

Ovid(1). By leavening the legend of Venus and Adonis with Platonic 

speculation, he offered us nothing less than an ontology, a cosmic 

philosophy which made bold to explain the alpha and omega of life. The 

thought of the passage derives ultimately from Plato, and the idea of 

planting souls may owe something to Pico della Mirandola, but the whole 

canto is more than usually dependent on Ovid. The meeting of Diana and 

Venus is a mythical divertissement conceived and executed in Ovid's most 

brilliant manner; the style recaptures the rich, sensuous quality of his 

finest pageantry -pieces; and the philosophy would suggest a close 

knowledge of the versification of the Timaeus given in the last book of 

the Jletamorphoses(2) . 

In setting, the garden is very different from Ovid's backcloth 

to the amorous play of Venus and her paramour. The scene has become a 

paradise metaphysical in character and symbolical in form. Like Ovid's 

aetas aurea, it is a haven of peace, free from fear and inhibitions, 

rancours and jealousies, a place where birds sing, flowers bloom, and 

fruits ripen unmolested by the hand of man(3). It is, however, a pre- 

natal golden age, for the garden is the matrix of the world, the seed -bed 

of life, the seminary of 'all things that are borne to live and die'. 

Planted here are to be found the souls of all creatures, beast, bird, and 

fish, and among them are thousands of naked babes, waiting to be embodied 

and sent out on their mission in life. With this change in the setting, 

there is, too, a corresponding change in the roles played by the principal 
characters. Venus is no longer the passionate goddess who delights in the 

1. The fairy Queen, 30vi.30 -54. 
2. J.W.Bennett, 

also the same author's 
l942,pp.53 -78. 

3. Metamorphoses,xv.96 -103. See too 

Spenser's Garden of Adonis ,PMLA,xlvii,1932,pp.46 -80; and 
Spenser's Garden of Adonis Revisited,JEGP,xli, 

Chaucer's Parlement of Fowles,204 -210. 
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titillations of the flesh; and Adonis is no longer the languid boy who 

acquiesces in her love. She has become the 'great mother' who nurtures 

the souls committed to her charge, and he, living in eternal bliss, has 

been changed into the 'father of all forms', the archetype of beauty to 

which all human life aspires(1). 

Spenser, however, does not confine himself to pouring new wine 

into old Ovidian bottles; much of the wine itself is in this case also 

Ovidian. Both poets, for example, deplore the ravages of Time. In 

Spenser's garden, he is the enemy whose depredations even Venus is 

powerless to check; and, in the Metamorphoses, Ovid differs from Spenser 

only in the trenchancy of his rhetorical indictment(2). The complaint 

has certainly been a recurring theme throughout the ages and it was a 

commonplace of Elizabethan poetry too, but it is significant to note 

that the two poets view these changes as part of a larger pattern. They 

both console themselves by claiming that the changes wrought are more 

apparent than real. They both invoke the doctrine of eternal recurrence 

to show that change is a contingent necessity of the universe and that 

nothing is in fact destroyed. The souls of those who have been born 

return to the Garden of Adonis after death and remain there undisturbed 

for a thousand years. At the end of this period, they again assume 

bodily shape and again issue forth into the world. In the vast welter 

of flux, only the outward form is changed; the quintessence, the 

substance is eternal: 

That substance is eterne, and bideth so, 
Ne when the life de c aye s , and forme does fade, 
Doth it consume, and into nothing go, 
But chaunged is, and often altred to and fro(3). 

Though his method is less pictorial and less fanciful, Ovid incorporates 

the same philosophy in Pythagoras's dissertation in the last book of the 

Metamorphoses. Nature is the great renewer, and she varies and modifies 

the forms within her care; everything changes but nothing perishes; death 

1. The Fairy Queen,3.vi.40 and 47. Mr.H.G.Lotspeich suggests that Spenser 
may have been influenced here by Plutarch's De Iside. See his 
Classical Mythology in the Poetry of Spenser,p.115. 

2. Metamorphoses,xv.234 -236: 
tempus edax rerum, tuque, invidiosa vetustas, 
omnia destruitis vitiataque dentibus aevi 
paulatim lenta consumitis omnia morte! 

3. The Fairy Queen,3.vi.37. 
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is no more than the end of a phase, and birth is the beginning of yet 

another existence: 

nec species sua cuique manet, rerumque novatrix 
ex alias alias reparat natura figuras: 
nec perit in toto quicquam, mihi credite, mundo, 
sed variat f aciemque novat, nascique vocatur 
incipere esse aliud, quam quod fuit ante, morique 
desinere illud idem. cum sint huc forsitan ilia, 
haec translata illuc, Summa tarnen omnia constant(1). 

Spenser's most searching inquiry into the significance of change 

is to be found in his Mutability Cantos, where he tries to equate the One 

and the Many, the permanence of the Platonic forms with the flux of all 

things human, and concludes that change is the only permanent factor in 

our world of space and time. In the execution of his design he again 

draws heavily upon Ovid(2). The general framework of the action is 

modelled on the setting in the second book of the Metamorphoses, where 

Apollo grants an audience to Phaethon. In both poems, the opening scene 

suggests the pre -established harmony of the universe: Apollo in the one 

case and Cynthia in the other appear to be the guarantors of stability. 

The ivory throne, the crystal pillars, and the silver gates of the moon 

recall in detail Ovid's.glittering description of the Sun -god's palace: 

regia Solis erat sublimibus alta columns, 
cuius ebur nitidum fastigia summa tegebat, 
argenti bifores radiabant lumine valvae(3) . 

In both poems, too, the sanctity of order is challenged and the scene 

gives place to one of the wildest confusion. iMIutability's attack on the 

person and station of Cynthia occasions as much alarm in heaven as does 

the frenzied career of the horses in the inexperienced hands of Phaethon; 

and, again in each poem, calm is restored only by the intervention of 
Jove. 

In Spenser's poem, however, the authority of Jove himself is 

impugned by Mutability, and the illustrations which she adduces in 

support of her thesis, that all things are subject to the law of change, 

are also borrowed from the Metamorphoses. The first set of illustrations 

is alike in purpose and method. They are pictorial testimonies to the 

omnipotence of change, they share some of the qualities of the 

1. Metamorphoses,xv.252 -258. 
2. W.P.Cumming, The Influence of Ovid's Metamorphoses on Spenser's 

'Mutabilitie' Cantos,SP,xxviii,1931,pp.241 -256. 
3. Metamorphoses,ii.l and 3 -4. 
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contemporary masque, and they agree in being expansions of more succinct 

passages in Ovid: the pageant of the Seasons, for example, retains the 

main characteristics of the parent version and differs from it only in 

the copiousness of the details and the exuberance of the style; and the 

procession of the months is a gorgeous panorama of the year created out 

of a mere hint in the Phaethon legend(1). The second set of 

illustrations, on the other hand, presents a striking contrast to the 

first. They take the 'form of a logical vindication of Mutability's 

claim and each, in its turn, is a condensed rendering of a more 

discursive passage in Ovid. The decay of the body, the movement of the 

elements, the changing phases of the moon, introduced briefly and 

pointedly by Spenser, are all arguments used by Pythagoras to emphasise 

the transiency of worldly things, and are elaborated by him in some two 

hundred lines of his discourse(2). 

It has been contended that Spenser's ontology derives not from 

the Metamorphoses but from the De Rerum Natura and that the Mutability 

Cantos embody the principles of Lucretian philosophy(3). The claim, 

however, would appear to overstate the case. From the evidence of other 

passages in The Fairy Queen, it is undeniable that Spenser knew his 

Lucretius and it may be that he actually had him in mind when writing 

these cantos, but it is equally undeniable that the philosophy expounded 

in them is derived from Ovid, and that it differs from the Lucretian 

doctrine in two important respects(4). Both Spenser and Lucretius deal 

with the impermanence of things, but Spenser is concerned with the 

significance of change in the world -order and does not, like Lucretius 

in his third book, use the idea to deny the immortality of the soul. In 

his garden, souls live until they are reincarnated to energise base 

matter into life; and here he is following Ovid, who emphasises the 

soul's immortality on four separate occasions(5). Again, like Ovid, 

Spenser illustrates the universality of change by citing the mutations 

of the four elements, whereas Lucretius in his first book repudiates 

1. Metamorphoses,xv.199- 213 and ií.25. 
2. Ibid.,xv.214 -452. 
3. Edwin Greenlaw, Spenser's 'Mutabilitie; PMLA,xlv,1930,pp.684 -703. See 

too, in this connection, Brents Stirling, The Philosophy in Spenser's 
Garden of Adonis,PMLA,xlix,1934,pp.501 -538. 

4. W.P.Cumming,op.cit.,pp.249 -254. 
5. Metamorphoses ,xv.249,258,165,178. 
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belief in these elements in favour of his atomic theory of matter. 

Moreover, Spenser's indebtedness to Ovid for his ontology is further 

instanced by his scattered references to the abiogenetic origin of life, 

for these are borrowed from the Metamorphoses and have no parallel in the 

De Rerum Natura(1). Both he and Ovid maintain not only that nothing is 

destroyed but that the earth itself replenishes its stock by spontaneously 

giving birth to new forms of lire. Both state that when the flood -waters 

of the Nile recede, the mud flats, charged with the heat of the sun, 

conceive and bring forth a variety of monstrous forms(2); and the identity 

of thought and similarity of phrase are underlined in the grim description., 

given by both poets of the life which germinates in the midst of 

putrefaction: 

Yet see we soone decay; and, being dead, 
To turne again unto their earthly slime: 
Yet, out of their decay and mortal]. crime, 
We daily see new creatures to arize; 

and: 

nonne vides, quaecumque mora fluidove calore 
corpora tabuerint, in parva animalia verti(3). 

Not only does Spenser introduce Ovidian mythology as a medium 

for he also uses it as an instrument of morality. By 

means of its imagery, he embodies his ideals of sexual conduct and 

fashions a Christian ethic of love. Like Ovid, he accepts passion as a 

fact of life, but, unlike him, he does not make of it a pretext for 

bawdry and licence. On the contrary, he treats human love in a spirit of 

high seriousness, and insists on its sanctification through wedlock. 

Spenser, accordingly, allegorises the Ovidian legends and weaves them 

into his poem to expose the hollowness of lust. This is no less true 

even when his situations come close to those of Ovid in sensuous detail 

and fleshly rapture. An undertone of dissent is always audible. Paridell 

wins the love of Hellenore, and her husband, Malbecco, is held up to 
ridicule as a contemptible cuckold like any of his fellows on the 

Elizabethan stage; but Spenser is not content to leave the incident at 

that point. His method and purpose are not those of the Amores and the 

1. C.W.Lemmi, Monster - spawning Nile -mud in Spenser,MLN,xli,1926,pp.234- 
238; W.P.Cumming, Ovid as a Source for Spenser's Monster - spawning Mud 
Passages,MLN,xlv,1930,pp.166 -168. 

2. The Fairy Queen,l.i.21 and Metamorphoses,i.434 -437. 
3. The Fairy Queen,7.vii.18 and Metamorphoses,xv.362 -363. 
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Ars Amatoria. In these poems, a conquest of virtue is the theme of 

romantic comedy; it is a gay interlude in the life of a man- about -town. 

In the Paridell episode, however, Spenser's method is satirical and his 

comedy is serious. Any neglect of womanly decency and any violation of 

her code of honour are visited by spiritual degradation, and Hellenore, 

in the sequel, spends the rest of her life in the bestial company of the 

satyrs(1). 

This moralisation of Ovid is well illustrated by Spenser's 

treatment of the Venus and Adonis legend in the tapestry -piece which 

adorns the walls of Malecasta's castle(2). It is factually dependent 

on Ovid's version and retains the main features of his tale, but differs 

from it in that it is descriptive and not narrative in form, static and 

not dynamic in design. It lacks the movement which characterises Ovid's 

story, and the languorous tempo and the voluptuous overtones at once call 

to mind Shakespeare's much longer poem. Again, however, it differs 

fundamentally from Venus and Adonis, because there is no conflict in the 

situation: the principal figures are no more than motifs in a tapestry. 

Indeed, its glowing patterns and its neat symmetrical structure would 

suggest that it is a word- picture of an actual tapestry such as Spenser 

may have seen in the Leicester household(3). This would also account 

for its being more rigidly formalised than Ovid's easy, flowing narrative 

for it falls into four distinct parts, and each part would appear to 

represent a panel on an arras. In the first panel, Venus meets Adonis, 

in the second she makes love to him, in the third he is slain, and in 

the fourth he is metamorphosed into a flower. In one important respect, 

however, Spenser differs from both Ovid and Shakespeare. In their 

versions, the tale is to be judged on its own merits; with Spenser, the 

tale by itself is of secondary importance. It is inserted to create 

atmosphere, to provide a fitting background to the decadence and self - 

surrender of ivIalecasta and her guests. It has become a symbol of their 

infamy, an 'image of superfluous riotize'. Britomart gladly cleanses 

r'airy Land of such ungentle love, and her action is in the nature of a 

comment from Spenser himself. 

This repudiation of Ovidian love by means of Ovidian imagery is 

1. The Fairy Queen,3.x. 
2. Ibid.,3.i.34 -38. 
3. Frederick Hard, Spenser's "Clothes of Arras and of Toure ",SP,xxvii, 

1930,pp.162 -185. 



further instanced by two other passages in The Fairy Queen. One of these,, 

the Bower of Bliss, is a pastiche. It is an Italianate version of Ovid, 

being in places an almost verbal translation of the fifteenth and 

sixteenth cantos of Gerusalemme Liberata, and, as such, is much more 

luxurious than the Metamorphoses. Only once, in the description of the 

nymphs' vagaries by the pool, does Spenser recapture something of Ovid's 

lighter and more delicate touch. Even the more sensual treatment, 

however, does not disguise the Ovidian traits in the episode featuring 

Acrasia and her paramour. The lady herself has the beauty, the 

temperament, and the appetites of Venus; by her side there lies a young 

man who, like Mars, has put off the habiliments of war to enjoy the 

fleeting pleasures of the flesh; and, like Vulcan, Sir Guyon and the 

palmer imprison the lovers in a net and hurry them out of the Bower. 

Once again, however, the myth has been invested with a symbolical 

significance; Acrasia personifies sinful indulgence, and what was a 

playful incident in Ovid has been allegorised into a victory of 

temperance over depravity(1). 

Britomart's experiences in the House of Busyrane is the other 

example of this negative symbolism whose aim is to school Christians in . 

the recognition of false love(2). In this passage Spenser frames a 

scathing indictment against chivalrous love, exposes its sordidness, and 

portrays the desolation which follows in its wake. It is perhaps no 

accident that he here fuses the pagan and the medieval, and that he 

precedes the Mask of Cupid with a tapestry description of the orgies of 

of the gods, for chivalrous love had come to be no more than a skilfully 

camouflaged version of Ovidian love: in Le Roman de la Rose, Jean de 

ivIeung had cynically stripped his readers of all illusions on that score. 

It is, therefore, singularly fitting that the tapestry in Busyrane's 

house should be modelled on Ovid, emulating Arachne's web in its riot of 

colour and wealth of amorous detail, and that at the same time the PJIask 

of Cupid should be a fantastic pageant of medieval mummers, relating the 

spiritual history of chivalrous love, embodying its hopes and fears, its 

doubts and griefs, its mistrust, dismay, shame, and repentance, and 

blending all these dissolving moods into a vast and fearful nightmare of 

1. The Fairy Queen,2.xii.77 -87. Compare Metamorphoses,iv.171 -189. 
2. The Fairy Queen,3.xi. 
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the soul(1). 

By themselves' these negative statements of his love -philosophy 

would be misleading, for they would givQefrise to the belief that Spenser 

was an ascetic who ignored the reality 4 . human passion and preached a 

creed of self-denial. But chastity, for Spenser, meant wedlock, the 

sanctification of love by the plighted troth of marriage. This is both 

the occasion and the theme of his Epithalamion, and it is in one of the 

most Ovidian passages in The Fairy Queen that he gives fullest expression 

to this doctrine. Scudamour, in quest of Amoret, comes to the Temple of 

Venus and finds that the goddess is the centre of a vast concourse of 

worshippers(2). The scene, however, proves to be Ovidian only in its 

externals: its spirit is very different from that of the Metamorphoses. 

As in the Garden of Adonis, the goddess has been transformed into the 

great mother of the universe and combines in herself the male and female 

principles of creation. As in the Metamorphoses, she is the patroness of 

marriage, but, unlike the Ovidian figure, she is waited on by all women 

who value maidenly modesty, and visited by all lovers who 'on chaste 

virtue grounded their desires'. When Scudamour approaches the altar and 

leads away his beloved Amoret, the goddess smilingly approves of his 

gesture: he has thereby declared his passion in honourable fashion, and 

the marriage of the lovers will follow as a natural sequel(3). This 

conception of Christian chastity is again emphasised in the person of 

Britomart, for she, the champion of chastity, has fallen in love with 

Artegall and is predestined to marry him and beget a brood of mighty 

kings('+) . 

Spenser's moralisation of Ovid is not always so formal, and is 

by no means limited to this exposition of a cosmological and ethical 

system. It permeates his poem and is manifest in a host of minor 

incidents bewildering in their variety and complexity. One general 

principle, however, informs them all. Ovid's factual judgment is changed 

by Spenser into a value judgment: what in the Metamorphoses is a record 

of physical action becomes in The Fairy Queen a symbol of degradation. 

Ovid handles his theme as an artist, whereas Spenser is both an artist 

1. See C.S.Lewis, The Allegory of Love,p.340. 
2. The Fairy Queen,4.x.30 -58. 
3. C.S.Lewis,op.cit.,p.344. It is interesting to compare this passage 

with Metamorphoses ix.796 and x.295, where Venus is represented as the 
goddess of marriage. 

4. The Fairy Queen,3.ii.23 -32 and 3.iii. 
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and a reformer. When Archimago's messenger visits Morpheus, he witnesses 

a scene whose details are borrowed from Ovid's languorous picture of 

Somnus, the god of sleep, but while Ovid's creation aims at no more than 

satisfying his aesthetic sensibilities, Spenser's god is an evil agent 

who helps to weaken human resistance and, as such, is repugnant to his 

moral sensibilities(l). When St. George drinks of the Well of Listless- 

ness, the water produces on him the same enervating effect as did the 

pool of Salmacis on the unwary traveller, but again the two accounts are 

widely divergent in purpose and in temper. To Ovid the incident is a 

fitting climax to a pleasing tale; to Spenser it has become a stern 

warning against spiritual defection(2). It might be argued here that, 

when Artegall meets with Envy, he sees before him an old hag who 

possesses the moral as well as the physical qualities of the figure in the 

Metamorphoses, and that, in other words, Ovid's abstraction is as much a 

symbol of evil as Spenser's. Such a contention, however, would ignore 

the fundamental difference in the treatment of the two characters. Ovid 

disapproves of Invidia as a man of breeding and of culture: she is evil 

to him because she offends against the urbanities and graces of the 

society to which he belonged. Spenser, on the other hand, repudiates 

Envy as a Christian and a moralist, for she violates the doctrine of our 

Lord and challenges the established principles of justice(3). 

It would be wrong to imagine that Spenser was always at his 

priest -like task of moralising Ovid. The reformer was not at all times 

the directing intelligence, nor was the poet invariably content with 

subservience to his will. Even in his most didactic moments, Spenser 

contrived to make the best of both worlds and conveys his message in 

richly pictorial terms and in subtly modulated tones; and there are 

occasions when he forgets his ethical purpose and garnishes his poem with 

Ovidian interludes in a mood of aesthetic abandon. These passages owe 

much to the spirit of the Metamorphoses, much to Spenser's invention and 

imagination, and much also to the contemporary vogue of the masque, which 

was on the eve of the high distinction it was to attain in the works of 

Ben Jonson. One of the best known of these pastiches, the marriage of 

the Thames and the Medway, has for its nucleus Ovid's account of the 

1. Metamorphoses,xi.592 -629 and The Fairy Queen,l.i,40 -44. 
2. Metamorphoses,iv.285 -388 and The Fairy Queen,l.vii.4 -7. 
3. Metamorphoses,ii.760 -786 and The Fairy Queen,5.xii.30 -32. 
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union of the rivers Alpheus and Arethusa; Spenser embroiders this simple 

theme and heightens its colours by introducing a stately procession of 

the gods and goddesses who attend the wedding; and he further elaborates 

Ovid's story by giving a patriotic description of the English and Irish 

rivers, as Drayton was later to do in his Polyolbion(1). In the Faunus 

episode, which he interpolates into the Mutability Cantos, Spenser's 

method is somewhat different. Here he skilfully interweaves variations 

of three legends in the Metamorphoses. The naiad Molanna is in love with 

a neighbouring river -god, Fanchin; she is persuaded by Faunus to show him 

where Diana is accustomed to bathe with her nymphs. Like Actaeon, he is 

discovered, wrapt in a deer -hide, and pursued by hounds. Like Callisto, 

Molanna is banished from Diana's presence,. but, like Arethusa, she finds 

comfort in wedlock with her beloved Fanchin(2). In yet other incidents, 

Spenser is even more independent in his treatment of mythical themes, and 

he creates situations which may be loosely labelled Ovidian in the sense 

that they would not be incongruous if happened upon in the Metamorphoses. 

When, for example, Venus meets Diana in the woods, the goddesses exhibit 

Ovidian habits and traits of speech; and the hundred naked maidens who 

dance round the figure of Colin would assuredly be more at home in the 

vale of Tempe than in Gloriana's kingdom(3). The only points of 

difference which distinguish these instances from the genuinely Ovidian 

are that the first is perhaps more dramatic and the second is certainly 

more pastoral than anything found in the Metamorphoses. 

Spenser's women characters are always more interesting than his 

men largely because they are all, in one way or another, Ovidian 

creations. He had an eye keenly sensitive to feminine beauty, and he 

lavished his skill on the portrayal of its seductive charm. While his 

knights and squires, giants and enchanters remain medieval abstractions, 

the women in The Fairy Queen are composite studies energised into life by - 

the pictorial power of his imagination. Sometimes the dependence on the 

Metamorphoses is beyond question, and the Ovidian qualities are merely 

heightened and accentuated by a surface application of Italian colouring. 

The beauty of Acrasia and the amorality of her actions are closely 

modelled, as we have already seen, on Ovid's Venus, but Spenser's tempo 

1. Metamorphoses,v.572 -641 and The Fairy Queen,4.xi.8 -53. 
2. Metamorphoses ,íi.409- 4651iii.177- 2521v.572 -641; The Fairy Queen,7.vi. 
3. The Fairy Queen,3.vi.17 -25 and 6.x.10 -12. 
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is more languorous and his treatment more sensuous: 

Upon a bed of Roses she was layd, 
As faint through heat, or dight. to pleasant sin, 
And was arayd, or rather disarayd, 
All in a vele of silke and silver thin, 
That hid no whit her alablaster skin, 
But rather shewd more white, if more might bee: 
More subtile web Arachne cannot spin, 
Nor the fine nets, which oft we woven see 
Of scorched deaw, do not in th'aire more lightly flee(1). 

Ovid's verse glitters with wit but Spenser's, like Tasso's, glows with 

passion. Occasionally, however, the Ovidian influence is no. more than 

implicit. Serena, for example, has many features in common with the 

multitude of nymphs who flit across the pages of the Metamorphoses, but, 

in her case, the Ovidian traits have been transmitted at second -hand 

through the works of Ariosto(2). At other times, Spenser may take an 

Ovidian figure and transform her into a champion of Christian virtue, or 

he may depict a Christian virtue in terms of gross pagan splendour. 

Britomart, like Pallas, is a warrior maiden, renowned tar and wide for her 

chastity, prowess, wisdom, and beauty; but again the influence of Orlando 

Furioso has been so strong that, like Bradamante, the Ovidian character 

has been overlaid with medieval accoutrements and changed into a knight - 

errant of romance. And though Charissa is a symbol of Christian 

lovingkindness, she is portrayed, after the manner of the Italian 

painters, as a goddess of fertility, dedicated to a life of dissipation 

and concubinage: 

Her necke and breasts were ever open bare, 
That ay thereof her babes might sucke their fill; 
The rest was all in yellow robes arayed still(3). 

It is worth considering Belphoebe in somewhat greater detail, 

not only because she offers an excellent example of this eclecticism but 

1. Ibid.,2.xii.77. 
2. Compare The Fairy Queen,6.viii.42 -43 with the description of Olimpia 

given in Orlando Furioso,xi.67: 
Le bellezze d'Olimpia eran di quelle, 
Che fon più rare, e non la fronte sola, 
Gli occhi, le guancie, e le chiome avea belle, 
La bocca, e il naso, gli omeri, e la gola, 
Ma discendendo giù da le mammelle, 
Le parti, che solea coprir la stola, 
Fur di tanta eccellenzia, ch'anteporse, 
A quanto n'avea il mondo, potean forse. 

3. The Fairy Queen,l.x.30 -3l. The full passage is too long to quote at 
length. 
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also because it has been argued that she is modelled on the picture of 

Venus given in the first book of the Aeneid and that Virgil, not Ovid, 

was Spenser's inspiration(1). Superficially the two characters have 

certain points in common for both are attired in the dress of a huntress 

and both are armed with bow and arrow. But it is urging the theory too 

far to maintain that Belphoebe' s words to Trompart are a parody of the 

dialogue exchanged between Venus and the abashed Aeneas; the evidence, 

at most, suggests a chance echo(2). Indeed, it would be nearer the truth 

to regard Ovid's Diana as furnishing the framework of Spenser's 

character. The very names would support such a possibility; and the 

succinct robe was a conventional feature of Diana's everyday attire. 

Belphoebe's habitat, moreover, was the forest glades, and, like Diana, 

she is attended by nymphs of the woods; her appearance, too, has the 

vir g in grace of the goddess, and d C uP id , Spenser tells us , tried in vain 

to kindle the fires of love in her breast; nor should we neglect the hint 

thrown out by the poet himself when he actually compares Belphoebe to 

'Diana by the sandie shores of swift Eu.rotas' . Spenser does not, however, 

rest content with this Ovidian portrait, for it supplies no more than the 

undermodelling of his creation. He sharpens the impression by lifting a 

few sensuous details from Ariosto and uses them to heighten the colour of 

his picture. Like Alcina, the ivory quality of her temples is enhanced 

by her mass of golden hair, and the contrasting glow of her cheeks is 

likened, in a conceit borrowed word for word from Orlando Furioso,to 

'roses in a bed of lillies shed'(3). 

The splendour of Spenser's style is Italianate rather than 

Ovidian. The rhetorical devices which were used to such effect in the 

Metamorphoses are all there, but the movement of the verse is more 

1. Ibid.,2.iii.21 -33. See Merritt Y Hughes, Spenser and Virgil,pp.359 -364, 
and his Virgilian Allegory and The Fairy Queen,PMLA,xliv,1929,p698 

2. The Fairy Queen,2.iii.32 -33 and Virgil's Aeneid,i.318 -328: 
namque humeris de more habilem suspenderat arcum 
venatrix, dederatque comam diffundere ventis, 
nuda genu, nodoque sinus collecta fluentis.... 
mortalis, nec vox hominem sonat; o, dea, certe. 

3. See Orlando Furioso,vii.11: 
Con bionda chioma lunga ed annodata: 
Oro non é, che pii risplenda, e lustri. 
Spargeasi per la guancia delicata 
Misto color di rose, e di ligustri: 
Di terso avorio era la fronte lieta, 
Che lo spazio finia con giusta meta. 
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deliberate, the.flow more equable, the swell more voluptuous, and the 

tone more mellow and subdued. The polished wit of Ovid has been 

displaced by the complex harmonies of Ariosto and Tasso. Its diction; 

too, has come under contemporary influences, and is more experimental, 

more ample, and even more literary than Ovid's. The archaisms and 

coinages, the dialectal words and technical terms are foreign to the 

urbanity of the Augustans, but they show a close acceptance of Du Bellay's 

theories and are a mark of the Renaissance craftsman anxious to enrich 

his native language and fashion a poem capable of vieing with the best in 

the ancient world(1). Only in colour and imagery can it be said that 

Spenser's style is influenced by Ovid, for none of his fellows, with the 

possible exception of Marlowe, drew so generously on the storehouse of 

classical fable. Diana, Cupid, Apollo, Phaethon, Venus and scores of 

other Ovidian figures file past the reader in an endless pageant of 

beauty and delight. But even here contemporary or near -contemporary 

influences were at work, for his mythical allusions are frequently 

derived from Natalis Comes and Boccaccio. When, for example, he 

describes the shower of gold falling into Danae's lap or enumerates the 

qualities of Agdistes at the gates of the Bower of Bliss or gives to 

Cambina a rod with the virtues of Mercury's caduceus, he is borrowing the 

details from the Mythologiae; and when, again, he makes Aeternity one of 

the immortals, or tells how Hippolytus was restored to life by 

Aesculapius or confuses Iole with Omphale in the Hercules legend, he is 

following the authority not of the Metamorphoses but of the De Genealogia 

Deorum(2). 

* * * 

Michael Drayton is one of the most charming and most 

indefatigable of Elizabethan poets. His work is so comprehensive that it 

provides us with an epitome of the aims and the aspirations, the scope 

1. Du Bellay, La Deffence et Illustration de la Langue Francoyse, Book i, 
chapter 8. 

2. H.G.Lotspiech, Classical Mythology in the Poetry of Edmund Spenser, 
goes into this question very thoroughly. See especially p.14. 
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and the range of the whole age(1). He was peculiarly sensitive to the 

prevailing climate of opinion, and he sedulously catered for the tastes 

of his day. Pastoral verse was fashionable, and he wrote the Shepherd's 

Garland; his Idea's Mirror made its appearance at the height of the 

sonneteering vogue; and after Daniel had attracted some attention with 

the early books of his Civil Wars, Drayton made bold to establish himself 

with a series of such chronicle pieces. Only with his heroical epistles, 

his odes, and, less successfully, with his Polyolbion did he strike an 

original note. His genius, it would seem, required the precipitant of 

popular demand; and yet there was nothing cheap or shoddy about his 

contemporaneity. Like Daniel, he held the poetic craft in high esteem; 

and when he followed in the wake of Marlowe and Shakespeare with his 

Fndimion and Phoebe(S.R. April 12,1595), he did so with a poem 

distinguished for integrity of purpose and artistic merit. But perhaps 

its significance may best be defined in historical terms, for in 

Endimion and Phoebe Drayton deepened the conception of the mythological 

poem by crossing it with a variety of contemporary influences and by 

applying to it the conceptual interpretation which Spenser had frequently 

used in The Fairy Queen. 

DrayLon's debt to Ovid is inconsiderable for the simple reason 

that Ovid did not include the story of Endymion in his cycle. He 

contented himself with a passing reference to it in his Heroides(2), and 

one of the lines from that group of poems, 

to dea mortalem caelo delapsa petebas, 

provides Drayton with two of his prettiest images(3). Apart from this 

detail, however, Drayton comes close to Ovid only on one other occasion 

and that is when he introduces a short mythological digression of some 

twenty lines. It takes the familiar Ovidian form: a boy, rejected by a 

nymph, is changed into a brook and the impenitent maid herself into a 

purple flower(¡+). This legend, probably suggested by Ovid's story of 

Clytie(5), offers no more than the skeleton of a tale, but it is 

1. Oliver Elton, Michael Drayton,p.26. 
2. Heroides,xviii.63 -66. 
3. Endimion and Phoebe,75: 

For which fayre Phoebe sliding from her sphere, 
and ibid.,389: 

Down slydeth Phoebe from her Christall chayre. 
4 Ibid.,589 -610. 
5. Metamorphoses,iv.268 -269. Clytie there is changed into a heliotrope. 
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interesting to note that it is inserted at the only point in the poem 

where an Ovidian comment of the sort could be admitted. Endymion has 

mistaken the disguised Phoebe for a beautiful mortal and is pleading his 

suit in passionate terms. His love at that moment is in danger of 

becoming sensual; after the youth discovers that the nymph is a goddess 

and that indeed he has fallen in love, like his namesake in Keats's poem, 

with Abstract Beauty, there is then no further need of Ovidian 

illustration. 

Though Drayton certainly knew Lyly's Endimion(1591), there is 

no internal evidence to suggest that he was influenced by it(1). The 

works are too widely different in conception, in scope, and in treatment 

to admit of such a possibility. Lyly's drama is more ambitious than 

Drayton's poem; his situations are more complex; and his characters are 

more numerous and varied. In a sense, a more dramatic orientation is 

given to his treatment of the legend by the presence of Tellus, who acts 

as the antagonist to Cynthia(2). In Drayton's poem, there is no such 

conflict, for Phoebe's antagonist is her alter ego, the nymph who has 

won the love of Endymion; the situation is, accordingly, more simply 

stated and the complication more easily resolved than in the play. 

Furthermore, Lyly's symbolism has a political and social bias, 

reflecting, as it does, the animosities of the contemporary scene(3). 

The symbolism of Drayton's poem, however, is spiritual and personal, for 

the figures of Endymion and Phoebe are abstractions which portray, at one 

and the same time, man's pursuit of Ideal Beauty and also the passion of 

the poet for Anne Goodere. 

However independent he may be of Lyly, Drayton is indebted to 

many other sources for his Endimion and Phoebe, and of these the most 

remote is the so- called Homeric Hymn to Aphrodite. It is also, to be 

sure, the most unlikely, for no two works could differ more markedly in 

motive and spirit. In the Greek poem, Zeus decrees that Aphrodite should 

fall in love with Anchises to ensure that her experiences resemble those 

1. Works of John Lyly,ed. R.W.Bond,vol.3. Mrs Tillotson, The Works of 
Michael Drayton,ed. Hebel,vol.5,p.19, suggests that Drayton's 
indebtedness is confined to a single detail. In Endimion and Phoebe, 
78, he refers to the 'lunary': 

Embalmd the bancks with precious lunary; 
and in Lyly's drama(2.iii.9 -10) there is the following phrase: on 
yonder banke never grewe any thing but Lunary. 

2. R.W.Bond,ON the Allegory of Endimion, op.cit.,p.89. 
3. Ibid.,pp.81 -103. 
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of the other immortals: she is to be deprived of any opportunity of 

triumphing over the shortcomings of her fellows on Olympus. In Drayton's 

poem, on the other hand, the cue for action is intellectual. Endymion 

has fallen in love with Phoebe, but his love for her cleanses him of all 

that is debasing in this 'sublunary' world(1). The erotic and fleshly 

pleasures recorded in the Hymn are entirely foreign to the Platonic 

temper of Endimion and Phoebe. And yet these works have enough in common 

to warrant the suggestion that Drayton used the Greek account as the 

framework for his plot, changing the motive to suit his very different 

ends. In both poems, a goddess falls in love with a mortal; in both, that 

mortal looks after his sheep on a mountain slope; in both, the goddess 

traverses heaven to reach her beloved; in both, she poses as a mortal, 

wins his love, and then reveals her identity in all the glory of her 

godhead. 

It was, no doubt, Drayton's admiration for Spenser which most 

profoundly influenced his handling of the theme, for that admiration 

expresses itself again and again in the verbal and stylistic patterns of 

his poem(2). For one thing, its narrative content is throughout as 

meagre and uncertain of its direction as Spenser's own. For another, its 

verse has the diffuseness, though certainly not the amplitude, of The 

Fairy Queen. The locale, too, is as richly pictorial and, allowing for 

its more classical topography, as phantasmal as the no -man's -land of 

Spenser's poem. Mount Latmus may indeed be a paradise which embraces all 

the pleasures nature can devise, but it is a paradise which borrows much 

of its beauty from The Fairy Queen. The details of its landscape seem to 

be conventional enough, but the description of its trees, its flowers, its! 

birds, and its rivulets is taken, sometimes phrase by phrase, from the 

Garden of Adonis and the Bower of Bliss(3). With Spenser, too, Drayton 

1. For the full meaning of this word in Elizabethan English, see E.W.M. 
Tillyard, The Elizabethan World Picture,p.35. 

2. See Drayton's reference to Spenser, Endimion and Phoebe,993-996. 
3. Mount Latmus, Drayton tell us(Endimion and Phoebe,l -70), 'imparadizes' 

all the pleasures 'Nature can devise'; the mountain is covered with a 
stately grove, and Drayton carefully enumerates the trees which are 
found on its slopes; growing among these trees are various flowers, 
including marigolds,'Phoebus beloved frend'. Spenser's description of 
the Garden of Adonis recalls in detail the very phrasing of Drayton's 
passage. He describes the garden(The Fairy Queen,3.vi.29,43,45) as a 
paradise,' as faire a place as Nature can devize'; in the middle of the 
garden there is a mountain, clothed with a grove of trees. The choice 
of flowers in the garden is more limited than Drayton's, but among them 
Hyacinthus is mentioned as 'Phoebus paramoure'. For further comparison 
with the Bower of Bliss see Endimion and Phoebe,45 -60, and The Fairy 
Queen,2.xii.60,61,71. 
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shares an imagination which delights in scenes of triumphal pageantry; 

and the concluding lines of the poem, with their fauns and satyrs, their 

oreads, naiads, dryads, and hamadryads, are as Spenserian in conception 

and imagery as they are in the tempo of their movement and in the fulness 

of their processional splendour(1). 

