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Others abide our question. Thou art free.
We ask and ask -~ Thou smilest and art still,
Out~topping knowledge.

Matthew Arnold: "Ehakespeare",

Those who accuse him to have wanted learning, give
him the greater commendation: he was naturally
learned; he needed not the spectacles of books

to read Nature,

Dryden: "Essay of Dramatic Poesie”,
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INTRODUCTION.




The question of Shakspere's learning and, in particular, of
his classical attainments has exercised the ingenuity of critics
from the beginning of the eighteenth century to the present day.
The controversy takes its origin from Jonson's line:

"And though thou hadst small Latine and less Greeke”,

a famous but unfortunate utterance, famous because it came from
one who knew Shakspere well, unfortunate because, as a casual
remark, it has attracted the attention of the critic to the ne-
glect of worthier subjects ef enqgiry. For ever since the rugged
old classicist wrote his eulogistic verses to Shakspere's memory,
whole armies of critical dryasdusis have wrangled drearily over
the poet's more or legs of Creek and Latin; pedants without number,
and scholars, who should have known better, have battened as
voraciongly as Fgryptian locusts on every word and expression that
secmed to possess even the remotest colour of classiciem. No
other utterance, surely, has given rise to a more senseless and
futile discussion or to a pedantry more absurd and laborious in
the whole annals of our literary criticism. The canaille arose
during the century succeeding the death of Shakspere, and the dis-
cussion, far from dying out, has continued intermittently until a
comparatively recent date without the remotest possibility of a
satisfactory conclusion.

It has been our practise in the following pages to consider
those theories only which bear the stamp of probability and to dis-
regard views of a more or less chimerical and lunatic nature in

which Shaksperian criticism abounds. We have also endeavoured to



separate as far as possible from the mass of absurdity and
hypercriticism matter which appears sound and valuable and of real
importance for the illustration of our subject.

Further, a merely superficial reading of this voluminous
eriticism will he sufficient to convince the student that the
relative importance of Shakspere's direct borrowing from the
classics has been singularly overrated. Comparatively it is
not of very great importance to the student, and still less tc the
average appreciative reader of Shakspere, if the peet borrcwed
this phrase from Seneca and that from Horace. Assertione of
this kind, too, are generally open to very serious doubt, often
defy all atiempts a%t proof, and on investigation indicate, in the
najority of cases, that fhakspere had read the literary works of
his own day rather than those of Roman antiquity. The true and
vital influence of the classical c¢lement is to be determined less
by tabulating direct and conscious borrowings of phrase and fable,
than by a more general enquiry into the writer's spontaneous
employment of classical story as a fine embellishment to his work.
We have not, however, neglected the necessary tabulation of
parallels and reminiscences, but, while endeavecuring to give it
due prominence, we have studiously avoided the method of those
earlier critics whose laborious inventories almost rival the
railway time-table in dryness.

Criticism of the latter kind, then, is of minor importance in
dealing with such a subject as a poet's debt to classical litera-

ture, and more especially is it so in the case of Shakspere. We



find, moreover, in our enquiry, that those passages in which the
poet was more directly indebted to the Latin cannot in the main
compare in poetical beauty with others that are less suggestive
of their original. In illustration we need only compare
Shakspere's use of the classical element in "The Merchant of
Venice" with the classical clement of the poems and of the earlier
plays such as "Jove's Labour's Lost®" and "Two Gentlemen of Verona",
In Shakspere's maturer work slavish borrowing from classical
anthorities is replaced by a freedom and originality of treatment;
vivid reminiscences o the beauitiles of ancient story throng the
imagz ination of the poet and lsgue forth reincamate in a gard of
most beautiful verse. Then it is that Shakspere's classical
knowledge is most fruitful and productive; then it is that his
luse, inspired by those¢ marvellous visions of ancient myth and
fable, pours forth such resplendent and unpreneditated verse as
is almost without parallel in the whole range of his work. (¢} 4
what importance is the fable itself or ite probable source; of
what importance is the mere fact that the poet borrowed it? Our
primary concern is not with the fact; nor is the poet's., His
true business is the expression of Truth in terms of Beauty,and in
tracing this expression we shall be able to determine the more
important influence of the classical clement on his works.

This aspect of the question has been kept steadily in view
throuzhout. It has been our main endeavour to consider Shaks-
pere's general attitude towards the classics, the nature of his

debt, his particular affiniiy with the Latin poets, the limits of



their influence, and the manner in which he has woven their

material into the fabric of his works. To this end we have found

% convenient throughout to deal with Shaekspere's treatment of the
Latin writers more or less in connexion with the classical ten-
dencies of the Elizabethan age of which the poet's work is so
perfect an expression. At the same time the views of critics on
the subjeoct of the poet's classical reading and probable school
training have received due attention. |

We would repeat that it is of cémparative unxmporpﬁnce whether
Shakspere knew the classicgal gaé%erpiecea %n the orgginal or
whether he drew his material/from other soﬂ{:i:;///%henaver the
subject of Shakspere's cléaaical knowledge iz raised the first
question of the c¢ritic is, as Professor Sonnenschein has said,
"What corib did he use?" (1l). DYow it is of great interest to us
that Shakspere knew Oviq and Virgil: the use he made of the crib
is merely a guestion of secondary importance. We have neverthe-
less endeavoured to differentiate throughout our enquiry hetween
reminiscences of the original and those which may have been derived
from other sources.

In conclusion we quote a statement by Mr. Boas as expressing
the true attitude that should be taken up by students when dealing
with the question of Shakspere's classical attainments. "There
are critics," he writes,"who regard the whole question of the

dramatist's classical knowledge as trivial, but everything depends

on the spirit in which it is approached. To merely make a

(1) v"chakespeare and Stoicism®,



pedantic inventory of Shakspere's educational attainments or
short-comings is a congenial task to the Dryasdusts of literature.
But a modest and loyal cndeavour to discover how far the mightiest
genius of romantic art was familiar with the classical master-

pieces, whose supremacy in the sphere of the drama he was the

first to challenge with complete success, is not only entirely

legitimate, but is of genuine importence®. (1).

(1) "Shekspere and his Predecessors", 101.



CHAPTER I.

SHAKSPERE 'S LEARNING .

"He understode Latine pretty well, for he had heen in his younger
yeares a schoolmaster in the countrey",

(Aubrey, from Mr. Beeston).



"There has always prevailed a tradition that Shakespeare wanted

learning, that he had no regular education nor much skill in the

dead languages. Jonson, his friend, affirms that he had 'small

ILatin, end lees Greek', who, besides that he had no imaginable
temptation to falsehood, wrote at a time when the character and
acquisitions of Shakespeare were known to the multitudes. His
evidence ought therefore to decide the controversy, unless some
testimony of equal force could he opposed.™

S0 wrote Dr. Jolnson in the famous Preface to his edition o?
1765. Two years later appeared Richerd Farmer's "Egsay on the
Learning of Shakespeare®, which work Johnson himpelf declared had
"gompletely finished the controversy beyond all further doubt®,
But in spite of the great critic's statement Farmer's "Hgsay® is
very far from being decisive; indeed the much vexed question of
the sources whence Shakspere derived his classic meterial re-
nains to this day, snd in all probability will alwaye remain, an
open one.

Although we by no means wish to underrate the testimony of
Shakspere's contemporaries, perticularly that of his friend Jonson,
we willventure to state that the tradition of the poet's lack of
scholarship emanated,in all probability, from the jealousy of the
University Wits. Jonson, it is true, had no intention of de-
preclating Shakspere when he penned his memorial verses, but it
must be remembered that his attitude during the great poet's
lifetime was one of critical hostility, the outcome, perhaps, of

that party rivalry which centred round his own work and that of



his mild and disinterested fellow-dramatist. 0f this professional

animus there can be no question, both from the testimony of con-
temporary writers (1), and from what we know of Jonson's rancorous

disposition, which vented itselfl in contenptuous disparagement of

those who differed from his literary opinions. Although Jonson

gave Shakspere all honour "on this side idolatry", he could yet
heap disparagement and ridicule on certain absurdities asnd in-
equalities in the works of his popular rival, particulsrly on
ghakspere's want of "art® and of critical scholarship in the dead
langnuages, and on his coreless violation of the classic Unities.(2)
It must be remembered, too, that Jonson was a scholar who plumed
himself on his encyclopoedic knowledge and critical appreciation
of the clagaic writers, and that 1f,on the one hand,his own pro-
ficiency would enable him to speak of Shekspere's attainments with
absolute certainty, a wide though wneritical acquaintance with
Greek and Latin weuld,on the other hand,appear slight and trivial
to a pedant who boasted that he was better versed, and knew more,
in those languages than any poet in England.

fhakspere alone anon; the great writers of his day, with the
notable exception of Jonson, received no University education, a
misfortune which, in the eyes of the Academic party, would cer-
tainly brand him as an ignoramus lacking in that distinction which
was then associated with the study of the New Learning. At least
(1) In the "Returne from Parnassus”, Shakspere is represented as
having administered a "purge" to Ben Jonson,
{2) &See Note A.



he is so regarded in the "Returne from Parnassus" (1), and it is
not difficult to conceive that Nashe alludes to him when he speaks,
in his prefatory address to "Menaphon", of those who "feed on
naught but the crumbs that fall from the translator's trencher" and
who "can scarce Latinise their neck-verse if they should need".
TLeonard Digges follows the tradition in his verses "Upon

Master William Shakespcare", published in 1640, in which he meokes
the following wncritical observations:

"Next Nature only help'd him, for look thorough

This whole book, (2) thou shalt find he doth not borrow

One phrase from (reeks, nor Latine imitate,

Nor once from vulgar languages translate",
And o the tradition grew and was accepted by practically all the
writers of the early eighteenth century. Dryden had confirmed
Jonson's statement that Shakspere had "small Latin and less Greek",
tut had maintained that it was to the poet's honour and glory that
he could dispense with such media in his interpretation of Nature.
Nicholas Rowe) Shekspere's first biographer, following the seven-
teenth century view, believes that the poet's acquaintance with
Latin authors was such as he might have picked up at school: he
could remember tags of Horace or of Mantuan but he was imable to
read Plautus in the original. "It is without controversy," he
writes, "that in his works we scarce find any trace of any thing
that looks like an imitation of the ancients. The delicacy of

(1) Part 2. Act V. 8¢, 3.

(2) The verses were intended for insertion in the Tirst Tolio.



his taste, and the natural bent of his own great genius, (equal,
if not superior, ic some of the best of theirs,) would certainly
have lcd him to read and study them with so much pleasure, that
some of thelr fine images would nuaturally have insinuated them-
selves inte, and besn mixed with, his own writings; so that his
not copying at least something from them, may be an argument of his
never having read them". We are ra.thér inclined to assert, by a
similar process of reasoning, that the ‘qurthy biographer had
himself paid @ similar compliment to Shaksm'a
alleged to have paid to the ancients. Rowe's further gtatement
that a comparative lack of classical scholarship may have been
rather to the puet's advantage was angwered by Gildon in his
"Eesay on the Stage® where it is urged that Shelspere's rea:ding
in Ovid and Plautus {with whom, the writer claims, the poet was
certainly acquainted) had proved no disadvantage dbut rather the
reverse. John Dennis, on the other hand, argues that the
deficiency in art displayed in Shakspere is sufficient proof of

his ignorance of the classics, an ignorance, he wges, that re-

dounds much to the national honour. "He who allows", he says,
"that ghakespeare had learming and a familiar acquaintance with the
Ancients, ought to he looked upon 28 a detractor from his extra-
ordinary merit and from the glory of Great Britain®. (1). Addison,
following the tradition, likens Shakspere to "the stone of Pyrrhus '
ring which..had the figure of Apollo and the Nine Muses in the veins

(1) "on the Genius and Writings of Shakespeare", 1711,



of it produced by the spontancous hand of Nature®. B

mi., m

~ne burdsn of these carly apgpreciations is that "strength and
nature nade amends for ars". Pope, Theobald, and Warburton bve-
lieved that thakspere Lad ati any rate a wider knowledge of the
clannics than had been previously supposed, and Sewell declares
that he Tound evidenit traces in Shakspere of knowledge of the
Tatin langusge. (2). Upion and Zachary Grey are more outspoken.
They saw in Chakspere a man of profound reading and eagerly clutched
at anything that wouid prove his deliberate imitation of the
Ancients. (3). About the same time Pster Whalley, in his
"Eaquiry into the Learning of Shakespeare", claimed that the
drapatist was more ladebted to the Ancients than was commonly

ma{:med- :

With the publication o¢f Dr. Johnson's "Preface®" a certain

anount of comuon-sense, which had been more or less lacking in the
disquisitions before mentloned, ;;:broﬁughz {;‘baar upon the
subject. It is Johnson who points out that Shakspere may have
used an BEnglish translation of the play upon which the "Comedy of
Errorg" is founded) and who gives the death blow to the absurd
eriticism of the poet's relation to the Unities. Then followed

Dr. Farmer's "BEssay on the Leaming of Shakespeare®", a detailed

(1) #spectator® No.597.
(2) wpreface to supplementary volume of Pope's Shakespeare",

(3) What more conclusive parallel could e degired then the line
"to vou before and I will follow you", (Richard III), undeservingly
immortalised by Grey, and its striking counterpart in the now
famous "I prae, sequar" of Terence's "Andria"?



reply to the arguments of Upton and his fellow_p_edanta, in which
the writer endeavours to show that Shakspere had no claim whatever
to classical schelnrship and that passages which had been cited
as instances of the poet's classical learning are to be found in
translations and in the works of contemporary writers, (1). But
although Tarmer effectively demolished Upton and Whalley, he is
very far from proving his own case. His work is a good piece of
destructive criticism but it is by no means conclusive., Iowever,
the views therein expressed were practicelly accepted as final
until William Maginn, in 1837, proclaimed the essay a "piece of
pedantic impertinence not parallelled in literature® and endecvoured
to demolish Farmer in turn.

Mr. Spencer Baynes was the first to investigate the matter of
Shakspere's education. (2). Basing his conclusions on the work
of the contemporary educational reformers Brinsley (3) and Hoole, (4)
he endeavours to construct the curriculum of studies most probably
pursued in the Free School at Stratford;‘ and the late Professor
Collins, by a comparison with the curriculum of Ipswich Grammar
School in 1528, makes similar investigations in the matter. (5).
(1) Many of the arguments are unconvincing. Tor instance, Farmer
would infer from Shakspere's use of North's Plutarch that the poet
was almost completely ignorant of the classics. The unanswerable
comment of the Rev. Alemkander Dyce sufficiently disposes of this
fallacy. "If he could not read Plutarch in the original,” writes
the great critic, "I will only observe that not a few worthy gen-

tlemen of our day, who have taken their degrees in Oxford or Cam~
bridge, are in the same case."

(2) Traser's Magazine, Dec. 1879 and Jan. 1880. These two ar-
ticles are reprinted in his "Shakespeare Studies”.

(3) "Ludus Literarius®,

(4) "New Discoverie of the 0ld Arte of Teaching Schoole®,

(5) m»studies in Shakespeare", Chap. 1.



The course of studies as conjectured by these two writers seems
suggestive of a classical training of a wider and more varied
scope than is usually supposed to have fallen to Shakspere's lot.
It must be remembered however that we have no direct evidence as to
the nature of the Stiratford School curriculum, nor have we any
definite proof that Shakspere ever attended there. The evidence
supplied by the plays with regard to the poet's probable achooling'
will be considered in the next chapter.

That Shakspere had some knowledge of Latin no one will be
inclined to doubt, and modern critice for the most part are agreed
that Shekspere is far more indebted to the Latin classics than has
been previously allowecd. The whole trend of Shaksperian criticism
has shown an ever increasing recognition that his knowledge was
wider than that with which tradition has accredited him. His
works as a whole show a fairly wide acquaintance with certain of
the chief Latin poets and a remarkebly extensive knowledge of the
ancient nythology. Of cShakspere's femiliarity with Ovid there
can be no question; we have almost c¢ertain evidence that he was
convergsant with the original as well as with Golding's translation.
Virgil he also knew but to & much less extent, while of direct
Tatin influence other than that of these two poets there is com-
paratively little that may be traced with any degree of certainty.

The average critic, however, has been alarmingly positive in
his statements, either upholding the view of Shakspere's unutierable
ignorance,or lauding his learning to the very skies. There are

therefore two general statements, quite epigrammatic in style, to



which the opposing schools of criticism adhere. The dictum that
"the man who doubts the learning of Shakespeare has none of his own"
is the watchword of one school of thought, and the equally forcible
statement of Dennis: "He who allows that Shakespeare had learning
and a familiar acquaintance with the Ancients, ought to be looked
upon as a detractor from his extraordinary merit¥, is the view of
the other. The whole truth is to be sought for, as is usually the
cese,somewhere between the two extremes. There are many views,
however, that at first sight appear to be diametrically opposed
but turn out on closer examination to be quite compatible and often
mutually illustrative. We may, for instance, accept Aubrey's
statement that Shekspere "understode Latine pretty well® without
by any means rejecting Jonson's remark about the poet's "small
Latin and less Greek".

fhaekspere was not a finished scholar, nor did the method of
the scheler appeal to him. As a rule he chose his material from
the readiest authorities. Wiy then should it sppear surprising
that the poet pursued a similar plan in the particular choice of
his classical subjects; why should critics regard hi_:g__aa an
ignoremus for so doing? Shall we condemm him, f{teoog};; that he
utilised every available means to the perfectin_gh_aﬂf"fﬁ‘ia art, condemn
him +hat he 4id not scorn external aid to help him bear off the
Fleece of colden Anfiquity! To Shakspere the classics were a
garden filled with bright store of rich and varied sweets; small
blame to him that he chose to enter it by the convenient wicket-

gate of translation. We judge a poet's performance by the use he



makes of his material)not by the method he pursued in obtaining it.
Shakspere assimilated all that he read. Transmuted by his fervid
imagination, the suhjeet matter issbied forth again branded by the
indelible stamp of his marvellous individuality so that the trace
of its source was often completely obliterated. Of him it may be
gald as of his character Posthumus:

"A1ll the learnings that his time

Could make him the receiver of, . . . he took

As we do air, fast as 'twas minister'qd;

And in's spring became a harvest",

Shakspere was no deep student of the classics. Por ugeless
learmingy « the minutiae of scholarly criticism which find no real
place in aesthetic composition - Shakspere had no curiosity
whatever. The didactic element, including scholarly accomplish-
nent, stands in the same relation tc the body of a poet's work as
the bones to the human hody, and when the purely didactic element
is permitted to start out of its setting the poet's creation
becomes as uwly as a skeleton, He 1is purely and primarily poet,
not a moralist, a scholar,or a teacher. Not that he may dispense
with study; but he will learn more by the monentary flash of in-
gpiration than the laborious bhookworm will glean in a year by the
aid of his rushlights. We might imagine Shakspere hinself en-
dorsing the words of Biron:

"S8mall have continual plodders ever won,
Save base authority from others' books".

The hookworm's calling is not the poet's. Pilled with his brave



translunary things,the poet will ennoble end beautify the common
objects of earth,

"Nor heed nor see what things they be;

But from these create he can

Forms more real then living man,

Hurslings of immortality®.
Nor is the poet an inspired maniac, writing without the aid trhat a
conscious perfecting of his powers may give. Many of the greatest
speeches in Shakspere's plavs often remind us of the labour that
their composition entailed. The poet's great gift is his power of
essinilation. Scholarship is only of secondary importance; with
or without it the poet will make his own whatever mesy serve the
purposes of his art. Such & poet was Shakspere; such was Goethe
the man of widest acquirements in modern times; such, too, was
Keats, while Shelley, Tennyson, and Browning, although they could
read with facility and pleasure the classics of Greece and Rome,
were by no means minute scholers and pedants after the order of
Jonson and Casaubon.

Shakspere, like Goethe, obtained mwost of hip waterial at
second hsnd. There can be little dou_g}; that our dramatist
availed himsel? to the full of tr_é.f;_slationl and other aids. It
is nothing wvery surprising. It was a custom which he shared
with many other writers, whether chroniclers, poets, or historians,
of his day. He no doubt knmew enough Latin to rpell out a passage
of Cicero or of Ovid with comparative ease,for in Shakspere's day

ILatin was read and taught much as we read and teach FPrench now.



We cannot build up a case in favour of the poei's ignorance fronm
the fact that he had an indolent inclination towards the use of
nglish versions. Shakspere had certainly enough culture for
his purpone; what learning he possessed was always ready to his
servics. His was no brain
*dry as the remainder biscuit
After a voyage®,

no musty lumber room of quaint and useleas material, or nook for
otservations whick he might wvent in mangled fofms. "If he had
little Latin and less Creek", writes YLowell, "might he not have
had enough of both for every practical purpose on this side
pedanirv? The most exirsordinary, one misght almost say contra-
dictory, attainments have been ascribed to him, and yet he has
been supnosed incapable of what was within easy reach of every boy
at Westminster Schocol. There is a knowledge that comes of sym-
pathy as living and genetic as that which comes of mere learming
is sapleas and wnprocoreant, and for this no profound gstudy of the
languages is needed." (1).