In spite of such a profusion of pictorial detail, the legend is 

treated in a pastoral rather than. an Ovidian manner; and in this respect 

Drayton shows his dependence upon the work of Lodge, the 'Goldy' whom he 

somewhat too generously acclaims as his artistic mentor(2). In the poem 

there are certain traits which belong to the recognisable stock -in -trade 

of all pastoral poetry, but there are others which are clearly 

attributable to the influence of Scylla's Metamorphosis. Endymion pipes 

his roundelays and sings away the night with sweet carols like any other 

pastoral hero but then, like Glaucus, he addresses Nature and sees his 

woes reflected in her grief; and like him again, he fondly imagines that 

his sheep sympathise with his lot and pity his plight: 

Pitty my poore flock, see their wofull plight, 
Theyr Maister perisht living from thy sight, 
Theyr fleeces rent, my tresses all forlorne, 
I pyne, whilst they theyr pasture have f orborne(3). 

Phoebe, too, is introduced as a shepherdess 'begot by Pan on Isis sacred 

zlood'(4) but, like Lodge's Themis, she is attended by a bevy of nymphs 

who circle round the prostrate Endymion just as Nais and her companions 

group themselves round the love -sick Glaucus(5). As in Scylla's 

Metamorphosis, these nymphs welcome the hero: they anoint his body with 

balm, they bathe his temples with nectar, and they shower kisses upon his 

unresponsive lips(6) . The pastoral quality of the poem is further 

1. Endimion and Phoebe,753 -878. There is also some evidence to suggest 
that Drayton consulted both Hero and Leander and Venus and Adonis, but 
in each case the influence is limited to a few details. From Marlowe 
he borrowed some of the decorative items of Phoebe's brave attire - 
her veil(Endimion and Phoebe,lll; Hero and Leander,l.9), her chain of 
rubies(1+.ndimion and Phoebe,157; Hero and Leander,1.125), and her 
buskins laced to the knee(Endimion and Phoebe,157; Hero and Leander, 
1.31). And to Shakespeare he is indebted for some of the more dramatic 
moments of the situation. Phoebe has occasion to rebuke Endymion for 
his obstinacy(Endimion and Phoebe,1 ?9; Venus and Adonis,199); she 
promises that she will 'drive the fomy-tusked Bore to wrack(262); 
Endymion,like Adonis, churlishly rejects the goddess and complains that 
she has spoiled his sport(Endimion and Phoebe,242; Venus and Adonis, 
380 -381). 

2. Ibid.,1001 -1004. 
3. Ibid.,579 -582. Compare Scylla's Metamorphosis, Hunterian Club edition, 

vol.l,p.l0. But see,too, Colin Clout's Come Home Again,23 -31., 
4. Ibid.,182. Compare Scylla's Metamorphosis, ed.cit.,p.7. 
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emphasised by a Virgilian echo when Phoebe makes Endymion pastoral 

promises and offers him pastoral bribes in return for his love: 

And thy f ayre flock (a wonder to behold) 
Shall have their fleeces turn'd to burnisht gold; 
The Oakes smooth leaves, sirropt with hony fall, 
Trickle down drops to quench thy thirst withall(1). 

In such a rarefied atmosphere, the fleshly lusts of the 

Metamorphoses and the raptures of Hero and Leander or of Venus and Adonis 

are as unknown as they would be inadmissible. DrayLon, we find, has 

spiritualised the love -elements he strips it of its grossness and 

invests it with a Platonic significance. Even on its most human level, 

love for him is no more than a pretty pastoral. The queen of chastity 

makes advances to her beloved Endymion, but her conduct never violates 

'Phoebes Statutes and her hallowed Rites'(2). She certainly professes 

love for a mortal, she carves his name on the trees of the forest, she 

even kisses him as he sleeps, but all this she does to further her 

purpose of winning Endymion to the contemplation of Ideal Beauty. The 

earthly passion of Ovid has been etherealised into a metaphysic; and 

Drayton uses his characters to "present in concrete story the 'way of 

love' of traditional Platonism "(3). In this process, his figures suffer 

a metamorphosis, but not in the physical and Ovidian sense of the term. 

At the end of the poem, they have been transfigured into symbols: Phoebe 

has become Abstract Beauty, and Endymion represents Éveryman who has 

transcended the limitations of the flesh and has, like Chapman's Ovid 

in Corinna's garden, transmuted the experience of his senses into food 

for his soul. 

The symbolism, however, is not only Platonic and metaphysical: 

it is also personal and autobiographical, for it is by means of the 

central characters that Drayton expresses his devotion to the daughter 

of his patron, Anne Goodere(4). In the final lines of the poem(5), he 

rather wistfully addresses the 'sweet Nymph of Ankor, crowne of his 

desires', and suggests that Phoebe finds her own excellence surpassed in 

5. Ibid.,489 -490. Compare Scylla's uietamorphosis,ed.cit.,p.9. 
6. Ibid.,493 -500. 
1. Ibid.,251- 252,255 -256. See Virgil's Eclogues,iv.30 and 43 -44. 
2. Ibid.,234. 
3. Hebel, Endimion and Phoebe, 1925 edition,p.x. 
4. Elton,op.cit.,p.22; B.H.Newdigate, Michael Drayton and his Circle,p.57. 
5. Endimion and Phoebe,1011 -1032. 
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that of his adored Idea; and this interpretation of the situation is 

rendered all the more convincing when we remember that the sub -title, 

Idea's Latmus, and the introductory sonnets associate the poem with 

Idea, and that twice before, in the Shepherd's Garland, Drayton had 

identified the lady with Phoebe(1). It has been suggested, however, that 

this was only a pleasing convention, and that Drayton was addressing not 

Anne Goodere but Lucy, Countess of Bedf ord(2). The dedicatory sonnet 

certainly bears her name and this sonnet is found in the first as well as 

in the later editions; it is argued, therefore, that Drayton would not 

have been so foolish as to court two ladies in the same poem. This 

theory, however, ignores certain important points. The tone of the 

sonnet, though fulsome, is yet deferential and it reads like the verse of 

one who is making a bid to win and retain the favour of a powerful 

patron. The lines addressed to Idea, on the other hand, are too sincere 

in their expression to be dismissed as conventional, and consequently 

they are scarcely a suitable form of address to a married lady of the 

Countess of Bedford's station. And it is perhaps not unimportant to 

recall that, at the time of writing Endimion and Phoebe, the Countess 

was only fourteen years old and that the poet was thirty -three, whereas 

Anne Goodere was twenty -five and therefore nearer Drayton's own age(;). 

Much of Drayton's Platonism is derived from the work of the 

Huguenot poet, Salluste du Bartas(4). Like Giles Fletcher, Drayton 

shared with the Frenchman a deep spiritual conviction, and he followed 

his example by writing on Biblical themes(5). In 1604, he dedicated to 

Du Bartas one of his poems, Moses in a Map of his :,Miracles, and some 

measure of his influence may be gauged from the fact that the dedication 

was retained by Drayton when the poem was republished in 1630. The 

internal evidence, however, is more important, and not the least 

convincing testimony to the influence exercised by the French poet is to 

be found in the temper of Endimion and Phoebe. Du Bartas, in L'Uranie 

1. Shepherd's Garland,5.65 and 9.19 -22. 
2. Courthope, A History of English Poetry,vol.3,pp.22 -46. 
3. Newdigate,op.cit.,pp.40 -69. 
4. Joshua Sylvester translated Du Bartas's La Sepmaine and published it 

in 1605, but parts of that translation had already appeared in 1592 
and 1595(CBEL,vol.1,p.818). 

5. The Harmony of the Church, Moses in a Map of his Miracles, Noah's 
Flood, and David and Goliath. See Upham, French Influence in English 
Literature,p.193. 
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(1575), protests vigorously against Ovidianism(1), bidding his fellow - 

poets not to prostitute their genius with erotic literature and urging 

them to abandon classical story in favour of scriptural subjects(2). 

Drayton does not follow his advice in this poem, for he actually 

describes a myth, but he agrees with him to the extent of moralising 

that myth and transfiguring it into an affirmation of beauty. But his 

debt to Du Bartas goes beyond the limits of a vague spiritual kinship 

to something more concrete and definite. Phoebe's journey across the 

heavens and all the cosmological detail connected with that journey are 

derived from La Sepmaine ou Creation du Monde(1578). The description of 

the earth suspended like a ball in space together with the explanation 

of its stability and its relations to the other elements are strikingly 

similar to certain passages in the Sixiesme Jour(3). Furthermore, it 

would appear that Drayton's conception of the soul and of the function of 

poetry were also influenced by Du Bartas's ideas. Dr. Tillyard has 

recently shown that to the Elizabethans "poetry was man's effort to rise 

above his fallen self and to reach out towards perfection "(4). Drayton 

may have held this view as a typical Elizabethan, but he expresses 

himself as a disciple of Du Bartas; and much of what he says on the 

point reads like a loose translation of the Frenchman's thoughts. Both 

believe that it is poetical sensibility which helps man to resist the 

demands of the flesh and makes him aware of the loveliness of the world, 

and both argue that this appreciation of beauty is part of his divine 

mission on earth(5). 

1. L'Uranie,78, where he refers to le cyprien brandon. 
2. Ibid.,201 -204. See footnote to page 4 supra. 
3. Endimion and Phoebe, 663 -730. Du Bartas in his Sixiesme Jour describes 

the journey made by the soul on its release from the body(801 -803 et 
seq.): 

Par les degrez de l'air il monte, audacieux 
Sur les plancher du monde, il visite les cieux 
Estage apres estage, il contemple leurs voutes; 

and in his Second Jour he explains how the earth is delicately poised 
on its axis and is dependent on the neighbouring elements(323- 326,332); 

Il falloit qu'elle fust son propre contrepois, 
Pour ferme demeurer contre les fiers abois 
Du naufrageux Neptune, et les bouches irees 
Des Austres chaleureux, et des gelez Borees... 
Elle roue avec soy l'element plus voisin. 

Compare,too, Drayton's description of the moon's eclipse(653 -662) with 
Du Bartas's address to the moon in his Quatriesme Jour(655- 658,705- 
708,721 -722). All these quotations are taken from the American 
edition by Holmes, Lyons, and Linker. 

4. E.M.W.Tillyard, The Elizabethan World Picture,pp.19 -20. 
5. Endimion and Phoebe,508 -522; and L'Uranie,l3 -24 
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But Drayton did more than deepen the conception and widen the 

scope of the mythological poem by transmuting the love -element into a 

metaphysic; he also chastened its style, tempered its passionating 

ardours, and sobered its heady raptures. His rhetoric is not so brassy 

and metallic as Ovid's so frequently is; nor has it the heavy, languorous 

swell of Venus and Adonis. It has a mellow note, bell -like and sonorous, 

full -toned and golden. Much of this is attributable to Marlowe, and 

much also to Spenser. Drayton uses the Marlovian couplets in Endimion 

and Phoebe, and catches something of his master's metrical poise, the 

sinewy flexibility of his lines, the spirited patterns of his cadences, 

and the limpid sweetness of his diction. But the warm glow of DrayLon's 

poetry and the tempo of his narrative also point to the deep and abiding 

influence of The Fairy Queen: 

The Hamadriads from their shady Bowers, 
Deckt up in Garlonds of the rarest flowers, 
Upon the backs of milke -white Bulls were set, 
With horne and hoofe as black as any Jet, 
Whose collers were great massy golden rings, 
Led by their swaynes in twisted silken strings(1). 

The bejewelled and glittering quality of these lines is more than a 

concession to the contemporary demand for decoration. DrayLon ransacks 

Greek mythology as did Marlowe and his fellow-poets, but he does not use 

that mythology merely as the accredited coin of poetry. Like Spenser, 

Marlowe, and Ovid himself, he breathes new life into classical story, 

and invests it with an imaginative and emotional splendour. 

Some ten years later(1606), the poem was recast and re- issued 

as The Man in the Moone, but by that time the social scene had completely 

changed and the conditions which had encouraged the growth of Ovidianism 

no longer prevailed(2). The truth was that the Elizabethans had grown 

up in the interval. They had learned to look at life with more critical 

eyes and had found its problems both difficult and insistent. The golden 

promises of the early nineties, it seemed to them, had not been 

fulfilled, and the exuberance occasioned by the first impact of the 

Renaissance had yielded to a mood of doubt and misgiving. Spenser, 

Chapman, Fulke Greville, and Donne had already given signs of this 

1. Endimion and Phoebe,787 -793. 
2. See Sir Edmund Chambers's essay on the disenchantment of the 

Elizabethans in his volume, Sir Thomas Wyatt and Some Collected 
Studies,pp.181 -204; and also Edward P. Cheyney, A History of England 
from the Defeat of the Armada to the Death of Elizabeth,vol.2,pp. 
566 -572. 
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disenchantment before the turn of the century, but the note deepened 

with the tragedies of Shakespeare and the sardonic comedies of Ben 

Jonson. And Drayton, no less than the others, records this disillusioned 

temper in The Owle(1604), in the Pastorals of 1606, and in this revised 

version of Endimion and Phoebe. 

In The Man in the Moone, Spenser is still Drayton's guiding 

star but this time it is the Spenser of Colin Clouts Come Home Againe 

(1595). The appeal is even less to the eye and more to the mind of the 

reader. The style has shed much of its Elizabethan opulence and has 

taken a more purposive and expository air. The mythological motifs are 

still there but they are in the nature of a hang -over from the earlier 

version; and Phoebe's garment is certainly described with an even greater 

wealth of detail but that detail is taken not from Ovid or Marlowe but 

from nature(1). The temper is altogether more realistic and satiric. 

Like Colin Clout, Drayton has been embittered by neglect and, like him, 

he uses the pastoral form to express his disappointment and expose the 

iniquity of the age(2). The assurance and the ecstatic salutations of 

Idea have given place to wistful regret; and it is, in a symbolical 

sense, no accident that the cloud- capped towers of Endimion and Phoebe 

should here dissolve amid the harsh, mocking laughter of Rowland and his 

fellow- shepherds(3). 

The capacity of the Elizabethans for developing and transforming 

the Ovidian genre is well attested by Sir John Davies's Orchestra(S.R. 

November 21,1596). It appears at first to be a strange blend of ill - 

assorted influences: its characters are legendary; its theme is borrowed 

in large measure from one of Lucian's dialogues; and its philosophy 

derives from Plato by way of Ficino and Spenser. But it would be a 

mistake to think of the poem as a rag -bag into which Davies has thrown 

the oddments of his reading. These widely divergent influences are 

skilfully handled and their threads interweave to form a distinctive 

1. The Man in the Moone,145 -256. 
2. Ibid.,494 -530. 
3. Ibid.,534. 
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design. It is a design, however, which shows few of the typically 

Ovidian qualities, for Davies has invigorated the mythological poem with 

an infusion of high seriousness. He makes it a medium for cosmic 

speculation. Its purpose, at the outset, is not narrative but didactic; 

and instead of appealing to the eye with formal decoration or to the 

senses with erotic languors, it quickens the intelligence with the 

metaphysical play of its wit. 

The framework of this 'rash half- capreol' (1) is suggested by 

the wooing of Penelope in the Odyssey, but the sentiments have been 

refined and the characters themselves endowed with the graces of that 

Renaissance chivalry which so fired the imagination of Sidney and his 

friends. The hero, Antinous, bears himself like a gallant reared in the 

tradition of courtesy. He pleads his suit with the idealism of a 

romantic and bandies compliments with the ease of one well versed in the 

Petrarchan code. Penelope also conforms to the pattern of courtly 

womanhood. She is a princess of imperious virtue but, unlike her Homeric 

self, she is readily flattered by the adulation of her lover and accepts 

his exaggerated acclamations as the homage which is due to a lady of her 

rank(2). 

In this Renaissance setting, the action takes the form of a 

discussion between these two people, and is, in places, closely modelled 

on Lucian's dialogue on dancing(3). Antinous vigorously defends the art 

against the depreciation of the lady, and uses some of the very arguments 

adduced by Lycinus in that dialogue to persuade his sceptical friend, 

Crato. He points out that dancing must not be regarded as a frivolous 

pastime, for it has a venerable history and was practised long before 

Jove became king of heaven(4). It is the origin of rhetoric, logic, 

1. Orchestra, dedicatory lines To His Very Friend, Ma. Rich. Martin. 
2. Ibid. , stt.8,12,16, and 27. 
3. IIEPì opxo s. All quotations in the footnotes are from the translation 

of H.W. and F.G.Fowler. Bullen draws attention to some of these 
Lucianic borrowings in Some Longer Elizabethan Poems,pp.vii -ix. 

4. Orchestra stt.16 and 17. Lucian Compare o .cit. p , p ,7 "Now, to begin withl 
you seem to be quite ignorant of the antiquity of the pantomimic art. 
It is not a new thing; it does not date from today or yesterday; not, 
that is to say, from our grandfathers' times, nor from their grand- 
fathers' times. The best antiquarians,let me tell you, trace dancing 
back to the creation of the universe; it is coeval with Eros who was 
the beginning of all things ". 
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music, and poetry(1), and he further argues that it is a key which helps 

us to interpret classical mythology: 

'Therefore was Proteus sayd himselfe to change 
Into a streame, a Lyon, and a tree, 
And many other formes fantastique, strange, 
As in his fickle thought he wicht to be? 
But that he daunc'd with such facilitie, 
As like a lyon he could pace with pride, 
Ply like a plant, and like a river slide(2). 

But Davies expands the theme beyond the limits observed by Lucian, and 

gives it a larger Elizabethan significance by dwelling at some length on 

the microcosmic and macrocosmic implications of the art. The rhythmic 

beat of the dance is illustrated by the 'chain of correspondences' which 

links man with the great universe beyond and around him(3). It controls 

and determines our bodily movements, whether they be the flickering of 

our eyelids, the steady pulse of our blood, or the several gestures 

entailed by our work and our play; and the same principle is manifest on 

a larger scale in the tumult of the wind, the surge of the sea, the 

ripple of the stream, the gentle swaying of a flower, and the trilling 

song oí a"bird: 

But'why relate I every singular? 
Since all the World's great fortunes and aff aire s 
Forward and backward rapt and whirled are, 
According to the musicke of the spheares: 
And Chaunge herselfe her nimble feete uobeares 
On a round slippery wheele that rowleth ay, 
And turnes all States with her imperious sway(4). 

This law of nature operates everywhere but nowhere more significantly 

than within the nation itself, for a strong country is one which 

1. Ibid.,stt.92 -95. Compare Lucian,op.cit.,35: "You will find that his is 
no easy profession, nor lightly to be undertaken; requiring as it does 
the highest standard of culture in all its branches, and involving a 
knowledge not of music only, but of rhythm and metre, and above all of 
your beloved philosophy, both natural and moral, the subtleties of 
dialectic alone being rejected as serving no useful purpose. Rhetoric, 
too, in so far as that art is concerned with the exposition of human 
character and human passions, claims a share of its attention ". 

2. Ibid.,st.81. Compare again Lucian,op.cit.,19: "If I am not mistaken, 
the Egyptian Proteus of ancient legend is no other than a dancer, 
whose mimetic skill enables him to adapt himself to every character: 
in the activity of his movements, he is liquid as water, rapid as 
fire; he is the raging lion, the savage panther, the trembling bough; . 

he is what he will". 
3. Tillyard, The Elizabethan World Picture,pp.83 -95. 
4. Orchestra, st.59. 
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recognises the value of social differentiation, of concord and degree(1). 

The poem, at this point, reaches a fitting conclusion with a description 

of Elizabeth who symbolises the state and sums up in her glorious person 

the harmony and the order of our public and private lives. 

This theme, moreover, is aerated by a love -philosophy which is 

Platonic in temper and Spenserian in origin. Like the author of A Hymn. 

in Honour of Beauty, Davies repudiates Ovidian passion and brands it as 

lust. Fleshly indulgence saps the reason, poisons the senses, and 

reduces its followers to madness and prof anity(2). True love, on the 

other hand, has washed off all gross acquaintance with the body and has 

been exalted into a metaphysical concept. It is the creative principle 

which lies behind the manifold activities of Nature, and it finds its 

highest expression in the cosmic dance. It is the matrix which has 

moulded and fashioned the world from its condition of chaos, the causa 

causans which induced the elements, air, fire, water, and earth, to 

resolve themselves into a patterned scheme of things: 

Dauncing (bright Lady) then began to bee, 
When the first seeds whereof the World did spring, 
The fire, ayre, earth, and water - did agree, 
By Love's perswasion - Nature's mighty King - 
To leave their first disordred combating, 
And in a daunce such measure to observe, 
As all the world their motion should preserve(;). 

It is ignóránce of this theory, argues Davies, which has encouraged men 

to misinterpret classical mythology. The love- scenes of the 

1. Tillyard,op.cit.,p.98. Dr. Tillyard draws attention to the same idea 
in Elyot's Governour, Hooker's Laws of Ecclesiastical Polity, Raleigh's 
preface to his History of the World; and he aptly quotes Ulysses's 
speech in Tro'lus and Cressida(l.iii.85 -137) : 

The heavens themselves, the planets and this centre 
Observe degree, priority, and place.... 

2. Orchestra,stt.38,98,102. Compare Spenser's Hymn in Honour of Beauty, 
169 -182 and Plato's Symposium,183. 

3. Ibid.,st.17. Compare Spenser's Hymn in Honour of Love,78 -8'+: 
The earth, the ayre, the water, and the fyre, 
Then gan to raunge themselves in huge array, 
And with contrary forces to conspyre 
Each against other by all meanes they may, 
Threatening their owne confusion and decay: 
Ayre hated earth, and water hated fyre, 
Till Love relented their rebellious yre. 

Miss Winstanley(The Fowre Hymnes,p.lx) refers to a passage in Ficino 
Commentarium in Convivium,3.2: "Idem partes aeris ignisque...ac etiam 
duo haec elementa ad supernam regionem sibi congruam et similem 
regionis illius amore trahuntur ". 
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Metamorphoses are, in his judgment, not studies in carnality but 

illustrations of the universality of the dance. When Mars and Venus 

were trapped by Vulcan, they were not guilty of the immorality attributed 

to them: they were merely participating in the dancé of life and, to 

that extent, helping to complete the pattern of the universe(1). 

There is, therefore, no story- content in the poem, and its 

sober exposition recalls the opening lines of the Metamorphoses rather 

than Ovid's ampler narrative manner. Its purity of motive suggests the 

influence of Spenser, and the 'middle flight' of its equable and well - 

languaged verse no doubt owes something to Daniel. Its rhetoric is 

accordingly more subdued than Ovid's. It is more intellectual in temper, 

more searching and analytical in method. It is free from flamboyancy, 

and only rarely decorative, though it can be illumined on occasion with 

a vivid conceit. Its imagery is most commonly Metaphysical, but its 

analogical subtleties have not the impassioned verve of Donne nor the 

dialectic skill of Chapman: 

First you see fixt in this huge mirrour blew, 
Of trembling lights, a number numberlesse: 
Fixt they are nam'd, but with a name untrue, 
For they all moove and in a Daunce expresse 
That great long yeare, that doth containe no lesse 
Then threescore hundreds of those yeares in all, 
Which the sunne makes with his course naturall(2) . 

Even the gnomic lines which he scatters throughout the poem lack the 

nimbleness of Ovid's wit, his swift assimilative power, his ability to 

distil his experiences and reflections into a neat and memorable 

aphorism. When Davies is pithy, he is not so polished or so pregnant as 

Ovid, and when his utterance is weighty, as it frequently is, it is more 

expansive and diffuse. 

George Chapman's Ovid's Banquet of Sense(S.R. November 6,1598) 

is more mystical, more introspective, and more esoteric than any other 

1. Ibid.,st.72. 
2. Ibid. , st.35. 
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work in this class. It is a strange and difficult poem, addressed to 

"those that beforehand have a radiant, light- bearing intellect ", to those 

few who can thread their way through the metaphysical labyrinth of 

Corinna's garden "without the helpe of a Lanterne"(1). Its title and its 

situation would suggest a close dependence on Ovid, but Chapman belies 

this expectation for he reveals the same moral earnestness as was shown 

in his continuation of Marlowe's Hero and Leander, together with a finer 

Platonic temper derived from Ficino and a textual indebtedness to the 

Mythologiae of Natalis Comes(2). The poem indeed owes so little to Ovid 

that it has become a document in idealism, illustrating the thesis that 

the five senses,. Auditus, Olfactus, Visus, Gustus, and Tactus, are so 

many avenues converging on the contemplation of Abstract Beauty. 

Much even of what might appear to come from Ovid is attributable 

to some other source and has been influenced by some other tradition. 

The action, for example, takes place in a garden, and the flowers at 

first recall the broadly generalised settings of the Metamorphoses(3). 

Chapman, however, has nothing of the warm and sensuous. quality of Ovid' s 

descriptions. He is even more literary and more artificial. He portrays 

what he calls 'An abstracted field', and his severely impersonal 

catalogue owes more to the nature -pieces of the Middle Ages than to the 

Metamorphoses or to direct observation of the countryside. Ovid's 

carefully selected details at least blend to form a picture, but 

Chapman's list, of flowers is too bald to fire the imagination and too 

factual to be fused into an emotional pattern. 

In the midst of this bank of flowers, there is an elaborately 

fashioned fountain representing Niobe and her fourteen children. But 

this, too, is a pseudo- Ovidian detail, for it is taken not from the 

Metamorphoses, as one might expect, but from Natalis Comes. It is a 

verse -translation of a description given in the Mythologiae and it 

follows the original almost word for word(+). The statue, Chapman tells 

us, has been brought from 'Sypilus, the steepe Mygdonian Mountaine'(5), 

1. Ovid's Banquet of Sense, Dedication to Matthew Roydon, ed.Bartlett,p. 
50. 

2. Franck Schoell, Etudes sur l'humanisme continental en Angleterre,pp. 
1 -42. 

3. Ovid's Banquet of Sense,stt.9 -10. 
4. Ibid.,stt.3 -5. 
5. Compare Mythologiae(Lyons edition,1602): quod esset in Sipylo monte. 
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and it is 'so cunningly to optick reason wrought'(1) that, viewed from 

afar, it reveals a woman's face heavy with weeping but, more closely 

scrutinised, 'nor weeping, heavy, nor a woman shewed'(2). Round this 

figure are grouped her seven sons; six of their names are those given in 

the Mythologiae, whereas the seventh, as Natalis himself states, is that 

used by Pausanias(3) . Only five of these names are found in the Ovidian 

version, for Chapman ignores Natalis's remark that Ovid favoured 

alternatives(+). It is interesting to note, however, that he did not 

follow the sixteenth century commentator without a thorough knowledge of 

the original legend, for.he tells us that the seventh son was 'calde 

like his Grandsire, Tantalus', and in that phrase he echoes the very 

words of the Metamorphoses(5). The names of the daughters, on the other 

hand, are not given by Ovid at all, but are listed in the Mythologiae 

and are faithfully transcribed by Chapman. 

The poem is an imaginative reconstruction of Ovid's passion for 

Corinna, but there is a wide gulf separating its vigorous 

intellectualisation and the carnal raptures of the Amores. What in Ovid 

would be.recorded as a moment of debauchery or as an elegant tale of 

seduction is Platonised by Chapman into a metaphysic of love. There 

are, to be sure, certain superficial affinities with the least spiritual 

of poets, for Corinna has some of the attributes of an Ovidian goddess. 

She is addressed as a divinity by the poet, and when he intrudes upon 

her privacy, she wraps her nakedness in a cloud and angrily threatens 

reprisals(b). She has, moreover, the physical splendour of Phoebe; when 

she removes her robe, her body, we are informed, has the dazzling beauty 

of a star(]). Both poets indulge in such exaltations of the senses, but 

Ovid, neouitiae poeta on his own admission(8), is a bohemian and his 

experiences never transcend the flesh. Chapman is Ovid grown "misticall 

and deepe "(9). He sublimates his ardour and etherealises his sensations 

1. Ibid.,p.605: ad opticam rationem excisa. 
2. Ibid.,p.605: at procul existentibus et mulier et moesta et lugens 

videretur; prope existenti neque lugentis neque mulieris quidem 
f ormam prae se ferret. 

3. Ibid.,p.604: Pausanias Argum Niobes (ilium memorat. 
4. Metamorphoses,vi.165 -312. See Mythologiae,ed.cit.,p.604: Ovidius 

tarnen Alphenorem vel Ilioneum filiis Niobes adiecit. 
5. Metamorphoses,vi.239 -240: et aviti nominis heres Tantalus. 
6. Ovid's Banquet of Sense,st.75. 
7. Ibid.,st.69. 
8. Amores,2.i.2. 
9. Ovid's Banquet of Sense, Commendatory Sonnet, ed.Bartlett,p.52. 



into a vision of Intellectual Beauty. 

Ovid's Banquet is, accordingly, a philosophical poem, idealising 

and transmuting the life of the senses. To Chapman, Ovidian love with 

its frank surrender to the appetites is repugnant, and he maintains that 

only tools and peasants are so depraved as to be slaves of the flesh(1). 

For him, the world of sensation is meaningless and chaotic unless it is 

moralised into a world of ideas: 

My hie that in my flesh a Chaos is 
Should to a Golden worlde be thus dygested(2). 

This transfiguration can be achieved only through the spirit: in Cerebro 

est princigium sentiendi(3)-. The mind itself, however, is useless 

without the help of Auditus, Olt accus, Visus, Gustus, and Tactus, and 

the senses themselves must be freely indulged before they are in a 

position to serve their 'banquet': 

The sence is given us to excite the minde, 
And that can never be by sence excited 
But first the sence must her contentment finde, 
We therefore must procure the sence delighted, 
That so the soule may use her facultie('+). 

Unlike Ovid, therefore, Chapman regards love as a mystical experience, 

and the senses are so many rungs on the ladder leading to Abstract 

Beauty. They purify the soul, purging it of all grossness and 

disengaging it from the inhibitions of the flesh(5). They quicken 'lumps 

of earth' into 'manly lye'(6) and spiritualise the evanescent things of 

this world into the verities of Platonic philosophy: 

The minde then cleere, the body may be usde, 
Which perfectly your touch can spiritualize; 
As by the great elixer is trans -fusde 
Copper to Golde(7). 

This neo- Platonic theorising is the negation of the historical 

Ovid, and with the change in the temper of the poem there is a 

corresponding change in its characterisation. Corinna is no longer the 

courtesan of the Amores; she has become the 'extraction of all fayrest 

1. Ibid.,st.35. 
2. Ibid.,st.25. 
3. Marginal gloss,ed.cit.,p.84. 
4. Ovid's Banquet of Sense,st.63. 
5. Ibid.,st.22. 
6. Ibid.,st.38. 
7. Ibid.,st.104. 
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Dames'(1), a symbol of that beauty which Chapman would have us adore. 

She rebukes him for his immodesty, and conceals her charms as a 

secrete not to be revealde, 
But as Virginitie, and Nuptialls clothed, 
And to our honour all to be betrothed(2). 

When she yields to the metaphysical importunities of her admirer, she 

does so for an ideal. Intellectus in ipsa intelligibilia transit(3): she 

alone can help Ovid to glimpse eternal beauty: 

Ovid (sayd shee) I am well pleasd to yeeld: 
Bountie by vertue cannot be abusde: 
Nor will I coylie lyft Minervas shielde 
Against Minerva('-). 

By a stranger irony, Ovid himself has been reduced to a pale shadow,of 

his former self. The poet who proudly flaunted his amoralism and wished 

nothing worse than austerity for his enemies(5) has become a lover of 

Abstract Beauty, a neo- Platonist for whom earthly beauty is a means to a 

higher end. He aspires to attain perfection, and he identifies his 

Corinna with the archetype which lies behind the transient forms of this 

world(6) . 

In his treatment of the poem, Chapman is more introspective than 

Ovid. He is more interested in the significance of his emotions, and he 

attempts to give a sensitive analysis of his reactions. Whereas Ovid is 

content to record his raptures, Chapman intellectualises them and gives, 

as Miss Janet -Spens admirably says, "a delicate discrimination of the 

various moods of that intercourse between the intellectual and physical 

which is properly the subject of aesthetics "(7). The poem mounts from 

the Ovidian level of pleasurable sensation to a soaring crescendo of 

experience; and at each stage these experiences are weighed and 

considered in relation to the soul. When he hears Corinna's voice 

(Auditus), he responds to the intoxicating rhythm of the song and feels 

the nimble feet 

Tread my eares Labyrinth; theyr sport amazeth 
They keepe such measure; clay themselves and dance(8). 

1. Ibid.,st.49. 
2. Ibid.,st.77. 
3. Marginal gloss 
4. Ibid.,st.95. 
5. Amores,2.x.16: Ho 
b. Ovid's Banquet of 
7. Chapman's Ethical 
8. Ovid's Banquet of 

to st.24. 

stibus eveniat vita severa weis. 
Sense,st.33. 
Thought, Essays and Studies,vol.11,p.159. 
Sense,st.22. 
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Her perfumes (Olf actus) have a more elusive, more fugitive, and at the 

same time a more intense effect on his mind: 

Me thinks, as in these liberall fumes I burne 
My Mistres lips be neere with kisse -entices, 
And that which way soever I can turne, 
She turns withall, and breaths on me her spices(1). 

The sight of her naked loveliness (Visus) annihilates all that's made to 

the shimmering beauty of the lady(2). The kiss (Gustus) sweeps him aloft 

to the heights of rapture, appearing to contract and dissolve the whole 

universe in the ecstasy of the moment(3). When finally he lays his hand 

on her body (Tactus), his spiritual consummation is achieved, and he has 

reached the mystic plane at which words are inadequate: 

And feeling still, he sighed out this effect; 
Alas why lent not heaven the soule a tongue? 
Nor language, nor peculier dialect, 
To make her high conceits as highly sung, 
But that a fleshlie engine must unfold 
A spirituali notion (+). 

Chapman, it will be seen, has wandered f er from the spirit of 

Ovid's poems, and it may be said that, apart from his borrowing the 

names of the characters, his only point of contact with the Roman poet 

is to be found in the conventional allusions which he introduces into 

his verse. Some of these are inserted for their ornamental value; others 

are used for metonymy; and yet others are used as intensitives, to 

heighten the effect with emotional overtones. He always eschews the 

commonplace, and many of his references are pregnant hints thrown out to 

be appreciated by those eserching spirits'(5) for whom the poem was 

written. When the poet likens himself to the phoenix which gathers all 

the Arabian spicery into its nest, he is compressing into a telling 

phrase the fuller catalogue of the ïvIetamorphoses(6) ; and when he says 

that the chaos of his flesh is digested to a golden world, he is giving 

a metaphysical twist to the rudis indigestaque moles of Ovid's opening 

lines(?). Many of his allusions are even more cryptic. Indeed, his 

1. Ibid.,st.34. 
2. Ibid.,st.56. 
3. Ibid. , st.97. 
4. Ibid.,st.11l. 
5. Dedication to Matthew Royden,ed.cit.,p.49. 
b. Ovid's Banquet of Sense,st.31. Compare Metamorphoses,xv.397 -399 
7. Metamorphoses,i.7. 
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mythology frequently 'shroudeth it selle in the hart of his subiect' and 

illustrates that 'darknes' with which he 'still labours to be shadowed' 

(1). When he refers to his heart in terms of Vulcan hammering out the 

shafts of his love, the conceit has become vague and pedantic(2); and 

his glancing reference to the Actaeon story is so 'shadowed' that it 

adorns the verse without in any way clarifying the meaning(3). 

But even in his use of mythology his debt to Ovid is limited, 

for much of his classical imagery comes from the M,ythologiae(4). In his 

hymn to Juno, for example, the poet hails her grandiloquently as the 

great goddess of audacity and fear who exercises undisputed sway over 

the island of Samos(5); and he goes on to point out that it is she who 

superintends all marriage rites and who determines the nature of men by 

mixing the sulphurous humours of their bodies(6). In a later section of 

the poem, he describes his love for Corinna by means of an elaborate 

simile borrowed phrase by phrase from Natalis Comes(7). Jove, he tells 

us, wanted to find out the centre of the world and dispatched two eagles, 

the one from the east and the other from the west(8); both birds met at 

Delphos and from that day the place has been considered the navel of the 

earth(9). In the Saturnia figure towards the end of the poem he takes 

over the details from an incident related in the 4ythologiae, and 

transmutes them into one of his most beautiful passages: 

Or like Saturnia from th'Ambrosian _)ride 
Of her morns slumber, frighted with admire 
When Iove layd young Alcydes to her brest, 
So startled shee(10). 

In style, too, he has little in common with Ovid, for he lacks 

1. Dedication to Matthew Royden,ed.cit.,p.49. 
2. Ovid's Banquet of Sense,st.83. 
3. Ibid.,st.41. 
4. Schoell,op.cit.,pp.193 -195. 
5. Ovid's Banquet of Sense, stt.47 -48. Compare Mythologiae, ed. cit. ,p.137: 

Iunonem Timoris et Audaciae....fertur in Samo insula nata et educata 
fuisse. 