We connot do better than conclude with Jonson's estimate of
"Wirgil®, under which name the work of Shakspere is described in

the "Poetaster®:

(1) m"shakespeare Once More". Issays on the English Poets, 115,



"His learning savours not the school-like gloss,
That most consists in echoing words and terms,
And soonest wins & man an empty name;

Wor any léng or far-fetched circumstance
Wrapp'd in the curious generalities of arts;

But a direct and analytic sum
0f all the worth and first effects of artis.

And for his poesy, 'tis so ramm'd with 1life
That it shall gather strength of life with being,

And live hereafter more admired than now",



CHAPTER II.

SHAKSPERB'S SCHOOLING : INFLUENCE OF OVID,

"And then the whining scheolboy with his satchel,
And shining morning face, creeping like snail
Unwillingly to school".

("As you like it®),



George Steevens, one of the shrewdest of eighteenth-century
commentators, has thus summed up in a few weighty words the
ascertained facts of Shakspere's }ife: "All that is known with
any degree of certainty concerning Shakespeare, is: that he was
born at Stratford-upon-Avon - married and had children there - went
to London, where he commenced actor, and wrote poems and plays,
returned to Stratford, made his will, died, and was buried”. (1).
It is true that, in the light of more recent research, certain
obscure periods and incidents of the poet's life have bheen more or
lese clearly defined, hut our knowledzge of thakspere's schooling, as
of many other steges cf his career, is atill somewhat hazy and
rests almost entirely upon a basis of conjecture.

The best account of Shakepere's probable education has been
written by Mr. Spencer Baynes, to whose work we referred in the
preceding chapter. The circumstantial evidence in favour of the
poet's attendance at Stratford Cremmar School is certainly very
strong. "Whatever differences of opinion may exist¥, says our
authority, "as to the actual extent of Shakespeare's classical
knowledge, there can be no doubt that he had a very fair education;
and it is almost equally ceértain that he must have obtained it in
the Grammar School of his native town". (2).

What was the nature of & Grammar Sclhool curriculum at that
period,and how far is Mr. Baynes' supposition in the case of
Shakspere warranted by internal evidence?

(1) Note on Shakspere's 93rd Sonnet,
(2) Shakespeare Studies, 149.



In accordance with the usual custom Shakspere would probably
enter the upper school about the age of seven, that is, at the
time when his father, John Shakspere, was chief Alderman of Strat-
ford. The main element in the educational system of the Grammar
School was,of course,Xatin,which pupils would begin at seven and
would probably continue to their fifteenth or sixteenth year;
Shakspere, we have good reason to suppose, left in 1578 on the
completion of his fourieenth year owing to some alteration in his
father's circumstances. it is probable that Shakspere first
learned hig rudiments, as was customary, in the lower school under
the supervision of the A-R-C- cdarius before passing into the
Grammar School proper. Reminiscences of school apparatus are
very frequent in the earlisr plays: the Horn Book with its criss-
cross and rudiments of spelling is referred to in "Love's Labour's
Lost", (1) and ihe A.E.C. Bock with the Catechism in "King John"
(2). Agein, in “Love's Labour's Tost®, there is an allusion to
the copy-book (3), and, in the "Winter's Tale", to the metal
counters probably used in the teaching of elementary arithmetic. (4).

During his first and sccond years in the upper school Shakspere
would be drilled in Lily's Latin Grammar and in Latin cenversation

(1) v.1. 47. Vide also "Rich. III", Act 1. 1. 54.

(2) 1. 1. 192. Vide also "Two Gent.", II. 1. 23.

(3) *"Pair as & text B in a copy-book". (V. 2, 42). These re-
ferences may be taken for what they are worth; the evidence that
they supply is practically nugatory.

54) "I cannot do't without counters" (IV. 3. 37) c.f. also
Troilus" II. 2. 28.



much in the manner in which French is now learned, the usual bocks
being the "Sententiae Pueriles", and the Colloguies of Erasmus and
of Corderius. In his third and fourth years he would take up
Cato's "Maxims", Aesop's "Fables", the "Eclogues” of Hantuen, and
parts of Ovid and Cicero. In his f£ifth and sixth years he would
continue reading Ovid's "Metamorphoses®, parts of Virgil, Terence,
and HJorace, with & comedy of Plautus and a tragedy of Seneca and
selections from the Satirists. "In going through such a course®,
writes ¥r. Eayneg, "unless the teaching of Stratford was excep~
tionally inefficient, the boy must have made some progress in
several of thege authors, and acquired sufficient knowledge of the
language to read fairly well at sight the more popular poets and
prose writers such as Ovid and Cicero"., (1}. The masters in
Shakspere®s day, it has been ascertained, were at least men of
average ahility: the head-master, Walter Roche, a Fellow of

Corpus College, Oxford, was a teacher at the school from 1570-72,
and two others whom we may mention, Simon Hunt end Thomas Jenkins,
from 1671-77, and from 1577-78 respectively.

Such were the influences under which the poet's bovhood was
most prebably nurtured. "The whole round of school influences and
associations®, remarks Mr. Baynes, "from the simple piety of
crigss~cross row and the elementary difficulties of the primer, to
the harsh constructions of Persius and the pagan horrors of Seneca's
"Medea® nd"Thyestes” - must have melted as years went by, almost

unconszcionsly perhaps, inito the capacious and retentive mind of the

(1) ®ghakespeare Studies", 175.



that it is "a playing-day”, asks the boy "some questions in his

accidence®,

Evane, Come hither, William; hold up your head; come,

Mrs. Page. Come on, sirrah; hold up your head; answer your
master, be not afraid.

Evans., William, how many numbers is in nouns?

will. Two, =~ = - =~

Evans, What is fair, William?

Will. Pulcher., - -~ - =

Bvans, - What is "lapie®, William?

Will. A stone,

Evans, And what is a stone, William?

The boy, who is evidently becoming somewhat confused at so severe a

cross-examination, forgets his school-room answer and informs the

parson that a stone is "a pebble". The worthy man, who is not

axactly of exemplary patience, bresks in:

"No, it is "Rapis®: I pray you, remember in your prain," and
little Will repeats the word as he collects his wits to answer the
inevitable questions on the Article and Pronoun. (1). The
catechism continues and poor 1little William blunders again over his

Accusative case and the Vocative, which is "caret":

(1) The answers to Evens' questions appear on pages 1 & 2 of the

G rammar. "In Nounes be two numbers, the singular, and the plurall.
The Singular Number speaketh of one: as "Lapis® a stone. The
plurall number speaketh of mo than one; as "lapides", Stones",

The set examples of adjectives are "Bonus", Good, and "Pulcher",

Fayre. -



marvellous boy, and helped with the life of nature in the fields
and woedz, end the clvic siir and social movements of the town, to
prepare and qualify him for his future work®. (1).

Shakspere had 2 wide education. Neverthelees, slthough he
must have been an cunivorous reuder, the main element in his educa-
tion Be a wrifter was not derived from the study of books. Reading
end chservation rmust go hand in hand, and there can be no doubt
that in Shekepere these twe necessary qualifications as a writer
were most felicitously blunced. He was a student of men and of
tookns as Thauzer was, Like Chaucer he was not "textuel ", but the
alchany of his marvallous genius and poetic imagination turned all
that it touvehad intec gold. *in aiscussing the question of
Shakesperre'e leorning " writeeg Utapfer, "1t must never be left out
of sight that poets sre puscessed of an instrument which is not in
the hand of evervw szitudent - the instrument of genius." (2). The
young £hakspere, surely, #ss Ro orcinary boy, snd his latent powers,
if they developed elowly, develcped none the less surely. The
great world of hwan activity was his school-room: his book was
Nature herself,

Turn we now te the zvidence supplied by the plays. From the
B i :

—

opening of Act 4 of the "Merry Wives" we learn that Shakspere knew
something of the Latin grammar then in vogue in the schools. Little
Will Page,who "profits nothing in the world at his book" is sumoned
before the awful presence of Sir Hugh Zvans,éwho, ignoring the fact

(1) 1Ivia. 178,
(2) &hakespeare & Classical Antiquity, 104.



Evans. Well what is your accusative case?

Wwill. Accusativo, hune.

Evans. I pray you, have your remembrance, child; accusative, hung,
hang, hog.
- What is the focative case, William? '
will. 0, - voecative, 0.
BEvans. Rememoer, Williau; focative is "saret", -~ which mistress
fuickly declarvs is "a good root®, (1). William quits himself
comiendably over his genitive case plural, but when he is asked to
show some declensiong of hig pronouns, Torsooth he has forgot;
vhereupon the parson, with 2 warning, dismisses him,

Ehakspere's sympathies throughoul are extended towards little

William, while he allows Mrs. Qucikly's wit Pull license to the

manifest confusion of the choleric old pedagogue. Ig it not con-
ceivable that the poet whoe had suffered, perhaps, as sound a drilling
in his ILatin grammar was, like his little namesake, "a pood sprag
memory® and "a better scholar than we thought he was"? (2),

Apparent allusions %o school methods are also numerous. In
the fourth and fifth Acts of "love's Labour's Io#t" the schoolmaster
interlards his conversation with scraps of Latin such as might

have been employed in the usual school-room intercourse and Tatin

colloquies with the students:

(1) The second pege of the Grammar explainsg William's hesitative
answer: "The Vocative case is knowne by calling or speaking to: as
0 magister, O Mayster. . . . Vocativo o musa" and se on. The de-
clension of the pronoun cccurg some pages further on,

(2) The latter iributs of praise is somswhat doubtful as it is
bestowed upon the boy by his fond mother who has "no understanding
for cases, and the numbers of the genders", The line "Homo is a
common name to all men"(Henry IV, pt.l) is from the Grammar, while
numerous Latin phrases and references to grammar~book Interjections,
and such like, have little importance for our enquiry,



Hol. The deer was, as you know, in "sanguis, - blood;ripe as a
pomewater, who now hangeth like a jewel in the ear of "coelo, =~ the
sky, the welkin, the heaven; and anon falleth like a crab on the
face of "terra", - the soil, the land, the earth”, (IV. 2.)
Truly, as Sir Nathaniel says, the epithets of Master liolofernes are
“"sweetly varied, like a scholar at the least".

References to Aesop's Fables are very frequent in Shakspere,
More important is the allusion to Mantuan whose pastorals enjoyed
an enormous and undeserved popularity in the school-room of the
sixteenth century. In the same scene of "Love's Labour's ILost"
the o0ld pedagogue quotes with o mighty gusto the opening lines of
the first Eclogue:

"Fauste, precor, gelida quando pecus omne sub umbra

Ruminat, - and so forth. Ahl good old Mantuan!

I may speak of thee as the traveller doth of Venice; . . . . . old
Mantuan, old Mentuan! who undersftandeth thee not, loves thee not."
In the same sce’ne;alao) occurs one of Shakspere'’s earliest
references to his favourite Ovid. Jaguenetta has sumitied to the
superior intelligence of the parson the learned «nd unintelligible
letter of Monesieur Biron, and the good m is painfully conning it
when Holofernes breaks off from his eulogy of Mantuanusg and tunz

his attention to the epistle: "Under pardon, sir, what src¢ the
contents? or rather, as Horace says in his -" Iz slops abrupily
a8 he glances at the writing. "What, my soul, verseag?

Nath, Ay, 8ir, and very learmed.

Hol. Let me hear a staff, a stanza, a verse; lege, domine,"

Whereupon the curate reads them out, to the accompaniment of the



usual ecclesiastical sing-song and with a studicus lack of proper
accentuation, scmething after the mmnner, perhaps, in which the
modern preacher quotes Browning. The car of the pedant is
evidently orffended at the recical for he procesds %o take the
parson to task in the orthwodox school-room manner: "You find not
the apostrophes, and so mis® the acceat: let mes supervise the
canzonet.® The saclesiastic neekly surrenders the document and
the podagogue gravely delivers his authoritative judguwent: ‘“Here
are only numbers ratified; but, for the elegancy, facility, and
golden cadencs of poesy, caret. Ovidiug Nago was the man: and
why, indeed, Naso; but for smelling out the cdoriferous flowers
of fancy, the jerks of invention| Imitar! is nothing: so doth
the hound him master, the ape his keesper, the tired horse his
riger®. The poet, perhaps, had heard a similar coriticism passed
on his own early zttempts at verse-naking. (1). In any case it
iz evident from the scenes in "Tove's Labour’'s Tost" snd the
"Merry Wives" that he had no great respect for the teaching
professior:.

But to fééﬁ}ﬁ:”ﬁ Works of Ovid are occasionally mentioned in
the dramas. In "fitue" 1IV. 1, yomng Xucius recognises in the arms
0f Tavinia the copy of the "Metamorphoses" that his mother had
given him, and in the “Taming of the Shrew" Hortensio apparently

refers to the "Ars Amatoria®. (2). Yet another reference to Ovid's

(1) See note B.

(2) 1v. 2. "I read that I profess, the 'Art of Iove', The first
folio reads, however, 'the Art to Love'."



work occurs in "Titus", The distracted Andronicus and his friends
enter carrying weapons of the chase and arrows that are to serve as
winged messengers to the gods. (Titus is spesking):

"1Terras Astraea reliquit!': |

Be vou remember'd, Marcus, she's pone, she's fled.

8irs, take %o your tools, You, cousins, shall

Go sound the ocean, and cast your nets,

Happily you may find her in the sea;

Yet there's as littlie justice as at land.* (IV, 3.)
The Latin hemistich is taken from the first Book cof the "Meta-
morphoses®™, from a setting peculiarly analagous in horrible
situation, where the poet sings of those carnal, bloody,and wn-
natural acts which drove Astraea, the goddess of Justice, from the
polluted earth:

"Victa iacet Pietas: et Virgo caede madentes

ult ima caelestum terras Astraea reliquit.® (1, 150).
On the first of the following quotations from the "Heroides" we
cannot insist for it occure in a play that cannot he regarded as
fhakspere's own composition:

"Di faciant, laudis summa sit ista tuae®, (1)

"Hic ibat Simois; hic est Sigeia tellus;
Hig steterat Priami regia celsa senis"., (2)

Mr. Baynes was the first to notice that Shekspere's Fairy Queen

(1) ®I. Hemry VI", Act 1. 3. 48; "Her." II. 66.
(2) m=ghrew" III. 1. 28; ®Her." II. 33.



Titania derived her name from the text of the "Metamorphoses".
Golding never introduces the name but gives a periphrasis wherever
it occurs. (1). TFurther, the line in "Titus" descriptive of the
rape of ILavinia,

"Fore'd in the ruthless, vast, and gloomy woods" (IV. 1. 54).
is apparently an echo of the Ovidian verse |

"In stabula alta trahit silvis obscura vetustis" -
relating to the violation of Philomela in the sixth Book. Agzain,
the passage in "King John":

"for you are born

To set a form upon that indigest

Which he hath left so shapeless and so rude” (V. 7, 25),
seemes to be a reminiscence of Ovid's "Rudis indigestaque moles® in
the description of Chaos in the first Book of the "Metamorphoses", (2)
Pinally, there appears to be a reminiscence of the "Ars Amatoria" in
Juliet's words,

"At lovers' perjuries, they say, '!;ove laughs." (3). |
They exactly reproduce Ovid's line:

"Jupiter ex alto periuria ridet amantum,"
although it is just as probable that Shakspere derived the common-
place from some other source. The name and character of Autolyous
in the "Winter's Tale" was evidently borrowed from Ovid's "Meta~-
morphoses”, He is here described as "Autolyous, furtum ingeniosus
(1) *"pumque ibi perluitur solita Titania lympha," {(IXII, 173) Golding
here renders "Titania" by "Phebe",
(2) Golding's version reads: "a huge rude heape, and nothing else

but even*.
(3) "Romeo®, II. 2. 92.



ad omne . . . patriae non degener artis", while in Shakspere he is
represented =22 sn adept in the art of legerdemain and describes him=
gelf ag "littered under Moercoury" and "a smapper up of unconsidsred
triflean”,

Twe other references to Ovid prove that Shakspere had at least
soric ¥nowlcl e of that writer's biography. Both passazes refer to
the peat's exils at Tomi, In the "Taming of the Shrew" Tranio says:

"Tet's be no =teics, nor no stocks, I pray;
Or so devete to Aristotle's checks,
As 0714 be an outcast quite abjurtd® (1. 1. 31,);
and in ®Ae You YNike It®, Touchstone says:
"I am here with thee and thy goats, as the most capricious poet,
honest Ovid, wae among the Coths®, (IIXI. 3.).

It is in the Poems. o course, thet fhakspere's familiarity with
Ovid is moat clearlr exemplified. The title page of "Venus and
Adonia®* bears the following mottu;taken from one ¢f Ovid's most famous
elogien,*hen inaccessible to the poet in translation:

*vilie niretur vulgus; mihi flavas Apollo

Pocule Oastalia plena ministret aqua®, ("Amores® I, 15).
"It is a etriking fact", remarks Mr. BZaynes, "that the keynote, as it
were, of Shakespeare's pubjic career as a poet should have been struck
by & quoetation from a pection of Ovid'z poems not yet translated into
BEnglish®, Marlowe's version was not published till 1596 or later,
but al+hioush Shekapsré may possibly heve scen it in manuscript it ls
Just as likely that he found The pessage in the original; nor will
¥¢ o g0 far ag to discard thoe evidence,ag M. Jusserand does,on the
girength af the former poseibLiliiy,

It appesrs then that Chakspere waeg ic scme extent acquaintied



with Ovid 1in the original; tul ihe greater part of his knowledge
was derived, as is universally sdmitted, from Toldingts translation
of the *"Metmuorplioses®. The cvicen e that fruokopere ured this
version rests mainly on the parellel {(firet pointed osut »r Parmer)
between the opening of Prospero's fine apeach:

"Ye elves of hills, brooks, standing lakes and groves®, and Colding's
rendering of Medea's incantation in the seventh Mook of thse
detanorpnoses®:

"Ye ayres and windes: yo Hives o2 Filles,of brookes, of woods alone
0f standing Lakes, and of the Wizht approchs ye avaeryshone®, (1).
But Ehakspere's splendid 1lines do not owe averything to Colding's
doggerel. The late Professor Colline shows that Shakepc e not

only followed Golding but also the original,and tha® in many casos
he has reproduced touches from the Iatin which Tolding fails o
notice. (2). "flow admirably”, he adds, "has Saekegpcare oaught

the colour, ring, and rhythz c¢f the original, and how utterly are
they missed in the lumbering hcmeliness of Golcing",

Several translations Zfrom Ovid's workse liad appoared wefore
Shakspers's day. After the middie of the sixteentih century there
are, besides Colding's "Mciamorphoses®, Turberville's "lleroides"
(1567), Underdowne's "Ibis® (1569), and Chuwralyard's "Tristia”
(1580) . Thege were followed ia 1587 by Marlowa's vorsiscn of the
"Elegies™ and the "Amores®, Browne's "Remedie of Tove® (1599), and

others in the early years of the seventeenth sen®ury. CF theres,

(1) golding VI, 265. c¢.f. "Tempoest®, V. 1. 33 sq.
(2) =p5tudies in shakespeasre®, 36,



Golding's "Metamorphoses* i3z the most important. It was first
published in 1565, a second edition appearing in 1587, and, as we
have seen,it 1s ceriain that Shakepere was scquainted with it. It
is almost as certain that he knew his Ovid in the criginal also ae
will be more apparent when we come to deal with the guestion of
*Lugrece, Mr. Baynes, indeed, is of the opinion that Shakspere
was to scme extent familiar with the original bvefeore he knew
Golding's trmnsistion. "Probably no oritic®, he writes, “would
deny that fhakeppeare was amiliar with Ovid, buv many nsintain, as
FPormer did, that his knowledge was derived sclely from translations,
and especially from Golding's translation of the "Metamorphosea®.
That Shekspere well knew this vigorous and picturesque version is
certain; but I feel equally confident, from what has already heen
said, that his study of Ovid in the originel was regun at Stratford
Schoold, and had been voluniarily extended to his chief poems before
he became soquainted with any translation®. (1).

It will bo advisable at this peint to make a passing reference
to the famcus copy of Ovid, supposed to have been used by Shakspere,
which is now in the Bodleian Library, Oxford. ihis book -~ a copy
07 Ovid's *uetamorphoses” - bears on the title page the signature
"W, ghr, "5 opposite, spparcently in a seventeenth century hand, is
written: 9"This little Booke of Ovid was given to me by ¥. Hall
who sayd it was once Will. Shskagpere's;T.N. 1682", The genuineness

of the insoription has of course been questioned, bui the vasue

(1) #ghakespeare Studies™. 206.



allusiveness together with the abbreviations are certainly un-
suggestive of forgery.