6. IV ythologiae, ed. cit. ,p.140: Praefecta connubiis putatur eadem, quoniam 
media est coniungendis sulphureus humoribus. 

7. Ovid's Banquet of Sense, st.83. 
8. Compare Mythologiae,ed.cit.,p.342: Cum vellet medium atque umbelicum 

terrae invenire, alteram aquilam ab oriente, alteram ab occasu pari 
velocitate emisisse. 

9. Ibid.,p.342: Quae cum in Delphos denique convenissent....umbelico 
totius terrae. 

lO.Ovid's Banquet of Sense,st.110. Compare Mythologiae,ed.cit.,p.342: 
Nam fabulantur Iovem aliquando dormientis Iunonem uberibus Herculem 
inf antem admovisse. 
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the Roman's graces of felicity, limpidity, and flexibility. He is 

defiantly difficult, and maintains that 'rich Minerals are digd out of 

the bowels of the earth, not found in the superficies and dust of it' (1) . 

Ovid's poetic genius is largely determined by the close attention he 

pays to the 'superficies' which Chapman despises; and, in probing for 

the rich ore, the English poet is often involved and obscure, groping 

after images and massing them in a distressingly chaotic fashion: 

Then did Cyrrhus till his eyes with fire, 
Whose ardor curld the foreheads of the trees, 
And made his greene -love burne in his desire, 
When youth, and ease, (Collectors of loves fees) 
Rntic'd Corynna to a silver spring, 
Enchasing a round Bowre; which with it sees, 
(As with a Diamant dooth an ameld Ring.) 
Into which eye, most pittifully stood 
Niobe, shedding teares, that were her blood(2). 

Swinburne complains that Chapman's "wisdom entangles itself in over - 

niceness "(S), and there is ample justification for the charge, because 

his poetry is too often complexly patterned and clogged with pedantry. 

At his best, when he rises above the creaky movement of his verse, he 

can reca6ture some of the rhetorical qualities of Ovid. He can be as 

swiftly dithyrambic or as rapturous: 

Never was any sence so sette on fire 
With an immortali ardor, as myne eares; 
Her fingers to the strings doth speeche inspire 
And numberd laughter(4); 

and on rare occasions, as in the passage already analysed, this ' numberd 

laughter' takes on the qualities of Elizabethan song: 

Great Goddesse of audacitie and feare, 
Queene of Olympus, Saturns eldest seede, 
That doost the scepter over Samos beare, 
And rul'st all Nuptiale rites with power, and meede(5). 

* * * 

1. Dedication to Matthew Royden,ed.cit.,p.49. 
2. Ovid's Banquet of Sense, st.2. 
3. Minor Poems and Translations of George Chapman,p.ix. 
4. Ovid's Banquet of Sense, st.17. 
5. Ibid.,st.47. 
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Chapter 1V 

The Mythological Poem, 1595 -1610 

We have already seen that the early Ovidian poets, Lodge, 

Marlowe, and Shakespeare, had turned their backs on reality and had 

escaped into a dream -world where the light of common day was little 

known. In Venus and Adonis death did for a moment darken the splendour 

of that world, but even the shock of death was lessened by the 

artificiality of the situation. Grief, after all, was only a motif in 

the tapestry and offered a further pretext for rhetorical ornament. The 

moralisation of Ovid in the hands of Spenser, Drayton, Davies, and 

Chapman is therefore the more significant because it shows that even at 

that time certain writers were unwilling to dissociate themselves so 

completely from the problems around them. They handled the Ovidian poem 

with much less abandon, and converted it into an exposition of spiritual 

truths. And as the sixteenth century drew to its close, a still more 

realistic temper developed. The first fine careless raptures which 

characterised the early nineties yielded to a more sober mood. The 

serenity and the gaiety of those years gave way to a growing awareness 

of malaise and a feeling of frustration(1) . The tide of the Renaissance 

had flowed for the better part of a century and, as it ebbed, it 

uncovered unsuspected mudflats as well as golden sands. Men were less 

sure that they stood on the verge of a brave new world. The generous 

enthusiasm of Rabelais was displaced by the scepticism of Montaigne, the 

fais ce que voudras of the Abbey of Théléme by the que 
5 

-a± of the 

Essais. And in England the change in the prevailing mood was reflected, 

inter alia, in the Nosce Teipsum(1599) of Sir John Davies, in the work 

of rulke Greville, in the comedies of Ben Jonson, and in the more sombre 

plays of Shakespeare. 

But the reason for this change in temper goes deeper than this. 

The Elizabethan age marked á period of transition in the intellectual 

life of the country. The Copernican theory itself had dealt a shattering 

blow to conceptions which had underpropped the social fabric for as long 

1, See Hamlet's remarks to Rosencrantz and Guildenstern(Hamlet,ed. Dover 
Wilson,2.ii.299 -312): "I have of late, but wherefore I know not, lost 
all my mirth and yet to me, what is this quintessence of dust ?" 
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as men could remember; and the full implications of this 'new philosophy' 

were only beginning to be understood by Englishmen towards the end of 

the century(1). Their world- picture, as Donne bitterly reflects, was 

disintegrating before their very eyes, and as yet there was nothing to 

offer in its stead: 

And new Philosophy calls all in doubt, 
The Element of fire is quite put out; 
The Sun is lost, and th'earth, and no mans wit 
Can well direct him where to looke for it. 
And freely men confesse that this world's spent, 
When in the Planets, and the Firmament 
They seeke so many new; they see that this 
Is crumbled out againe to his Atomies. 
'Tis all in peeces, all cohaerence gone; 
All just supply, and all Relation: 
Prince, Subject, Father, Sonne, are things forgot, 
-For every man alone thinkes he bath got 
To be a Phoenix, and that then can bee 
None of that kinde, of which he is, but hee. 
This is the worlds condition now(2). 

A new orientation was needed. Some hard thinking would have to be done. 

Even in the early years of the fifteen- nineties, the School of Night had 

given a hint of the ferment which was to follow, for what the authorities 

branded as atheism was nothing more than the spirit of inquiry and 

unrest(3). And that spirit was to receive further support from the 

speculative genius of Bacon(+) . The scientific revolution was just 

beginning its task of refashioning the thought of Europe. 

In England this malaise was aggravated by issues of a purely 

national character(5). Social conditions had worsened by 1600 as a 

result of the depreciation of the purchasing power of silver. The 

Puritan body was gathering strength and had become more clamorous in its 

demands. The middle classes were amassing wealth and becoming more 

conscious of their political power. The stage was indeed set for the 

bitter constitutional struggles of the seventeenth century. The 

question of the succession became more urgent at the turn of the century, 

and yet Elizabeth, shrewdly enough, refused to discuss it. The elder 

1. Basil Willey, The Background of the Seventeenth Century,pp.12 -23; 
Charles Monroe Coffin, John Donne and the New Philosophy,pp.65- 87,116- 
159,204 -279; Theodore Spencer,Donne and his Age,A Garland for John 
Donne,pp.179 -202. 

2. The First Anniversary,ed.Grierson,205 -219. See too Donne's Of the 
Progresse of the Soule,266 -300. 

3. M.C.Bradbrook,The School of Night,passim. 
4. Basil Willey ,op.cit.,pp.24- 40;Geoffrey Bullough, Bacon and the Defence 

of Learning, Seventeenth Century Studies,pp.l -20; Rudolf Metz, Bacon's 
Part in the Intellectual Movement of his Time, ibid.,pp.21 -32. 
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statesmen, moreover, who had guided England through her greatest perils 

had all died by 1600, and younger men, inexperienced in statecraft but 

consumed with ambition, made bold bids for positions of power at Court. 

Reports of corruption were current gossip(1), and the rebellion of Essex 

together with his execution in 1601 administered the severest shock to 

the country. 

This feeling of insecurity naturally left little room for the 

exuberance which had followed in the wake of the Spanish defeat. On the 

contrary, it gave rise to a mood of uneasy speculation, which found its 

highest expression in tragedy, or of cynicism, which encouraged the 

growth of satire. The first of these moods was reflected in the 

contemporary interest in melancholy(2), and the second was itself 

reinforced by the lectures on Perseus delivered at Montpellier by the 

Huguenot scholar, Isaac Casaubon. Both moods were inimical to 

Ovidianism, and the Ovidian poems written immediately before and after 

1600 could not entirely escape their influence. But the change was not 

suddenly effected. There was a transitional period in which the lesser 

minds of the age followed, with even more servility than Edwards had 

shown, the established convention and reproduced the Italianate patterns 

woven by Shakespeare and Marlowe. Dunstan Gale's Pyramus and Thisbe 

(1596), the anonymous Love's Complaint(1597), and Thomas Powell's Love's 

Leorosy(1598) testify to the popularity of the movement. All three 

share the Elizabethan facility of expression and the Elizabethan passion 

for decoration, but they lack the voluptuous upsurge of the earlier 

poems and are undistinguished by any individuality of treatment. The 

very brilliance of Shakespeare's achievement, it would seem, had 

delivered a death -blow to the mythological poem; and those who followed 

after him could do nothing more than make pallid imitations of his 

Venus and Adonis. 

There were, however, certain enterprising writers who were 

drawing away from this effete convention and using Ovidian mythology in 

5. E.P.Cheyney, A History of England from the Defeat of the Armada to the 
Death of Elizabeth,vol.2,pp.566 -572. 

1. See Jonson's Everyman out of his Humour, Cynthia's Revels, and 
Poetaster(1599- 1601). 

2. Nicholas Breton's Melancholike Humours was published in 1600 and 
Thomas Wright's Passions of the Minde in 1601. The melancholy man had 
also appeared in the drama of the period, Jaques and Hamlet being only 
two of several such examples. See G.B.Harrison's essay on Elizabethan 
melancholy in his edition of Breton's Melancholike Humours,pp.49 -89. 
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a more light- hearted fashion. Sir John Harington may have suggested this 

possibility as early as 1596 with his Metamorphosis of Ajax, though 

neither that poem nor The Transformed Metamorphosis(1600) of Cyril 

Tourneur could be considered Ovidian in anyLhing but its title, for the 

one was an unsavoury squib on methods of sanitation and the other a 

savage political satire directed against the Papacy and the ambitions of 

Spain. Nor, for different reasons, can two other works of the period be 

termed Ovidian with any degree of accuracy, though again each is 

significant of the change which was taking place in the handling of 

classical legend. The first of these, Thomas Moffett's Silkwormes and 

their Flies(1599), introduces the story of Pyramus and Thisbe, not as an 

end in itself as any of the earlier Ovidians would have done, but as a 

clever ruse for catching the reader's attention and as a platform from 

which to lecture him on the art of cloth- making(1). The second, Sir 

John Beaumont's Metamorphosis of Tobacco(1602), is a joyous gallop of 

verses, a mythological scamper which burlesques the Metamorphoses and 

seeks to sing the praise of tobacco by humorously tracing its origin 

back to the squabbles on Olympus. It is an amusing jeu d'esprit, as 

witty in its exposition as it is fantastic in its interpretation of 

mythology; and the flippancy of its treatment, suggestive at times of 

the eighteenth century, not only throws light on the temper of the age 

but also helps us to appreciate the spirit which informed the work of 

others more immediately concerned with Ovidian themes. 

* 

these, John Marston is by far the most refreshing, for he was 

possessed of a fiercely independent-and bitterly sardonic spirit. He was 

by temperament a satirist, Juvenalian enough to admit the difficulty of 

not writing satire(2). His genius was accordingly too savage to adjust 

itself to the graces of Ovidian romance, and his Metamorphosis of 

1. Generous quotations from this poem are given by Margaret L. Farrand in 
her article, An Additional Source for A Midsummer Night's Dream,SP, 
xxvii,1930,pp.235 -238. 

2. Scourge of Villainy, Satire ii; Difficile est satyram non scribere. 
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Pygmalion's Image(S.R. May 27,1598) is a deliberate burlesque of the 

mythological poem. But irony is a dangerous and a delicate weapon to 

use, and there are some who hold that the poem is not a satire at all 

but a serious contribution to the genre, more indecent and pornographic 

than any of its feilows(1). This contention, however, would ignore 

Marston's own disclaimer, for in the epilogue to his poem(2) he makes 

it clear that he is caricaturing the Ovidian fashion. He jauntily 

boasts that he can play the 'Paphian' as well as any other and meet the 

demands of the 'lewd Priapians' who feast upon that type of literature. 

He further points out that his poem will suit the 'swaggering humour of 

the time', and he derisively refers to the richly sensuous decoration of 

the mythological poem as 'dawbed laced accoustrements'. 

Nor should too much importance be attached to the fact that this 

epilogue is written, not in the sixains of the rest of the poem, but in 

the heroic couplets of his formal satires. Certainly it would be 

straining the evidence to allege, on the strength of this, that it is 

a recantation hastily inserted at the last minute before publication. 

The treatment of the poem would give the lie to such a theory. It might 

just as readily, and more plausibly, be argued that it was added in the 

fear that the poem as it stood might be misinterpreted. And the 

precaution was not unneeded even at that time for, in the sixth satire 

of The Scourge of Viilainy(1598), Marston feels constrained to tell his 

readers that he despises the Ovidian poem and that he wrote Pygmalion's 

Image as 

Idle rimes to note the odious spot 
And blemish that deformes the lineaments 
Of moderne Poesies habiliments(3). 

In the face of such a strong reaffirmation, it would be advisable to 

walk warily; and in this case care is all the more necessary for 

Marston's claim would appear to be borne out by the internal evidence 

itself. 

In the Metamorphoses(4), the legend takes the form of a 

romantic comedy. Pygmalion figures as an idealist who devotes himself 

to the pursuit of art, fashions a statue of superlative beauty, and falls 

1. Morse S. Allen, The Satire of John Marston,pp.88 -91. 
2. Author in praise of his precedent Poem, Works of Marston,ed. Bullen, 

vol.3,pp.261 -262. 
3. Satire vi, Bodley Head edition,p.60. 
4. Metamorphoses,x.238 -297. 
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in love with this manifestation of his ideal. The theme was a difficult 

one to handle successfully, for there was a danger, artistic rather than 

moral, that such an unnatural passion might discredit the narrative. But 

Ovid overcame this difficulty with remarkable skill. He builds up the 

situations more deliberately than is his wont, and he makes Pygmalion's 

lust a pretext for gorgeous decoration. Only in this way was it possible 

for him to cushion the unpleasant effects and persuade his readers to 

accept them as inseparable from the underlying pattern of events. He 

allows an unspecified time to elapse between Pygmalion's adoration of 

the statue and its metamorphosis into a woman, and he uses that interval, 

not to detail the sexual vagaries of his hero, as Marston does, but to 

describe the sacrificial rites associated with the feast of Venus(1). 

Pygmalion's love is thus not only cleansed of its grossness in the fires 

of Ovid's rhetoric but it has also been placed within a supernatural 

framework and its issues raised above the purely human level. 

Marston takes the story as told by Ovid, divests it of all its 

ornament, and treats it, in a satirical vein, as a tale of bawdry. He 

makes no attempt to transfigure the sentiment, for his purpose is to 

expose the licentiousness of the Ovidian genre; and though he retains 

the supernatural as part of its conventional machinery, he relegates it 

to a position of unimportance. The legend has become for him a picture 

of human, all -too -human lechery. He accordingly ignores the sacrificial 

interludes and telescopes the happenings into a single day. Both these 

measures entail a heightening of the poem's sexuality, the one by 

removing a solvent, the other by narrowing and intensifying the interest. 

The situation, in fact, has just enough in common with Venus and Adonis 

to warrant the suggestion that it was conceived as a parody of 

Shakespeare's work(2). Pygmalion is as passionately insistent as Venus 

and the statue as unresponsive as Adonis; the reversal of the roles, the 

man ardent and the woman impassive, is a stock device of comedy, and. 

1. Ibid.,270 -281. 
2. Pygmalion chides 'his dull image which no plaints could move'(78) in 

words which echo those of Venus and Adonis(211 -212): 
Fie, lifeless picture, cold and senseless stone, 
Well painted idol, image dull and dead. 

And the dalliance is as sustained and impassioned in Marston's 
account(117 -118): 

Yet viewing, touching, kissing (common favour), 
Could never satiate his love's ardency, 

as it is in Venus and Adonis (548) : 
And glutton -like she feeds, yet never filleth. 
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Marston, it would seem, uses it to exaggerate the erotic temper of.the 

mythological poem. This eroticism is further emphasised by coarsening 

the character of Pygmalion himself. In Ovid, he is portrayed as an 

idealist in love with ideal beauty, and Marston in his Argument shows 

that he is well aware of the fact. But by crossing him with the lover 

of the Amores, he has made him obscene and has debauched him into a 

monster of depravity: ' 

But when the fair proportion of her thigh 
Began appear, "0 Ovid!" would he cry, 
"Did e'en Corinna show such ivory 
When she appeared in Venus livery! "(1) 

Pygmalion is there presented as a travesty of the Ovidian figure and, 

indeed, of all such mythological heroes. 

There is naturally no attempt to recapture the seriousness of 

the earlier Ovidian poems or to emulate their artistry. On the contrary, 

a spirit of jocosity informs Marston's work; the metamorphosis is made 

the occasion of an anti -climax by the flippancy of the afterthought on 

women's chastity(2); and at the end of the episode, when Pygmalion 

rapturously embraces his beloved, Marston pauses to wink at his reader 

and nudge him slyly in the ribs: 

Could he, 0 could he! when that each to either 
Did yield kind kissing and more kind embracing - 
Could he when that they felt and clipp'd together, 
And might enjoy the life of dallying - 
Could he abstain midst such a wanton sporting, 
From doing that which is not fit reporting ?(3) 

The poems of Marlowe and Shakespeare were fantasies far removed from the 

world of space and time; no breath of its scandals blighted the beauty 

of their pageantry, and social satire was an irrelevancy which was 

never allowed to intrude. But :Marston is undeterred by such artistic 

scruples, for he aimed at achieving not a harmonious design but such 

discordant effects as would draw attention to the extravagances of the 

genre. In the midst of his description of Pygmalion's lust, he seizes 

the opportunity to deliver a glancing blow at the 

subtile city -dame 
In sacred church, when her pure thoughts should pray, 
Peer through her fingers, so to hide her shame, 
When that her eye, her mind would fain bewray(4+), 

1. Metamorphosis of Pygmalion's Image,67 -70. 2. Ibid.,171 -174. 
3. Ibid.,205 -210. 4. Ibid.,55 -58. 



i 

108 

and when the hero passionately addresses his mistress, he turns aside to 

pillory the Papists who 

crouch and kneel 
To some dumb idol with their offering, 
As if a senseless carved stone could feel 
The ardour of his bootless chattering(1). 

The satiric elect, too, is enhanced by the very bleakness of the style. 

Marston is an enemy of all that was characteristic of the Ovidian School 

and despises its emotional appeals as much as he does its erotic temper. 

There is, accordingly, a notable absence of richness in his writing. It 

is free from rhetorical patterns, languorous cadences, and pictorial 

imagery. It is the style of a man who has a steady purpose in mind and 

who is determined to attain it with the utmost economy of effort. 

*** 

' Salmacis and Hermaphroditus raises at the outset the difficult 

problem of authorship(2). It was published anonymously in 1602 by 

John Hodgets and reprinted in 1640 by Lawrence Blaiklock, who was the 

first to assign it to Francis Beaumont. Blaiklock's attribution, 

however, has been discredited in some quarters for two reasons(3). In 

the first place, he included in the same volume, and under Beaumont's 

name, several poems which are known to be the work of other hands. In 

the second place, he attempted to strengthen his case by clumsily 

tampering with the text. To the dedicatory lines prefacing the poem he 

added the initials of Francis Beaumont, and he altered the A.F., appended 

to the commendatory verses in the 1602 quarto, to I.F. to suggest the 

admiring approbation of Beaumont's friend and collaborator, John 

Fletcher. It would be foolish, however, to reject Blaiklock's ascription 

on account of this inexcusable jobbery, for there is evidence which, 

taken cumulatively, makes Beaumont's authorship a not unreasonable 

1. Ibid.,79 -82. 
2. The poem was not entered in the Stationers' 

in the text are taken from the 1602 edition 
Shakespeare Society Papers,vol.3,pp.98 -126. 

3. Dramaticus, Salmacis and Hermaphroditus not 
Shakespeare Society Papers,vol.3,pp.94 -97. 

Register. All quotations 
, reprinted in the 

by Francis Beaumont, 
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assumption(1). 

It is important to remember that Hodgets, who published the 

1602 edition, had a literary association with Beaumont, for he was later 

commissioned to publish his play, The Woman- hater, in 1607. In that 

edition, moreover, two of the introductory verses are signed I.B. and 

W.B., which are very probably the initials of John Beaumont, the 

dramatist's brother, and of William Basse, the dramatist's friend. The 

acclamations of Basse, though conventional, are especially interesting, 

for he appears to have been so struck by Salmacis and Hermaphroditus 

that he borrowed its central situation and emulated its playful fancy in 

his Urania a few years later(2). But perhaps the strongest prop in 

support of Beaumont's authorship is to be found in the internal evidence 

offered by the poem itself. The surge and heady tumult of its action 

are certainly the work of a young man of marked talent, and we know that 

Beaumont, at the date of publication, was no more than eighteen and a 

member of a family which was distinguished for its literary interests(). 

The poem, moreover, suggests that the author was not only a young man, 

but one keenly interested in the drama: the romantic nature of its theme 

and the complexities of its structure, as we shall see, are those of the 

contemporary theatre; and its gaily sardonic humour and its ironic 

comments are features which it shares with The Knight of the Burning 

Pestle. In the absence of a rival claimant whose life and work would 

help us more fully to interpret these diverse details, it is at least 

reasonable to accept Francis Beaumont as the author of the poem. 

Salmacis and Hermaphroditus is a gay Ovidian frolic which 

caricatures the mythological poem by the very exuberance of its spirit, 

but however flippant might be his purpose, Beaumont, as a young author, 

could not escape the influence exerted by the giants of the previous 

decade. In conception and execution, though not in temper, his poem 

testifies to the enormous popularity enjoyed by Hero and Leander and 

Venus and Adonis. Of these two, Marlowe's influence is the more powerful 

and the more diffused('i -). It is manifest in Beaumont's flexible 

1. C.M.Gayley, Francis Beaumont:Dramatist,pp.39 -42. 
2. See infra,p. in. 
3. C.M.Gayley,op.cit.,p.21. 
4. Douglas Bush, The Influence of Marlowe's Hero and Leander on Early 

Mythological Poems,PMLA,xliv,1927,pp.211 -217. 
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manipulation of the couplet, in the allusive texture os his verse, and 

in the formal description of his leading characters. In the case of 

Salmacis, the debt is stylistic, the sensuous and luscious catalogue 

her beauties being coloured by the more pictorial account of Hero(1); 

with Hermaphroditus, however, the borrowings are even more detailed, for 

Beaumont lavishes on him the Italianate graces which made Leander the 

cynosure of contemporary eyes(2) . But ii1srlowe's influence is no less 

evident in the mythological interludes with which he decorates his poem. 

In his effort to seduce Salmacis, Bacchus pleads with Leander's 

dialectic skill and uses the same arguments as he had done to undermine 

the virginity of Hero(3). The description of Astraea's temple, one of 

the purple passages in the poem, owes much to Marlowe not only for its 

glowing style and its mythical fancies but more directly for its verbal 

echoes: 

Then she descended from her stately throne, 
Which seat was builded all of iasper stone, 
And o'er the seat was paynted all above, 
The wanton unseene stealths of amorous Jove. 
There might a man behold the naked pride 
Of lovely Venus in the vale of Ide, 
When Pallas, and Jove's beauteous wife, and she 
Strove for the prise of beauties raritie: 
And there lame Vulcan and his Cyclops strove 
To make the thunderbolts for mighty Jove(i-). 

And the Mercury incident in Hero and Leander'5) has itself suggested 

several of Beaumont's most striking situations. Just as Mercury charms 

the nymph's feet with his caduceus, so Salmacis is enchanted by Bacchus's 

golden hook(6). Mercury ardently presses his suit on the lady, and 

1. Salmacis and Hermaphroditus,ed.cit.,p.104 and Hero and Leander,l.5 -50. 
2. Both poets draw attention to the same points. Hermaphroditus's leg was 

'straighter than the thigh of Jove'(p.183) and Leander's body was 'as 
straight as Circe's wand'(1.61); Hermaphroditus's hand was so white 
that the goddesses felt impelled to woo him(p.103), and Jove himself, 
we are told, might have sipped nectar out of Leander's hand(1.62); 
Hermaphroditus's hair was so fair that the nymphs filched strands and 
made 'abilliments of gold to weare'(p.102), and Leander's tresses 
were so beautiful that they reminded Marlowe of the golden fleece(1. 
55 -58). 

3. Salmacis and Hermaphroditus,p.113 and Hero and Leander,1.247 -248. The 
arguments, however, were a commonplace of the age and are found in 
Shakespeare's sonnets and in his Venus and Adonis. See footnote to 
p.45 supra. 

4. Salmacis and Aermaphroditus,p.107. Hero's temple, it will be 
remembered, was also made of jasper stone, and its walls depicted the 
vagaries of Jove together with the labours of Vulcan(1.136 -152). 'The 
naked pride of Venus' is an obvious transcription of Marlowe's 'Venus 
in her naked glory'(1.12). 
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Beaumont echoes his very words when he describes how Bacchus attempts to 

ravish the wily Salmacis(1). Mercury's nymph plays for time by demanding 

a draught of nectar, and Beaumont's heroine, beloved of Jove, bargains 

in a similar fashion for her maidenhead(2). In Marlowe's poem, Mercury 

is thwarted by Jove in his attempt to filch the nectar and calls on 

Cupid to help him to plot revenge, and in Salmacis and Hermaphroditus 

Bacchus is baulked by Apollo and invites Mercury to punish the sun -god 

for his intervention(3). 

Marlowe's influence is most strongly marked in these secondary 

incidents, but for his handling of the Salmacis episode itself, Beaumont 

is more directly dependent upon Shakespeare. Shakespeare had grafted the ; 

legend on to his story of Venus and Adonis to heighten the artistic 

possibilities of the action, and Beaumont follows his lead in making his 

account more voluptuous and less erotic than Ovid's version. He is 

concerned, that is to say, less with the climax than with the situation 

itself and with the ritual of wooing; which precedes the metamorphosis. 

It is not at all surprising that Salmacis should plead as passionately 

as Venus; for both figures were suggested by the same Ovidian character, 

but it is significant that she should do so in phrases which echo the 

sentiments of Shakespeare's poem: 

Wert thou a mayd, and I a man, Ile show thee, 
With what a manly boldnesse I could woo thee: 
Fayrer than loves ueene, thus I would begin, 
Might not my over boldnesse be a sinne(4). 

5. Hero and Leander,1.386 -468. 
6. Salmacis and Hermaphroditus,p.113. 
1. Hero and Leander,1.405 -407: 

Her on the ground he laid, 
And tumbling in the grass, he often stray'd 
Beyond the bounds of shame; 

and Salmacis and Hermaphroditus,pp.113 -114: 
And down he throwes her in the dewy grasse, 
And kist the helplesse Nymph upon the ground, 
And would have stray'd beyond the lawful bound. 

2. Ibid.,1.425 -431 and Salmacis and Hermaphroditus,p.108. 
3. Ibid.,1.436 -446 and Salmacis and Hermaphroditus,pp.114 -115. 
4. Salmacis and Hermaphroditus,p.121. Compare Venus and Adonis,369 -372: 

Would thou wert as I am, and I a man, 
My heart all whole as thine, thy heart my wound: 
For one sweet look thy help I would assure thee, 
Though nothing but my body's bane would cure thee. 
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And Salmacis has certain other affinities with the Shakespearean figure. 

She is a creature of swiftly changing moods; she has to contend with a 

surly youth who pouts at her wanton invitations(1); she complains with 

some acrimony that he harbours a flinty heart within his bosom(2); and 

when she is rebuffed, she tears her clothes in a frenzy of despair, 

recalling the distracted behaviour of Shakespeare's Venus when she fears 

that her beloved has been slain by the boar(3). 

In the Metamorphoses, Ovid's tale is part of a larger whole. It 

has as a framework the recalcitrance of the daughters of Minyas and the 

fate which befell them for failing to acknowledge the divinity of Bacchus. 

As they sit spinning, they recount the tragic loves of Pyramus and 

Thisbe, of Leucothoe and Clytie, and of Salmacis and Hermaphroditus, 

together with the lighter interlude of Mars and Venus; and the sequence 

of tales is neatly completed by Bacchus, who takes his revenge by 

changing the sisters into bats(4). Beaumont surpasses Ovid in technical 

virtuosity and tells a tale at once more complex in structure and more 

closely interwoven in texture. He, too, works within a framework, using 

the Salmacis legend for that purpose, but, like Marlowe, he fills in the 

outline and multiplies the situations with mythological details of his 

own invention. 

In the process, Beaumont effects a twofold change on the Ovidian 

story. In the first place, he tends to over -elaborate the plot and make 

it so top -heavy with mythical allusions that the main situation, that of 

Salmacis and Hermaphroditus, is at times smothered by his digressions. 

And in the second place, he has changed the temper of the poem. There 

is a complete absence of that seriousness which characterised the works 

of Shakespeare or Marlowe. Instead of Ovid's sober narrative, Beaumont's 

poem is a glittering extravaganza in which fancy and invention run riot 

with baroque abandon. His muse is more skittish, more roguish, more 

deliberately naughty. It emulates the amorality of the Metamorphoses 

with a sniggering acceptance of its_ fleshly values. Indeed he presents 

us with a version of Ovid which has many features in common with the 

1. Ibid.,p.123 and Venus and Adonis,33. 
2. Ibid.,p.119 and Venus and Adonis,199. 
3. Ibid.,p.121. For other correspondences of minor 

Salmacis and Hermaphroditus,p.125 and 
Salmacis and hermaphroditus,p.123 and 

4. Metamorphoses , iv. 55 -415. 

importance, see 
Venus an d Adonis,555 -556, 
Venus and Adonis,115 -116. 
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romantic comedy of the period: its theme is love far removed from the 

world of actuality; its interest centres in the complication and the 

dénouement which follows; and its structure reminds us of the 

interweaving of plot and sub -plot in the Elizabethan drama. Even the 

gods have become a butt for comedy in the manner of Rosalind's playful 

gibes at mythology(1). Venus scampers about heaven like a bouncing 

girl, and Vulcan, a comic figure, limps into the presence of Jove 

breathing out threats and imprecations(2). The lovely nymphs steal the 

clothes of Hermaphroditus, 

Because the wanton wenches would so f ayne 
See him come nak'd to aske his clothes againe(3); 

and Jove amusingly describes to Astraea how he happened to see Salmacis: 

But a faire Nymph was bathing when he waked, 
(Here sigh'd great Jove, and after brought forth) nak'd(4). 

Beaumont's humour is gentler and his touch lighter than Marston's; he 

did not pour ridicule on the mythological poem by brutalising its action; 

he preferred to poke fun at it by overcrowding its canvas and 

exaggerating its temper. When he exposes a social abuse, he does so in 

a vein of pleasing irony; but his description of the corruption of 

justice in the temple of Astraea is none the less piquant, for it 

reveals the critical mood of the nation in the early years of the 

seventeenth century and, with that critical awareness, it also shows 

that the mythological poem had been brought into much closer contact 

with the political realities of the world around: 

This stately towre was builded up on hie, 
Farre from the reach of any mortali eye; 
And from the palace side there did distill 
A little water, through a little quill, 
The dewe of iustice, which did seldome fall, 
And when it dropt, the drops were very small. 
Glad was great Jove when he beheld her towre, 
Meaning a while to rest him in her bowre, 
And therefore sought to enter at her dore, 
But there was such busie rout before, 
Some serving men, and some promooters bee, 
That he could passe no Foote without a f ee(5). 

1. As You Like It,4.i.89 -99. 
2. Salmacis and Hermaphroditus,pp.108 and 110. 
3. Ibid.,p.103. 
4. Ibid.,p.108. 
5. Ibid.,p.105. 
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It is precisely because there is no suggestion of bitterness in 

his.verse that Beaumont reflects, more justly than Marston, the mood of 

bewilderment occasioned by the loss of faith in the values accepted by 

the Elizabethan nineties. But his poem has the additional interest of 

showing that there was no sudden break in the line of poetic succession. 

The poets of the seventeenth century did not forswear the Ovidian form 

favoured by their immediate predecessors. They took it over, as Beaumont 

did, but could not understand the spirit which had informed it. Beaumont 

is thus an admirer of Ovid who does not take Ovid too seriously. He 

follows him closely but invigorates the mythological poem with his own 

comic individuality. The central situation of Salmacis and Hermaphroditus 

is indeed so closely modelled on Ovid that it is in places no more than a 

word -for -word translation of the original, but within that framework of 

borrowed fact Beaumont gives himself ample scope for variations on the 

Ovidian theme. He creates myths of his own and weaves them ingeniously 

around the figure of Hermaphroditus in a playfully exuberant fashion. 

And though he pays the best of compliments to Marlowe and Shakespeare by 

imitating their style, he does not allow their achievements to warp the 

natural bent of his genius. Salmacis is introduced in the conventional 

Italianate manner. Beaumont gives a detailed description of her charms 

and leaves a sharp impression of her beauty: 

So faire she was, of such a pleasing grace, 
So straight a body, and so sweet a face, 
So soit a belly, such a lustie thigh, 
So large a forehead, such a cristall eye, 
So soft and moyst a hand, so smooth a bre st , 
So faire a cheeke, so well in all the rest, 
That Jupiter would revel in her bowre, 
:Jere he to spend again his golden showre(1). 

She is incontinent like Ovid's heroine; she combines the blandishments of 

Shakespeare's Venus with the cunning of Marlowe's Hero; but she is also 

the centre of amusing intrigues and the cause of much consternation on 

Olympus. 

And the same serio -comic trait is to be detected in Beaumont's 

style. An Ovidian feature which he imitates from Marlowe is the allusive 

quality of his poetry; but even in his handling of the conventional he is 

1. Salmacis and Hermaphroditus,p.l04. 
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refreshingly spirited. The poem is not only richly brocaded with 

classical story: it is a brilliant pot -pourri of Ovidian mythology. He 

represents in his pages every type of Ovidian situation. Laughing 

Erycina is found in the company of divine Astraea who looks down with 

distaste on the iniquities of the world from her watchtower in the sky; 

Diana is scouring the forest, and Bacchus is seducing a maid; Phoebus, 

grieving for thedead Phaethon, is not far from Mercury with his spells 

or from Silenus with his drunken songs. No less conventional is the 

gorgeous colour of his descriptive passages. Occasionally they are as 

voluptuous as they are in Shakespeare's Venus and Adonis: 

She with her hands the black -smith's body bound, 
And with her iv'ry armes she twyn'd him round, 
And still the faire ueene, with a pretty grace, 
Disperst her sweet breath o're his swarty face: 
Her snowy armes so well she did display, 
That Vulcan thought they melted as they lay(1). 

At other times, his mytholigical conceits show strong affinities with the 

fanciful decoration of Marlowe: 

The Roses blush'd, and turnd themselves to red. 
The Rose that blush'd not, for his great offence 
The gods did punish, and for impudence, 
They gave this doome, that was agreed by all; 
The smell of the white Rose should be but small(2). 

Even in these passages, however, Beaumont is original, and his waggish 

humour keeps breaking through. Indeed, it is never sate to take him for 

granted. He loves to invest the elegant Ovid in spangles. At any moment, 

he may burlesque his situations and as in the stormy scene between Vulcan 
and Venus, puckishly debase his style: 

But for all this, they alwayes were at strife, 
For evermore he rayld at her his wife, 
Telling her still, Thou art no wife of mine, 
Another's strumpet, Mars his concubine(3). 

Unlike Beaumont's work, Venus and Anchises was a serious attempt 

1. Ibid.,pp.109 -110. 
2. Ibid.,p.102. Compare Hero and Leander,1.45 -50. 
3. Ibid.,p.106. 
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to evoke the languorous atmosphere of the early fifteen- nineties; and it 

succeeded so well that Thomas Walkley published the poem in 1628, under 

the title of Brittain's Ida, and attributed it to Edmund Spenser. The 

discovery, however, of a manuscript version in the Sion Library by Miss 

Ethel Seaton has confirmed scholars' conjectures that Phineas Fletcher 

and not Spenser was the only begetter of the poem(1). Certain stylistic 

affinities with Fletcher's other work, notably with The Purple Island, had 

been observed and had rendered Walkley's ascription more than suspect, but 

Miss Seaton has been able to strengthen the arguments in favour of 

Fletcher's authorship by bringing fresh facts to light(2). Not the least 

important of these is the finding of the poem in the company of others 

which are indubitably the work of Fletcher; and even more arresting is the 

evidence supplied by the two opening stanzas of the manuscript. These 

stanzas are omitted in the 1628 octavo, and describe Thirsil lamenting the 

cruelty of his love on the banks of the river Cam. Walkley's omission is 

significant, because ' Thirsil' is the pastoral pseudonym used by Fletcher 

in the Piscatory Eclogues, in The Purple Island, and in several of the 

minor poems addressed to particular friends; and it is, moreover, the name 

which his brother, Giles Fletcher, uses when he refers to him at the end 

of Christ's Victory and Triumph(3) . These striking facts, together with 

the close correspondence of phrase and sentiment with his other works, 

would seem to establish Fletcher's authorship beyond dispute; and since 

tone, style, and treatment all agree in suggesting the exuberance and 

ardour of youth, Miss Seaton is probably right in assigning its composition 

to 'soon after 1603', while the poet was still at Cambridge(4). That 

Fletcher himself did not protest in 1628 is not, after all, surprising, 

for he had by that time been appointed to the rectory of Hilgay in Norfolk 

and was no doubt relieved that his enfant terrible had been fathered on 

someone else. 