But 1t is in general style and treatment rather than in
particular borrowings from the text that Shakspere's earlier works,
and particularly the Poesms,are reniniscens of Ovid. As we shall
see in the Tollowing chapters, there is much in the expression and
ornamental effect of Shakspere's vorse tha® recalils the Ovidian
manner. Moreover, the Elizabethan discoversd a cértain analogy of
temperament between the two poets. The epithets which were
veually applied to Ovid in the Ellizabhethan age were precisely those
with which Shsakspere znd his work were characiecriged. Further,
Francis Meres associates fthe neme of Ffhekepere with that of Ovid in
the well-known passage of the "Pallsadis Temia® (1598): VvAs tue
soule of Buphorbum was thouzht to live in Pythagoras, soc the sweete
wittie soule of Ovid lives in mellifluous and honey~tongued
Shakespeare, witness his "Venus and Adenis®, his "Lugreece", his
sugred sonnets among his private friends”,

Shakepere in his affinity for Ovid ccecupics an alwos® unique
position even among Elizabethans. Critice have sven gene so far
as to state that ghakspere was ambitious ~f becoring the inglish
Ovid. He certainly treats his poems quite eseriocusly as the mosic
to the "Venus" proves,and seems %o chellenge comparison with *he
poet from whom he drew his fables. But it must be remembered thet
Shakepere's Poems,ae well as his ssrliest drames,were mainiy written
in the conventional literary mode. The young poct was certainly

attracted both by this kind of poetry and also by ths fams and



reputation which it would entail. Whether the vouthful £hakspere
4igd or did not conceive the idea of emulating Ovid we cannot
dstermine, buc it is certain that the appeal of “Venus's Clerk”
was so powerful that its effect is traceable from the earliest 1o
the very latest of his compositions.

We shall now proceed to trace in detail the nature =and extent

of Ovidian indebtednessg in the Poems.
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CHAPTER III.

SHARKSPERE AND OVID.

"Venus and Adonis".

"Ovidius Naso was the man: and why, indeed, Naso; but for smelling
out the odoriferous flowers of fancy, the jerks of invention!
'Imitari' is nothing."

("Love's Labour's Lost® IV,)



We saw in the last section that Shakspere was not only ac-
quainted wiih Arthur Golding's version of the "Metamorphoses" but
that he also apparently knew his Ovid in the orizinal, We have
now to deal with the "Venus" and the "ILucrece", a pair of poems
which have for their basis two well known and well worn themes of
the ancient mythographers. In reviewing these poems, based as
they are on Ovidian story, we shall not only see how closely
thakspere followed his model,but we shall be able to place the
poet of Eepublican Home side by side with the mighty bard of
Elizabethan ¥England and draw in sharp outline many important
comparisons and conirasts between them.

At the ouiset there arises an interesting question with regard
to the sources of £hakspere's poems. Why did the poet draw on
Ovid at all; why did he not go to sources more modern and,
apparently, more accessible? The legends of antiquity, those of
Ovid in particular, had appeared for centuries in our literature in
various forms and paraphrasings; why then did not Shakspere, instead
of harking back to Ovid the general source and fountain-head, draw
on the channels of his lnglish contemporaries and predecessors?
Shakspere certainly did make use of such versions, but it is also
an undoubted fact that the greater part of Shakspere's mythology
was not so indirectly derived but that,for the most part,it came
either direet from the Latin of Ovid,or direct from Golding's
dogcerel version of the "Metamorphoses”.

The Elizabethan often preferred to draw on the rich wealth of

the classics rather than on the less opulent treasury of his own



countrymen; besides, adaptations from the classical authors and
glowing reincarnations of their life-breathing fables were then
all the vogue. Purther, the oncient writers were quite as ac-
cessible, perhaps more so, to the Elizabethan than the inglish
sriters themselves. Add to this the fact that Ovid was then the
universal favourite and there is little that is surprising in
Shakspere's choice of material. TLet us take the case of "Venus
and Adonis" and "The Rape of ILucrece". For the mere outline of
the story Shakspere mizht have consulted in each case the rhyme-
doggerel versions of his time or the works of the older Jnglish
poets, Chaucer, Gower, and Spenser, There are, in the poems
several indications that point to a use of lnglish sources, hut it
is still more evident that Shekspere derived the main part of his
material from the well-thronged storechouse of"Venus' Clerk" as
Chaucer did before him.

But if Shakspere found his framework in Ovid,it was Chaucer
who suggested the method of treatment and who supplied him with a
nodel for his romentic narrative. "Ovid", writes Mr, Wyndhan,
"with his power of telling a story and of eloquent discourse, his
shining imeges, his cadences coloured with assonance and weighted
with alliteration; Chaucer, with his sweet liquidity of dietion,
his dialorues and soliloquies - these are the "only true begetters"
of the lyric thekegpeare", (1).

With Ovid Shakspere displays a wonderful intimacy and a natural,
tender familiarity in which he stands almost alone among the poet's

(1) "The Poems of Shakespeare”, Intro, 81,



Elizabethan admuirers.  The spirit of that brilliant writer more

than of any other Latin poet seems to have been the most congenial
to his own,and there is no doudt that his work had an almost ir-
resistible fascination for the vouthful Shakspere. Nor is the
reason far to seek. lMany passages in the first group of comedies
seerr to point to an early a2seociation with Ovid,probably dating,
as we saw, from the poet's school days and matured by subsequent
reading; and although Shokspere,as far as we can g-ather, was no
great student or lover of books, it is possible that his subsequent
knowledze and his greater intimacy with the Tatin poet may have
grovm out of the recollections of his youthful studies. Moreover,
the pfmtry of Ovid was most congenial to the Kenailssance spirit,and
in Ovid thskspere found, as many had found hefore him,a storehouse
of superhly-embroidered and fascinating material,fll of 1life, of
colour', and of movemmt7and of a briliiance and spontaneity

spring ing from native inspiration and a passion for the poetic arst.
thekspere, we may safely assume, would also read those chivalric
and fantastical allegories, the offspring of;\ri:;q and the
fanciful school of Italy, as well as the woz:kiTE/ the amorous and
mytholog ical schoel of which Marlowe was the representative. But
he deliberately turned his back on the former with its romentic
unreality, its quaint symboliem, its calm and dreamy atmosphere far
removed from the turmoil of life, and,in his vigour of soul and
passion for the world and its realities,followed as deliberately

the "godless, muscular lustiness" of Marlowe, Greene and Peele.

To us there can be no greater contrast than that which exists



between the sweet, strange dreamland of the idealist Spenser and
the great world of Chakspere, pulsine with life,with passion,and
with fire - a world which the author of the Poems would find
mirrored to an eminent degree in those fascinating scenes,fll of
dramatic vigour, of tender pathos and of spontsneous ouibursts of
genuine feelings,which crowd the varied canvas of the "Metamorphoses™,
Prom Ovid, the most moderm of all the encients, Ffhekspere would
imbibe something of that love of:;m;}.ure and of that passionate
sympathy with life in nll its phases which were so vital tc him and
from which he could rarely,if ever,be sundered.

Agcain, what a tremendous appeal would that treatment of love,
that penetrative: 1n3_:|ght into female character, that wonderful
exposition of the subtle and labyrinthine workings of the human

heart,to the delincation of which Ovid gives eo prominent a place
what an appeal would such a subject make to the ,outhful author of
"Wenus" and "Iucrece®! "Ovid", writes Mr. Baynes, "was unrivalled
amon;; Roman poets in his power of delineating the perplexing, tut,
in the atrictest zense, fatal logic of female passion, its sudden
moods and contradictory impulses, its wild vehemence or self-
consuming reserve, iis pathetic tenderncss, unsuspected strength,
and absolute devotion”, We nead scarcely pause to illustrate how
all these characteristics find exprsasion in the poems of Shakspere,
There is one side of Ovid's prolific genius, the dranatic,
which influenced the vouthful poet to an even greater extent than
the qualities mentioned above. The majority of the Ovidian episodes

have within them all the germs of drama; in other words they are



dremetic in substance hut non-dramatic in form. Here 1ies %he
scoret of the mervelious appeal that these legends made to the
Blizabethan drau:_a;:{st. The Tatin poet simply gives the bare
details of the story, a series,as it were,of dramatic situstions
in embryo - a catalogue of surprising incidents often of a tender
end passionate nature - gapable of extensive elaboretion under
the moulding influence of a fine poetic imagination. The
Elizabethan playwrizht took these for his material,working in
details and inciden®ts of his own as for instence,in the case of
Tyly's "Gallathea", a play which is based on Ovid's tale of
Iphis and Ienthe and which ¢he dramatist has amplified in order to
gerve his cspecial purpose. In the seme wey Shekepere took the
bare Ifremework ¢f Ovid's narrative, developed the hints und =sug--
gestions of the original,and,by the vitalising power of his wonder-
ful poetic imasination and by the riches of his over-plethorie
thought, invested the whole with & wealth of beauty end a luxuriance
of imarery which are essentially his owm.

With thege preliminary remarks we will now consider to what
extent the "Venus and Rdonis" is indebted to its classic orizinal.

The material of this poem is derived from the brief skeich of
Venug and Adonis which follows on the tragic story of Myrrha in
the tenth Book of the "Metamorphoses®, crucial hin%s being nlso
drawn from the episode of Salmacis and Hermaphroditus in the fourth
Bool:2 and from the boar-hunt in Calydon in the eighth. thakspere
would have read these legends in Golding's translation, perhaps in

bullor foont
the Tatin 2lso, but of this,we cannoti be certain. There is little



or no trace of the original text in the "Venus and Adonis®;
Golding's version and,to some extent,the versions of the Fnglish
poets seem to have supplied Shakspere with the materials and
suggestione for his work. "In spite of his deep obligation to the
great Homan", writes 8ir Sidney Lee, "Shakespeare did not confine
his early poetic studies to him. There are ample signs that he
filled out Ovid's brief and somewhat colourless narrative on lines
suggested by elder English coﬁtemporariea, Spensger and Marlowe,
Lodze and Greene®. (1).

The picture of Venug and Adonis as given by Spenser in his
description of Castle Joyeous (2) has little in common with
Shakspere's poem; but the account of the death of Astrophel in
Spenser's elegy 1s in many respects similar to the death of Adonis
in Shakspere. As regards the metre of the poem,Mr. Wyndham
poinits out that the stanza need not have been borrowed from the
"Seylla's Metamorphosis” of Todge, published in the same year as
"Wenus and Adonis¥, for the "starffe of six versee™ had been described
in the "Arte of Inglish Poesie® as "not only most useful, but also
very pleasant to th' eare®; (3) and although critios are Tor the
most part agreed that Shakspere was famlliar with Iodge's prefatory
sketch of the story, Shskspere's poem,in =211 essantialé,owea little
or nothing %o its supposed model. Further, 8ir Sidney Lee is

trusting to doubtful evidence when he mentions Marlowe's "Hero and

(1) ©"vVenus and Adonis®, Intro, 14.

(2) ®paerie Queene® III, 1. 34-8,
(3) 9"The Poems of Shakespeare®, Intro, 79.



Leander® as a probable source. The poem was left unfinished by
Harlowe at his death in 1593, the year in which "Venus and Adonis®
wae published, and it is doubtful whether Shakspere had seen it in
nanuecript. The poet would find 1ittle or nothing that would be
ef use in Thomas Peend's "Pleasant Fable of Hermaphroditus and
Salnecis" (1565), but the two lyrics in Greene's prose romance
"Never Too Late® (1590) may have had some influence on his work, (1)
The two writers by whom Ghekepere was mainly influenced, then, were
Ovid and Chaucer. "Briefly", says Mr. Wyndham, "the poem hase
nothing tc do either with studious imitations of the Classics or
with the "rhyme doggerel" that preceded them, for it throws bagk

to the mcdiaeval poets' use of Ovid: to Chrétien of Troyes, that
is, the authors of the "Romen de la Rose", and Cheaucer, who Tirst
steeped themsclves in the Mietamorphosis", and then mads beantiful
poens of their own by the Yight of their genius in the manner of
their day." (2).

Put it is with Ovid that Shakspere shows the greater femiliarity
rApart from verbal coincidences®, says €ir Sidney Lee, "some of its
leading characgerisiics - the free employment of pilctorial imagsry,
end the frank appeal to the senses - indicate that Ovid, whether in
the Latin original or in the English translation, was a primsry
source of inspiration®.

(1) The date of the "Sheepheard's Song of Venus and Adonis" by
Henry Constsble has not been ascertained; but if hag little in
common with thakspere's poanm.,

(2) "The Poems of Shakespeare®", Iniro. 80.



The story of Venus and Adonis as told in the tenth Book of
the "Metamorphoses" occupies a place of comparative unimportance.
It is a sort of complement to the horrible story of Myrrha and
serves ag an introduction to the more detailed episode of
Hippomenes and Atalanta with which the lovesick goddess entertains
her youthful paramour. The story proper tells how Venus, smitten
by the besuty of Adonis, warns him against the ferocity of the
boar, ané;,qm;s ehe woos him,:recounta the story of Hippomenes and
Atalanta. Then, with a Tinal caution against hunting the less
timorous game, she leaves him. Adonis 1s slain by a bhoar, the
goddess returns and nakes lanentation over him,and transforms his
blood intc a flower.

ghakspere's story begins with the wooing of Adonis thus
introducec by Ovid as a prologue to Venus' relation of her story:

*Sed labor insolitus iam me lassavit, et ecce

Opportuna sua blanditur populus umbra,

Datque torum cacspes: libet hac requiescere tecum,”

Bt requievit humo, pressitque et gramen et ipsum,

Inque sinu iuvenis posita cervice renidens

Sic ait, ac mediis interserit oscula verbis. (1).

The representation of Adonis as coy and coldly unresponsive fo the
adivances of the goddess seems to be unwarranted by the original
narrative. The attitude of the youth as conceived by Ovid is not
very clearly set forth. He is apparently not so unresponsive to

(1) "Met." X. 554. TFor the parallel situation in "Venus" see
especially 17-18; 43-44.



Cytherea as is Shakspere's Adonis and there appears to be no
classical authority for Shekspere's representation. It is highly
probable that the story of Selmncis and Hermaphroditus, as related
in the fourth Book, was responsible for this perversion, and that
it furnished Shakspere with certain hints for the amorous
altercation which serves as a pivot on which the story tums,
Further, the two authentic sonnets of "The Passionute Piligrin",
which have all the appearance of rough preliminary sketches in
relation to the longer poem and which also treat of Adon's
disdain of the goddess, bear evident traces ol the story of
Hermaphroditus:

"Sweet Cytherea, sitting by a brook

with young Adonis, lovely, iresh, and green,

Did court the lad with many a lovely look,

Such looks as none could look but besuty's cqueen”, (1)
In the line which follows, however,

"ghe told him stories to delight his ear}
Shakspere reverts to the tale of Atalanta in the originel narrative
in the tenth Rook. The other sonnet follows very closely the
incidents in the fable of lermaphroditus: the situation, the heat
of the day, the ardent desire of the goddess and particularly the
touches in the latter part of the poem,bear & striking resemblance

(1) The setting is evidently unsuggestive of the story proper.
Compare the following passage:
“Then we will feich thse straight
Adonis painted by a rumning brook,
And Cytherea all in sedges hid." ("Shrew", Inducticn).



to Ovid's narrative. (1) And meny passsges in the "Venus snd

Adonis"™ recall the same story, The address of the goddess at the

opening of the poem seems to echo Salmacis' greeting, (2) and the
lines

Ypueri rubor ora notavit

nescia quid sit amor: sed et erubisse decehat *
are evidently suggestive of shakspere's Adonie. (329-30). Aleo
the verses

"Poocenti Tymphae sine fine sororia salten

Oscula, iamque manus ad eburnes colla ferenti,

'Desinis? aut fugio, tecumgue' ait 'ista relinguo'".(234-36) (3
remind us of the central theme of the poem.

Ovid's description of Hermaphroditus gleaming in the waters
after his plunge (4) not only recalls Shakspere's own gleaming
netaphora and effects of alliteration but seems also to find an echo
in the poet's comparison of Adonis' hend to

"A 1ily prison'd in a goal of snow

Or ivory in an alabaster band."
The impatient struggles of the disdainful youth were apparently

(1) “Met.® 1IV. 340=53.

(2) 1. 7. 2qQq. c¢.f. Golding 389:
"She thus begon: © childe most worthie for teo bee
BEstemde and taken for a God . . .7

{3) w¥en at the last the Nymph desirde jost instantly but this,
As to his sister brotherly to give hir there a kisse,
And therswithell was clasping hia about the Ivorie necke,
Teave of (quoth he) or I am gone, and leeve thee at a becke
¥ith ali thy trickes.” (Golding, 410).

(4) "In liguidis transiucei aguis, ut eburnea siguis
Signa tegat olaro vel candida 1ilia wvitro." (354),



sucgested by the efforts of Heramphroditus to escape from the
enbrace of Balmacis:

"Strive, struggle, wrest snd writhe (she said) thou froward boy
thy £111,

Do what thou canst thou shalt not scape®. (Golding).

Shakspere was by no means the first English poei %o represent
this trait in the character of Adonis. Spenser neither in
"Astrophel" nor in the "Jaerie Queene" makes mention of the
youth's coyness, % it is otherwise in the "Bheepheardes Bong" of
Henry Constable,and Marlowe makes a sprecial point ol 1t in his
"lero and Leander"., (1). 8ir Sidney lee is of the opinion that
it was from ¥arlowe that Shakepere derived tle iiint. Yearlowe'sn
genius®, he writes, "“exercised a powerful fascination cover
ghakspere's youth, and in all probability under such influence
Adonis' disdain of the goddess of bveruty became hée central wotive
of his first poenmVv. But 1t was In the sphere of drama only that
¥arlowe's influence affected the early work of Elhiakspere: i+t is
doubhtful whether the author of the Poens had seen any of Marlowe's
non-dranatic verse at so carly a date. It is far more likoly ;h#t
the dainty little mong in Reobert Creene's "Never Too Late" sug-

gested this crucial incident in the story:

(1) The poet here describes how
"Venus in her naked glory strove
To please the careless and disdainful eyes
0f proud Adonis that before her lies”.



"gweet Adon, darest not glance thine eye
(i toserez-vous, non bel ami?)
Upon thy Venus that mast die?
(Je vous en prie, pity me)., . . ."
It is probable, too, that Lodge's account of Adonis' death anb.
Cytherea's despair was known to Shakapere,and it may be thaf't.he
nain story o_f Glaucus' repulsion of the ardent Scilla -~ a perversion
of another Ovidian narrative, effected by reversing the position of
the two pr:l.ncipa;l. characters - suggested a like method of treatment
to the author of "Venus and Adonis".
fhakspere's vivid description of the boar was directly sug-
gested by Ovid's account of the hunting in Calydon in the eighth
Book of the "Metamorphoses" where the brute is thus vigorously
depicted:
"ancuine et igne micant ocull, riget ardua cervix,
Et setae similies rigidis hastilibus horrent:
Santque velut vallum, velut alta hastilia setae". (1).
These lines are thus rendered by Golding:
"iiis eies did glister blud and fire: right dredfull was to see

His brawned necke, right dredfull was his haire which g;g:c;g
e

With pricking points as one of them could well by other sticke.

And like a front of armed Pikes set close in battel ray,
The sturdie bristles on his back stood staring up alway,"(2)

(1) wMet,» yIII. 284. The last 1ine of the quotation is not in~
serted in many editions of Ovid's works.

(2) Book VIII. 376.



A comparison with the powerful description of the monster in "Venus
and Adonis" will show that Ehakspere was probably indebted %o
inglish translation:

"On his bow-back he hath a battle set

Of bristiy pikes, that ever threat his foes;

His eyes, like glow-worms, shine when he doth fret;
His snout digs sepulchres where'er he goes;

Being moved, he strikes whate'er is in his way,
And whom he strikes his cruel tushes slay.

His braway sides, with hairy bristles am'd,

Are better proof than thy spear's point can enter;

His short thick neck cannot bhe eaailyb harm'd;

Being ireful, on the lion he will venture:.

The thorny brambles and embracing bhushes,

As fearful of him, part, through whom he rushes®. (1).

In the stanza following,Venus describes to the unheedful
Adonis the blind and brutal insensibility of the boar to the
youth's own peerless beauty:

"Alas! he noucht esteems that face of thine,

To which love's syes pay tributary gazes;

Nor thy szoft hands, sweet lips, and crystal eyne,

Whose full perfection all the world amazes;

But having thee at vantsge, (wondrous dreadl)

Would root these beauties as he roots the mead",

(1)  "venugw, 619.
But Shakspere's lines, if they owe anythi&‘at all to Golding, are

far qifferent in colour and in spirit to translator's doggerel.