Fletcher, like Drayton, received no help from Ovid, for only a 

1. Grosart, Poetical Works of Phineas Fletcher,vol.l,pp.12 -48; also F.S. 
Boas, Poetical Works of Giles and Phineas Fletcher,vol.2,pp.xiii -xxi. 

2. Venus and Anchises,ed. Ethel Seaton,pp.xvi -xx. 
3. Christ's Triumph after Death,ed. Grosart,stt.49 -50. 
4. See Miss Seaton's comment ary,loc.cit.,pp.102 -108, and her Introduction, 

p.xxxix,footnote 2. 
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passing reference to the legend is to be found in the Metamorphoses(1); 

and though Venus's passion for Anchises had already been described in the 

Homeric Hymn to Aphrodite, the two poems have nothing in common apart 

from the eponymous characters. In the English work, Venus is more 

voluptuous and her lover more adolescent than their counterparts in the 

Hymn. There is also a change of emphasis, a shifting of the centre of 

gravity. In the Greek poem, the goddess falls in love at the fiat of 

Zeus, and the interest is focussed on the erotic splendour of the 

situation; in the English account, the interest lies in the awakening of 

passion in a young boy's mind. There is, accordingly, a difference in 

temper and in treatment. The Greek poet is concerned with the story, as 

Ovid would have been; Fletcher, however, is primarily concerned with 

description. Indeed Fletcher's eye is so 'fixt on seeing'(2) that his 

work is akin to a gorgeously executed panel in an Italian gallery. It . 

reads like the work of a young virtuoso who has lavished his skill on the 

creation of a poem in terms of pictorial art. It is as erotic as Hero 

and Leander but lacks Marlowe's narrative sweep; and it is as voluptuous 

as Venus 'and Adonis but has nothing of Shakespeare's dramatic quality. 

It is more plastic in treataent and more two -dimensional in scope than 

any other mythological work of the period. 

The poem, however, has caught something of the quaint charm of 

Scylla's Metamorphosis. The action of both takes place within a personal 

framework. Just as Lodge introduces himself as 'weeping his wants' on 

the banks of the Isis, so Fletcher, in the guise of Thirsil, wanders by 

the Cam,and bewails his love -lorn state(3). But Lodge, it will be 

remembered, obtruded himself into the company of the immortals and 

struck a fantastic note at the end by relating how he journeyed on the 

back of a dolphin to witness the transformation of Scylla. Fletcher, 

however, shows a surer instinct by avoiding the bizarre. He confines 

himself to pictorial description and choicely phrased rhetoric; and he 

1. 1VIetamorphoses,ix.425 and xiii.625. See,too, Heroides,xvi.203 -204: 
Phryx etiam Anchises, Volucrum cui mater Amorum 
gauU.et in Idaeis concubuisse iugis. 

2. Venus and Anchises,st.19: 
Soe fixt on too much seeing made they noething sawe. 

3. Scylla's Metamorphosis, Hunterian Club edition,p.7; Venus and Anchises 
st.l. 
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appositely rounds off his poem by reverting to the theme of his unrequited 

love. Like Scylla's Metamorphosis, too, Venus and Anchises has a 

pastoral setting. A thousand shepherds tend their flocks on the slope of 

Ida and carefree swains pipe their lays till dusk. But again there is a 

change of temper. Probably under the influence of Spenser, the love - 

element is both more medieval and more Italianate. It is conceived 

somewhat after the manner of the pastourelle, for Anchises proves a 

lowly lover who enters the service of his lady and addresses her in the 

extravagant terms of the troubadour tradition(1). Only when he seeks the 

reward of his loyalty does the poem abandon the chivalric fiction and 

rise to a crescendo of impassioned self- surrender(2). 

In treatment, too, Venus and Anchises is Spenserian rather than 

Ovidian. Its story- content is meagre; and its situations owe more to the 

pageantry or the Bower of Bliss than to the narrative craftsmanship of the 

Metamorphoses. Fletcher's garden of delight is not so magnificent in 

execution as Spenser's: its colours, though striking, are scarcely so 

rich. Yet its trees and flowers are so cunningly commingled that Nature 

and Art appear, as in The Fairy Queen, to be acting in concert: 

And as he went he markt how well agree 
Nature with Art, in discord unitie 
Both striving whoe should best perf orme hir part, 
Yet Art now helping nature nature Art(3). 

Though its atmosphere is not so heavy as Spenser's, it is none the less 

a it abode for love, and the song of Venus, like that of Phaedria of the 

Idle Lake, is an exaltation of the senses which catches up and gives 

full expression to the mood of careless abandon: 

1. Venus and Anchises,stt.39,'+8,and 51. 
2. Ibid.,stt.56 -59. 
3. Ibid.,st.15. Compare The Fairy Queen,2.xii.50: 

Mantled with greene, and goodly beautifide 
With all the ornaments of Floraes pride, 
Wherewith her mother Art, as halfe in scorne 
Of niggard Nature, like a pompous bride 
Did deck her; 

and again 2.xii.59: 
One would have thought (so cunningly the rude 
And scorned parts were mingled with the fine) 
That Nature had for wantonesse ensude 
Art and that Art at Nature did repine. 

The thought,however, was one of the commonplaces of the age and is 
found, for example, in Shakespeare's sonnets and in Chapman's Ovid's 
Banquet of Sense. 
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Fond men whose wreched Care the life sone ending 
By seeking to encrease your ioye doe spend it 
And spending ioye yet find noe ioye in spending 
low hurt your life by striving to amend it 
And seeking to prolong it sonest end it 
Then while thy time atfordes thee time and leasure 
Enioye while yet thow mayst thy life's sweet pleasure 
Too foolish is the man that starves to feed his treasure(1) . 

There is just a hint now and then that Fletcher may also have had Ovid's 

Banquet of Sense in mind, not so much for the descriptive detail of the 

setting as for the psychological effect of that detail. For he 

tentatively tries to analyse the complex of emotions experienced by 

Anchiseslas he approaches the bower of Venus, in much the same way as 

Chapman had already done when his hero entered Corinna's garden. Like 

Ovid on that occasion, the boy stealthily creeps up to the goddess with 

feelings of joy and fear, and then dissolves into an ecstasy of delight 

on hearing the music which issues from the grove: 

But sone the eyes yeilded the eares their right 
For such strange harmonie he seem'd to heare 
That all his senses f lock'd into his eare 
And every facultie wisht to be seated there(2). 

Nothing illustrates the artificial and stylised temper of the 

poem so well as the treatment of the characters. They are as brilliantly 

conceived as Spenser's but, unlike his, they are not in any way 

individualised. They remain two- dimensional figures, no more than 

decorative motifs on a tapestry of radiant colours. Anchises is too 

dainty to be considered in any other light. His forehead is arched with 

silver, his hair resembles threads of gold, and his cheeks have the 

purity of virgin snow(3). Like Shakespeare's Adonis, he spurns love and 

prefers to hunt the hart or the tusked boar(+), but, unlike him, he has 

no dramatic distinction. His character has no greater significance than 

that of the Loves and the Graces who flutter around the person of Venus. 

1. Ibid.,16. Compare The Fairy ueen,2.vi.15 -17. 
2. Ibid.,13. Compare Chapman, Ovid's Banquet of Sense,ed. Bartlett, stt. 

13 -60. Miss Seaton in her commentary(Venus and Anchises,p.104) refers 
us at this point to Sidney's Arcadia (ed.Feuillerat,vol.2,p.52): 
'extremitie is not without a certayne joyfull paine....by so forcible 
a holding all the senses to oneobject, that it confounds their mutuall 
working, not without a charming kinde of ravishing them from the free 
use of their owne function'. 

3. Ibid.,stt.6 -7. 
4. Ibid.,st.8. 
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It would be wrong to say that he is, like the figures on Lamb's old china, 

'uncircumscribed by any element', but, at any rate like them, he is flat 

and lives in a 'world before perspective'. And Fletcher's description of 

the sleeping Venus is even more plastic in design. She, too, is an 

ornamental pattern, but warmer and more sensuous in the manner of 

Giorgione. She lies stretched on a bed of lilies; her golden hair is 

laced with a rope of pearls; her brow vies with the splendour of the 

moon and her breasts surpass the beauty of the sun(1). She has not the 

human qualities of the Shakespearean goddess, but she has inherited the 

lascivious nature of Acrasia and the physical charms of Ariosto's 

Olimpia(2). Like Anchises, she has a purely decorative role to play, and 

this she does admirably, for she idealises the beauty of the human form 

and personifies the free indulgence of the senses. It is needless to 

complain that neither of these characters possesses anything more than 

pictorial interest, for dramatic presentation was as foreign to Fletcher's 

purpose as it was to the purpose of all mythological poets. We have seen 

that these poets were content to weave in words a glowingly tinted 

backcloth to the action of their poems; and if Fletcher overdoes the 

description, if his décor dwarfs such action as his work possesses, that 

is in itself the measure of his preparedness to conform to the 

convention. 
. 

Fletcher's style is no less Elizabethan than his method and 

treatment. The influence of Spenser is apparent in the self-conscious 

artistry of the poem, in its sensuous imagery, in the leisurely tempo of 

the stanzas, and in the surge and swell of its harmony. Like The Fairy 

Queen, its rhetoric is pitched on a lower key than that of Ovid. It is 

deeper and more mellow in timbre, softer in outline, and more courtly in 

tone: 

Fayre Queen of Love my life thow mayst Commaund 
Too slender price for all thy former grace 
Which I receive at thy soe bounteous hand 
But never dare I speake hir name or face 
My life is much lesse priz'd then hir disgrace 
And for I know if I hir name relate 
I purchase Chiding I must hide hir state 
Unles thow sweare by Styx I purchase not hir hate(;). 

1. Ibid.,stt.20 -30. 
2. See Orlando Furioso,xi.67 and the footnote to p.78 supra. 
3. Venus and Anchises,st.48. 
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Not infrequently, Fletcher varies his style by crossing it with that 

popularised by the sonneteers of the previous decade: 

Love is life's end an end but never ending 
All ioyes all sweetes all happines awarding 
Love is life's wealth ne're spent but ever spending 
More riche by giving taking by discarding 
Love's lif e s reward rewarded in rewarding 
Then from thy wrecked heart fond Care remove 
0 if thow liv'st but once Love's sweetes to prove 
Thow willt not love to live unies thow live to Love(1). 

In such passages, he emulates the antithetical word -play which 

characterised the Elizabethan sonnet, and recaptures something of its 

ratiocinative mood and something, too, of its gravely sententious 

movement. 

* 

But Venus and Anchises is, after all, a literary snort, for 

when it was written in the early years of the seventeenth century, the 

decorative tapestry -poem was already going out of fashion. Urania, the 

Woman in the Moone, a playful extravaganza by William Basse, reflects 

more justly the changing taste of the age, its distrust of opulence and 

its bantering mood of irony. It was published in 1612, with a dedication 

to Prince Henry, but was no doubt written several years before. Indeed, 

its date of composition is probably much nearer 1606, for it reads like 

a humorous riposte to Drayton's Man in the Moone. In that poem, Drayton 

had recast his earlier Endimion and Phoebe, divesting it of much of its 

rhetorical splendour and treating it in a spirit of bitterness and 

disillusionment. Basse, it would appear, had no objection to the more 

austere style, for his own poem is innocent of Elizabethan aureation, but 

he protests, with an air of mock- gravity, against the slanderous tongues 

which had spread scandal about Cynthia's chastity: 

For when Endymion once in Latm.os slept 
The Moone (some say) came downe and kis'd him there, 

1. Ibid.,st.17. Miss Seaton in her commentary(Venus and Anchises p.105) 
refers us to Phineas Fletcher's Sicelides, Chorus to Act V: 

Thou wilt not love to live, unlesse thou live to love. 
Compare, too, the refrain of Pervigilium Veneris: 

cras amet qui numquam amavit quique amavit Gras amet. 
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Erronious Fame reports that she hath kept 
Him ever since within her spotlesse ~Sphere. 
And of this falshood, so profusely blowne, 
The generali tale of the Man i' th' Moone is growne (1) ; 

and he drolly claims that he is writing the poem to vindicate the honour 

of the goddess by showing that it is not a man but a woman who is to be 

found living in the moon(2). 

This frolicsome apology is written within a serio -comic Ovidian 

framework. Years after Deucalion's flood, when Jove is growing old, he 

grieves to learn that man is still impenitent and regrets the efforts he 

has made to redeem him. He refuses himself to descend to earth, but 

despatches two gods in human form to tour the world and find out where 

his name is held in highest esteem(3). Into the poem, Basse also 

introduces several other echoes from the early books of the Metamorphoses. 

The gods, for example, visit Ethiopia, and are reminded that, before 

Phaethon' s fateful journey across the heavens, the inhabitants of that 

country had once been fair- skinned(4). Again, when Jove summons a 

council to decide what is to be done with the woman who has intruded into 

their midst, the Olympians hurry along the ' lactean -path' to the 'pallace 

of the Thunderer'; they seat themselves in order 'below the awfull Sires 

supremest Throne', and Jove imposes silence upon them by shaking those 

locks 

Whose iearfull motions doe displace and stir 
Heav'ns hinges, and Earths firme diameter(5). 

One of these Ovidian details, however, owes as :much to Beaumont's highly 

1. Urania, ed. R.GJ.Bond, The Poetical Works of William Basse,p.271. See 
Endimion and Phoebe,975 -992 and The Man in the Moone,494 -496. 

2. The theme, as we shall see, had been treated in Lyly's Woman in the 
Moone. Witness the words of Prologus in the play: 

Our Poet slumbring in the Muses laps, 
Hath seene a Woman seated in the Moone, 
A point beyond the auncient Theorique. 

3. Urania,ed.cit.,pp.273 -274. Compare Metamorphoses,i.212 -213: 
quam cupiens f alsam summo delabor Olympo 
et deus humana lustro sub imagine terras. 

4+. Ibid.,p.279. Compare Metamorphoses,ii.235 -236: 
sanguine tum credunt in corpora summa vocato 
Aethiopum populos nigrum traxisse colorera. 

.5*%. Ibid.,pp.296 -297. Compare Metamorphoses,i.168 -180: 
est via sublimis, caelo manifesta sereno; 
lactea nomen habet, candore notabilis ipso, 
hac iter superis ad magni tecta Tonantis.... 
celsior ipse loco sceptroque innixus eburno 
terrificam capitis concussit terque quaterque 
caesariem, cum qua terrain, mare, sidera movit. 



123 

original handling of mythology as to the Metamorphoses, for Basse adds 

several points which are not to be found in the classical legend. The 

visiting gods are at first puzzled that their Ethiopian hostess should 

know of the existence of a spell which would transport her to heaven. 

They then remember that Mercury had stolen a cow from Phoebus and that 

the sun -god had retaliated by removing Mercury's hat and spurs; the 

wingless god had been able to regain the heights of Olympus only by 

repeating to himself a formula, of which 'this quick -ear'd creature had 

heard tell'(1). 

Inside this Ovidian framework, the plot appears to have been 

influenced, in subject- matter and in treatment, by two earlier works. 

The central situation may have been suggested to Basse by Beaumont's 

lively and inventive Salmacis and Hermaphroditus. Just as Salmacis 

skilfully witholds her favours from the importunate Jove until she should 

be changed into a star, so the Woman in Urania refuses to give 

satisfaction to her wooers until they should divulge the secret charm(2). 

In both poems, too, the situation is complicated by the quarrels of the 

Olympian hierarchy. In Urania, the arrival of the Woman causes 

consternation in the breast of Juno as she thinks of the effect on her 

husband, and in Beaumont's poem the news of the nymph's request is enough 

to send Venus into a frenzy of spite(3). The conclusion of Basse's 

poem, on the Other hand, is probably modelled *on Lyly's play, The Woman 

in the iVloone(S.R. 1595) . There the planets are so jealous of Pandora 

that they subject her to their several influences until Nature intervenes 

and gives her sanctuary in the moon: 

Now rule, Pandora, in f ayre Cynthias steede, 
And make the aoone inconstant like thy self e; 
Raigne thou at womens nuptials, and their birth; 
Let them be mutable in all their loves, 
Fantasticall, childish, and Polish, in their desires(+) . 

Similarly, in Urania, Jove assigns the newcomer to the care of Cynthia, 

but the goddess accepts the responsibility with such ill -grace that she 

1. Ibid.,p.287. Compare Metamorphoses,ii.686, and the sportive 
misdemeanours of those gods in Beaumont's Salmacis and Hermaphroditus, 
Shakespeare Society Papers,vol.3,pp.114 -116. 

2. Ibid.,pp.286 -287; Salmacis and Hermaphroditus,ed.cit.,p.105. 
3. Ibid.,p.295. Compare Salmacis and Hermaphroditus,ed.cit.,p.108. 
4. John Lyly, The Woman in the Moone,ed.R.W.Bond,vol.3,p.288. 
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decides to revenge herself on all women by afflicting them 

With ïancyes, frenzies, lunacyes, with strange 
Feares, fashions, factions, furyes_, and affections, 
With fondnes, ìayntnes, fugacy, and change 
Of mindes, moodes, habits, houses, freinds, compiections(l). 

Unlike many of his contemporaries in the Ovidian field, Basse 

is not so much concerned with atmosphere and situation as with incident. 

His reading of the Metamorphoses has taught him something of Ovid's 

skill in narrative art. He pays close attention to the mechanics of his 

tale, to the integration and vertebration of his plot: he tells the 

story neatly and vigorously, carrying the reader to a swift climax and 

leading him on to a satisfactory dénouement. He consequently avoids 

Italianate description, and only once, in his account of the moon's 

throne, does he conform to this well- established convention(2). 

Consequently, too, the love -element in the poem, though passionate and 

even sensual, is not so voluptuous as in Venus and Anchises. The 

adoring gods shower kisses on their beloved's cheeks and bosom, but the 

onward sweep of the narrative gives no time for elaboration(3). 'Even if 

it did, it would make little difference, for Basse's poem is conceived 

as a jeu d'esprit, and is suffused with a spirit or gaiety. Sometimes 

his humour is dramatic, and illuminates the astuteness and hypocrisy of 

the lady: 

When she one's eyes had hidden in her lap, 
She ore his shoulder lent the other smiles, 
And so the one she catches in a trap, 
And with a bayte the other she beguiles(4). 

At other times, the humour is mischievous, flippant, and almost puckish 

in its quality, as when he describes how the Woman serenely ignores the 

angry gestures of Cynthia and sits at the windows of the moon, adorning 

herself for hours on end(5). Again, when the poet tells how the 

sentinels, posted by Mars, peer curiously through their loopholes at the 

approaching figure and train their 'harquebushes' on her, his humour is 

given a fantastic, extravagant, mock -epic twist(6). Most frequently, 

1. Urania,p.308. 
2. Ibid.,pp.300 -301: 

On ax'e -trees rays'd resembling that of heaven 
Upon foure wheeles, whose Spokes of argent hue 
Betwixt round Naves of Mother -pearle were driven, 
And Ivory circles shod with Saphirs blew. 

3. Ibid.,p.281. 
4. Ibid.,p.283. 
5. Ibid.,p.305. 
6. Ibid.,p.293. 
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however, it takes the form of technical virtuosity and depends for its 

effect on the clever manipulation of rhyme: 

And thus she (to delight vaine- glory) stirrer 
Most innocent spleznes to mutuall emulations, 
But makeing her divine Competitours 
Frustrate each others hopes and expectations: 
Enough to set fraternall bloud at ods, 
And into partyes move the factious Gods(1). 

It is this humorous treatment which makes the moralisation 

affixed to the end of the poem so puzzlingly unacceptable(2). There is 

some evidence to suggest that Basse may have intended to give his work 

a high seriousness, for he imitates Spenser by beginning each canto on 

a reflective note, and once, parenthetically, he tells us that the lady 

should be identified with the mind(3). The symbolism, however, is 

forgotten in the romp and frolic of the action, and the shortcoming was 

noticed by a friend who urged that the story was in need of an allegoric 

interpretation(4). The omission, no doubt, was made good several years 

after the completion of the poem, for the smooth six -lined stanza has 

been discarded in favour of harshly phrased heroic couplets, creaky in 

movement and wooden in structure; and Basse, pointing out that he had 

heard the tale from Urania many years before, calls upon the muse to 

supply the moral. She has a difficult task, and does her best to equate 

the Woman's actions with 'intellectual, physical, and spiritual 

enterprise'(5). She tells us that the lady was free from vice and that 

she had used her allurements to rise above earthly desires and to attain 

heavenly knowledge; she adds, moreover, that her neglect of the gods who 

had helped her to this goal represents the sin of ingratitude, and that 

the hostility she encounters in heaven symbolises the 'rareness of the 

minde that thither reaches'. If the poem was written as an allegory, 

then it is a miserable failure, for the interpretation is out of keeping 

with its temper, and its groundwork is too frail to bear the weight of 

the superstructure; but, since the moralisation reads like a piece of 

special pleading, unconvincing in content as it is confused in 

exposition, it would be more correct to assume that Basse weakly assented 

1. Ibid.,p.284. 
2. Ibid.,pp.311 -314. 
3. Ibid. ,p.293. 
4. Ibid.,p.311. 
5. :t.W.Bond, The Poetical Works of William Basse,p.293,footnote. 
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to the unknown Friend's advice and performed the task as a poetic 

exercise. 

William Barksted's Mirrha(S.R. November 12,1607) comes as an 

interesting tail -piece to this story of the Elizabethan Ovidian poem(1). 

Superficially, it may remind one of Venus and Anchises, for it attempts, 

like it, to deal seriously with a mythological theme, but to carry the 

comparison beyond this point would be both unfair and unwarranted. For 

one thing, it is so dependent on its predecessors that it has little 

distinction of its own; and for another, it is so earnestly preoccupied 

with the theme that it has lost that serenity which helped to make 

Fletcher's poem such a splendid tour de force. Shakespeare and Marlowe 

had painted the erotic aspirations of their characters in the brightest 

of colours and had exaggerated the emotions in a generous mood of 

abandon. But there was always a suggestion of youthful bravado about 

their work, a self- commendatory gesture in a turn of phrase or a flight 

of rhetorical fancy which rarely allowed the reader to forget that it 

was after all a display of virtuosity. Barksted, however, exaggerates 

not only the emotion but also the seriousness with which he handles it. 

It is no longer with him, as it was with them, a pretext for pictorial 

decoration. His mood is less exuberant. He broods too long over the 

theme of incest. Like the contemporary Italianate drama in England, his 

Mirrha betrays an inordinate obsession with sexual perversion(2). From 

the very beginning, the Ovidian poem had contained the seeds of its own 

decay, and it would appear that in Mirrha these seeds had already begun 

to germinate. 

Barksted is a writer of little mark and rarely rises above a 

servile imitation of his masters. He tries to make the best of the 

1. The full title of the poem is Mirrha, the Mother of Adonis: or Lustes - 

Prodegies. Little is known of the author. He describes himself on the 
title -page of his other work, Hiren, or the Faire Greeke(1611) as 
one of the servants of his Majesties Revels'. He also performed in 

1606 in Jonson's Epicene and in 1613 in Beaumont and Fletcher's 
Coxcomb. His name appears in certain legal documents in 1611 and again 
in 1615 -1616; and he is also mentioned in an anecdote retailed by John 
Taylor in his Wit and Mirth of 1629(DNB). 
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Ovidian and Elizabethan worlds and falls, as it were, between the two. 

He takes the story from the tenth book of the Metamorphoses(1), and 

though he retains the main outline of the plot and even copies the 

details of its imagery, he expands it into a poem some four times as 

long. The result is unfortunate for, lacking skill in composition, he 

weakens the narrative interest and shuffles along awkwardly at those 

moments when Ovid's step is most firm and resolute. Nor can it be said 

that his decorative vignettes are in themselves successful, for he 

introduces them not from inner necessity or with a fierce creative joy 

but rather in a nerveless spirit of emulation. 

Although he pays a handsome compliment to Shakespeare at the 

end of his poem, 

But stay my Muse in thine owne confines keepe, 
And wage not warre with so deere 1ov'd a neighbor 
But having sung thy day song, rest and sleepe 
Preserve thy small fame and his greater favour: 
His song was worthie merrit (Shakespeare hee) 
Sung the faire blossome, thou the withered tree 
Laurell is due to him, his art and wit 
Hath purchast it, Cypres thy brow will fit(2), 

this decorative style owes little enough to him. After Ovid, it is 

Marlowe who is the chief source of his inspiration, and from him 

Barksted borrows many a hint for the elaboration of the theme. Not only 

does he freely pattern his verses with phrases lifted from Hero and 

Leander: 

With this, she turnd her blushing head aside, 
And vail'd her face with lawne, not halfe so white 
That even the blending roses were espyed 
Despight the cloudes, that hid them in despight 
She threw her thin breath through the lawne, and said 
Leave, gentle youth, do not thus snare a maid(3), 

but he inserts, as often as he can, those playful mythological conceits 

which Marlowe had made so popular: 

Such passion it did strike upon the earth, 
That Daphnes roote groan'd for Apollo's wrong: 
Hermaphrodite wept showers and wisht his birth 
Had never bin, or that he more had clung 
To Salmacis, and Clitie grieved in vaine(+), 

r(veQl,/2. Shakespeare also this trait in Troilus and Cressida, Measure for 
Measure, and Hamlet. 

1. Metam.orphoses,x.298 -518. 
2. Mirrha, ed. Grosart, Occasional Issues,vol.3,p.65. 
3. Ibid.,p.15. Compare Hero and Leander,l.19 -22. 
4. Ibid.,p.13. 
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and he also echoes some of the high astounding terms with which Marlowe 

had intoxicated his followers more than ten years before: 

Give to her golde of Ophire, Indian shels, 
Cloath her with Tirian purple, skin of beast: 
Perfume her wales with choice Arabian smells, 
Present her with the Phoenix in her nest(1). 

If he had limited his discipleship to such petty larceny, Mirrha might 

have been, at least technically, one of the most pleasing of the minor 

poems of the period, but Barksted's admiration outruns his discretion, 

and he furbishes the story with inset -pieces after the manner of the 

Neptune and Mercury episodes in Hero and Leander. These had disfigured 

the work even of MFirlowe himself and were condoned only by the restless 

energy and the voluptuous daring of his genius. Barksted, however, has 

no claims to genius; and his tales of Cupid, of Poplar, and of Hebe are 

lustreless ornaments which serve only to remind the reader of richer and . 

fuller days. 

The ugly certainly has its place in art but only if it is 

accompanied by intensity of feeling, as in some of Donne's realistic 

lyrics, or if it is made the occasion of pageantry and artistic display, 

as in the work of most of the Ovidians. With the major Ovidians, the 

theme of seduction Was overlaid with gorgeously interwoven patterns of 

colour; and in his treatment of the Myrrha legend, Ovid himself coats the 

tale with all the confectionery at his command. Marlowe, we know, would 

have succeeded in transfiguring its sordid details with a few vigorous 

sweeps of his brush. But Barksted overdraws his picture by dwelling too 

much on its melodramatic aspect. He is self- conscious not, as any 

Renaissance poet might have been, about his craftsmanship but about the 

theme itself. He watches Myrrha's development from innocence to sex - 

tormented depravity with too rapt a concentration. Both Marlowe and 

Shakespeare had already shown that it was possible to heighten the 

interest of the mythological poem by introducing dramatic touches into 

the story. The mistake Barksted makes is that he does so at the expense 

of the poem's pictorial values. It is not that he avoids decoration. On 

the contrary, as we have seen, he tends to overdo that decoration, and 

he makes the framework even more mythological than it is in Ovid by 

1. Ibid.,p.23. 
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attributing Myrrha's fall to the injured pride of Cupid. But his 

palette is just too limited for the plan he had in mind. The rich 

designs which had bedizened the eroticism of Venus and Adonis and of 

Hero and Leander have lost much of their original splendour and are 

introduced by him perfunctorily as a gesture of compliance with an 

already old -fashioned convention. The tapestry -poem had been the product 

of an exuberant spirit and had depended for its very existence on the 

flamboyancy of its conception and execution. If that generous impulse 

were once to fail, there would be a danger that realism would ruin its 

texture and exaggerate its appeal to the lower appetites. Such a decline 

in creative vigour is apparent in Barksted's, handling of the situation. 

He does not stir the imagination with transports of delight, for his 

raptures are both vapid and forced. Mirrha is, in a sense, a portent 

that the days of the mythological poem were numbered. Through its 

mediocre verse, the age was giving expression to its own satiety. It 

had surfeited so long on Ovidian themes that its senses were becoming 

jaded. It was in need of a new source of inspiration, a new kind of 

poetry, and Jonson and Donne had already indicated the different paths 

along which the younger poets were preparing to advance. 

This does not mean that Ovid's influence came to a sudden end 

in 1607 but only that his gay insouciance evoked a less sympathetic 

understanding in Jacobean England than it had done in the more spacious 

days of Elizabeth. His narrative genius and his wit still commanded 

respect, and many of the tales of the period sre embellished with 

interludes suggested by his works. Hugh Holland's Panchsris(1603) 

enlivened an incident from English history by crossing it with mythical 

f ancy(1); VT.N.'s Barley-breake(1607) wove the tale of Callisto's 

discomfiture into an idyll of country pastimes(2); and Thomas Heywood's 

massive Troia Britanica(1609) drew upon the Metamorphoses and the 

Heroides to supplement its many other sources(3). But, in the more 

direct line of succession, it is H.A.'s Scourge of Venus(1614) which 

1. Printed by J.P.Collier, Illustrations of Old English Literature,vol.2. 
2. Edited by Grosart in his Occasional Issues,vol.3. 
3. See, for example, the Callisto episode in Canto iii and the letters 

exchanged by Paris and Helen in Cantos ix and x. See,too,John S. 
Tatlock, The Siege of Troy in Elizabethan Literature, especially in 
Shakespeare and Heywood,PMLA,xxx,1915,pp.683 -690. 
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shows to what a sorry pass Ovidianism had corne, for there the Myrrha 

legend is retold without recourse to decoration, and not even the moral 

asides of its author suffice to redeem it from the charge of indecency 

or at least of impropriety(1). By that time the blaze of Elizabethan 

passion had burnt itself out and only the dying embers were left behind. 

* ** 

1. Edited by Grosart in his Occasional Issues,vol.3. John Gresham's 
Picture of Incest(1626), printed by Grosart in the same volume, is a 
mere translation of the Myrrha story, but the title itself is 
significant. 
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Chapter V 

Complaints and Heroical Epistles 

I have already observed that there existed in the late Middle 

Ages a growing awareness of the vanity of the flesh and a preoccupation 

with the idea of death(1). The turbulence of these times never allowed 

men to forget the fickleness of their lot, and the doctrine of the 

Church served to emphasise the evidence of experience. But social and 

religious factors were not in themselves enough to account for the 

prevalence of this mood. It drew its strength more immediately from 

Boethius's De Consolatione Philosophiae, a work which had exercised the 

profoundest influence on the medieval mind and which had become the very 

fountainhead of much of its speculation(2). Its popularity depended 6n 

its tone no less than on the informality of its method and the validity 

of its conclusions. While acclaiming the glory of God, it set its seal 

on the frailty of man and the folly of his ambition; and it was this 

philosophy of frustration(3) which commanded particular attention in the 

century of disenchantment which preceded the Renaissance. Indeed, it 

would scarcely be an exaggeration to suggest that for the people of that 

period this famous book held an apocalyptic rather than a merely 

speculative interest. Their world, too, seemed to have taken on the 

complexion of a tragedy in which the wheel of Fortune bemocked human 

aspirations and laid them in the dust; and to that extent Boethius may 

be said to have rationalised the mysterious forces which haunted their 

imaginations and apparently controlled their lives. 

Its influence may be traced much earlier, in Dante, Jean de 

Meung, and the Goliardic songs of the Middle Ages(+), but nowhere was 

1. Huizinga, The Waning of the Middle Ages,pp.124 -130. See supra,p.4. 
2. H.R.Patch,The Tradition of Boethius,pp.87 -113; H.F.Stewart, Boethius, 

pp.241 -257; W.P.Ker, The Dark Ages,pp.101 -117; H.O.Taylor, The 
Medieval Mind,vol.l,pp.162 -163. For a medieval opinion, see Le Roman 
de la Rose,5339 -5346. 

3. De Consolatione Philosophiae, Loeb edition,Book íi,28 -40: Haec nostra 
vis est, hunc continuum ludum ludimus; rotam volubili orbe versamus, 
infima summis summa infimis mutare gaudemus....Quid tragoediarum 
clamor aliud deflet nisi indiscreto ictu fortunam felicia regna 
vertentem? 

4. Its influence on La Divina Commedia and Le Roman de la Rose is almost ' 

incalculable. For its influence on the Goliardic songs, see Carmina 
Burana,ed. Hilka und Schumann, particularly Band 1.14 -18, and Helen 
Waddell's Medieval Latin Lyric,passim. 
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the sic transit of its teaching given fuller expression than in the 

complaints of the fifteenth century. However much these complaints 

differed, at one time taking lyrical and at another narrative form, they 

all agreed in lamenting the insubstantiality of success. And though 

there was, as Chaucer's Knight was quick to point out, a certain 

'hevynesse' (1) , it was not by any means a literature of despair. It may 

have been suffused throughout with a strain of melancholy, but the 

melancholy itself was not unpleasing and it was frequently fortified 

with a spirit of Christian resignation. They had, moreover, one other 

important feature in common. They all owed a debt to Boccaccio, for his 

De Casibus Virorum Illustrium and his De Claris IViulieribus, written in 

the fourteenth century, not only furnished ample material for the genre 

but also gave it the prestige attaching to a great name and secured for 

it the wide popularity which an elegant Latin style could then command. 

Boccaccio's influence was transmitted to English literature by 

Chaucer's Monk's Tale and his Legend of Good Women, by Gower's Speculum 

ïvieditantis, and by Lydgate's Falls of Princes; and it was to continue 

the last'of these four works that the complaint was revived in the 

sixteenth century with the publication of A Mirror for Magistrates(?) . 

This strange collection, published at regular intervals between 1559 and 

1610(3), was one of the most important books of the time and enjoyed the 

distinction, among other things, of inspiring the majority of Elizabethan 

complaints(4 -). For in bringing Lydgate's poem up -to -date, the several 

authors of A Mirror for Magistrates had made a notable change in its 

temper. They had energised it into life by drawing its subject- matter 

from English history or English legend, and had transformed it into a 

panorama of England's past. And yet, even with this new national 

interest, these complaints were somewhat restricted in scope. The 

thought remained largely Boethian and the characters were influenced, in 

voice and gesture, by the contemporary Senecan drama. It was only when 

Daniel displaced the medieval Fortune by Venus, and rejected personal 

and political power in favour of love as the motive for action, that the 

1. End -link to The Monk's Tale,B 3959. 
2. J.W.Cunliffe, A Mirror for Magistrates,CHEL vol.3, and the 

introduction to Haslewood's edition Of the poems. 
3. I ignore Wayland's suppressed edition of 1554. See CBEL,vol.l,p.413. 
4. Willard Farnham,The Progeny of A Mirror for Magistrates,MP,xxix,1931- 

1932,pp395 -410. 
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Elizabethan complaint reached its full artistic stature. While retaining 

the note of regret together with the fashionable interest in historical 

themes, he enriched its style with the emotional power, the heightened 

colours, and the passionating rhetoric of the Heroides. 

The enormous success of Daniel's Complaint of Rosamond(S.R. 

February 4,1592) is due to his skilful interfusion of these tragic, 

chronicle, and Ovidian strands(l) . Its supernatural framework, its 

medieval conception of tragedy, and its tone of melancholy reflection 

derive from A Mirror for Magistrates and more particularly from 

Churchyard's Shore's Wife(2), but Daniel shows a keener sense of 

aesthetic and ethical values. In him, as in Spenser, the artist and the 

moralist collaborate in perfect unison, and his complaint is not only an 

exposition of the disasters which befell one who was favoured by Nature 

and Fortune but is also a very human love -poem, depicting the hopes of 

Rosamond and the anguish which followed in the wake of her liaison with 

the king. It has, too, a graver movement and a more mellow temper, and 

behind what Spenser called its 'tragicke plaints and passionate 

mischance'(3) there is a strong insistence on the sanctity of the moral 

life and a condemnation, by precept and implication, of all transgression. 