They Possess the ring and the verve of the original; and more
8EDAAiATTIw A +hav wanall the Tatin verse in alliterative effect.



The goddess in Ovid's narrative gives her paramour a similar warning:
"non movet aetas,

Nec facies, nec quae venerem movere, leones

Setigerosque sues, oculosque, animosque ferarum", (1).
Again, Ovid represents Venus in the guise of the huntress Diana
as chasing the more timorous game,such as hares (pronos lepores),
and stags,and avoiding the wild boar. (2). She advises Adonis to
follow her example in thus "pursewing game of hurtlesse sort”, which
warning she repeats before she leaves him:

"Hos tu, care mihi, cumque his genus omne ferarum,

Quae non terga fugae, sed pugnae pectora praebent

Effuge: ne virtus tua sit damnosa duobus®. (705).
Here again Shakspere follows his model:

"But if thou needs wilt hunt, be ruled by me:

Uncouple at the timorous flying hare,

Or at the fox, which lives by subtilty,

Or at the roe, which no encounter dare:

Pursue these fearful creatures o'er the downs,

And on thy well-breath'd horse keep with thy hounds". (673).
%%y ;E:::o; ;fougfmy beawty bryght, thy countnance fayre and brave
Although they had the force to win the hart of Venus have
Wo powre ageinst the Lyons, nor ageinst the bristled swyne,

The eyes and harts of savage beasts doo nought %too theis inclyne"

(Golding).
How different, again, are Shakspere's musical lines from the im-

perturbable homeliness of the translation.

(2) "Met." X. 535. sq.

" ed also thee
indgn ‘ii %:a:o:ﬂlgﬁ o:g:"tgg? if thou wouldst have warned bee,

B Vvenus sayd) for whose dooth advance
Hgm:::ll.'g :gag:::r%;e(bold may hap to meet with sum mischaunce®,

(Golding).



Several of Shakspere's minor touches may or may not be
reminiscences of the original. In line 902, for exauple, the
poet's description of the boar's fosm-flecked mouth

"hoepainted all with red

Like milk snd blood being minzled both together"
recalls & similar fisure in CGolding's rendering:

"The scalding fome with gnashing hoarse which he dld cast aside,

Upor his large and bramed shield did white as Curdes abide":
a‘fi;g;ure, if the passage bea reminiscence, suggested rather by
Gelding <han by Ovid. {(1). Many other similarities might be
discovered by minutely comparing Shakspere's poem with Golding., We
have attempted ne such compariscn here. it is an exercise that
each student may underteke for his own amusement but which,to the
generality of critics,would afford tut 1ittle importsnt or con-
clugive evidence.

So much for the sources of the poem. It hardly seems
necegsary to insiet that the numerous hints and suggestions which
fhakspere derived from Ovid and from other writers in no way
detract from the originality of the poet's work. The main
interest of the poem does not lie in the story and its evolution,
but in the passionate intensity, the colouring of the narrative,
the luxuriance of the imsgery. 8till more remarkable is the won-
derful misic of the verse and also the natural sweetness with which

the poet describes each rural sight, each rural sound, of native

cum stog stridore per armos
5 “g;ur;:dgluit,rgg?;ei aequantur dangihus Indis.” ("Met." VIII,287



Arden. Bhekspere did not learn this from Ovid. 8ir Bidney Lee
truly remarks that the setting of the scene "amid flowers blooning
under the languerous heat of summer skies is outside the scheme of
the Latin and Greek writers®, (1) but we cannot sgree with him
when he goes on to state that Ehakspere was indebted mdire.ctly to
the Greek elegista,through the Italien poets Parabosco and |
Tarchagnota,for these znd similar hints for the background of his
posm, "The sunli? atmosphere®, he writes, "no less than the
flower-strewn grove seems redolent of an Italian origin®; they
are reminiscences, he continues "too numerous to preclude the
suggestion that Shakspere was unacguainted with the latter and
absorbed some of their ornaments and episzodes®, {2).

There is much in the "Venus and Adonis® that recslls the
brilliance end hard glitter of Italian postry; bTut te us it
gecme very uniikely 'tha.-t:\quh{_ Nature's Darling, Iilving as he did

the open-air 1life of a country youth,should have been indebted to
any bhook for the introduction of a setting which his own experiences
and environment would naturally suggest. The descriptions of the
varying aspéc:t of the sky, of the ”geﬁtla lark" waking the morning,
the picture of the snail, the horse, the hare and hoﬁnds,in their
wonderful truth to nature, oertaiﬁly point te a tender intimacy with
outdoor phenomena and to observation of the closest kind. To us

it is of the highest significance that these passages,and not those
which were suggested by other writers,are among the most bgaut,im

(1) *venus and Adonisz®, Intro. 26.

(2) 1Ibia. 26.



in the whole poem.

In passing from the subject matter to “he langusge and the
orna_ment-a;l effeets,we cannot but notice the etriking similarity in
style, expression, and general treatment,between +he Inglish poen
and Etho-a‘o—of)cwidim story. The vizorous and exuberant play of
fancy as exhibited in the c.arelaes introduction and détalled
elaboration of discursive episodes, the fire and heat of a glowing
lnag ination, the frenk and shameless appeal to the senses, the
wonderful freghnese and inexhaustible spontaneity, the over-facility
of expression and perfect cormand over vergification, ‘he effects
of alliteration, mﬁ*-wg:ﬁié’tap}wru, together wif.h the
accunulation of puns conceiis and far-fetched illustrations, are
precisely the counterpart of the Ovidiaﬁ manner., Shinkspere
resembles Ovid.too,in his artistic subordination of the background
te humen passions and interests, He never degenerates into mere
landscape painting ~ into the delineation ;oi' rural seencry for
its own sake; the setting is simply intended to enhiance the
interest in the nain actors with whom the phenomena o nature, as
depicted by both poets,are generally in sympathy.

The tone of moral reflectiveness in the Poems wiich affords
8o striking @« contrast with Ovician license and sordld dissipation

will be dealt with in the course of the next chapter,
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CHAPTER IV.

SHAKSPERE & OVID:  *LUCRRECE",

Limits of Ovidian Influence on the Poems.

"And Shakspere thou whose honey-flowing vain,
(Pleasing the world) thy praises doth contain,
Whose Venus and whose Lucrece (sweet and chast)
Thy name in fame's immortal book have plac't,
Live ever you, at least in fame live ever,

Well may the body die, but fame die never."

BARNFIELD,

"Poems on Divers Humours".



The poems of Shakspere are a pair of companion pictures -
highly-wrought works of art, beautifully and richly dight. The
"Wenus" is a full-length portrait of female lust and passion, the
"Lucrece" a delineation, also at full-length, of the same fatal
incontinency in man. Both topics were singularly well-worn; the
story of Lucrece, especially, had been for centuries the stock
example of unswerving conjugal fidelity to Western civilisation.

In each case, the poet's work was consciously imita’civa_; in each
case classical story was employed as a ground-work;im is
8til]l more significant for our purponeﬁmglmkspare preferred to
choose much of his material from Ovid, from Golding's translation
for his "Venus", from the Latin of Ovid's "Fasti" for several in-
cidents and touches in "Lucrece", (1). The latter story had been
told already by the Greek historians, by Livy and by Ovid; in
Enclish verse by Chaucer, Cower, and Lydgate, and in prose by
Painter. (2). thakspere might have found the bare facts of the
story in any of these writers, but the immediate source is difficult
to determine as there is necessarily little essential difference bhe-
tween the points of the narrative. We turn, therefore, from the mere
appropriation of facts to study Shakspere's method of treating them,&
we £ind that,whatever the other influences may have been,the poet's

(1) fThere is no mention of an English translation of the "Fasti®
before 1640.

(2) We may slso add "The Grevious Complaynt of Lucrece", licensed in
1388, and The Death of Tucryssia® in 1570, which are not extant.



obligations to Ovid are certainly the most pronounced. However,
the position taken up by Mr. Baynes, who finds the "ILucrece" almost
entirely indebted to Ovid, is open to serious question. His study
of "Venus and Adonis" is open to a similar objection, for he does not
differentiate between reminiscences of original and translation.
We find, on close examination of the poem, that the "Iucrece" was
mainly indebted to Ovid and to Chaucer, whose joint influence, as
we have seen, was mainly apparent in the earlier poem. (1). It
is to these two writers that the Shaksperien treatment bears the
closest resemblance. More especially do the facts of the story
correspond, even in minute detail, with the facts of the Latin
writer; but what is even more noticeable, the fluency and lightness
of touch, the imagery, the illustrations, conceits, puns and turms
of phrase all point to Shakspere's affinity with Ovid, poetarum
ingeniosissimus.
In the first place there are many details which are peculiar

" to Ovid and to Shakspere. The verse "Hune primum externa pectora
tacta manu® (746) has bheen noticed by Shakspere alone:

"Her breasts, . . «

A pair of maiden worlds unconguered

Save of their lord, no bearing yoke they kmew". (407).
Also the touch

nquid, victer, gaudes? haec te victoria perdet” (811);

"A captive victor that hath lost in gain.® (730).

(1) Ovid "Fasti® II. 721-852; Chaucer "Legend of Good Women",



Further Ovid's "Ter conata loqui, ter destitit® (823) reappears only
in Shakspere:

"Three times with sighs she gives her sorrow fire,

fre once she can discharge one word of woe" (1605).
Still more significant, the action of the father and husband in
prostrating themselves on Lucretia's corpse is peculiar o the
versions of Shakspere and Ovid:

"Btone~-gtill, astonish'd with this dendly deed,

Stood Collatine and all his lordly crew;

Till Lucrece' father that beholds her bleed,

Himself on her self-slaughtered body threw". (1)
Finally, the late Professgor Collins has shown that Sheakspere's
introduction of the description of Brutus is not only an indication
of the closeness with which the poet follows his original, but is
elso a proof of his scholarship. "The Latin", he writes, "is
obscure and difficult: "Brutus adest, tandemque animo sua nomina
£allit,” that is, stultifies his name ("brutus"stupid ) by the

courage he shows, This Shekspere interprets in the stanza:-

"Rrutus, who pluck't the knife from Lucrece side,

Seeing such emulation in their woe,
Began to clothe his wit in state and pride,
Burying in Tucrece  wound his follies show,

He with the Romans wag esteemed so

n

As silly jeering idiots are with kinga", (1207-12). (2)

(1) "Lucrece® 1730; vide also 1772. c.f. "Fasti" 835:
"ilcoe super corpus communia damna gementes

Obliti decoris virque paterque iacent”.