Illicit love may have triumphed in the surrender of Rosamond to Henry's 

will, but her spirit rebels against its thraldom and in her death 

reasserts its supremacy. 

This ethical flavour, however, does not in any way roar the 

artistic integrity of the poem or the vigour of its narrative power. It 

is a seasoned philosophy, fashioned out of a disillusionment with the 

world, and it emerges from the recapitulation of Rosamond's experience 

as a comment on its significance. That experience, too, is the more 

complete in that her ghost is in a position to review the whole gamut of 

1. Four editions were called for between 1592 and 1598. See CBEL,vol.l, 
p 422. 

2. Harold Child, Samuel Danie1,CHEL,vol.4. 
and the 1571 editions of the poem which 
1593 edition of Shore's Wife was itself 
infra,p.136. 

3. Colin Clout's Come Home Again,426. 

It was, of course, the 1563 
Daniel at that time knew. The 
influenced by Rosamond. See 
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her emotional life. and so offer a complex study of its fluctuating 

moods and passions. In the execution of this design Daniel never 

falters or tumbles. He moves with ease from the serenity of youth to 

the disturbing consciousness of the power of beauty and of the glittering 

prizes which it may command, from the allurements of love to the first 

frenzied qualms of conscience and the more staccato utterance of despair; 

and he provides a measure of artistic relief from the note of melancholy 

with a realistic glimpse of the London streets and a decorative 

description of the casket sent by Henry as a token of his love(1). The 

poem is accordingly more carefully plotted, the action itself more 

varied, the situations more forceful than is the case with the Heroides; 

and a sense of finality is supplied to the tragic tale when Rosamond 

brings her brief but passionate interlude to a close by committing 

suicide. 

Daniel, moreover, gives a more sympathetic and more dramatic 

portrait of his heroine than is offered by the Heroides. Rosamond is 

introduced to us as a romantic creature in the full bloom of her 

girlhood, unsullied by the wiles of the world; she matures before our 

eyes and develops into a courtesan who swiftly passes from the fitful 

ecstasies of love to the torments of remorse and self -reproach. Daniel's 

treatment is less erotic and more analytical than Ovid's. He probes the 

motives which led to the surrender of virtue and elucidates the 

situation in terms of character. He does not dwell on the raptures of 

her passion but on the searching self - scrutiny which follows in its 

train. She is a figure of divided loyalties, torn between conscience 

and desire, her moral instincts and her passion for the king. The 

heroines of Ovid live only for the moment and abandon themselves 

voluptuously to their emotions, but Rosamond views her love in 

perspective: speaking as a ghost, she sees it in all its stark intensity 

against the background of spiritual desolation. Unlike the Ovidien 

figures, she has no pleasure in recalling the fierce joy of possession, 

for she cannot forget the bitterness of its aftermath. She is 

distinguished from them by the austerity of her tone and the earnestness 
stntinunt 

of her convictions; but it should be noted that even the moral r of 

the poem is dramatically portrayed. It is not tacked on as a footnote 

1. Complaint of Rosamond,281- 287,379 -399. 
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to the action, nor is it interpolated in any priggish spirit. It arises 

from an awareness of her own degradation and is voiced as a cri du coeur 

from the depths of her affliction. 

Daniel's complaint holds an interesting place in the corpus of 

his works just because it comes so close to the Ovidian manner. In his 

Musophilus(1602- 1603), he repudiates the rhetorical graces favoured by 

his contemporaries(1), and even in his Letter of Octavia to Marcus 

Antonius(1599) he deliberately avoids anything suggesting the impassioned 

vein of the Heroides(2). But in Rosamond his style is exaggerated, 

flamboyant, and declamatory, and he strikes a note of high- strung, 

hysterical sentiment: 

From Countrey then to Court I was prefer'd 
From calme to stormes, from shore into the deepes: 
There where I perish'd, where my youth first err'd, 
There where I lost the floure which honour keepes, 
There where the worser thrives, the better weepes; 
Ah me (poore wench) on this unhappy shelf e, 
I grounded me, and cast away my self e(3). 

Like Ovid, too, he diversifies his monologue with mythological allusions, 

though it is noticeable that he handles them with caution, almost with 

detachment, and makes no attempt to fashion them into the elaborate 

colour- schemes which embellish The Fairy Queen(4). His 'well- languaged' 

appeal is deeply tinctured with melancholy, and the gnomic reflections 

which he inserts are not the witty generalisations of a brilliant 

conversationalist, as.they so frequently are in Ovid, but are weightier 

in their import and more ethical in their direction: 

Our frailties doome is written in the flowers, 
Which flourish now, and fade ere many hover s (5) . 

1. Musophilus,506 -513: 
A manly stile, fitted to manly eares 
Best grees with wit; not that which goes so gay, 
And commonly the gawdy liv'ry weares 
Of nice Corruptions, which the times doe sway, 
And waites on th'humour of his pulse that beares 
His passions set to such a pleasing kay: 
Such dainties serve onely for stomackes weake; 
For men doe fowlest, when they finest speake. 

2. See pages 162 -164 infra. 
3. Rosamond,92 -98. 
4. Ibid.,379 -399. 
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So great was the popularity of Rosamond that the following year 

saw the publication of three complaints, in each of which the author is 

at pains to acknowledge his debt to Daniel. Two of these, however, need 

not detain as long, for in both the acknowledgement is formal rather than 

sincere. Churchyard once again issued his Shore's - ile 'much augmented 

with divers n.ewe addit,ions'(1) in his Challenge(S.R. April 9,1593), but 

these additions, twenty -one verses in the style of Rosamond, are so 

clumsily inserted that the result is not altogether happy. The old 

scaffolding of the 1563 and the 1571 editions is ill concealed, and the 

disfiguring struts which underprop the work offend the eye and disengage 

the attention of the reader. Nor do these changes warrant a 

reconsideration of the poem, for in spite of its aureate diction and its 

rhetorical cadenzas, it is something of an intruder in the fifteen - 

nineties: it belongs spiritually as well as chronologically to the 

earlier _diirror manner(2). And the same might well be said of Fletcher 

the Llder's Rise to the Crown of Richard the Third for, though it was 

actually written in the last decade of the century(3) and shows evidence 1 

of a grace far beyond the reach of Churchyard, its author has likewise 

failed to catch the spirit of the ')vidian complaints. Rather it should 

be said that he made no effort to do so. He avoids erotic and 

ornamental imagery. The piece is a competent narrative, in the first 

person, of Richard's lall from power, vigorous in its method, political 

in its setting, and quite Senecan in its presentation of villainy. 

The third member of this group, Lodge's Complaint of Elstred, 

is more interesting because its author, with 'his oare in every paper 

boate' (4), tries to preserve a balance between the old-fashioned and the 

new modes. A first reading, indeed, might prompt the reflection that 

there was in the poem no balance to preserve. Lodge, it might be 

claimed, is unquestionably indebted to Daniel for the outline of his 

5. Ibid.,251 -252. 
1. Dedication to Lad Mount-Ea le and Com.ton, Haslewood's edition of 

A Mirror for Ma,istrates,vol.2,p.45. 
2. Iudicio dismisses the work contemptuously in the second part of The 

Return from Parnassus,l.ii.312 -313. 
3. It is not entered in the Register, but there are references to 

Rosamond, Shore's Wife, and Elstred in the second, third, and fourth 
stanzas. Giles Fletcher (15+9- 1611),diplomatist and poet, is not to be 
confused with his son, the author of Christ's Victory and Triwnph(DNB) . 

4. Iudicio's judgement in the second part of The Return from Parnassus, 
1.11.241-9. 
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plot. Like l'osamond, Elstred becomes the mistress of a king and is 

confined within a labyrinth of bewildering complexity. Like Rosamond 

again, she has an interview with a wronged queen and in each poem the 

outcome of these meetings is the heroine's complaint against the 

fluctuations of fortune and her untimely death. But these 

correspondences are merely accidental and therefore misleading. Lodge 

follows in detail the pattern given in A Mirror for Magistrates. He 

condenses and telescopes the subject- matter of no fewer than five 

complaints in that work(1), and his central situation is substantially 

that described in the parent poem, Queen Elstride. 

Nor can it be said that Lodge's handling of the poem is in any 

way influenced by Daniel. Rosamond has a historical theme, a gem -like 

precision of detail, and a fine sense of actuality. Elstred, on the other 

hand, deals with a legend dating.from a mythical British past, and the 

outlines of the plot are as uncertain as its authenticity. The story is 

more anecdotal in its interest, though it is told with some charm and 

some variety of scene and action. Its characters, moreover, are 

nerveless creatures whose voices reverberate from a twilight world and 

who have neither the warmth nor the dramatic point of Daniel's figures. 

They are the creations of a Gothic rather than an Ovidian imagination. 

And perhaps the most striking difference is the absence of an ethical 

fulcrum, that lofty sentiment and solemn purposiveness which distinguish 

Daniel's best writing. Though Elstred stresses the lessons of her 

misfortune, hers is the prudential morality of the harlot, and the whole 

poem wears a thin air of inconsequentiality by the side of the deeper 

and more penetrating analysis given in Rosamond. 

Nevertheless, Lodge does come closer to Daniel in the style of 

the work. He wrote it for its decorative values, and adorns its pages 

at one moment with mythological conceits and at another with artificially 

sustained flights of simile(2). But his imagery on the whole tends, like 

Daniel's, to be aural rather than visual. He leaves no pictorial 

impression of Elstred's beauty, but he does familiarise us with the 

rhythms of her speech. These vary from the measured tread of exposition 

to the wild extremity of grief but, however eloquent Lodge may become, 

1. These are the first five legends in Haslewood's edition, featuring the 
misadventures of Albanact, Humber, Locrinus, Elstride, and Sabrine. 

2. Complaint of Elstred, Hunterian Club edition of Lodge's works,vol.2, 
pp.62- 65,73,75,76. 
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the rhetoric is rarely allowed to deteriorate into declamation. There 

is no theatricality, no self -conscious posturings; and he is no doubt 

saved from this blemish by the lightness of his touch, which reveals 

itself again in the thin, elfin quality of Elstred's voice. vluch, too, 

may be traced to the influence of The Fairy queen, for, though he lacks 

Spenser's richly sensuous imagination, Lodge has caught something of his 

delicately pitched vowelling and recalls the slow tempo of his verse: 

And thus attended in tryumphant order, 
And garded by her warlike Cornish crew, 
She pitcht her field, neere to those banks which border 
This azure- mantled streame, where now we rewe, 
The King that sets a womans thre at e s at nought, 
Prest men, and met hys foe, and with her f ought (1) . 

* ** 

The Rape of Lucrece(S.R. May 9,1594) was no doubt that 'graver 

Labour' promised by Shakespeare to Southampton in the dedication of 

Venus and Adonis, and as such it presents an interesting parallel to 

the earlier poem. Both are indebted to Ovid for subject -matter, and 

both are written in the Italianate style of the period, but Lucrece is 

more rhetorical and reflective in temper as it is also more ambitious in 

scope. Its mood is complementary to that of Venus and Adonis, for it is 

a study in inverted Ovidianism, a repudiation of illicit love and an 

almost passionate insistence on chastity. Moreover, it combines a more 

searching treatment with a deeper character interest: it describes not a 

mythological symbol but a historical figure who has been most 

notoriously abused. And it is interesting to note that Shakespeare 

gives greater variety to this situation by recounting the legend, as it 

were, on two levels, the level of a decorative tale on the one hand and 

the level of an introspective complaint on the other. 

The narrative framework itself is bodily lifted from the 

Fasti(2) and, though Shakespeare deepens Tarquin's guilt by suppressing 

all mention of the discreditable drunken scene at Ardea(3), he is in the 

1. Ibid.,p.74. 
2. Fasti,ii.685-689,721-852. 
3. Ibid. , 732. 
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main content to accept the outline supplied by Ovid(1). But he gives 

the legend a new orientation by his original handling of the situation. 

The Fasti is a patriotic poem tracing the evolution of Roman festivals, 

and it was probably conceived by Ovid to placate those authorities who 

deplored the frivolity and the irresponsibility of his other work. 

Lucretia is accordingly a national monument, her misfortune is treated 

as a public event in the history of Rome, and it is not her personal 

tragedy but the political implications of that tragedy which excite 

Ovid's interest, the flight of the king and the birth of the republic(2). 

No Elizabethan poet would have dared to handle such a theme without 

exposing himself to the charge of high treason, and it is significant 

that Shakespeare ignores the regifugium and refers to it cryptically 

and guardedly in the final couplet of the poem(3). Lucrece's tragedy 

has been stripped of its public import and is treated as a private grief. 

The issues have been narrowed down into an intimate, personal, family 

loss, and the kinsmen of Lucrece elect to punish the malefactor not as 

conspirators about to overthrow a king but as gentlemen who deprecate a 

breach of hospitality and chivalric trust(4). 

1. Chaucer also omitted the drunken scene from his version of the story 
in The Legend of Good Women(1680- 1885), and it may have been from him 
that Shakespeare borrowed the somewhat medieval sentiment which he 
occasionally infuses into the poem(Lucrece,197- 203,569,1695- 1698). 
Chaucer's influence is also seen in one other detail. In Ovid's 
account(ii.809), Tarquin threatens to dishonour Lucrece by means of a 
slave, but Shakespeare follows Chaucer(1807 -1809) in stating that the 
slave was a member of her own household(Lucrece,515). It is also worth 
noting that Livy's account of the legend ií.57 -59) was also consulted 
by Shakespeare, either directly or through Painter's Palace of 
Pleasure(1566- 1567). See Jacobt's edition of Painter,vol.l,pp.22 -25. 
In the Argument prefixed to the poem, we are told that Lucrece's 
husband and father at once hurry to Rome on receiving her summons, 
accompanied by Junius Brutus and Publius Valerius. The names of these 
noblemen are given by Livy but not by Ovid. It has also been pointed 
out, but less convincingly(Lee,The Rape of Lucrece,p.14 and Pooler, 
Poems,p.liv), that Shakespeare echoes Livy's phrase, sinistra manu 
mulieris pectore oppresso, when he describes how Tarquin laid his 
hand on Lucrece's breast(437 -439). A similar phrase, however, is found 
in Ovid(ii.803 -804): 

positis unguentur pectora palmis, 
tune primum externa pectore tacta manu. 

2. Fasti,ii.685: nunc mihi dicenda est regis fuga. 
3. With respect to the temper of the age, see H.G.Aldis, The Book -Trade, 

1557- 1625,CHEL,vol.4, R.B.McKerrow, Booksellers, Printers, and the 
Stationers' Trade, Shakespeare's England,vol.2, G.B.Harrison, The 
National Background, A Companion to Shakespeare Studies,pp.163 -168, 
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Shakespeare, in other words, approaches the Lucrece problem as 

an artist who is intent on stressing the decorative and the dramatic 

values of the situation. He examines the legend as a Renaissance 

craftsman with an eye for colour and form, an ear for the subtle 

cadences of verse, and a heart which readily responds to the passionate 

clamour of distress. Thus, at those moments when Ovid's art is swift, 

Shakespeare's is leisurely and expansive; and at those moments when Ovid's 

is subdued, his is fervent and plangent. His style is noisier and more 

declamatory, and he uses every occasion to trace the boldest of rhetorical 

patterns in the manner of his early plays. This change of tone may be 

largely ascribed to the influence of Daniel's Rosamond, for the two 

poems have much in common: identity of stanza form, similarity of 

movement, and poignancy of grief. In both, too, there is a mythological 

passage, differing in intensity of vision and elaboration of detail but 

alike in purpose; and in both the heroine dies a violent death, but not 

before the poet has made her transmute the bitterness of experience into 

ethical passion(1). 

It is in the complaint, the central core of the poem, that 

Shakespeare comes closest to Daniel and through him to Ovid, for, like 

the effusions of Rosamond and of the figures in the Heroides, Lucrece's 

soliloquy is histrionic in sentiment and is phrased with all the 

heightened emphasis associated with stage declamation. At the same time, 

however, Shakespeare increases the artistic potential of the complaint 

and gives it a flexibility it did not possess even in the hands of Ovid. 

For one thing, his method is more vivid. It is not only rhetorical but 

poetic, not only splendidly detailed but also imaginative and suggestive. 

together with the same author's Books and Readers,1591 -1594, The 
Library,viii,pp.273 -302 and his Books and Readers,l599- 1603,ibid.,xiv, 
pp.1 -33. 

4. Lucrece,1695 -1698: 
At this request, with noble disposition 
Each present lord began to promise aid, 
As bound in knighthood to her imposition, 
Longing to hear the hateful foe bewray'd. 

Chaucer also abandons the political motive(Legend of Good Women,1684- 
1686): 

But for that cause telle I nat this story, 
But for to preyse, and drawen to memory 
The verray wife, the verray trewe Lucresse. 

1. For a more detailed comparison of these two poems, see Lee's edition of 
The Rape of Lucrece,p.20, and Pooler's edition of the same work,pp. 
xlviii -xlix. 
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He intensifies the heinousness of Tarquin's crime and the depth of 

Lucrece's despair by introducing, as he was later to do in his tragedies, 

sombre imagery which helps to create an atmosphere of stress and strain: 

0 comfort-killing Night, image of hell! 
Dim register and notary of shame! 
Black stage for tragedies and murders fell! 
Vast sin- concealing chaos! nurse of blame! 
Blind muffled bawd! dark harbour for defame! 
Grim cave of death! whispering conspirator 
With close -tongu'd treason and the ravisher!(1) 

And for another thing, Shakespeare's complaint is more dramatic in its 

function and has a more immediate bearing on the course of the action 

than those of Daniel or Ovid, for in the one case Rosamond's ghost 

enumerates her woes when no further action is possible, and in the other 

the epistles of the Heroides are for the most part self -contained units 

which exercise no assessable influence on the outcome. At best, with 

both Daniel and Ovid, the complaint rarely gets beyond sorrowful 

recapitulation. Shakespeare, however, uses it to suggest the passing of 

time, to explore the emotions of his character, and to give that 

character the tragic stature which alone makes death aesthetically 

acceptable. 

This is only another way of asserting that he was concerned 

with character study rather than with plot, and with the possibilities 

of a situation rather than with the integration of these situations into 

a composite whole. His characters are accordingly more graphically 

portrayed and more violently contrasted than they are in Ovid's work; 

and they are also more flamboyant in their gestures(2) . It is worth 

noting, however, that these very traits serve to provide them with the 

human qualities which are wanting in the Fasti. Without his soliloquy 

on 'frozen conscience and hot -burning will'(3), Tarquin would have 

remained a symbol of wickedness, even more abstract than Ovid's figure 

because he is devoid of political significance; but that soliloquy not 

1. Lucrece,764 -770. 
2. Macbeth's reference to ' Tarquin's ravishing stride'(2.i.35) is very 

apt. See in this connection Wilhelm Ewig, Shakespeares Lucrece, Anglia, 
xxii,1899,pp.343 -363, and also Wilhelm Marschall, Das Argument zu 
Shakespeares Lucrece, Anglia,liii,1929,pp.106 -107. 

3. Lucrece,190 -280. 
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only emphasises his lack of scruples but at the same time betrays his 

moral cowardice, his fear of the consequences which might ensue and his 

horror of the judgment of posterity. He has become more contemptible 

but also more interesting than Ovid's Tarquin, for he has been given a 

richer individuality, Senecan and Italianate in conception. Like his 

prototype in the Fasti, he is brutal but there is a sharper 

Machiavellian edge to his brutality; and like him again, he is a villain 

but he is more imaginative in his villainy. He can analyse the 

situation with a casuistical finesse beyond the range of the Ovidian 

original, but he cannot commit the crime without such grimaces and 

flourishes as would satisfy a whole cry of Elizabethan players. 

A similar change has come over the character of Lucrece. She 

is no longer the stately Roman matron but the great lady of the 

Renaissance, combining in her person the spirituality and the pictorial 

grace which the Platonism and the Ovidianism of the age demanded. Ovid's 

swift narrative celebrating the expulsion of the kings has little time 

to devote to ornament, and he briefly commends the beauty of her figure, 

the colour of her hair, the pleasing timbre of her voice(1). But 

Shakespeare's poem is as much an essay in decoration as a defence of 

chastity, and he escapes from the sordid details of rape by treating it 

as a pageant of colour, by stressing its voluptuous setting, and not 

least by magnifying the sensuous appeal of Lucrece. When he gives a 

catalogue of her charms, he does so in the conventional manner, but he 

sharpens the impression by blending the firm draughtsmanship of Spenser 

with the mellow tints of Marlowe: 

Without the bed her other fair hand was, 
On the green coverlet; whose perfect white 
Show'd like an April daisy on the grass, 
With pearly sweat, resembling dew of night, 
Her eyes, like marigolds, had sheath'd their light, 
And canopied in darkness sweetly lay, 
Till they might open to adorn the day(2). 

Shakespeare's plastic urge is not by any means confined to this 

account of the sleeping Lucrece. It is given, on the contrary, its 

fullest scope in the description of the hanging which she scrutinises 

after despatching the sour -faced groom to Ardea(3). Though the passage 

1. Fasti,ii.763 -766. 
2. Lucrece,393 -399. See the whole passage,386 -413. 
3. Ibid.,l366 -1582. 
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was probably suggested by the mural decoration in Lido's palace (1) , its 

wealth of detail and its sense of movement leave little room to doubt 

that Shakespeare had some particular model in mind and that he was 

working from one of tr.e painted cloths which were freely imported 

throughout the fifteenth and sixteenth centuries from the Low Countries 

(2). Nor can there be any doubt that it is at the same time an 

imaginative reconstruction of such a picture, for its realism is 

literary and dramatic rather than merely pictorial. It would be 

impossible for an artist to depict, with such nice attention to 

physiognomy, the multitude of characters ranging from Ulysses, Ajax, and 

Nestor to the Trojan guards who man the walls and peer through the loop- 

holes at the advancing Greeks. It would be equally impossible for a 

painter to subordinate such a profusion of detail to the rhythmic 

demands of composition; balance and harmony would have to be sacrificed, 

and yet these are precisely the qualities which are retained in 

Shakespeare's account. The literary temper of the description is 

perhaps best illustrated by the stereoscopic effect wrought by the 

superimposing of details, one on top of the other, to the neglect of 

those principles of perspective practised and popularised by the Italian 

masters of the Cinquecento: 

Here one man's hand lean' d on another's head, 
His nose being shadow'd by his neighbour's ear; 
Here one being throng'd bears back, all boll'n and red; 
Another smother'd, seems to pelt and swear; 
And in their rage such signs of rage they bear, 
As, but for loss of Nestor's golden words, 
It seem'd they would debate with angry swords. 

1. Aeneid,1.441 -493. 
2. Sir Sidney Colvin, The Sack of Troy in Shakespeare's Lucrece and in 

Some Fifteenth - century Drawings and Tapestries, A Book of Homage to 
Shakespeare,pp.88 -99. Miss N.F.Thorp disagrees with Colvin's 
contention that the Troy scene borrows its details from a painted 
cloth, i.e. a painting on canvas, and argues that it is meant to 
represent a panel picture. See her article on Shakespeare and the 
Fine Arts,PMLA,xlvi,1931,pp.672 -693. But then the scene is obviously - 

modelled on some original. Panel paintings were generally, though not 
always, portraits, and mythological themes of the kind described in 
Lucrece were usually confined to tapestries or painted cloths. See 
Lionel Cust on this question, Painting, Sculpture, and Engraving, 
Shakespeare's England,vol.2,pp.l -4. It is unlikely to have been a 
tapestry -piece for Shakespeare again and again lays stress on the 
painting process(Lucrece,l367, 1390, 1443,1450,1499,1506,1528,1577), and 
it is difficult to believe that a painter would crowd such 
multitudinous detail into a panel picture. 
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For much imaginary work was there; 
Conceit deceitful, co compact, so kind, 
That for Achilles' image stood his spear, 
Grip'd in an armed hand; himself behind, 
Was left unseen, save to the eye of mind: 
A hand, a foot, a face, a leg, a head, 
Stood for the whole to be imagined(1). 

Lines such as these suggest that the whole passage is a gorgeously 

created word -picture of an actual hanging, a free rendering of graphic 

design into the sister art of poetry(2). And its function within the 

framework of the poem is no less artistic than its workmanship: it offers 

relief to the overcharged emotions of Lucrece who sees in the sack of 

Troy a dark conceit of Tarquin's crime and a symbol of her own 

misfortunes; and it further allows her to probe the mainsprings of human 

conduct and broaden the moral issues into a denunciation of evil(3). 

With the exception of this interlude, Shakespeare's poem, like 

the Fasti, ignores the mythological fancies as much as it does the 

voluptuous tones of Ovid's most characteristic verse. At the same time, 

however, it is pitched much higher and is more breathlessly rhetorical 

than anything in the Heroides. Lucrece in her distress moves storms of 

emotion and 'condoles' in a ranting manner: 

Let him have time to tear his curled hair, 
Let him have time against himself to rave, 
Let him have time of Time's help to despair, 
Let him have time to live a loathed slave, 
Let him have time a beggar's orts to crave, 
And time to see one that by alms doth live 
Disdain to him disdained scraps to give(+). 

The scenes of the poem are enacted in the full glare of Renaissance art, 

with all its power and, it must be admitted, with all its bravura. Only 

when the maid and the awkwardly mannered groom are introduced does 

Shakespeare for a moment dim the lights and admit some of the shadows 

of the commonplace world(5). For the rest, the poem is one of the most 

brilliant fabrics of the fifteen- nineties, threaded with the gay colours 

1. Lucrece,1415 -1428. 
2. For a discussion of the relationship between poetry and painting, see 

Lessing's Laocoön,Everyman edition,sections iv,vi,viii,et passim. 
3. Lucrece,1478 -1484 and 1576 -1582. See,too, Wilhelm MJlarschall, Das 

Tro,-ja- Gemälde in Shakespeares Lucrece, Anglia,liv,1930,pp.84 -85. 
4. Lucrece,981 -987. 
5. Ibid.,1268 -1295 and 1331 -1351. 
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of a youthful imagination but overwrought with the 'curious- good'(1) in 

diction, imagery, and neatly balanced gnomic sentiment. Some of these 

images themselves are suggested by Ovid(2), but most of the others are 

the common hyperboles of the period, with the significant difference 

that Shakespeare draws upon his Stratford experiences, as he had already 

done in Venus and Adonis, and frequently refreshes the eye with a glimpse 

of a more natural setting(3). Others again are attributable to the 

Elizabethan disregard of the niceties of historical truth: like his 

contemporaries, he anglicises his scene and furnishes a solid English 

background to the action of the poem, nor the rushes, the latches, the 

hangings, and the half- embroidered glove are as Tudor as the massive 

four -poster with its green coverlet and heavily draped curtains(4). 

Some three or four years later, Thomas liddleton was bold 

enough to add a postscript to Shakespeare's poem with his Ghost of 

Lucrece(5). It was a daring project, even more daring than Chapman's 

continuation of Hero and Leander, for Middleton's poetic talent was much 

more limited than Chapman's and he lacked his intellectual distinction. 

One thing, however, may be said in his favour at the outset: he made no 

attempt to emulate the voluptuously coloured mosaics of the original, but 

contented himself with a monotone of recrimination. He abandoned the 

structure and style of the Ovidian pattern and reverted to the simpler 

1. Ibid.,1300: 
This is too curious -good, this blunt and ill. 

2. Lucrece,677 and Fasti,ii.800; Lucrece,730 and Fasti,ii.811. Another 
Ovidian figure in Lucrece(97 -98 : 

But, poorly rich, so wanteth in his store, 
That, cloy'd with much, he pineth still for more, 

cannot be assigned directly to Metamorphoses,iii.466(inopem me copia 
fecit) for it was current coin, and is found in Spenser's Amoretti 
xxxv), in Marlowe's Hero and Leander(1.243), in Venus and Adonis(26, 
544,545), and in many of the sonnets. See Leo Rick, Shakespeare und 
Ovid.JDS,1v,p.50. 

3. 'vgitness the trapped bird(88), the wounded doe(581), the hound and the 
hawk(694), the nightingale(1135), and the Brightened deer(1149). See 
Edgar Fripp,Shakespeare Studies,p.364. 

4. Wilhelm Ewig,Shakespeares Lucrece, Anglia,xxii,1899,pp.356 -357. 
5. The poem was found as recently as 1920 and was printed in facsimile 

form, together with an edited text, by Dr. Joseph Quincy Adams in 1937. 
The unique Elizabethan edition is dated 1600 and its title -page 
ascribes the work to T.M. In a Latin introduction, the author puns on 
his name(Thomas medius et Gravis Tonus) and Dr. Adams has no 
difficulty in establishing his identity as that of the dramatist, 
Thomas Middleton (Introduction,pp.xiv -xvi). He also argues that the 
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Mirror manner, but he infused a new spirit into the old -fashioned 

complaint by crossing it with the more sensational appeal of The Spanish 

Tragedy(1). The poem has the same machinery, the same motivation, and 

the same splenetic quality as the contemporary tragedy of revenge. In 

the intensity of her hatred and of her desire to aven,e death and 

dishonour, Middleton's Lucrece is more nearly akin to Kyd's Andrea than 

to the smooth- tongued ghosts who file through the pages of A Mirror for 

Magistrates; and between the lines of her indictment it is also possible 

to detect the influence of Hieronimo's exaggerated rhetoric(2). 

The poem is obviously the work of a young man determined to make 

the most of his opportunities(3). The crabbed and turgid style itself 

points to the author's immaturity, for its involved syntax is not due to 

the profundity of the thought but to the haste and superficiality of the 

thinker. He is the slave of words, not their master, and too often they 

conceal rather than reveal his meaning. He is lacking in pictorial 

imagination and when he tries to remedy this and emblazon the gray 

monotony of his verse with a flush of colour, he does so with such an 

ill grace that the effect is ruined(+). When his imagery is 

mythological, it is too abstract to satisfy the eye, and when it is 

conceited, it is too tortuous to be pleasing to the ear. The same 

artistic insensitivity is evident in the harsh diction, the clumsy 

phrasing, and the discordant stanzas. And even the plan of the poem is 

far from clear, for Middleton apparently cannot make up his mind whether 

Lucrece is voicing a complaint or writing a letter in the manner of the 

Heroides(5). 

Richard Barnfield is best known as the author of two poems 

poem must have been written between Middleton's Wisdom of Solomon 
Paraphrased(printed 1597) and his Micro -Cynicon(printed 1599). 

1. The dates for publication of The Spanish Tragedy are perhaps 
significant. First acted in 1588, it was published in quarto form 
without a date, reprinted in 1594, again in 1599, and again in 1602. 
See CBEL,vol.l,p.525. 

2. For the insistence on the revenge motive, compare especially The 
Spanish Tragedy,Prologue and 111.1403 -1428, with the first stanza of 
the Prologue and the Epilogue to The Ghost of Lucrece. In the first 
stanza of the poem itself, Lucrece's soul is described as 'sucking at 
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which Jaggard included in his edition of The Passionate Pilgrim(1599) 

and attributed wrongly to Shakespeare(1). In spite of Warton's 

uncritical eulogy(2), it may be said that his fame rests more solidly on 

the pieces which have been misascribed to him than on the poetical merit 

of his own work. Indeed, his slender output reflects credit on his 

aspirations rather than on his sensibility, and even these aspirations 

were severely limited. He wrote to catch the ear of the age and, 

diligently following in the wake of bolder spirits, eschewed such 

subjects as were, in his own words, 'common or not at all in request'(). 

His Cassandra(S.R. January 17,1595) is no exception to his general 

practice, for it was written to take its place in the Ovidian tradition 

established a year or two before by Lodge, Marlowe, Shakespeare, and 

Daniel, but it is so completely dependent on its predecessors that it has 

no distinguishing features of its own. From The Rape of Lucrece it 

borrows its opening situation and its concluding complaint, and it fills 

in the rest by drawing upon the sentiments, the imagery, and even the 

diction of Venus and Adonis(4). 

Its quality therefore may best be described in terms of 

negatives. Like Orchestra, its theme is Homeric in situation if not in 

execution but, compared with Davies's work, it is shallow and commonplace. 

It lacks as much the concentration and witty pointedness of its thought 

as it does the symmetry of its design. The narrative skill is not 

inconsiderable, but Barnfield fails to focus the poem. He overloads it 

with incident and smudges its outlines; and the complaint which, as a 

pendant to the action, ought to interknit the loose ends, proves too 

Revenge's dugs'. For the more general rhetorical affinities, compare 
The Spanish Tragedy,111.109 -160, and The Ghost of Lucrece,183 -203. 

3. Middleton was born in 1580 and he would therefore be no more than 
eighteen at the time of writing The Ghost of Lucrece. The same spirit 
of literary opportunism is seen at work in the dedication of the poem 
to so rich but unpromising a patron as Lord Compton. See Dr. Quincy 
Adams's introduction ,loc.cit.,pp.xxiii -xxxi, and Mark Eccles, 
Middleton's Birth and Education,RES,vii,1931,pp.431 -441. 

4. Epilogue to The Ghost of Lucrece. 
5. Ghost of Lucrece,119,344,505 -532 
1. The Passionate Pilgrim,viii and xxi. See Barnfield's Poems in Divers 

Humors(1598),ed.Arber,pp.118 and 120 -121. 
2. History of English Poetry,ed.Hazlitt,vol.4,pp.436 -437. 
3. The Encomion of Lady Pecunia, To the Gentlemen Readers,ed.Arber,p.83. 
4. Charles Crawford, Richard Barnfield,Marlowe,and Shakespeare,NQ,Ninth 

Series,vol.viii,pp.277 -278. 
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slight for such a task(1). This organic weakness itself would be 

unimportant if the poem offered the Shakespearean compensation of 

character -study, but Barnfield is no happier here than he is in the 

handling of the plot. At her best, Cassandra is too closely modelled on 

the figure of the sleeping Lucrece to have more than an ornamental 

interest: 

Upon a gorgious gold embossed bed, 
With Tissue curtaines drawee against the suene, 
`Which gazers eles into amazement led, 
So curiously the workmanship was done), 
Lay faire Cassandra, in her snowie smocke, 
Whose lips the Rubies and the pearles did locke(2); 

but she soon loses the voluptuous appeal of her beauty and deteriorates 

into an embittered creature who impugns Fortune and disparages the value 

of human experience: vox et praeterea nihil. Such blemishes are not 

unknown in pastiche and are not surprising in one who attempted to 

harmonise within himself those diverse and conflicting influences which 

were shaping the poetic consciousness of the period. A Mirror for 

Magistrates, the Heroides, the gallant code of to sonneteers, and 

Shakespeare's Ovidian poems contained contradictions which no one but a 

major poet could resolve, and then only by subordinating them to the 

artistic needs of his own individuality. In Cassandra there are echoes 

from these sources, but they are fugitive notes which Barnfield's 

imagination had failed to fit into the score. 

The style, too, is undistinguished, though it rarely falls 

below the level of competent workmanship. All the obvious externalities 

of the Ovidian manner have been copied from Shakespeare and Marlowe, but 

they are more self- consciously paraded and they never lose the furbished 

lustre of the second -hand and the second -rate. Barnfield leaves us with 

the uncomfortable impression that he is writing to a formula or 

following the directions of a poetical recipe. He simulates passion, 

but there is no throb in his verse; and he adorns his poem with 

classical allusions, but they have the cold glitter of tinsel and sequin. 

Nevertheless, he has mastered the mechanics of his craft, and is most at 

home when using the stock tricks of the writer's trade. He can juggle 

1. Cassandra,ed.Arber,pp.78-80. 
2. Ibid.,p.67. 
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with words, play with mythical fancies, exchange compliments, and 

balance ideas as neatly as any other minor poet of the day. 

* * * 

Drayton's legends hold a particularly interesting place in the 

evolution of the complaint, for they epitomise within themselves the 

history of the genre in Elizabethan England. They retain the framework 

of A Mirror for Magistrates but contrive to conceal the severity of that 

work by festoons of gaily coloured images; and they also deepen its 

note by increasing the complexity of its rhythms. But they illustrate, 

too, the mood of sobriety which followed the intoxication of the early 

nineties and the tendency, already marked in Spenser, Chapman, Davies, 

Daniel, even Shakespeare, and in Drayton's own Endimion and Phoebe,to 

transvaluate the Ovidian values and stiffen the moral sinews. The 

golden, age of irresponsibility and youthful exuberance was slowly 

passing away, and its demise is unwittingly recorded in the style and 

treatment of Drayton's complaints. It is in the several recensions of 

these poems that this change in the national temper is most clearly 

reflected, for it is in them that the poet would seem to reject the 

creed which sustained the earlier Elizabethans. 

The first two of these, Peirs Gaveston(S.R. December 3,1593) 

and Matilda(1), published in 1594, conform to the widely accepted 

pattern prescribed by the success of Rosamond(2). Their theme, that is 

to say, is the tergiversation of fortune and their setting is historical. 

But Drayton shows a closer knowledge of the old chroniclers and offers, 

as he was again to do in his Heroical Epistles, a more imaginative 

reconstruction of the past. He is also freer in his interpretation of 

1. Matilda is not entered in the Stationers' Register. 
2. The echoes from Rosamond are most numerous in Matilda. Witness the 

temptation(Matilda,764 -805 and Rosamond,232 -308 , the mythological 
ornament(Matilda,645 -651 and Rosamond,377 -406), and the heroine's rise 
to power(Matilda,463 -469 and Rosamond,92 -98). For a fuller list of 
these borrowings, see Mrs. Tillotson's valuable note to Matilda in 
Hebel's edition of Drayton's works,vol.5,pp.32 -37. 
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history and is less bound by moral concepts. He has, too, a finer eye 

for composition and gives a more comprehensive, though not a more 

finished, picture of the Middle Ages, balancing the bestiality of its 

appetites against its pageantry, and the nobility of its ideals against 

its duplicity. He finds in his characters that complex of emotions 

which it is a task of the artist in every generation to analyse and 

understand. 

Like all their predecessors in A Mirror for Magistrates, these 

legends strike a confessional note: they are cast in the form of a 

monologue intérieure in the course of which the characters recapitulate 

their experiences and lament the cruelty of their fate. These 

characters, however, are not lay figures. They are distinguished from 

the ghosts who stalk through the earlier poems by the possession of a 

developed personality and an individual quality of voice; and for this 

creative power, no less than for the erotic sentiment which animates the 

story, Drayton is indebted to Daniel and Ovid. He surpasses both, 

however, in the variety of the types he represents for, even within the 

limits of these two legends, he emphasises the separate identity of the 

speakers. Gaveston, for example, combines the self- assurance of the 

successful man of the world with the ingenuous wonder of the parvenu, 

and presents a striking contrast to the dull -witted precipitancy of his 

royal patron. But Drayton is at the same time too much of an artist to 

simplify the situation and give a study in black and white. He suggests 

that he is not unaware of the mysterious deeps of human nature and hints 

at those contrapositive forces which might ennoble or destroy a soul. 

Matilda may be demure but she softens the asperity of her virtue by 

recording the temptations which momentarily assail her, and King John 

may be dissolute but he subjects his lechery to the discipline of 

Petrarchan conceits. 

The style of these poems is compounded of many literary simples. 

Daniel supplies the model for their resounding rhetoric and on occasion 

determines the pattern of the action and the thought. The flamboyancy 

of Rosamond, however, has been tempered by the less calculable influence 

of Spenser's work, for the stately movement of The Fairy Queen has 

smoothed out what might have been a noisy expression of grief into an 

eloquent and tuneful apology. Nor is the eroticism, marked though it is, 
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allowed to obtrude itself offensively, for Drayton follows Shakespeare's 

practice of alternating naturalistic images with Italianate decoration(1); 

and he has, moreover, learned from the sonneteers the art of re- coating 

the Ovidian pill, itself already well enough coated, with the prettiest 

of courtly fancies: 

Love forc'd the Gods, to things for Gods unmeet, 
Behold a Monarch kneeling to a maide, 
Apollo, prostrate at his Daphnes feete, 
Great Atlas bowes, on whom the heaven is staide; 
Thy Jove his Scepter on thy lap hath laide, 
Thou in his throne doest sit as Chancellor, 
And hee become thy daylie Orator(2). 

It would be unjust, however, to dismiss these poems as pastiches. They 

are certainly dependent on their predecessors and tend to repeat their 

stylistic devices, but they leave no doubt that Drayton's imagination 

was not only assimilative but creative: out of his diverse material he 

fashioned two prentice- pieces which abundantly testified to his artistic 

conscience and which did much to prepare him for the greater success of 

Tngland's Heroical Epistles. 

Both these poems have a significant bibliographical history. 

They were at first expanded by Drayton for publication in 1596(5) and 

then re- issued in a severely retrenched form in 1605 and again in 1619(4). 

In these later editions the framework remains unchanged, an outline of 

the protagonist's career culminating in the familiar complaint against 

misfortune, but the style has been pruned of its Ovidian graces. Both, 

as a consequence, lose much of their surface brilliance. Their primary 

colours have been reduced to a pale wash and their ornamental scrolls 

effaced. Even the verse has forsaken its youthful swagger and has 

slipped into the more deliberate gait of middle life. But not everything 

1. See, for example, Peirs Gaveston, the image of the falcon(272), of the 
sun- rise(457 -460), of the rain- clouds(901 -904), and of the chase(1471- 
1473). For other more specific borrowings from Shakespeare, see 
Gaveston,241 -246 and Venus and Adonis,49 -59; Gaveston,1567 -1572 and 
Venus and Adonis,1052 -1056; Gaveston,1645 -1646 and Venus and Adonis, 
1165 -1170. See,too, J.W.Hebel, Drayton and Shakespeare,MLN,xli,1926,pp. 
248 -250. 

2. Matilda,372 -378. 
3. J.W.Hebel,The Surreptious Editions of Michael Drayton's Peirs 

Gaveston, The Library,Fourth Series,1923,vol.4,pp.151 -155. 
4. See Mrs. Tillotson's notes,loc.cit.,pp.23 -37 and 156 -167. The severity 

of the retrenchment may be judged from the single fact that, in the 
course of re- writing,Gaveston was reduced from 1740 to 702 lines and 
Matilda from 1134 to 672 lines. 
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has been sacrificed in these austere redactions. The narrative has 

gained in vigour, and the dramatic conception has been deepened and 

made more arresting by the purge. What is interesting is the fact that 

both poems in the process of transformation have been brought much 

closer, in temper and manner, to the original complaints of A Mirror 

for Magistrates. 

It is precisely this tendency to repudiate the Ovidian values 

which characterises two of Drayton's other works. His Robert of 

Normandy(S.R. November 21,1596) is different from his earlier poems(1): 

it is a medieval debat conducted by Fame and Fortune and is more 

Boethian in its analysis of the vanity of human wishes. Unlike them, too, 

it is moralistic in tone and is free from any suggestion of sentiment; 

indeed the only detectable Ovidian traits lie in the voluptuous style 

and the warm tones of its imagery, but even these were shed in the 

revised versions of 1603 and 1619. What was left was as political in 

theme and as historical in treatment as some of the later items of 

A Mirror for Magistrates. They marked a return to a more primitive 

type of complaint and were a sign that the Ovidian seam was nearing the 

point of exhaustion. The process was carried to its furthest extent by 

Drayton's rather starchy Legend of the Great Cromwell(S.R. October 12, 

1607), for with the publication of that work the Elizabethan complaint 

was switched from the branch line established by Daniel's Rosamond back 

to the main line of descent exemplified by such contemporary poems as 

Thomas Storer's Wolsey(1599), Christopher Middleton's Legend of 

Humphrey(1600), and John Weever's Mirror of Martyrs(1601)(2). 

*** 

Certainly the most Ovidian of this complaint literature and 

one of the most popular works of the Elizabethan age was Drayton's 

England's Heroical Epistles(S.R. October 12,1597)(3). Like Rosamond, 

1. The full title is The Tragical Legend of 
2. Willard Farnham, The Progeny of A Mirror 

1932,pp.395 -410. 
3. It was reprinted four times between 1597 

Robert, Duke of Normandy. 
for Magistrates,MP,xxix,1931- 

and 1602. See CBEL,vol.1,p.,' 
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it fired the imagination by interweaving the chronicle and the Ovidian 

genres, by proclaiming, that is to say, the glories of English history 

in the exuberant manner of the Heroides; and it had in addition the 

charm of novelty, for Drayton was the first to imitate the style of 

Ovid' s work and also retain its epistolary method. Chaucer had drawn 

upon the Heroides for his account of Dido, Hypsipyle, Medea, and Phyllis 

in The Legend of Good Women, but he had borrowed the themes, as was his 

custom, without copying the form and had limited himself to a narrative 

exposition; and there were two other works, published somewhat earlier 

in the decade, which may have suggested to Drayton the artistic 

possibilities of the new form, although neither is, in the strict sense, 

an Ovidian poem. The first of them, Willobie his Avisa(1594), is a 

vindication of chastity, probably satirical in purpose, whose dialogue 

is enlivened by the exchange of occasional letters by the leading 

characters(1). The second, Colse's Penelope's Complaint(1596), is more 

significant because it was the first to introduce into English literature 

the heroical epistle proper; but the letters dispatched by Penelope and 

Ulysses are dull monotones, the one querulous, the other sentimental, 

and both are written in a doggerel vein, innocent of the graces and the 

ardours of the Heroides(2). 

The Heroides themselves fall into two sharply divided groups: 

the first fifteen letters are the frenzied declamations of women who 

have been abandoned by their lovers and who plead, cajole, upbraid, and 

expostulate to the end that their faithless paramours might return to 

their embraces; and the last six letters are exchanged by three pairs of 

lovers who have been parted by misfortune and who commiserate with each 

other on the wretchedness of their plight(3). Throughout, the theme is 

erotic love, the situations are occasioned by sexual frustration, and 

the tone is one of wild abandon. They are dramatic documents in so far 

as they express the hopes and fears, the doubts and anxieties which 

assail the authors at the moment of writing, and they show a high degree 

of skill in their subtle analysis of sensibility and in their revelation 

1. Willobie his Avisa,cantos 
See G.B.Harrison's essay on Willobie his Avisa in his edition of the 
poem,pp.181 -231, and also M.C.Bradbrook,The School of Night,pp.168 -171. 

2. Penelope's Complaint,ed.Grosart,40 -41 and 46 -47. 
3. I am not here concerned with the authenticity of these double epistles. 
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of the working of a distracted mind. But the gestures are so 

flamboyant, and the emotions so strident that they cannot escape the 

charge of theatricality; and it is only Ovid's superb rhetoric which 

fashioned them into one of the most successful tours -de -force in 

literature. 

It was in no servile spirit that Drayton made bold to write an 

Tngli sh version of the Heroides. Some sixteen centuries had elapsed 

between the writing of the two poems, and Drayton's work reflects an 

entirely different civilisation. His temper had little in common with 

the sensuality of Ovid, and his twenty -four letters show little evidence 

of shameless love. Indeed his theme can scarcely be termed erotic at 

all. Three of his pairs of lovers have already been married at the time 

of writing, and the love -element there is either incidental, as with 

Duke Humphrey and Elinor Cobham, or it is touched with tenderness, as 

with Richard II and Isabella and with Lord Dudley and Lady Jane Grey. 

With the Black Prince and the Countess of Salisbury, Suffolk and Queen 

Mary, Surrey and Geraldine, it is either chivalrous and decorous or it 

is hyperbolical in the manner of the sonneteers. Drayton certainly 

gives a more passionate interpretation to the love of Owen Tudor and 

Margaret of Anjou, but he does so because, as we shall see, he is there 

portraying the more fervid temperament of Wales and France. The 

importunity of King John and the flirtatious reply of Mistress Shore 

are also more libidinous but here again the love -theme is dramatised, 

for it is intended to show the hard, scheming intelligence of the king 

on the one hand and the coarse, vulgar texture of the citizen mind on 

the other; and even the missives exchanged by Henry II and Rosamond, 

whose situation most closely resembles those of the last six Ovidian 

epistles, are more mellow, more subdued, and more sentimental in tone. 

In the hands of both Ovid and Drayton, the epistolary form 

proved a sensitive medium, effectually recording the emotions of the 

writers, recapturing their moods, and suggesting the swift undercurrent 

of their uneasy speculation. But with Ovid the form is an artificial 

device twice removed from actuality. The effusions of the Heroides 

claim to be letters dispatched by disconsolate women to their perjured 

lovers, but they make no attempt to create the illusion of 

correspondence. They were penned to provide a measure of relief for 
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emotional intensity and an escape from besetting tears, but it is 

impossible to believe that they were ever meant to be read by the 

people to whom they were ostensibly addressed: they remain stagy 

monologues which recall the pleasures of the past and contrast them over - 

vehemently with the miseries of the present. The ladies protest too much 

and they fail to deceive the readers into accepting their statements as 
is 

anything but elaborate rhetorical exercises. Theirs.ápe the spoken 

rather than the written word. 

Drayton, however, succeeds in making the medium more realistic. 

His lovers actually exchange these letters: they are more dramatically 

conceived than Ovid's in that they foster an impression that they were 

written to be read by a recipient. The correspondents meet the charges 

which are levelled against them, and these charges are frequently 

answered point by counterpoint. Rosamond, for example, complains that 

her lover's eyes may no longer tolerate her blemished self and that she 

has tarnished his name, but Henry hastens to assure her that his eyes 

are still blinded by her beauty and his name honoured by her love(1). 

Drayton, moreover, dispels the monotony which cannot be dissociated from 

the Heroides by varying the tone. He widens the scope of the genre by 

enlarging its framework. For the most part, Ovid's epistles comprise 

a number of units which have no link save the note of querulous 

complaint, but Drayton attempts to integrate his letters by evolving a 

more complex pattern. Henry and John, Suffolk and Lady Jane Grey are 

related by blood to each other, and there are family references in the 

later epistles to the events commemorated in the earlier; and Queen 

Margaret, De la Pole, Duke Humphrey and Elinor Cobham are contemporaries 

who discuss the same political issues and assess them in the light of 

their own strong prejudices. The individual complaints of the Heroides 

become at times, with Drayton, something approaching a novel in verse 

form, analysing a situation in psychological terms and making of it an 

occasion for illuminating the minds of its actors. 

The situations depicted in Drayton's epistles are accordingly 

more richly diversified than those of the Heroides. Unlike Ovid's 

figures, his characters are not merely ill- starred lovers. They lack 

1. Rosamond to Henry II,1 -8, and Henry II to Rosamond,l23 -138. 
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the intensity of their passion and display a multiplicity of interests. 

Love is only one thread in the skein of their experiences; they view 

that love against the larger background of the political scene, and they 

provide us with a panorama of some three hundred years of English 

history. They reveal the excitement of these days, and exalt the virtues 

of war and the glories of Agincourt, Cravant, and Vernoyl e (1) . The 

'sterne trumpet and the bellowing drum'(2) echo again and again through 

their pages, and when blood is not being shed on the battlefields of 

France or of Flanders, crowns are being cracked in the fury and tumult of 

the lists(3). As in Shakespeare's Henry VI trilogy, the barons jockey 

shamelessly for position, flaunt their power, and disrupt the country 

with their fierce domestic brawls(4). But, in doing so, they show 

themselves no less than typical sons of the Middle Ages and, along with 

the limitations of the period, they have their share of its virtues: they 

conform to the conventions of the medieval gentleman and practise the 

courtly code prescribed by the etiquette of amour courtois(5). In the 

rebellion of Jack Cade and in the easy vulgarity of London's commercial 

classes, there is a glimpse of the very forces which were to destroy the 

glittering facade of this feudal structure (6) ; and Surrey's praise of 

More and Erasmus, Geraldine's strictures on the Italianate Englishman, 

and the Platonic temper of Lady Jane Grey bring the comprehensive pageant 

to a close by revealing something of the new Renaissance culture which 

was to displace the civilisation of the Middle Ages(7). 

Drayton, then, uses the Ovidian epistle to hymn the glories of 

English history, but he always does so dramatically. He stands aside and 

allows his characters to speak for themselves and, as they supply the 

details of the background, they betray the range and the limitations of 

1. Duke Humphrey to Elinor Cobham,70. 
2. Mortimer to Queen Isabe1,96. 
3. Charles Brandon to Queen Mary,137 -148. 
4. Mortimer to Queen Isabel; De la Pole to Queen Margaret. 
5. The Black Prince to the Countess of Salisbury; Edward IV to Mistress 

Shore; Charles Brandon to Queen Mary. 
6. Queen Margaret to De la Pole,113 -117; Mistress Shore to Edward IV. 
7. Surrey to Geraldine,47 -50; Geraldine to Surrey,119 -130; Lady Jane Grey 

to Lord Dudley,117 -148. In connection with the last two references, it 
is interesting to recall Ascham's views, The Schoolmaster, Arber 
Reprint,p.49 and pp.69 -72. 
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their interests. Ovid's heroines are all cast in the same melodramatic 

mould, and their erotic frenzies are repetitive and undifferentiated. 

Drayton's men, however, are strongly individualised types, and he takes 

care to distinguish the one from the other. Henry II shows the skill 

of the diplomatist trained by bitter experience to iron out his 

difficulties by bland and reassuring discussion, whereas John is the 

politician who cynically discards the restraints of morality to attain 

his personal ends(1). In striking contrast to the realism and 

practicality of John's nature is the portrait of Richard II, an 

idealistic and poetic temperament incapable of coping with the situation 

which confronts him, but dignified in defeat, chastened in his sorrow, 

and Christian in the acceptance of his fate(2). The Black Prince and 

Edward IV, on the other hand, are typical medieval lovers who press 

their suits in accordance with the etiquette of the times and attempt 

to win their ladies' favours by adulation and playful conceits. Outside 

this royal circle, Mortimer represents the proud and turbulent baron 

who confuses the prestige of his family with the fortunes of his 

country; De la Pole is the adventurer, urbane and imperturbable, 

accustomed to maintain a precarious position by outwitting rival 

claimants at court; and Surrey is the humanist, absorbed in that 

restoration of learning and of literature which was a portent of the 

Renaissance. Perhaps the most interesting of Drayton's characters is 

Owen Tudor for with him he tried, as Shakespeare did with Fluellen, to 

give a study of a national type, and he recaptures the fire, exuberance, 

and vigour of Wales, together with that assertive temper which is born 

of an awareness of a bigger and more powerful neighbour. 

If Drayton's heroes suggest individualised types, his women 

characters are typical individuals. They have fewer traits in common 

than their correspondents and refuse to fall so readily into neat and 

1. John is certainly the most Ovidian of all the characters in Drayton's _ 

Heroical Epistles. His attempt to seduce Matilda by using the 
argument from Nature(51 -60) echoes the Amores(l.viii.51 -53). The idea, 
however, was a commonplace of Elizabethan love- poetry. 

2. Mrs. Tillotson suggests that certain changes made by Drayton in the 
later epistles of Isabel and Richard II may have been as a result of 
the fracas occasioned by Sir John Hayward's First Part of the Life 
and Reign of King Henry IV(1599). See her article, Drayton and 
Richard II:159 7- 1600,RES,xv,1939,pp172 -179, and also Margaret 
Dowling's Sir John Hayward's Troubles over his Life of Henry IV, The 
Library,Fourth Series,vol.xi,1930- 1931,pp.212 -224. 



158 

recognisable categories. In this respect they differ fundamentally 

from Ovid's figures in the Heroides for, in spite of the rhetorical 

splendour of their utterance, these figures are conceived in terms of 

animal passion; they are awe- inspiring creatures, larger than life, who 

symbolise the explosive forces released by sexual jealousy. Drayton, 

however, gives a juster interpretation of womanhood, and his characters 

are at once more human and less single- minded. They have personalities 

of their own which they exploit to the full; and if at times they strike 

a note of waspish petulance, they also bear testimony to the influence 

of the Christian civilisation which they had inherited. 

Indeed in the gallery of twelve portraits only three may be 

said to remind us in any way of Ovid's heroines, and in each case the 

parallel is no more than accidental. Rosamond's self- laceration suggests 

the dominant and distinctive note of the Heroides, but in character 

conception and in her dramatic vacillations, Drayton is indebted not to 

Ovid but to Daniel's complaint on the same theme. Queen Katherine's 

desires are more unchaste and her accents more seductive, but it is not 

because she has been debiberately modelled on the Heroides: she is, like 

Owen Tudor, a national type and her passionate insistence is an attempt 

by Drayton to emphasise the emotional intensity of the French genius. 

And Iistress Shore is revealed as a coarse, voluptuous wanton again for 

a dramatic reason, because she represents the rising merchant classes; 

her life has been unaffected by the influence of chivalric love, and she 

knows instinctively that she has nothing to offer her aristocratic lover 

but the pleasures of the flesh. Of the remaining figures, none has any 

affinities with Ovid; one and all are concerned with preoccupations 

other than love. Queen Isabel, for example, is the masterful chatelaine 

who is accustomed to obedience and who angrily resents her loss of 

authority; the Countess of Salisbury is the grand lady of the fourteenth 

century, dignified, refined, and worldly -wise, who meets her lover's 

extravagant protestations with good - humoured persiflage; Elinor Cobham, 

ostracised by English society, is more personal and envenomed as she 

bitterly recalls her past humiliations; and Lady Jane Grey is a heroic 

figure who, on the eve of her execution, dispassionately discusses the 

nature of the soul with the fortitude of a martyr. 
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Drayton is more directly indebted to Ovid for the style of his 

epistles, though even here Ovid's raptures are considerably abated and 

his note attuned to English ears. Drayton's rhetoric, however, does 

occasionally approach the shrill rhodomontade of the Heroides, and 

records in violent language the bitterness and disillusionment of the 

different authors. It is also as flexible as it is with Ovid, adjusting 

itself readily to the demands of swift narrative and vigorous description. 

Like Ovid, too, Drayton frequently falls back on an ejaculatory manner 

to suggest broken sobs and distracted fears(1); and he softens the 

stridency of the emotion by decorating his poem with mythological motifs 

drawn from the Metamorphoses(2). Unlike Ovid, however, his muse is not 

at all times attired in her official robes: she does not mouth and 

gesticulate so emphatically, nor so continuously. He shows greater 

restraint and greater variety, and there is now and again a suggestion 

of intimacy which is absent from the Heroides. He is also more subtle 

in catching and imprisoning in his verse the inflection of the voice, and 

an epistle like that exchanged by Elinor Cobham and Duke Humphrey passes 

from fierce vituperation to the conversational ease of a tete -a -tete. 

Very commonly, too, the Ovidianism of his style is mellowed by a strain 

of Petrarchan gallantry, and the intensity of the Heroides is relieved 

by the superlatives popularised by the Elizabethan sonneteers: 

Thine Eye retaines Artillerie at will, 
To kill who -ever thou desir'st to kill; 
For that alone more deepely wounds Yens Hearts, 
Then they can thee, though with a thousand Darts; 
For there intrenched, little Cupid lyes, 
And from those Turrets all the World defies: 
And when thou let'st downe that transparent Lid, 
Of Entrance, there an Armie doth forbid(3). 

It was no doubt from Ovid that Drayton, like Marlowe before him, 

learned something of his metrical dexterity, for, however much Ovid was 

given to over- elaboration of his themes(+), he always exercised an 

1. Matilda to John,35 -38: 
I write, indite, I point, I raze, I quote, 
I enterline, I blot, correct, I note, 
I hope, despaire, take courage, faint, disdaine, 
I make, alledge, I imitate, I faine. 

Compare with this passage the style of Heroides,xv.96 -97. 
2. Rosamond to Henry,140 -174, Mary to Suffolk,15-36, et passim. 
3. The Black Prince to the Countess of Salisbury,103 -110. 
4. Compare Dryden, Essay of Dramatic Poesy,ed.Ker,vol.1,p.93: "And yet you 
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artistic control over his medium and disciplined that medium until it 

became the terse vehicle of his emotions. There are occasions when 

Drayton also spreads himself in an exuberant fashion, but his closed 

couplets never lose the pithy quality of Ovid's elegiacs(1); his thought 

is generally sententious, and at times he even anticipates the polished 

brilliance, though scarcely the formal patterns, of Pope: 

Yet sometime doth our greatest Grief'e appease, 
To double Sorrow after little Ease. 
Like that which thy lascivious Will Both crave, 
Which if once had, thou never more canst have(2). 

It will be noticed, however, that Drayton's diction has an authentic 

Elizabethan timbre. It is not so literary and oracular as that of the 

Heroides. It is racier in its idiom and smoother in its flow; and it 

attains to dignity, eloquence, and amplitude without in any way 

sacrificing its dramatic vigour or falsifying its dramatic purpose. 

*** 

Samuel Brandon() was no doubt prompted to write his heroical 

epistles, Octavia to Antonius and Antonius to Octavia(S.R. October 5,1598) 

by Drayton's successful handling of the new form and also by the interest 

stimulated in the subject- matter by the publication of Daniel's Cleopatra 

some four years earlier(4). His contribution to the genre, however, is 

graceless in execution and repetitive in sentiment. He is careful to 

inform the readers that these letters were exchanged by the virtuous 

Octavia and the licentious Antony(5), and, in thus prejudging the issues, 

find Ovid saying too much on every subject: nescit(says Seneca) quod 
bene cessit relinquere." 

1. Ruth C. Wallerstein gives a detailed analysis of Drayton's use of the 
couplet in Rosamond to Henry and Isabella to Mortimer. See her article, 
The Development of the Rhetoric and Metre of the Heroic Couplet, 
especially in 1625- l645,PMLA,50,1935,pp.166 -209; and also Sir Edmund 
Gosse, From Shakespeare to Pope. 

2. Matilda to John,81 -84. 
3. Nothing is known of Samuel Brandon except that he was the author of a 

play,The Trai- Comedy of the Virtuous Octavia(1598) and these two 
epistles(DNB). 

4. Daniel ststes that he wrote the tragedy at the command of the Countess 
of Pembroke as a companion -piece to her Antony(1592). Both were 
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he tends to make his treatment of the theme abstract and moralistic. 

There is no attempt to imitate the surge of Ovid's rhetoric or the skill 

of Drayton's presentation. Brandon is too frequently satisfied with a 

string of apothegms which denounce vice and vindicate the sanctity of 

wedlock. The work is indeed disappointingly barren of literary merit 

and is written in the featureless jog -trot rhythms of the broadsheets of 

the day. 

Octavia's letter to Antony is little more than a curtain -lecture 

read by a shrewish wife to her erring but ill- starred husband. The 

psychology is primitive in its simplicity, and the interest is atrophied 

from the outset because of the lady's tendency to look at the situation 

from a narrowly puritan angle. She herself is the mouthpiece of 

uncompromising virtue, prudish, priggish, and pharisaical in the 

expression of her opinions; and Antony in her eyes is a bundle of 

original sin. Both characters are mere symbols of conduct and the issue 

is accordingly discussed not with Ovidian ardours and frenzies of 

despair, but coldly and epigrammatically, with ethical counters instead 

of passion and ethical analyses instead of tears: 

O fly inordinate delights, 
Each pleasure hath his paine: 
And he that stained is with sinne, 
Cannot be cleane againe. 
Let Deniz torne untombed corps, 
Sufficiently declare, 
How this same loathsome vice doth make 
His best attendants fare. 

When at the end of her diatribe, Octavia unaccountably ceases to be a 

pallid symbol and is humanised to the point of urging Antony to abjure 

his sinful life and rejoin her at Athens, she not only belies the tone of 

her whole argument but also leaves Antony with no option but to refuse. 

Of the two, Antony's reply is the more interesting document, for 

it reviews the situation with dignity and restraint in terms of human 

passion. Brandon certainly intended his readers to abominate the figure 

who was prepared to forsake his wife and surrender all for lawless love(i), 

but, after the chilling advice of Octavia, Antony's frank avowal evokes 

probably influenced by two French'dramas on the same theme, Jodelle's 
Cleopatre(1552) and Garnier's Marc Antoine(c.1580). 

5. Dedication to Mistresse Mary Thinne. All quotations are from the Tudor 
facsimile text(no pagination). 

1. Ibid. 
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a sympathetic hearing. He is, moreover, dramatically portrayed. He 

sways between respect for Octavia and consideration for her outraged 

feelings and his devouring love for his new mistress. And there are 

even times when he assumes the stature of a tragic hero, noble in mind, 

daring in design, but caught in the toils of his olt.4.TTía: 

I grant, I were a monster vile, 
Unworthy of my life: 
If I should hate, or thee disdaine, 
Who wast my spouse and wife. 
But Cleopatraes dearest love, 
In me doth beare such sway: 
That I envy or malline none, 
So I may her enioy. 

He has, however, an abundance of moral courage, and it is with a proud 

yea -saying to the Roman world that he bids his wife farewell and returns 

to the embraces of Cleopatra. 

* ** 

In conception and technical skill, Brandon's work is a mere 

skeleton by the side of the fuller and richer interpretation offered by 

Daniel's Letter of Octavia to Marcus Antonius(S.R. January 9,1599). 

Though its form derived ultimately from the Heroides, Drayton was its 

immediate inspiration, and Daniel follows his lead by anglicising the 

sentiment and preserving throughout a vigorous independence in temper 

and treatment. Like the Ovidian figures, Octavia has been cruelly 

abandoned but, unlike them, she does not passionate her grief and 

exaggerate the wrongs she has suffered; nor, like them, does she plead 

for Antony's return to gratify her baser appetites. She argues her case 

with delicacy and founds it on the decencies of society. Its charm is 

strengthened by the very moderation of its tone, and the quickened 

sympathies of its readers widen and deepen the issues by raising her 

misfortunes to the plane of conflict between love and lust. The nice 

balance, however, between the particular and the universal is never lost, 

and the situation remains sufficiently personal in its terms of reference - 

to avoid the charge of abstraction which can be levelled only too easily 
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against Brandon's treatment of Octavia. 

Daniel also follows Drayton in changing the focus of the poem, 

shifting its interest from the emotionalism of the Heroides to subtle 

portraiture, and he leaves a clear picture of a noble mind tinged with 

melancholy regret at the vagaries of humanity but not unhopeful of its 

ultimate redemption._ Octavia is a Roman matron with generations of 

good- breeding behind her, and heroical clamour or spiteful 'abuse is 

alike foreign to her character and her station in life. Her voice _is 

steady, her words carefully chosen, her appeal poignant. She is 

patrician in her dignity of bearing, in her pride of sex, and in her 

horror of all that is vulgar and commonplace(1). But she has, in 

addition to these general features, an individual quality of mind. Hers 

is a poetic temperament given to idealise and reluctant to admit that 

the world she has created after her heart's desire has been shattered 

or that the hero she has adored is a sham. She lives imaginatively and 

illuminates the present with the chastening memories of the past. There 

is, therefore, no vilification of Antony, and her loyalty hardens into 

an obstinate refusal to look facts in the face. To her he is not a 

monster of vice but a gallant soldier and a generous husband. Even 

when she has made the journey to Athens and he has failed to come at her 

invitation, she lays the blame on the wiles and stratagems of 

Cleopatra: 

She armes her teares, the ingins of deceit 
And all her batterie, to oppose my love, 
And bring thy comming grace to a retreit, 
The powre of all her subtilty to prove: 
Now pale and faint she languishes, and strait 
Seemes in a swound, unable more to move: 
Whilst her instructed fellowes ply thine eares 
With forged passions, mixt with f ained teares(2). 

In manner, Daniel breaks with the Ovidian tradition and his 

stanzas, so far from suggesting the voluptuous complexities of 

Shakespeare and Spenser, as might have been reasonably expected, are 

dramatic rather than pictorial and conversational rather than sensuous. 

He had a distaste for Italianate decoration(3) and developed a simple, 

forthright style. He preserves a middle flight, maintaining his 

1. Octavia to Marcus Antonius,st.14. 
2. Ibid.,st.36. 
3. Musophilus,506 -513. See the footnote to p.135 supra. 
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cadences half -way between poetical rhetoric and the other harmony of 

prose, and he suggests speech -rhythm more completely than any of his 

contemporaries outside the drama. Indeed his grave tones and his 

philosophical temper have more in common with Horace than with Ovid, 

though he lacks the assurance of Horace and the apparent spontaneity of 

his utterance(1). He is not, however, entirely removed from tÌTe 

influence of the Elizabethan Ovidians, for, like them, he gives an 

occasional lustre to his verse by the interplay of words and ideas, 

condensing his thought into a pregnant aphorism or disturbing the 

equable flow of his eloquence with a neat, paradoxical conceit: 

My bloud said I with either of you goes, 
Who ever win, I shall be sure to lose(2). 

Certainly the most Ovidian, in spirit at least, of these 

heroical epistles is Donne's short Sappho to Philaenis(3). Its theme 

is unnatural love, and as such is more revolting than that of the 

Heroides, but its Lesbianism is nevertheless modelled on the fierce 

lusts and the unashamed surrender to the appetites which characterise 

Ovid's love -poems. There is, however, an interesting difference in the 

treatment of the material. Ovid's passionate declamations are often, 

so to speak, prefabricated. He works a priori and his sentiments are 

made to conform to an artistic pattern instead of being allowed to 

emerge dramatically from the situation. One feels that he would have 

subscribed to the doctrine of Art for Art's sake, if it had been 

formulated in his time. This is not the case with Donne, who scornfully 

rejected the confectioned delicacies of his contemporaries and practised 

1. It is interesting to note that of Daniel's six epistles 'after the 
manner of Horace'(1601 -1603) two, Sir Thomas Egerton and The Earl of 
Southampton, are written in the same eight -lined stanzas as those 
used in this Ovidian imitation. 

2. Octavia to Marcus Antonius,st.32. 
3. The date is uncertain. Sir Herbert Grierson places it between 1597 and 

1598, shortly after the publication of Drayton's Heroical Epistles. 
7,1 
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a sterner craft. Sappho's sentiments may be shocking but they are not 

exaggerated to stimulate the jaded nerves. They are more concentrated 

and more incisive in their appeal. Though they are as literary in 

origin as Ovid's, they are not the trophies of a virtuoso but the sombre 

broodings of a man who has enjoyed and suffered much. They have been 

felt on the pulse of his experience and are described with an intensity 

unknown even to the Heroides. 

No less individualistic is the style of Donne's epistle. It is 

in every way as erotic as Ovid's but it pleads its case in dialectic 

rather than rhetorical and sensuous terms. His imagination is also 

more powerful, but it would appear to be less visual and more tactile 

in its workings: it is more responsive to the sense of touch than to the 

sense of sight, more keenly aware of the softness of the flesh than of 

the warmth of its colour- tones. Like Ovid, too, Donne is witty, but 

there is a world of difference between the forms which that wit takes. 

For Ovid's wit is classical: it aims at titillating the palate of a 

sophisticated aristocracy and its method is smooth versification, 

decorative allusion, and elegant turns of phrase. But Donne's wit is 

Gothic and romantic. It restlessly searches that territory of the mind 

where the emotional and intellectual processes meet and blend, and its 

method is accordingly paradoxical- and analytical: 

Likenesse begets such strange selfe flatterie, 
That touching my selfe, all seemes done to thee. 
My seife I embrace, and mine owne hands I kisse, 
And amorously thanke my selfe for this. 
le, in my glasse, I call thee; But alas, 
When I would kisse, teares dimme mine eyes, and glasse. 
0 cure this loving madnesse, and restore 
Me to mee; thee, my half e, my all, my more(1). 

These lines are more rugged than Ovid's, but what they lose in polish 

they make up in vigour of expression; and though the diction is harsher, 

it is more pointed and trenchant. 

* * * 

1. Sappho to Philaenis,ed. Grierson,51 -58. a 
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Chapter VI 

Ovid and the Elizabethan Lyric 

It was perhaps in lyrical poetry that the feeling of exultation 

which followed in the wake of the Renaissance found its fullest and 

most congenial expression. Indeed within less than a century, between 

the accespion of Henry VIII and the death of Elizabeth, little short of 

a score of miscellanies were published(1); and rich as those miscellanies 

were, they did not contain all the fugitive pieces which were produced, 

nor did they always include the many fine poems scattered throughout 

the dramas and the prose romances of the period. The theme of much of 

that verse was the perennial one of love, but the poets did not, as 

Donne was to do, analyse the complexities of its many moods. They did 

not sweep or soar, but preferred to sing with a rather adolescent 

grace of rather adolescent emotions in an adolescent world of their own. 

Their amorous felicities, then, had little enough in common with the 

raptures of the Amores, but their poetic world was not, after all, so 

far removed from the wonderland of the Metamorphoses. It would be 

wrong, however, to single out Ovid as the sole or even as the leading 

influence on their work, for his was only one of the strands which were 

woven into the fabric of their verse. They were the heirs of the ages, 

in the truest sense of that term, and it might be well at this point to 

indicate some of the other influences the better to assess Ovid's 

particular contribution. 

The troubadour poetry of the Middle Ages had been informed by 

the spirit of amour courtois(2), and although that poetry had died of 

1. The Court of Venus in the reign of Henry VIII, Tottel's Miscellany 
(1557), A Hundred Sundry Flowers(1573), The Paradise of Dainty Devices' 
(1576), Fowers of Epigrams(1577), A Gorgeous Gallery of Gallant 
Inventions(1578), H. his Devices(1581), A Handful of Pleasant Delights. 
(1584), A Banquet of Dainty Conceits(1588), Britton's Bower of 
Delights(1591), The Phoenix Nest(1593), The Garland of Good Will(1593), 

. 

The Arbour of Amorous Devices(1597), The Passionate Pilgrim(1599), 
England's Helicon(1600), England's Parnassus(1600), Belvedere or. the 
Garden of the Muses(1600), and A Poetical Rhapsody(1602). See CBEL, 
vol.l,pp.403 -404, and John Erskine, The Elizabethan I{yric,pp.56 -97. 

2. Huizinga, The Waning of the Middle Ages,pp.95 -106; H.O.Taylor, The 
Medieval Mind,vol.l,pp.574 -603; Courthope, A History of English Poetry) 
vol.1,pp.172- 175,351 -354; C.S.Lewis, The Allegory of Love,pp.l -43; 
Sismondi, Historical View of the Literature of the South of Europe, 
vol.l,pp.96 -185. 
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its own inanity some time in the fifteenth century, its courtly temper 

had already been given a fresh lease of lire in the Canzoniere of 

Petrarch. For it was Petrarch who invigorated the effete convention 

of chivalrous love by infusing into it a more intellectual life and by 

making it a vehicle of a more personal emotion. In doing so, he also 

did much to ennoble that convention and divest it of the sensual or 

adulterous implications which the etiquette of the Middle Ages was 

designed to conceal. But he made no attempt to rarefy his sentiments 

as Dante had done in La Vita Nuova and still more so in Il Paradiso. 

Laura is no more like Beatrice than she is like the nebulous beauties 

of the troubadour school(1). She emerges from his poems as the ideal 

of womanhood, all the more challenging to man for her being so 

tantalisingly elusive. Petrarch's love is thus courtly and sensuous 

without being, like that of the troubadours, sensual; and the 

Canzoniere is the record of his aspirations and failures, his hopes 

and fears, his moments of exaltation and his moods of black despair. 

Though Elizabethan poetry found much of its inspiration in 

Petrarch's poetry, it was not influenced by that poetry tout pur. For 

the Petrarchan tradition underwent a subtle change with the coming of 

the sixteenth century. It was both diluted and strengthened by two 

movements which left their mark on English literature. The Italian 

Lenaissance witnessed a revival of chivalry, influenced as much by 

the doctrine of Plato, as understood by Ficino and Mirandola, as by the 

practice of the Middle Ages(2); and Cardinal Bembo, one of the most 

distinguished of Renaissance patrons, set himself the task of purging 

the Petrarchan convention of all the grossness which it had acquired in 

1. De Sanctis, Storia della Letteratura Italiana,vol.1,p.251: "Perché é 
il corpo di Laura, non come la bella faccia della sapienza ma come 
corpo, che gli scalda l'immaginazione. Laura é modesta, casta, gentile 
ornata di ogni virtú; ma solo qualita astratte: non è qui la sua 
poesia. Cio che move l'amante e ispira il poeta, e Laura da' capei 
biondi, dal collo di latte, dalle quance infocata, da' sereni occhi, 
dal dolce viso ". And again on page 263 of the same work: " La storia 
di Laura è profondamente umana e reale, eco de' piú delicati 
sentimenti, delle piú tenere emozioni, delle piu vivaci impressioni 
che colpiscono l'uomo in terra ". 

2. Violet Jeffery, John I{yly and the Italian Renaissance,pp.l -72; and 
Castiglione, Il Cortegiano, book iv. See page 15 supra. 
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the hands of its fifteenth- century exponents, Tebaldeo, Serafino, and 

Olympo. His Asolani(1505), indeed, modified Petrarchanism and 

determined its course for the next hundred years(1). But his poems 

reproduced only the most obvious features of the Canzoniere. The 

beauty of its phrasing and the languishing temper of its appeal could 

be easily caught, but less so the vigour of its thought. The result 

was that Petrarchanism became a thing of sighs and tears, of pleas and 

protestations. The ardour and the personal timbre were lost. It 

lacked vitality and might have exercised little influence on English 

poetry had it not been for the achievement of the Pléiade in France. 

For it was the members of the Pléiade, together with Desportes, 

who widened the scope of the Petrarchan lyric and gave it a fuller 

significance. With them it was both literary and personal in its 

inspiration. They made it the medium through which they expressed' 

their own experiences and at the same time infused into it some of the 

erotic fervour of classical poetry(2). The lady still declined and the 

lover still languished; but the passion was more vigorous than it had 

ever 'been with Cardinal Bembo. And it had, moreover, become in the 

interval a more sophisticated and complex art form, reflecting at once 

the sensibility and the prodigality of the Renaissance genius. The 

French poets heightened its colours and enriched its texture by drawing 

upon the stores of the Metamorphoses; and they added yet another 

ingredient by frequently pastoralising the theme of love and setting 

it in a i:ramework of gods, naiads, satyrs, and f auns(3). Theirs was 

certainly the decorative lyric, but the decoration was never so heavy 

that it muffled the voice of the pleader. The counter- influence of 

Anacreon, Catullus, and Horace was always too strong to allow that to 

happen(4). It combined indeed, in a rare degree, the best elements of 

the classical and Italian love -poem, for if it was Petrarchan in its 

courtly temper, and Catullian or Anacreontic in the individual quality 

1. Joseph Vianey, Le Pétrarquisme en France au XVIe Siecle,pp.80 -81; 
Marius Piéri, Pétrarque et Ronsard,p.23. 

2. Sir Sidney Lee, The French Renaissance in England,pp.183 -206; Lanson, 
Histoire de la Littérature francaise,pp.275 -297; W.A.R.Kerr, The 
Pléiade and Platonism ,MP,vol.5,1907- 1908,pp.407 -421. 

3. Vianey,op.cit.,p.151; Lee,op.cit.,p.221. 
4. Lanson,loc.cit. 



169 

of its passion, it was also on occasion quite Ovidian in the brilliance 

of its execution(1). 

Within the compass of little more than half -a- century, England 

repeated this evolution in her own lyric. Tottel's Miscellany appeared 

in 1557, before the Pléiade had exercised any formative influence on 

English poetry, and the posthumous contributions of Wyatt and Surrey 

to that volume are notable for the simplicity of their utterance and 

the Petrarchan quality of their sentiment(2). In this respect, indeed, 

they are in no way distinguished from many of the other pieces in the 

anthology, but they differ from the later Elizabethan lyric in their 

freedom from decoration and in their greater sobriety of tone. They 

have, moreover, inherited almost as much from the troubadour convention 

as they have from Petrarch himself. They not only praise the beauty of 

the lady and bewail the thraldom of love, but on the rare occasions 

when they refer to Venus and Cupid, they do so in the feeble spirit of 

Le Roman de la Rose. With them, Venus and Cupid have not yet become 

the sensuous creatures of Elizabethan imagination but still retain the 

symbolic stature of La Reine d'Amour and Désir(3). With a few of the 

other items in Tottel's, however, a significant change becomes apparent. 

Side by side with the anonymous complaints against Fortune inherited 

from the Middle Ages and the tempests of tears bequeathed by Petrarch, 

there are anticipations here and there in Nicholas Grimald's verse of 

the ampler Elizabethan manner. He at any rate was not content with the 

somewhat austere style of Wyatt and Surrey all the time, but sought 

alter something richer and warmer, adorning his work with clusters of 

allusions drawn from the pages of the. Metamorphoses and expressing 

1. See, for example, Ronsard's Complainte de Glauce à Scylle Nimphe and 
his Le Ravissement de Cephale, Oeuvres,ed.Laumonier,vol.2. 

2. H.E.Rollins's edition of Tottel's Miscellany,vol.1,pp.3 -92, and John 
Erskine, The Elizabethan Lyric,pp.71 -79. 

3. See Surrey's Complaint of the Lover Disdained in Tottel,loc.cit.,p.9, 
and Wyatt's Request to Cupid,ibid.,p.51. 
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himself haltingly but with a conscious pride in his craftsmanship: 

Let not your cheeks becoom or black, or bleew. 
Go with welcoverd hed: for you in case 
Apollo spied, burn wold he on your face. 
Daphne, in grove, clad with bark of baytree: 
Ay mee, if such a tale should ryse of thee: 
Calisto found, in woods, Ioves force to fell: 
I pray you, let him not like you so well(1). 

These lines, and the anonymous verses which handle the legends of 

Pygmalion, Procris, and Daphne, suggest that Ovid was just beginning 

to make his presence felt in the Tudor lyric(2). 

The poems of Googe, Turberville, Gascoigne, and Churchyard 

added nothing of note to this Tudor lyric(3), and it was not until 

1579, when Spenser's Shepherd's Calendar was published, that a new 

element was introduced. For that work, more than any other, transmitted 

to England the influence of contemporary French literature. The form 

is Virgilian, the convention is pastoral, and the style has the 

leisurely tempo of Clément Marot's poetry, but there is, too, a 

suggestion now and again of the subdued brilliance of the Pléiade(4). 

This is particularly marked in the case of Hobbinol's song in the 

April eclogue, which in a sense prescribed the pattern for most of the 

subsequent English lyrics. Its mood is the recurring one of exaggerated 

adulation; its imagery is iridescent and sensuous; its diction has 

already attained both grace and amplitude; and the movement of its 

verse has that fluidity which was never to desert the Elizabethan genius. 

Its content is slight, but that, too, was to remain a characteristic of 

most Elizabethan poetry until Donne and Jonson broke the tyranny of the 

Petrarchan convention at the end of the century. And, significantly 

enough, it clearly indicated the scope of Ovid's contribution to the 

lyrical poetry of the age. 

Ovid's influence on the Elizabethan lyric is pervasive rather 

than detailed, and it is, moreover, restricted by the counterweight of 

1. The Lover to his Dear,9 -15, Tottel's Miscellany,ed.Rollins,p.94. 
2. Tottel's Miscellany,ed.cit.,pp.125- 126,203,253 -254. See, too, the 

translation of the opening lines of Penelope's epistle to Ulysses, 
from the Heroides, on p.219. 

3. Erskine, The Elizabethan Lyyric,pp.98 -106. 
4. Lee, The French Renaissance in England,p.224. 
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french poetry to matters of technique. His romantic outlook dazzled 

the imagination of the age. Its poets made their love an occasion for 

a literary exercise. They emulated the exuberance of his presentation 

and the conceited dexterity of his verse, and they animated their 

Petrarchan pleadings with his spirit of gay inconsequentiality. But 

the insolence of his wit was ignored in a period which prided itself on 

its gallantry. His raptures were pastoralised, as they already had been 

by the Pléiade, and his influence is made known to us only by the 

decorative texture of the verse, by a flashing allusion to Daphne here 

or an elaborate comparison with Venus there. The poets certainly 

embroidered their themes with these fanciful conceits(l), but even in 

this respect the evidence does not allow us to assume that these were 

necessarily borrowed from the Metamorphoses. In the fifteen- nineties, 

these formed part of the poet's stock -in- trade, and not infrequently 

they were derived at second -hand from Ronsard or Desportes(2). The 

only positive conclusion which the evidence supports is that Ovid 

exercised little enough influence on the actual temper of the 

Elizabethan lyric. That temper remained Petrarchan, and only the 

mythological machinery points, sometimes directly and sometimes 

indirectly, to him. 

Yet, whether that machinery was borrowed directly or not, the 

lyrical poets of the age entered into Ovid's mythological game and 

joyously recreated the atmosphere of the Metamorphoses. Indeed it was 

at this time that the conventional mythological clichés first took their 

place in English poetry, though it must be added that for the 

Elizabethans those clichés possessed the charm and freshness of novelty. 

They gave expression to their glad acceptance of the world and the 

flesh, and cast an aura of beauty around the most commonplace things of 

life. The simplest experiences became something rich and strange when 

related, however remotely, to the glittering hierarchy of Olympus. 

Even the elementary processes of nature were described in terms of 

mythology. Dawn reminded the poet that Aurora had already left the bed 

of her aged Tithonus; sunrise was inevitably associated with Phoebus and 

his chariot of fire; and the approach of evening was sure to call to his 

1. Kathleen M. Lea, Conceits,MLR,xx,1925,pp.389 -406. See,too, the study 
of Elizabethan imagery by H.W.Wells, Poetic Imagery, passim. 

2. Sir Sidney Lee,op.cit.,p.225. 
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mind Cynthia's journey across the heavens or possibly her love for 

Endymion. The Elizabethan poet wandered freely in a world peopled by 

such decorative beings, and even his more personal emotions were 

tinged with this mood of playful fancy. He fell in love at the whim 

of Cupid with a lady who was always fairer than Venus and chaster 

than Diana. Ii he were luckless, his plight was paralleled only by 

the torments of Tantalus; and on the rarer occasions when he was 

fortunate, his triumphs eclipsed those of Jove himself. It was a 

game of make- believe all the more popular because it was inspired by 

the humanism of the period and at the same time gave ample scope to 

its romantic promptings. And it was, moreover, a game which was 

singularly well played by all the lyrical poets. 

This myLhological lyric, then, embracing as it did so many 

diverse traditions, was not indebted to Ovid alone. His art, richly 

tapestried in itself, was further overlaid with Italianate colouring 

and romantic sentiment; and it was generally made to subserve a 

Petrarchan purpose. Poets for the most part were content to play 

with classical similes and exaggerate the charms of their mistresses 

by comparing them, not unfavourably, with the beauties of Olympus. 

But there were also other more arresting methods at hand. An Ovidian 

situation might be conceived, like Lyly's Cupid and Campaspe, in a 

spirit even more extravagant than that which informed the Metamorphoses, 

though beneath its elaborate conceits and its radiant colours the 

pretty compliment to the lady might be conventional enough: 

Cupid and my Campaspe play' d 
At cards for kisses, Cupid paid; 
He stakes his quiver, bow, and arrows, 
His mother's doves, and team of sparrows; 
Loses them too; then down he throws 
The coral of his lips, the rose 
Growing on's cheek (but none knows how), 
With these the crystal of his brow, 
And then the dimple of his chin: 
All these did my Campaspe win. 
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At last he set her both his eyes; 
She won, and Cupid blind did rise. 
0 love, has she done this to thee? 
What shall, alas! become of me?(1) 

Again, the poet might seek, like Greene, to retain these warmer tones 

of Lyly and achieve at the same time a closer affinity with the Ovidian 

manner, suggesting something of his sensuous quality and something, too, 

of his skilful manipulation of incident: 

It was a Vallie gawdie greene, 
Where Dian at the Fount was seene, 
Greene it was, 
And did passe 
All other of Dianaes bowers, 
In the pride of Floraes flowers. 

Hard by her upon the ground, 
Sate her Virgins in a round, 
Bathing their 
Golden haire, 
And singing all in notes hie: 
Fie on Venus flattering eye. 

As thus the Virgins did disdaine 
Lovers ioy and Lovers paine, 
Cupid nie 
Did espie, 
Greeving at Dianaes Song, 
Slily stole these ivIaydes among. 

His bowe of steele, darts of fire, 
He shot amongst them sweete desire, 
Which straite flies 
In their eyes. 
And at the entraunce made them start, 
For it ranne from eye to hart(2). 

Or yet again, he might, like Lodge in his Barginet of Antimachus, 

combine both these methods and moralise the situation, disengaging from 

it a lesson of consolation for himself and his fellow- lovers: 

The boy ECupid] that kist his Mothers paine, 
Gan smile, and kist her whole againe, 
And made her hope assured. 
She suckt the wound, and swag'd the sting, 
And little Love ycurde did sing, 
Then let no Lover sorrow: 

1. See Ault, Elizabethan Lyrics,p.82. For the influence of Desportes on 
this poem, see Lee,op.cit.,p.218. 

2. Robert Greene, Montanus his Madrigall,stt.1,5,7,and 8. See England's 
Helicon, ed.Macdonald,pp.117 -119. 
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To day though greefe attaint his hart, 
Let him with courage bide the smart, 
Amends will come to morrow(l). 

Of all these mythological lyrics, Constable's Shepherd's Song 

has a special interest, for it concerns the story of Venus and Adonis 

and offers a remarkably close parallel to Shakespeare's poem(2). In 

each, the general elan of action is the same. The two poems relate, the 

one briefly and pointedly, the other in the more spacious narrative 

manner, a sequence of events which is not found in Ovid's version(3). 

In each, Adonis is importuned and feverishly embraced by Venus; and in 

each he stoutly resists her advances. And there are further details, 

factual and literary, which are common to the two poems.and which owe 

nothing to Ovid. Both, for example, emphasise the youthfulness of the 

lad(-); in both, he complains that he is being hurt by the very 

insistency of Venus's passion(5); in both, too, the principals strike 

a bargain, that the reluctant lover will be released in return for a 

kiss(6); and, most significant of all on account of the verbal 

correspondences, in both, Venus changes colour when she hears that 

Adonis is resolved to hunt the boar and urges him to confine his 

attention to the harmless hare(?). Clearly one of these works was 

1. Lodge, The Barginet of Antimachus, England's Helicon,ed.cit.,p.35. 
2. England's Helicon,ed.cit. pp.176 -179. 
3. Metamorphoses,x.519- 559,708 -739. For Shakespeare's treatment of the 

legend in his Venus and Adonis, see pp.44 -55 supra. 
4. The Shepherd's Song,England's Helicon,ed.cit.,p.177: 

I am now too young, 
To be wunne by beauty, 
Tender are my yeeres, 
I am yet a bud. 

Compare with this Venus and Adonis,127 -128: 
The tender spring upon thy tempting lip 
Shows thee unripe. 

5. The Shepherd's Song,loc.cit.,p.178: 
Thou wring'st mee too hard, 
Pre -thee let me goe. 

Compare Venus and Adonis,42l: 
You hurt my hand with wringing; let us part, 

and again ibid.,611: 
'Fie, fie!' he says, 'you crush me; let me go'. 

6. The Shepherd's Song,loc.cit.,p.178, and Venus and Adonis,535 -536. 
7. The Shepherd's Song,loc.cit.,p.179: 

Deadly coloured pale, 
Roses over -cast. 

Compare Venus and Adonis,589 -590: 
'The boar!' quoth she; whereat a sudden pale, 
Like lawn being spread upon the blushing rose 
Usurps her cheek. 
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influenced by the other. The existence of a variant to the Adonis 

story, popularised in tapestry rather than in words, and Spenser's 

treatment of the legend would lend support to such a theory(1), would 

certainly account for the similarity of design but not for the verbal 

echoes which have been noted. Only in that case it would appear more 

probable that the longer poem should have thrown off a satellite piece 

than that the shorter one should have contributed so markedly to the 

rich patterns of Venus and Adonis. And if, on the other hand, no such 

variant was known, the claim for Shakespeare's priority is all the 

stronger, for it again seems more likely that he should have interknit 

Ovid's stories of Adonis and Hermaphroditus to write his Venus and 

Adonis than that Constable should have done so merely to fashion his 

own brief lyrical poem(2). 

* * * 

No study of the Ovidian influence on the Elizabethan lyric 

would be complete without some mention of Spenser, for no poet was more 

susceptible than he to the beauty of the Metamorphoses(). His lyric 

verse is more sustained than that of his contemporaries but its texture, 

no less than theirs, is richly inlaid with mythological conceits. This 

is so with such poems as The Tears of the Muses, Virgil's Gnat, and his 

several 'visions'; and it is still truer of a work like Muiopotmos(1590), 

where his debt to the Metamorphoses is direct and immediate. Indeed, 

Muiopotmos may be considered the finest Ovidian pastiche and, with the 

exception of Drayton's Nymphidia, the most delicately wrought fantasy 

in the whole range of Elizabethan poetry. In the two inset- pieces of 

the poem(4), Spenser plucks out the heart of Ovid's mystery and lays 

In The Shepherd's Song,loc.cit.,p.179, Venus urges him to 'course the 
fearefull Hare', and in Shakespeare's poem,674, she advises him to 
'uncouple at the timorous flying hare'. In Ovid, Met amorphoses,x.538, 
the phrase is pronos lepores. 

1. The Fairy Queen,3.i.34 -38; and Frederick Hard, Spenser's "Clothes of 
Arras and of Toure ",SP,xxvii,1930,pp.162 -185. See too p.73 supra. 

2. Max Darnhöfer, Shakespeares Venus und Adonis im Verhältnis zu Ovids 
Metamorphosen und Constables Schäfergesang,pp.40 -41. 

3. See pp.63 -80 supra. 
4. Muiopotmos,113 -144 and 257 -352. 
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bare the twin secrets of his popularity. For the story of Astery's 

metamorphosis, on the one hand, embodies all that is best in Ovid's 

narrative skill, his firm grasp of detail, his bold development of 

theme, his swift presentation of climax; and the account of Arachne's 

feud with Pallas, on the other, recaptures the more pictorial graces of 

his genius, his complex interfusion of colour, design, and imagery. 

The first of these mythological pieces, Astery's metamorphosis, 

is a free exercise in the Ovidian manner, suggested perhaps by the 

table of Callisto(1); btt for inventiveness its conclusion could not be 

bettered by Ovid himself. Venus, we are told, is angered by the report 

that Cupid is helping one of her nymphs to gather flowers and changes 

her forthwith into a butterfly: 

Eftsoones that Damzel by her heavenly might, 
She turn'd into a winged Butterflie, 
In the wide aire to make her wandring flight; 
And all those flowees, with which so plenteouslie 
Her lap she filled had, that bred her spight, 
She placed in her wings, for memorie 
Of her pretended crime, though crime none were: 
Since which that Elie them in her wings doth beare(2). 

Only once or twice in Hero and Leander had Elizabethan verse attained 

the manipulative ease of Ovid's more spirited moments; Spenser achieves 

it here with greater delicacy and without recourse to the passionating 

sentiment of the Amores. The second piece, featuring Arachne and 

Pallas, offers a more challenging comparison with Ovid, for it 

paraphrases one of his legends(3) and at times follows the original to 

the point of verbal translation. Arachne, like her prototype, works 

feverishly at her web, depicting the abduction of Europa by Jove: 

Arachne figur'd how Iove did abuse 
Europa like a Bull, and on his backe 
Her through the sea did beare; so lively seene, 
That it true Sea, and true Bull ye would weene. 

She seem'd still backe unto the land to looke, 
And her play -f ellowes aide to call, and feare 
The dashing of the waves, that up she tooke 
Her daintie feete, and garments gathered neare(4); 

1. Metamorphoses,ii.417 -495. 
2. Muiopotmos,l37 -144. 
3. Metamorphoses,vi.l -145. 
4. Muiopotmos,277 -284. Compare Metamorphoses,vi.103 -107: 

Maeonis elusam designat imagine tauri 
Europaur: verism taurum, freta vera putares; 
ipsa videbatur terras spectare relictas 
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and Pallas fills her rival with consternation as she deftly recreates 

the scene of her triumph over Neptune: 

She made the storie of the olde debate, 
Which she with Neptune did for Athens trie: 
Twelve Gods doo sit around in royall state, 
And Iove in midst with awfull Maiestie, 
To iudge the strife betweene them stirred late: 
Each of the Gods by his like visnomie 
Eathe to be knowen; but Iove above them all, 
By his great lookes and power Imperiali. 

Before them stands the God of Seas in place, 
Clayming that sea -coast Citie as his right, 
And strikes the rockes with his three- forked mace(1). 

However closely he may be indebted to Ovid for the phrasing of these 

stanzas, Spenser's individuality is too strong to be content with 

servile imitation. His appeal is in every way as visual and his 

colour - schemes are just as brilliantly executed, but his picture is 

more unified. His eye is more selective and ignores many of the details 

which Ovid crowds on to his canvas. And yet, within these narrower 

limits, he enriches the patterns of the Metamorphoses by drawing upon 

the fuller cadences and the still more voluptuous temper of Italian 

poetry: 

Emongst those leaves she made a Butterflie, 
With excellent device and wondrous slight, 
Fluttring among the Olives wantonly, 
That seem'd to live, so like it was in sight 
The velvet nap which on his wings doth lie, 
The silken downe with which his backe is dight, 
His broad outstretched hornes, his hayrie thies, 
His glorious colours, and his glistering eies(2). 

It was in his marriage hymns, Epithalamion(1595) and 

Prothalamion(1596), that Spenser made his most magnificent excursion 

et comites clamare suas tactumque vereri 
adsilientis aquae timidasque reducere plant as. 

1. Ibid.,305 -315. Compare Metamorphoses,vi.70 -76: 
Cecropia Pallas scopulum Mavortis in arce 
pingit et antiquam de terrae nomine litem. 
bis sex caelestes medio Iove sedibus altis 
augusta gravitate sedent; sua quemque deorum 
inscribit facies: Iovis est regalis imago; 
stare deum pelagi longoque ferire tridente 
aspera saxa facit. 

Compare, too, the closely paralleled phrasing in Muiopotmos,321 -327, 
and Metamorphoses,vi.78- 82, and again in Muiopotmos,301 -303, and 
Metamorphoses,vi.129 -130. 

2. Muiopotmos,329 -336. 
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into lyric poetry. Each is in its own way a flawless example of 

Renaissance art, though the greater intensity and artistic control of 

the first would single it out as the finer and the more completely 

satisfying poem. In each the Italian influence is dominant, manifesting 

its presence in the richly threaded brocade of the verse, in the 

complex harmonies of the canzone, and in the sonorous splendour of the 

diction. In each, too, Ovid contributes in no small measure to the 

plastic beauty of the imagery, for the machinery of both poems, the 

loves of the gods and goddesses and all the pageantry of classical 

story, derives ultimately from the Metamorphoses. And the temper of 

Epithalamion in particular, with its rapturous adoration of the body 

and its free indulgence of the senses, owes much to the Amores: 

Now night is come, now soone her disaray, 
And in her bed her lay; 
Lay her in lillies and in violets, 
And silken courteins over her display, 
And odourd sheetes, and Arras coverlets. 
Behold how goodly my faire love does ly 
In proud humility; 
Like unto Maia, when as Iove her tooke, 
In Tempe, lying on the flowry gras, 
Twixt sleepe and wake, after she weary was, 
With bathing in the Acidalian brooke. 
Now it is night, ye damsels may be gon, 
And leave my love alone, 
And leave likewise your former lay to sing: 
The woods no more steal answere, nor your echo ring(1). 

The sentiment of these lines certainly reminds us of Ovid but there is 

a wide difference in the spirit which informs them. Spenser may recall 

the surge of Ovid's elegiacs but he moralises his passion, as he had 

already done in The Fairy Queen, into Christian love(2). It is no 

fugitive triumph which he celebrates but a chaste union sanctified by 

God and man. He sings not of the lusts of the flesh but of the joy of 

reciprocated love, and he does so, not with the jaunty exaggeration of 

1. Epithalamion,300 -314. Compare, too, Spenser's address to the moon, 
ibid.372 -389, with Ovid's rebuke to the dawn, Amores,l.xiii.3 -48: 

Quo properas, Aurara? mane! sic Memnonis umbris 
annua sollemni caede parentet avis! 
nunc iuvat in teneris dominae iacuisse lacertis; 
si quando, lateri nunc bene iuncta meo est. 
nunc etiam somni pingues et frigidus aer, 
et liquidum tenui gutture cantat avis.... 

2. See pp.72 -76 supra. 



179 

Ovid, but with a massive dignity which finds no parallel in English 

poetry. 

* * * 

In a study of Ovid's influence on Elizabethan poetry, the 

sonnet holds a peculiar though rather limited interest. The form itself 

reached its full maturity in the thirteenth and fourteenth centuries, 

when Dante and Petrarch together gave it poetic individuality, the one 

to express his religious devotion to Beatrice and the other his somewhat 

less exalted passion for Laura. And thereafter, under the inspiration 

of Petrarch, sonneteering became the most fashionable pastime in 

Western Europe(1). Wyatt and Surrey introduced that pastime to England, 

but their uneasy experiments did not prove encouraging, and it was only 

when the Pléiade in France had demonstrated the flexibility and the 

concentrated brilliance of the medium that it achieved its astonishing 

popularity with the Elizabethans. Nor did the Elizabethans ever lose 

sight of their French and Italian models, for when they were not 

actually translating word for word from their masters, they were aping 

their style and copying their sentiments(2). 

1. Sir Sidney Lee has estimated that some three hundred thousand sonnets 
were written in sixteenth - century Europe. See his Elizabethan Sonnets, 
vol.l,p.xix. The Elizabethan sonnet -sequences are themselves numerous 
enough: Watson's Hecatompathia(1582), containing very few genuine 
sonnets, Sidney's Astrophel and Stella(1591), Constable's Diana(1592), 
Daniel's Delia(1592), Barnabe Barnes's Parthenophil and Parthenophe 
(1593), Watson's Tears of Fancie(1593), Giles Fletcher's Licia(1593), 
Lodge's Phillis(1593), Drayton's Idea(1594), Percy's Coelia 1594), the 
anonymous Zepheria(1594), Barnfield's sonnets(1595), Spenser's 
Amoretti(1595), E.C.'s Emaricdulfe(1595), Linche's Diella(1596), 
Griffins Fidessa(1596), Campion's sonnets(1596), Smith's Chloris 
(1596), and Tofte's Laura(1597). Sir William Alexander's Aurora 
appeared in 1603, Shakespeare's sonnets in 1609, and Fulke Greville's 
Caelica in 1633. 

2. Sir Sidney Lee, The Elizabethan Sonnet,CHEL,vol.3, Elizabethan Sonnets, 
vol.1,pp.xxxii -cv, The French Renaissance in England,pp.252 -281; 
Einstein, The Italian Renaissance in England,pp.330 -340; Upham, The 
French Influence in English Literature,pp.91 -144; Janet Scott, Les 
Sonnets Elisabéthains,passim, and her articles, Minor Elizabethan 
Sonneteers and their Greater Predecessors,RES,vol.2,pp.423 -427, and 
The Sources of Spenser's Amoretti,MLR,vol.22,1927,pp.189 -195; Erskine, 
The Elizabethan Lyric,pp.125 -175; L.E.Kastner, The Elizabethan 
Sonneteers and the French Poets ,MLR,vol.3,1907- 1908,pp.268 -277, and his 
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There is, therefore, a close family likeness between the 

sonnets of the period. The writers were, as Lodge observed, 'in love 

with curious words'(1), and, it might be added, with curiously 

fashioned phrases and still more curiously balanced ideas. Their poems 

were largely Petrarchan in theme and conceited in treatment, but 

however lamely the swarm of lesser spirits conformed to the recognised 

pattern, the major sonneteers were not cribbed within the narrow bounds 

of the convention. Their genius, as ever, found occasion to transcend 

the limitations and to strike an individual note. Thus, Sidney's 

Astrophel and Stella, written between 1581 and 1584 but published 

posthumously in 1591, is distinguished for its chivalrous sentiment, 

Daniel's Delia(1592) for its gravely reflective tone, Drayton's Idea 

(1594), despite its inequality, for its rugged, dramatic power, 

Spenser's Amoretti(1595) for the stately movement of its verse; and 

Shakespeare, here as elsewhere, surpasses all others in the range of 

his interests and the profundity of his thought no less than in the 

cadences of his lines or in the imaginative beauty of his diction(2). 

Their courtly sentiments and their ingeniously wrought 

hyperboles, however, are far enough removed from the brutal importunity 

of the Amores. Admittedly, both the sonnets and Ovid's poems owe much 

of their success to clever craftsmanship, and with both it is difficult 

to determine just how much genuine emotion lies beneath the 

protestations. But Ovid's imagination is inflamed by desire, whereas 

Italian Sources of Daniel's Delia,MLR,vol.7,1912,pp.153 -156; Hugues 
Vaganay, Les Sonnets Elisabethains ,RLC,vo1.14,1934,pp333 -337. 

1. Lodge, Phillis,sonnet xx,ed. Lee, Elizabethan Sonnets,vol.2. 
2. Shakespeare's sonnets were published in 1609 but all the available 

evidence points to the fifteen -nineties for the date of composition. 
The last line of sonnet xciv, 

Lilies that fester smell far worse than weeds, 
was quoted in a play, Edward III, which appeared in 1596; in his 
Palladis Tamia(1598), Francis Meres referred to Shakespeare's 'sugred 
sonnets among his private friends'(Elizabethan Critical Essays,vol.2, 
p.317); and Jaggard included two of them in his Passionate Pilgrim 
(1599). The internal evidence also supports the view that most of them' 
were written in the early years of the decade. Shakespeare's 
reference to his 'pupil pen'(sonnet xvi) may be no more than 
conventional, but there are close verbal correspondences in imagery 
and language between the sonnets and Love's Labour's Lost and Romeo 
and Juliet. See Lee's introduction to his Oxford edition of the sonnets 
sonnets,pp.21 -24, and his Life of Shakespeare,pp.83 -89. It is also 
significant that the sentiments of the first seventeen sonnets, with 
their injunction to marry and beget a family, are closely allied to 
those expressed in Venus and Adonis. Compare sonnets i -xvii and Venus 
and Adonis,129- 132,163- 174,751 -768. See too pp.47 -48 Supra,.. On-the 
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the elegant complaints of the sonneteers, with the exception of Sidney, 

Spenser, Drayton, and, in certain instances, Shakespeare, are the 

products of a passionless convention and have little sexual relevancy 

to the lives of the several authors. And even the style of these 

sonnets is _much freer from the decorative imagery which overlaid the 

sentiment of the contemporary lyric. References to classical mythology 

are still to be found: the charms of Phillis excite the envy of Aurora, 

Cupid is deceived by Licia's beauty into mistaking her for his mother, 

Elizabeth Boyle rejects the pleas of Spenser as decisively as Daphne 

did those of Apollo, and Stella's eyes are such that they dismay even 

Venus into taking a vow of chastity(1). But such Ovidi an flourishes 

are comparatively rare in the sonnets, for the reason that the form 

did not readily lend itself to overmuch embellishment. Its very 

structure tended to discipline the exuberance of the Elizabethans and 

encourage a closer attention to the thought. 

Although these sonnets owe little to Ovid for the actual 

texture of their verse, they nevertheless borrow from him, one way or 

another, several of the more philosophical strands which he occasionally 

weaves into his poetry. For there comes a period in every sensualist's 

life when he must needs weigh and consider. Desire, for one thing, 

fails, and he finds the pleasures of the flesh yielding diminishing 

returns of satisfaction. And Ovid had other woes which exercised a 

sobering effect on his ebullient nature. Speaking as an exile in his 

Tristia, he moodily reflects that Time is the cruel tyrant who rules 

the world and concludes, rather fancifully, that the only permanent 

factor in a world of flux is his own misfortune 

Tempore ruricolae patiens fit taurus aratri, 
praebet et incurvo colla premenda iugo; 
tempore paret equus lentis animosus habenis, 

other hand, there is evidence that they were written over a period of 
years. See sonnet c and particularly civ where the poet tells us that 
three years have elapsed since he first saw his friend. And in cvii 
the allusion to the eclipse of the 'mortal moon' may be taken to refer 
to Elizabeth's death in 1603. For a discussion of this and other 
points, see Sir E.K.Chambers, William Shakespeare,vol.l,pp.562 -576. 

1. Lodge's Phillis,sonnet ix, Fletcher's Licia,sonnet ii, Spenser's 
Amoretti,sonnet xxviii, and Sidney's Astrophel and Stella,sonnet xlii. 
See Lee's Elizabethan Sonnets. Of all the sonnet- sequences, Barnabe 
Barnes's Parthenophil and Parthenophe is the most generously adorned 
with these mythological allusions. 
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et placido duros accipit ore lupos; 
tempore Poenorum compescitur ira leonum, 
nec ieritas animo, quae fuit ante, manet; 
quaeque sui monitis obtemperat Inda magistri 
belua, servitium tempore victa subit. 
tempus ut extensis tumeat f acit uva racemis, 
vixque merum capiant grana quod intus habent; 
tempus et in canas semen producit aristas, 
et ne sint tristi poma sapore cavet. 
hoc tenuat dentem terram renovantis aratri, 
hoc rigidas silices, hoc adamanta terit; 
hoc etiam saevas paulatim mitigat iras, 
hoc minuit luctus maestaque corda levat.... 
nec quaesita tarnen spatio patientia longo est, 
mensque mali sensum nostra retentis habet(1). 

But, as we have already seen, it is in the fifteenth book of the 

Metamorphoses that he gives fullest expression to this idea of 

mutability and invests it with an almost metaphysical dignity(2). He 

is there not merely content to denounce Time as the devourer who respects 

no living creature: 

tempus edax rer»m, tuque, invidiosa vetustas, 
omnia destruitis vitiataque dentibus aevi 
paulatim lenta consumitis omnia morte(3), 

and compare its effects to the sweep of a great river, with wave 

following upon wave in succession until it reaches the distant ocean: 

ipsa quoque adsiduo labuntur tempora motu, 
non secus ac (lumen; neque enim consistere flumen 
nec levis hora potest: sed ut unda inpellitur unda 
urgueturque eadem veniens urguetque priorem, 
tempora sic fugiunt pariter pariterque sequuntur 
et nova sont semper(4), 

but he also goes on to derive a certain measure of comfort from the 

very evidence of Time's supremacy. Night may yield to day, the 

seasons may change in endless rotation, and the human body may develop 

from a foetus in the womb to the stature of manhood and decline into 

the impotence of age, but nothing, he concludes, can be said to die. 

The spirit which sustains all things is reincarnated in other forms of 

life and in this way recurring cycles of existence are assured: 

nam quad fuit ante, relictum est 
fitque, quad haut luerat, momentaque cuncta novantur(5). 

1. Tristia,4.vi.1 -16 and 21 -22. 
2. See pp.69 -71 supra. 
3. Metamorphoses,xv.234 -236. 
4. Ibid.,179 -184. 
5. Ibid.,184 -185. 
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And as a final counterblast to the tyranny of Time, he ends the book 

with the proud boast, to be echoed again and again by the sixteenth - 

century sonneteers, that he himself has completed something which will 

outlive the ages and bring eternal glory to his name: 

iamque opus exegi, quod nec Iovis ira nec ignis 
nec poterit ferrum nec edax abolere vetustas. 
cum volet, illa dies, quae nil nisi corporis huius 
ius habet, incerti spatium mihi finiat aevi: 
parte tarnen meliore mei super alta perennis 
astra ferar, nomenque erit indelebile nostrum, 
quaque patet domitis Romana potentia terris, 
ore legar populi, perque omnia saecula fama, 
siquid habent veri vatum praesagia, vivam(1). 

This Ovidian strain was transmitted to the English sonnet 

through the work of the Pleiade. And, like the French poets, the 

Elizabethans made most ingenious use of the theme. Occasionally, as 

with Fletcher, they enumerated the ravages inflicted by Time in order 

to pay a pretty but exaggerated compliment to the lady's beauty: 

In time the strong and stately turrets fall. 
In time the rose, and silver lilies die. 
In time the monarchs captive are and thrall. 
In time the sea and rivers are made dry.... 
Thus all, sweet Fair, in time must have an end: 
Except thy.beauty, virtues, and thy friend(2). 

More commonly, like Daniel, they played with the idea as an argument 

in support of hedonism, urging on the beloved the need to seize the 

opportunity and enjoy her beauty as long as it lasted: 

No April can revive thy withered flowers, 
Whose blooming grace adorns thy glory now! 
Swift speedy Time,- feathered with flying hours, 
Dissolves the beauty of the fairest brow. 
0 let not then such riches waste in vain! 
But love! whilst that thou may'st be loved again!(3) 

In a graver mood, they might, like Spenser, moralise the theme and 

administer a gentle rebuke on the vanity of human pretensions: 

Fair Proud! now tell me, why should fair be proud, 
Sith all world's glory is but dross unclean , 

1. Ibid.,871 -879. Compare, too, Horace, Odes,3.xxx, and Virgil, Georgics, 
3.ix. 

2. Licia,sonnet xxviii. These lines are suggested by a Latin poem of 
Hieronymus Angerianus(early sixteenth century). See Lee, Elizabethan 
Sonnets,vol.l,p.lxxxiii. 

3. Delia,sonnet xxxiv. 
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And in the shade of death itself shall shroud, 
However now thereof ye little ween!(1) 

But, however much the poets varied in the application of the idea, they 

were all at one with Ovid and his French disciples in defying Time and 

arrogating immortality to their verses: 

Whilst thus my pen strives to eternize thee, 
Age rules my lines with wrinkles in my face; 
Where, in the Map of all my Misery, 
Is modelled out the World of my disgrace.... 
And though this earthly body fade and die, 
My Name shall mount upon Eternity(2). 

Of all the sonneteers, however, it was Shakespeare himself who 

was most deeply indebted to Ovid for these ideas(3). The world for 

him, as it was for Ovid, __is pictured as a shifting panorama which 

unfolds the story of 'Time's thievish progress to eternity'(4). Death 

and decay appear to be everywhere triumphant, and nothing can withstand 

the onset of that mysterious power 

whose million'd accidents 
Creep in 'twixt vows, and change decrees of kings, 
Tan sacred beauty, blunt the sharp'st intents, 
Divert strong minds to the course of altering things(5). 

Beauty is .narked by the scars of Time; monuments are destroyed; and even 

the long -lived phoenix eventually dies. Everything bears the taint of 

corruption. He condenses two of Ovid's own instances of this mutability 

into a tine metaphor, when he reminds us that the day of youth yields 

place to sullied night(6); and, with a glance at Golding's.translation, 

he illustrates the flux of things by describing the movement of the 

waves: 

Like as the waves make towards the pebbled shore, 
So do our minutes hasten to their end; 
Each changing place with that which goes before, 
In sequent toil all forwards do contend(7), 

1. Amoretti,sonnet xxvii. 
2. Drayton, Idea,sonnet xliv. 
3. Lee, Ovid and Shakespeare's Sonnets, Elizabethan and Other Essays,pp. 

116 -139; Scott, Les Sonnets Elisabéthains,pp.234 -236. 
4. Shakespeare,sonnet lxxvii. 
5. Sonnet cxv. 
6. Sonnet xv. Compare Metamorphoses,xv.186 -187 and 214 -227. 
7, Sonnet lx. Compare Metamorphoses,xv.179 -184, and Golding's version of 

the same: 
The tyme itself continually is fleeting like a brooke. 
For neyther brooke nor lyghtsome tyme can tarrye still. But looke 
As every wave dryves other foorth, and that that commes behynd 
Bothe thrusteth and is thrust itself. Even so the tymes by kynd 
Doo fly and follow bothe at once, and evermore renew. 
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and the changing fortunes of land and sea: 

When I have seen the hungry ocean gain 
Advantage on the kingdom of the shore, 
And the firm soil win of the watery main, 
Increasing store with loss and loss with store(1). 

Occasionally, too, he toys with Ovid's theme of eternal recurrence and 

uses it to compliment his patron: 

It there be nothing new, but that which is 
Hath been before, how are our brains beguil'd, 
Which, labouring for invention, bear amiss 
The second burthen of a former child! 
0, that record could with a backward look, 
Even of five hundred courses of the sun, 
Show me your image in some antique book, 
Since mind at first in character was done. 
That I might see what the old world could say 
To this composed wonder of your frame; 
Whether we are mended, or whe'r better they, 
Or whether revolution be the same. 
0, sure I am, the wits of former days 
To subjects worse have given admiring praise(2). 

But it is obvious that Shakespeare attaches little importance to such 

a possibility. He prefers to argue, like Ovid in the Amores, that 

beauty should not be hoarded but shared by those who possess it: 

Let those whom Nature hath not made for store, 
Harsh, featureless and rude, barrenly perish: 
Look, whom she best endow'd she gave the more; 
Which bounteous gift thou shouldst in bounty cherish(3); 

and he further contends that men achieve immortality physically through 

procreation: 

She carv' d thee for her seal, and meant thereby 
Thou shouldst print more, not let that copy die(-), 

or spiritually through the glory of poetry: 

Not marble, nor the gilded monuments 
Of princes, shall outlive this powerful rhyme; 
But you shall shine more bright in these contents 
Than unswept stone, besmear'd with sluttish time(5). 

1. Sonnet lxiv. Compare Metamorphoses,xv.262 -267, and Golding's version: 
Even so have places oftentymes exchaunged theyr estate, 
For I have seene it sea which was substancial ground alate: 
Ageine where sea was, I have seene the same become dry lond, 
And shells and scales of Seafish farre have lyen from any strond. 

2. Sonnet lix. 
3. Sonnet xi. Compare Amores,l.viii.51 -53: 

aera nitent usu, vestis bona quaerit haberi, 
canescunt turpi tecta relicta situ - 
forma, nisi admittas, nullo exercente senescit. 

4. Sonnet xi. The idea is repeated throughout sonnets i -xvii. 
5. Sonnet lv. Compare Horace's Odes,3.xxx, and Amores,l.xv.7-8. Both 
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Nowhere, not even in the famous lines of Horace and Ovid, had the 

claim to immortality been made with greater.self- assurance or with more 

consummate art. 

* ** 

To the Elizabethans, the term 'elegy' had many connotations(1). 

It could mean, as it did in Drayton's Elegies on Sundry Occasions, an 

epistolary effusion addressed to certain friends and ranging over a 

wide field of topics; or it could mean, as it did in the elegies 

affixed by Sir John Davies as rend-piece to his Nosce Teipsum, 

didactic verse in which the sentiments are epigrammatically and 

gnomically expressed. But it could also be more restricted in its 

application, as both Horace and Ovid show(2), and limited to the 

meaning exclusively attached to it by modern usage, a lament for the 

death of a friend; and it is in this sense that Spenser and Donne 

himself occasionally use the word. Most commonly, however, in the 

Elizabethan age it signified, what Ovid together with Propertius and 

Tibullus had shown it to mean, a love -poem of a somewhat bantering and 

sardonic temper(3). Most of Donne's lyrics and formal elegies are of 

this type. Like Ovid, he proves himself to be a resourceful lover who 

enjoys the ruses and stratagems which precede his illicit triumphs; and 

he is, at the same time, an ungenerous one who grudges the expense of 

retaining his mistress's favours and blames her for the fickleness of 

Sir Sidney Lee and Miss Janet Scott point out that Shakespeare 
borrows from Ovid the idea of the four elements which were believed 
to constitute all matter. See sonnets xliv and xlv and Metamorphoses, 
xv.237 -251. But the idea had been inherited from the Middle Ages and 
was a common belief in Elizabethan England. See Tillyard, The 
Elizabethan World- Picture,pp.55 -60. 

1. Francis White Weitzmann, Notes on the Elizabethan Elegie,PMLA,vol.50, 
1935,pp435 -443 

2. See Ovid's elegy on the death of Tibullus, Amores,3.ix, and Horace, 
Ars Poetica,75: 

versibus impariter iunctis querimonia primum. 
3. Amores,2.i.21: 

blanditias elegosque levis, mea tela, resumpsi. 
It should be noted, however, that the twenty -one elegies of Barnabe 
Barnes, included in his Parthenophil and Parthenophe sonnet- sequence, 
and the three elegies in Giles Fletcher's Licia are love -poems in the 
Petrarchan manner. 
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which he himself is proud(1). But as an Elizabethan, he interprets 

the elegy in the looser sense and widens its scope to include poems 

which we should now designate lyrics and to express sentiments which 

were well outside the gamut of Ovid's experiences. In Love's Progress, 

he can be as crudely animalistic as Ovid, but he also uses the form to 

pay a handsome compliment in The Autumnall, to allay his wife's fears 

in Sweetest Love, I do not goe, to paint a genre picture in A Tale of 

a Citizen and his Wife, or to philosophise his raptures in The Extasie. 

In his elegies he can plumb the depths of sensuality but also scale the 

heights to breathe a rarer air. 

In the history of literature few collections of love -poems 

have commanded such attention as the Amores and few, in a sense, have 

deserved it less. Beneath the gilded texture of the verse, there is 

no pulse of passion, no delicacy of perception, and no. depth of thought. 

Ovid writes as the playboy of the Roman world for whom the theme of love 

is an occasion for gratifying, at one and the same time, his jaded 

appetites and his artistic ambitions. He won fame as the poet of 

unchastity, and never scorned the base degrees by which he earned his 

reputation. His immorality is of the most unsavoury kind, for it 

lacks the zest which alone would condone it. Ovid, indeed, had the 

misfortune to be a superb craftsman with very little to say, a poet of 

love with no real fire in his belly. He lived for his art alone and 

debauched his mind in order to create these amorous trifles. He 

seduced his mistress with a simulated ardour and carried off the 

deception with a rakish swagger of satisfaction. His inspiration, in 

other words, was literary, and Corinna was no more than a pretext for 

displaying the gewgaws of his imagination. But however shallow their 

content or limited their range, these elegies never lose their surface 

glitter. Ovid as a voluptuary may be despicable but he always 

expresses himself as a metropolitan with a lively horror of rusticity(2), 

and even his most licentious moments are redeemed by a polished 

dexterity which all but disarms criticism. 

In Elizabethan lyrical verse, it is Donne's Songs and Sonnets 

1. See Jealousy and Amores,l.iv; The Bracelet and Amores,l..x; Love's 
Usury and Amores,2.iv. 

2. Amores,3.iv.37 -2+0. 
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and his Elegies which come closest to the Amores in the outrageous 

gaiety of their sentiments and the sardonic insolence of their humour. 

Like Ovid, Donne deliberately flaunts his profligacy and, like him too, 

he tends to protest too much. But whereas Ovid's pride in his 

shameless love is the pose of a man- about -town who blandly accepts the 

dissolute code of his contemporaries, Donne's is the response of a 

complex and passionate nature. His attitude to women is a pose only in 

so far as it is the gesture of a rebel who has set out to fashion a 

poetry intenser in its feeling, deeper in its implications, and more 

dramatic in its temper than the prevailing taste was prepared to 

aceept(1). The Petrarchan tradition with its elegant pretences was too 

insipid a mode for the restless genius of Donne. That genius spilled 

over the. confines of the decorative lyric and sought a more sombre, 

more realistic, and more intellectual expression. Unlike Ovid, 

therefore, Donne was a non -conformist who was all the more extravagant 

in the overstatement of his lust because of his knowledge that he 

stood alone. 

Even allowing, however, for this understandable exaggeration, 

it would seem that the occasions of Donne's love -poetry are more 

immediate in their promptings than Ovid's. It is not suggested that 

they are strictly autobiographical in the sense that they furnish a 

histoire scandaleuse of Donne's career, but they ring truer than the 

literary exercises of the Amores. Even when they boldly imitate or 

echo the Ovidian situations, as they not infrequently do(2), they 

reflect the passionate insistence of a headstrong nature. Donne's 

flesh craved satisfaction, and the erotic sentiment which he expresses 

is, in his own words, 'much too strong for phantasie'(3). Their range 

of interest is accordingly greater than Ovid's, and their expression 

more vigorous because the least considerable of his lyrics reveals an 

individuality darkened by bitterness and perplexed in the extreme. The 

1. Sir H.J.C.Grierson, The Poems of John Donne,vol.2,pp.v -lv; Mario Praz,: 
Donne's Relation to the Poetry of his Time, A Garland for John Donne, 
PP53 -72. 

2. For these echoes, see The Sunne Rising, and Amores,l.xiii, Jealousy 
and Amores,l.iv, The Bracelet and Amores,l.x, Iulia and Amores,l.viii, 
The Expostulation and Amores,3.ii.1 -7, On his Mistress and Amores, 
2.xv, Variety and Amores,2.x, Loves Progress and Amores,3.vii, Going 
to Bed and Amores,l.v, Loves Warr and Amores,l.ix. See Grierson,op. 
cit.,vol.2,p.xxxix. 

3. The Dreame,4. 
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emotion is always allied to a powerful intellect. Feeling and thought 

merge in his poetry to a degree rarely known even in the highest 

reaches of art. This quality is altogether absent from Ovid, for he 

was concerned only with the externals of life. He certainly enlivens 

his elegies with autobiographical details but he leaves no record of an 

inner life. His conception of love never rises above the level of 

physical desire. Donne's poetry, on the other hand, is intimately 

associated with his inner life, and by grouping his poems we are able 

to trace his thought from its Ovidian beginnings to its Platonic 

fulfilment, from its stage of cynical disparagement to the point where 

it might legitimately be termed a metaphysic. Such a grouping must 

remain arbitrary, but even if it does not present us with the actual 

development of his thought, it illustrates neatly and pointedly the 

affinities and the divergences between him and Ovid. And in any case 

it seems unlikely, on the strength of his later career, that a man of 

Donne's intensity would lightheartedly pass from the neo- Platonism of 

The Extasie to such a confession of promiscuity as he makes in The 

Indifferent. 

This conjectural development, then, may be traced through 

three stages. At the outset, we may neglect entirely the few pieces in 

which Donne adopts the courtly tone demanded by the Petrarchan 

convention, for these are in the nature of a diversion from his more 

serious preoccupation with the theme of love(l). For he had closer 

links with Ovid than with Petrarch; and in those lyrics and elegies 

where he comes nearest in spirit to the Amores, he pours scorn upon the 

exquisites who 'have no Mistresse but their Muse'(2) and, along with 

them, the custom which constrains him to 'love her that loves not mee' 

(3). He is 'love's martyr'(4), but in the Ovidian and not the 

Petrarchan sense of the term. He does not prostrate himself before his 

lady or lament her cruelty. On the contrary, he repudiates the virtue 

of constancy(5) and ,dwells, like Ovid, on the coarser aspects of 

1. See, for example, The Funerali, The Blossome, and The Primrose. 
2. Loves Growth,12. 
3. Loves Deitie,7. 
4. The Funeral1,19 -20. 
5. The Indifferent,8 -9: 

I can love her, and her, and you and you, 
I can love any, so she be not true. 
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sexuality. He lives in a world of sensual curiosity and gratifies 

that curiosity with a savage joy. In this group of lyrics, there is 

no sentiment; nor is there the animalistic urge which disfigures so 

much of the Amores; but there is a hunger, partly intellectual and 

partly physical in origin, for sexual experience, rendered all the more 

crude by a calculated indifference to the romantic values which had 

been inherited from the Middle Ages and which had been reinforced by 

the Platonism of Cardinal Bembo(1). Ovid's attitude to his mistress 

had been condescending when she was compliant and brutal when she was 

not. But Donne, rejecting the chivalrous conception of womanhood, 

engages in an orgy of vilification. In his eyes, women are even 

incapable of attaining the elegant accomplishments which Ovid demanded 

of Corinna. They are, in his opinion, too much enslaved to the world 

and the flesh, and he expects of them nothing more than satisfaction 

of his physical needs: 

Hope not for minde in women; at their best 
Sweetnesse and wit, they are but Mummy, possest(2). 

Women,' he believes, have characteristics in common with the goat and 

the fox: only by combating their infidelity and duplicity will the 

lover triumph and win to that rapturous physical sensation which is his 

goal. 

But Donne is a poet of intenser vision and intenser feeling 

than Ovid. Even on the most cynical level of his thought, he expresses 

himself with a passionate pointedness unknown to Ovid's more languid 

muse; and it would not be too fanciful to suggest that the ugly 

implications of sex fascinated him, as they fascinated Swift, primarily 

because they offended his sensibility or that his outrageous sallies 

betray a sensitive nature perversely concerned with what it most 

disliked. Certainly the second group of his lyrics reveals Donne in a 

different mood, one of sober reflection, tender solicitation, and 

singleness of purpose(3). They show that he has grown in stature. He 

1. See Castiglione, Il Cortegiano, book iv. 
2. Loves Alchymie,23 -24. 
3. See, inter alfa, The Sunne Rising, Lovers Infiniteness, A Feaver, 

Aire and Angels, Breake of Day, A Valediction:of my name, in the 
window, A Valediction:of the booke, A Valediction:forbidding mourning, 
and The AÎIiversarie. See Grierson's introductory essay in his edition 
of Donne' s poems,vol.2. 
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has dropped the pose of profligacy and no longer strives to shock his 

readers. He has become the singer of the ardours and the glories of 

wedded love. These poems are still somewhat Ovidian in the frankness 

of their erotic sentiment, but there is a deeper timbre and a greater 

sincerity than are found in Ovid's verse. The Sunne Rising may have 

been suggested by one of the elegies in the Amores(1), but in place of 

Ovid's decorative virtuosity, Donne rises to a crescendo of impassioned 

declamation. It is in The Anniversarie, however, that this joy takes 

noblest form, for it is there that he gives fullest expression to the 

deep contentment which is born of sanctified love; and in doing so, he, 

like Spenser in his Epithalamion, strikes a new note in English poetry: 

And then wee shall be tbroughly blest, 
But wee no more, then all the rest; 
Here upon earth, we are Kings, and none but wee 
Can be such Kings, nor of such subjects bee. 
Who is so safe as wee? where none can doe 
Treason to us, except one of us two. 
True and false feares let us refraine, 
Let us love nobly, and live, and adde againe 
Yeares and yeares unto yeares, till we attaine 
To write threescore: this is the second of our raigne(2). 

Donne, in this group, comes close to Spenser in yet another respect. He 

no longer finds occasion to scoff at the idea of feminine virtue, for 

the term has taken on a richer meaning for him. Chastity, as Spenser 

showed in the person of Britomart, is not a negative conception(3). It 

should not be confused with asceticism; nor is it to be identified with 

the insipidities of the Petrarchan convention. A woman, Donne has 

learned, may love and remain chaste in wedlock, and the two partners 

of this plighted love, in their tender regard for each other, transcend 

the limitations of the flesh: 

If, as I have, you also doe 
Vertue attir'd in woman see, 
And dare love that, and say so too, 
And forget the Hee and Shee....(4). 

If Donne had remained a disciple of Ovid, his restless quest 

would have ended in satiety. As it was, the experiences recorded in 

the second group of lyrics led him to the repudiation of Ovid in favour 

1. Amores,1.xiii. 
2. The Anniversarie,21 -30. 
3. See p.75 supra. 
4. The Undertaking,17 -20. 
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of Plato. Like Chapman in his Banquet of Sense, he has come to believe 

that the senses are instruments of a higher purpose. Only dull 

sublunary lovers, he tells us in The Valediction:f orbidding mourning, 

are content to live in the animal present. True love, to be lasting, 

must be a function of the soul, and the aspirations of the lovers 

proceed from a spiritual urge as surely as the legs of a pair of 

compasses emanate from a fixed centre. His conception of love has been 

refined into something approaching a Platonic interpretation of reality. 

And it is in The H,Xtasie that he states his faith in its most explicit 

terms. For sex in that poem is only a contingent necessity of love; the 

lovers must speak the language of the senses so that they might 

apprehend the mystery of life, and so rise to a higher plane of 

existence, a plane where the consummation is spiritual rather than 

physical and where fleshly desire is forgotten in the 'interanimation' 

of the two souls: 

Soe soule into the soule may flow, 
Though it to body first repaire; 
As our blood labours to beget 
Spirits, as like soules as it can, 
Because such fingers need to knit 
That subtile knot, which makes us man: 
So must pure lovers soules descend 
T'affections, and to faculties, 
Which sense may reach and apprehend, 
Else a great Prince in prison lies(l). 

However Ovidian in spirit much of Donne's poetry may be, its 

style has little enough in common with the glittering verse of the 

Amores. Both are, in a sense, masters of poetic wit, but wit, as Dr. 

Johnson remarked, 'has its changes and fashions, and at different times 

takes different forms'(2). Ovid's elegies, we have had occasion to 

note(3), were written to be read by men of taste, and they conformed to 

the accepted canons of a very sophisticated society. Wit for him and 

his contemporaries, therefore, signified smoothness of versification 

and elegance of phrase. It was decorative in texture and readily 

expressed itself in mythological conceits and in antithetical sentiments. 

Donne's wit, on the other hand, is the product of his rebellious temper. 

1. The Extasie,59 -68. 
2. The Lives of the British Poets: Abraham Cowley. 
3. See p.165 supra. 



193 

He had no desire to conform to the accepted canons, for he discarded 

the Petrarchan convention and the pantheon of Ovidian deities(1). He 

is one of the reformers of our numbers: 

The Muses garden with Pedantique weedes 
O'respread, was purg'd by thee; The lazie seeds 
Of servile imitation throwne away; 
And fresh invention planted. Thou didst pay 
The debts of our penurious bankrupt age(2). 

His wit is accordingly more realistic and more eclectic than Ovid's. 

It aims at startling the reader by presenting him with the unforseen. 

It is, to quote Johnson's famous definition, 'a kind of discordia 

concors; a combination of dissimilar images, or discovery of occult 

resemblances in things apparently unlike'(3). These images owe much 

to the Middle Ages, even more to the Renaissance, but perhaps most of 

all to the spiritual malaise which followed upon the interfusion of 

the two. They blend the tortuous ingenuity of the schoolmen(4) with 

the encyclopaedic enthusiasm of the humanist who was ready, like 

Bacon, to take all knowledge for his province: 

On a round ball 
A workeman that hath copies by, can lay 
An Europe, Afrique, and an Asia, 
And Quickly make that, which was nothing, All, 
So doth each teare, 
Which thee doth weare, 
A globe, yea world by that impression grow, 
Till thy teares mixt with mine doe overflow 
This world, by waters sent from thee, my heaven dissolved 

so(5). 

His muse thinks rather than sings. She has few of what are usually 

termed the rhetorical graces and is more at home on the conversational 

level of poetry, faithfully reflecting the restless movement of his 

mind and revelling in the cut and thrust of dialectic art. Donne's 

utterance lacks the exquisite finish of Ovid's verse; but it has 

virtues of its own, for his lines are free from self- consciousness 

and bespeak a rich individuality. 

1. Beatrice Johnson, Classical Allusions in the Poetry of Donne,PMLA, 
xliii,1928,pp.1098 -1109. 

2. Sir Thomas Carew,An Elegie upon the Death of the Deane of Pauls, 
25 -29, quoted by Grierson in his edition of Donne's poems,vol.2. 
See, too, T.S.Eliot, Donne in our Time, A Garland for John Donne, 
pp.13 -18. 

3. Op.cit. 
4. M.P.Ramsay, Les Doctrines medievales chez Donne,pp.128 -280. 
5. A Valediction:of weeping,10 -18. 
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Chapter VII 

Conclusion 

A study of Elizabethan Ovidianism would be interesting if 

only for the reason that it illustrates the complexity of the 

civilisation which gave it birth. For the last decade of sixteenth - 

century 'England was a period of changing values and heightened 

sensibilities. It was criss- crossed by so many different strands and 

the strands themselves were so bewilderingly interwoven that the 

fabric of its thought might appear at first sight to be lacking in a 

master -design. And yet such an impression would be quite misleading. 

Every transitional age has its inevitable contradictions. The 

conceptions inherited from the past are in process of being modified 

and the new ideas are themselves coloured by the old. And .so it 

proved with the Elizabethan age, for it bridged the gulf separating 

the Middle Ages with its corporate life on the one hand and the 

modrn world with its individualism on the other. 
The influence of the Middle Ages was an unconscionable time 

adying. Its feudal structure had been destroyed by baronial strife 

and its economic foundations sapped by the effects of the Black Death 

and the rise of capitalism, but its spirit lived on into the 

Elizabethan era, embodied in such different works as La Divina 

Commedia and Le Roman de la Rose. That spirit, and more particularly 

the allegoric form it had been given, exercised a profound influence 

on the minds of the Elizabethans and did much by itself to shape 

certain of the Ovidian poems in the fifteen- nineties. And this 

shaping power was further reinforced by the code of gallantry which 

had been transmitted from the Middle Ages through the Canzoniere of 

Petrarch, who did more than any other single writer to infuse a strain 

of humanism into amour courtois and quicken into new life what had 

become by his time little more than a decadent convention. 

Indeed, the work of Petrarch may be said to have marked the 

beginning of the Renaissance. The recovery of classical literature 

delivered the imagination from the prison -house of the late Middle Ages 

and opened up before it new vistas of experience. Unsuspected deeps 
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of thought and poetry were plumbed by the indefatigable scholars of 

the time. The physical world itself seemed to expand before men's 

very eyes. New routes were charted; new continents were mapped; and 

even the cosmogony of the Middle Ages was discredited by the theories 

of Copernicus. It was one of the most stirring and most stimulating 

periods in the history of Europe. The new ideas worked like strong 

wine in the blood. Men escaped from their medieval inhibitions and 

found a fresh beauty in the world around them. They lived more 

intensely and more exuberantly, and sought, in consequence, a new 

artistic form through which to express their emotions. 

In an age which witnessed the revival of learning, it was 

natural that the poets should turn to the classics for their 

inspiration; and of all the poets of antiquity it was no less natural 

that they should select Ovid as their model. For his work possessed 

all the virtues which the Elizabethans admired. They wanted a 

decorative poetry and his was a storehouse of myi.h; they wanted a 

romantic interpretation of life and he offered them the brilliant 

pageantry of the Metamorphoses and the devouring passion of the 

Heroides; they wanted a master who would instruct them in the more 

obvious tricks of the poet's craft, and he surpassed all others in 

the sheer virtuosity of his genius; above all, they wanted a richly 

sensuous style, and his poetry is distinguished both for its 

flamboyancy and for the sonorous beauty of its rhetoric. Admittedly, 

it is distinguished for little else, but then the Elizabethans were 

not concerned with the niceties of poetic excellence. Virgil and 

Horace held no rival place in their affections, for theirs was a 

complex art which eluded analysis and. proved too difficult for the 

understanding of the Renaissance. 

But Ovid by himself rarely exercised undisputed sway, for 

his influence was crossed with that of Italy and of France. The 

achievements of Ariosto and Tasso could not but fire the imagination 

of young poets. For invention, for pictorial presentation, and for 

the dissolving harmonies of their verse, they were the choice spirits 

of the Cinquecento; and not infrequently they softened the tone and 

enriched the texture of Elizabethan poetry. But it was the Pléiade 
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who wielded the most immediate influence on the Elizabethans, for 

they set themselves to solve the same problems as those which 

puzzled the minds of their fellows in England. They, too, were aware 

of the need for an artistic revolution and expressed their beliefs in 

a tract, La Deif ence et Illustration, which, mutatis mutandis, might 

have been written for English men -of- letters. But much more important 

than their manifesto was the work they produced, for it succeeded in 

blending the best elements of Ovidian and Italian poetry, expressing 

them with a greater elegance and adding to them the further charm of 

pastoral romance. 

Influences, however, never make poetry. They simply 

determine its temper and are themselves modified by the poets they 

have helped to form. Elizabethan Ovidianism has accordingly a 

literary as well as a purely historical interest. The major poets of 

the age assimilated all the diverse traditions, classical, medieval, 

and contemporary, and interfused them in their poetry, but they also 

stamped that poetry with their own individuality. And much of the 

interest attaching to a study of the Ovidians lies in detecting the 

distinctive traits of style and treatment. At the very outset, Lodge 

showed just how eclectic the Elizabethans could be, for his Scylla's 

Metamorphosis was a pleasing pastiche which enlivened the mythological 

poem with the graces of the Italian and French schools of poetry. 

Marlowe, again, gave the genre a deeper intensity by investing it with 

the impassioned beauty of the Amores and at the same time enriching it 

with the gay myLhical patterns of the Metamorphoses. And Shakespeare, 

the supreme example of Elizabethan Ovidianism, was even more closely 

indebted to Ovid than either Lodge or Marlowe, but he remained no less 

independent than they in the conception and execution of his poem. 

For though he wove two of Ovid's legends into the plot of Venus and 

Adonis, he did so with greater dramatic skill and in a more voluptuous 

manner; and his naturalistic imagery added a freshness to the situation 

and saved it from the taint of eroticism which marred so much of Hero 

and Leander. 

It was the moralist poets of the fifteen- nineties, however, 

who proved most versatile in adapting the Ovidian poem to their 

immediate needs, and in this group it was Spenser who did most to 
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widen its scope. For he not only embellished the verse of The Fairy 

Queen with mythical fancies but he also used these fancies to embody 

a metaphysical interpretation of reality and to fashion a Christian 

ethic of love. Drayton at times came close to Spenser in the manner 

of his Endimion and Phoebe, for, like Spenser, he did not disdain 

Ovidian decoration, though his idealism was more neo- Platonic and the 

myth itself was used in a more personal mood to allegorise the poet's 

love for Lady Anne Goodere. Davies's poem, Orchestra, on the other 

hand, was more purely didactic than either Spenser's or DrayLon's 

work, and took the form of a sprightly exposition of the current 

belief that all things, macrocosmic or microcosmic, were linked 

together in a significant chain of being. And Chapman, more severely 

ethical in bent, was still more thorough than his fellows in 

transvaluating the Ovidian values, for he exposed the sinful lust of 

idiarlowe's Hero and Leander and even undertook in his Ovid's Banquet 

of Sense to moralise the wilful passion of the Amores. 

For a number of reasons, the opening years of the seventeenth 

century witnessed the decline of the mythological poem. The Queen 

was aging; there was much uneasy speculation about the succession to 

the throne; her tried counsellors were all dead and younger men were 

jockeying for positions of power; and the execution of Essex was in 

itself enough to shock the country into sobriety. Even more 

significantly, however, the implications of humanism were only 

beginning to be understood. The 'new philosophy' to which it had 

given rise sapped men's faith in the established order of things and 

left them confused and bewildered. The exuberance of the fifteen - 

nineties, therefore, yielded place to a mood of reflection and 

appraisement. And the mythological poems which were written 

immediately before and after 1600 revealed this change of temper. 

Only Fletcher's Venus and Anchises recaptured the voluptuous splendour 

of Shakespeare or Marlowe, and that work reads like a tour de force 

of a young man eager in his quest of a master on whom to model his 

art. Of the others, _ Jlarston's Metamorphosis of Pygmalion's Image was 

a bitter parody of the Ovidian tale, Beaumont's Salmacis and 

Hermaphroditus a genial skit which poked fun at the extravagant 
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passions of the Olympians, and Basse's Urania an amusing trifle which 

treated an Ovidian situation in a vein of bantering condescension. With 

Barksted's Mirrha the change in spirit was still more marked for by 

attempting to handle the legend seriously he only succeeded in drawing 

undue attention to its sexuality; and H.A.'s Scourge of Venus denuded 

the Ovidian poem of all its Elizabethan graces and enfeebled it into 

an unsavoury study of : vice . 

These mythological poems certainly offer the most striking 

evidence of the influence exerted by Ovid on the Elizabethan 

imagination, but that influence was also at work elsewhere in the 

poetry of the period. The complaint was a form which differed from 

the myLhological poem in that it was of English growth, and the native 

tradition had already produced in A Mirror for Magistrates one of the 

most popular poems of the sixteenth century. It was not until the 

fifteen- nineties, with the publication of Daniel's Rosamond, that 

Ovid's influence made itself felt in this form as well. For in that 

poem the character and sentiment conformed to the pattern of the 

Heroides. The complaint was no longer a lament against the 

vicissitudes of Fortune but an impassioned denunciation of the cruelty 

of Love; and the style, too, had been heightened and, to use Drayton's 

word, 'rhetorized'. Several of the minor poets of the decade followed 

Daniel with varying success, and Shakespeare himself diversified the 

form with dramatic and pictorial interludes in his Rape of Lucrece, 

but it waS in Drayton's chronicle pieces and more particularly in his 

England's Heroical Epistles that the complaint proper may be said to 

have reached its full stature. For in these Ovidian epistles Drayton 

sought to write an English counterpart to the Heroides, and he succeeded 

so well that his contemporaries were content to applaud his achievement 

without seriously attempting to emulate it, though it should be noted 

that Daniel's Letter of Octavia to Marcus Antonius has a graver 

movement and Donne's Sappho to Philaenis comes closer to Ovid in the 

erotic quality of its sentiment. When the social conditions changed 

at the turn of the century, the Ovidian complaint, no less than the 

mythological poem, was no longer in demand; and it is significant 

that, when Drayton republished his chronicles in the seventeenth 
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century, he did so in a more sober style and in a considerably 

abridged form. 

On the Elizabethan lyric Ovid's influence was more restricted 

in scope, for in that field other literary forces from Italy and 

France exercised greater sway. The sentiment was largely Petrarchan 

and only the decorative texture of the verse was derived one way or 

another from the Metamorphoses. The courtly compliments which were 

bandied about were rendered all the more graceful by being set within 

a mythological framework. A few of these poems, notably Constable's 

Shepherd's Song and Spenser's Muiopotmos, were indebted for content 

as well as manner to Ovid, but it was only in Donne's Songs and 

Sonnets and in his Elegies that the audacity and the sardonic temper 

of the Amores were fully recaptured. With the Petrarchan lyric of the 

period, Ovid's decorative style had been wed to sentiments entirely 

foreign to his genius. With Donne, however, this process had been 

reversed, for though the content of many of his poems was Ovidian, the 

style was ruggedly individualistic. The sonnets of the fifteen - 

nineties, on the other hand, occupied an interesting position midway 

between these two groups of lyrics, for their sentiment and techniqué 

owed little or nothing to Ovid, but their thought was frequently 

invigorated with ideas on Time and Eternity borrowed, often by way of 

the Pléiade, from the last book of the Metamorphoses. At the close of 

the century, the Elizabethan lyric, like the mythological poém and the 

complaint, also suffered a change, for the more reflective mood of the 

age sought expression in simpler forms, and with Ben Jonson the 

exuberant Ovidian mariner gave place to the more austere charm of 

Horace or Catullus. 

The Ovidian movement in Elizabethan literature, then, was 

limited in its range. Its theme was love, but for most of the 

Ovidians that term meant no more than a surrender to the senses. Only 

Spenser, Drayton, Chapman, and, in certain instances, Donne gave it a 

deeper significance and invested it with something of a spiritual 

grace. But even the fleshly raptures of the others should not be taken 

too seriously. With them, as with Ovid, the love -element was often a 

pretext for displaying their craftsmanship, for fashioning word- 
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patterns of exquisite design. Like Ovid, again, they delighted in the 

pictorial values of their art, and decorated their verses with an 

abundance of sensuous images and mythological conceits. And, like 

Ovid too, they were, in an artistic sense, voluptuaries, living at 

ease in a world of the emotions and neglecting the more exacting 

pleasures of the mind. But within their limitations, they attained 

an astonishingly high level of perfection. In spite of their 

exaggerated sentiments and their no less exaggerated colours, they 

helped to foster a feeling for style in sixteenth -century England; 

and after the barren years which had followed the death of Chaucer, 

they set a standard of writing which might certainly be bettered but 

could never be ignored. 

* ** 
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