(2) »Btudies in Shakespeare", 17.



80 much for Shakspere's knowledge of Ovid. It is rather
surprising that the laarnsd Doctor Parmer made no msntion of the
"Rape of Luorece" in his enquiry inte the matter of Shakspere's
lsarning. Many critios, too, since Farmer, have assumed that the
poet was incapable of reading a story in the Latin.

The use that Shakspere has here made of Ovid's narrative
throws much light on his artistic methods and deserves to be
studied in detail. It would alsc be an interesting study to conm-
pare Shakspere's method with Chacuer's, as we may do¢ the more readily
since Chaucar has followed Cvid's narrative with the same fidelity
as Shakspera did. Chauger, professing to follow Livy and Ovid,
desaribas in the ccourse of his pocem the incidents which arousad
Ssxtus' fatal passion; Shakspere retails them in a prose "Argument”
and plunges siraighiway 1n medias res. He is rigidly confining
himgalf to ths matisr in hand, the raps of Luerege. Both 8hakspere
and Ovid make a specisl point, let us note,of the hepvoine's chastity
ag the main insentive %o the anscomplishment of the vile deed:

"Verba placent at vox, et quod corrumpere non est; ‘

Quoque minor spes @st, hoo magis 1lle cupit™; (765)

"Haply that name of chaste unhapp'ly set
This bateless edge on his kesn appetite." (1)

1) ~ " " Soms c¢ritiecs beileve, however, that the more
(1) oﬁggggigd'eiprgasmn of Livy: “"cum forma tum spectata castitas
ineitat”, (omitted by Painter) supplied the hint.



Shakspere Lias not followed the order of avents as given by
Ovid. The description of the effect of Luerece’ beauty on Justful
Terquin, for instance, is very close to Ovid's, but Shakspere has
raversed the incident, bheginning with the luet iine of the Ovidisn
passage:

"Ense latus oinglt, tergaque pressit equi.* (784) (1)
Shakspere's divergsnces from Ovid are sll mads with a view to
rounding off his own version of the story and with the object of
copgcentrating the attsntion on ths ceniral thsms. For this reason
hs doas not insist, ae Ovid does, on the interview of Sextus with
Lucrece at Ccllatium whan the villsin's lustful appstite was
aroused, but ressrves Ovid's passsge for the bsd-chamber soens, the
cantral description of the poam. £ad how wondsrfully has Shaxs-
pare develor<d into & highly finished picture the bare suggestions
and slighter realistic touches of the Latin story! It is on these
casual hinte thrown cut by kis authcrities that ha has buili up
the most striking episocdes in the poem. Ths extrasrdinary
minuteness of hig observsation has reproduced even the allusion to

the colour of Lugrece' hair in thzt beautiful picture of the

heroine as she 1ies sleeping in her loveliness: (2)

ineident is ziven in "Pasti® II 761-84. With line
. 322 Zﬁﬁ;:r, “Tuarece" 1-12; 43-9. Shakspere of course may
have made use of "haucer's nerrative which 1s a free version of

the Latin.

T has bsen noticed by Shakspsare and Chaucer only:
i 'ha';::::}plzhot. niveusque color, flaviquse capilli® (763);

ger, hir shap, and hir manere
;¥:r§cz:%?w ?'Laéend'. 1?45). Some oritics, however, think

tha imply dictated by the prevailing fashion = that
g :geizozézu;:;o'ag?uiion to the golden locks of the Virgin

Queen.



"Her eyes, like marigolds, had sheath's their 1izht,
And canopied in darkness sweetly lay,

Ti1l they might open to adorn the day.

"Her hair, like golden threads, play'd with her breath;
0 modest wantons! wanton modestyt

fhowing 1life's triumph in the map of death,

And death's dim look in life's mortality:

Fach in her sleep themselves so besutify,

As if between them twain there were ne atrife,

But that 1life lived in death, and death in Yife." (397).

ir, Wyndham has compared the incidents which Shakspere
borrows from Ovid with those of Chaucer,. *The two poets™, he
writes, "omit end retain different portions: Chaucer, on the whole,
copring more closely, paints on a canvas of about the same size,
whercas Shakespeare expands a passage of 132 lines into a poem of
1855, Chaucsr," he continucs, "omits Lucretia's unsuspecting
welcome of Tarquin, making him ‘'stalke'’ straight into the house
'ful theefly'. gShakespeare retains the welcome, and reserves the
p:;"i se 'into ihe chawmber wickedly he stalks', for a later incident,"
(1). '

Both Shakspere and Chaucer seem to follow Ovid's description of
the invasion of the bed-chamber, but Shakspere expands it end

(1) "The Psems of Shakespeare", intro. Mr. Wymdhan also em-

ituation of FBhakspere's Targuin and Ovid's
hﬂgégelﬁﬁegfﬁl.gelﬁed, but not daunted,by gugubrious fore-

bodings in the dark." (81).



repeats many of 1ts main incidents. For instance, Tarquin's

threat to Lucrece is repeated no less than three times, twice in
the fearful midnight colloquy,and again in the heroine's account of
her undoing. (1). Ovid condenses the matter into two lines:

"Instat amens hostis precibus, pretioque, minisque:

Nec prece nec pretio, nec movet ille minis,"
but as Mr., Baynes has shown, Shakspere expands them into ten
stanzas "unfolding in order each class of \_rillainous motive, the
entreaties, the promises and the threats, as they are urged with
oruel force on the affrighted Tucrece's ear"., (2).

fhakspere and Chaucer both echo Ovid's simile of the wolf and
the lamb:

sged tremuit, ut quondam stabulis deprensa relictis,

Parva sub infesto cum iacet agna lupo", (799).
but with a difference in the method of appropriation. "Chaucer
accepts the illustration®, writes 8ir Sidney Lee, "but strips it of
its vivid colouring:

"Ryght as a wolfe that fynt a lambe alone,

Po whom shal she compleyne or make mone?" (1798-9).
Bhnképere,' he continues, "catches far more of the Ovidian strain
(677-9)

"The wolf hath seized his prey, the poor lamb cries;

7111 with her own white fleece her voice controll'd

Frtembs her outery in her 1lips' sweet fold". (3).

(1) *Lucrecev, 807-10; 552-65: 666-72: 1632-38.
(2) "Shakespeare Studies", 236.
(3) "Lucrecen, intro. 13.



Shakspere, indeed, has made far more of the openings for poetic
elaboration whioch the original afforde than Chaucer has. The re-
production of touchas such as Ovid's "niveus color* (763) is quite
alien to the Chaucerian method of *raatment. Shakapere, on the
contrary, repreduces them with charasteristic rapidity and minute-
ness in his references to Iucretia's 'lily hand' end the 'snow-
white' of her 'dimpled chin'. We are of the opinion that critics
show a lack of inslght into Shekaspere's artisiic method when they
regard such minutiae as mere stock-in-trade, for a scrupulous care
in following en original is one of the poetl's main characterilstics.
Tarqgnin's reflexion on Tugretim's look angd heightened colour, Ifor
example,doce not escape the observation of Shakspere, bhut there is
no reference to it, or indeed to mny such realistic details, in the
prose versicne of the legend:

"Hoe habuit vultus, haee 11ii verdva fuere;

His decor, hamec fasies, hie coler oris srat (773}.
So thakspere's Tarquin:

rouotk he, 'She took me Xindly 2y ithe hand,

And gazed for tidings In my esager syes;

Pearing some herd news {rom the warlike band

Where her beloved Collaiinus lies,

0, how her fear did make nor colour rizel'"

Certain details in the lucid prose "Argument®, together with a
few slight verbal reminiscences in the poem itself, seem to indicate
thet Shakspere had read Livy's account, or, which is far more
likely, the free prose version orf the same in Painter's "Palace of



Pleasure"., In the Argument Shaekepere sgtaves thet, in snswer to
the neseengsre despatched by Tucrece, her father csme “aocompanied
#ith Junius Brutus,” and Collatine "with Publius Valerius"., These
details were evidently esupplied by Painter's version.- for Ovid does
not even mention Valerius, nor doss he axplicitly state that
Brutus accompanied Tucretiug Hut simply that he was present at the
tragedy (*Brutus adest®). But Shakapere, con*inuing his account,
states that,"bearing the desd body to Rome, Brutus acquainted the
people with the doer and manner of the wvile dccd”, a statement which
is neither warranted by Livy and Painter nor yet by O0vid. Thre
detail, however, may Lave been sugeested by Chaucer who, although
professing to follow Livy and Ovid, seeps to imply that the iragedy
took place in the Cepital snd not &t Ardes:

"0f hir hed al the toun of Rome routhe,

And Prutus by hir chaste hloode hath swore,

That Tarquyn shulde y-banysshed he tharfore,

And al his kynne; end let the peple calle,

And openly the tale he tolde ham 2lle;

And openly let cary her on a bers

Thurgh al the toun, that men may ase and nere

The horryble dede of hir oppressyouwn." (1861 2q.)
It is noticeable toon that Chaucer makes a further digression when '
he says that the body of Lucrece waad displayed at Fone, for Livy and
Ovid plainly state that it was showm in Ardea only.

Two minor peints of differunce may be mentioned., Painter
hints that the siave whom Sexius intended %c slay for a proof of



lucretia's guilt was a fellow of his own househkold: "nis (i.e.
sextus') slave®. Ovid has *famulum” simply, but the villain in
shekspere's poem vows more appropriately that he will kill a ser-
rant of Tucretia's househeld ("some worthless slave of thine"), a
roint which had bheon noticed by Chaucer ("thy knave*). Again,
mother slight deviation from Ovidis text is sometimes illustrated
y a phrase in Livy's version. Shakspere's lines,

"His hand, as proud of such a dignity,

fmokine with pride, msrch'é@ on to make his stand

On her bdare blreaﬁt," (1)
aef.—':m 0 have heen sugcested by Livy's "siniptragque manu mulieris
yestore opprease” rathsr than by the "positis urgefur pectora palmis®
) 4 0?1{1. (2). Sush conmnents as these, however, savour too much of
1wypergriticism, I+ i3 ouite pessible that Shakspere made the
latter divsreence Trom Ovid withont consulting any auvthority, just
18 he mav not have followed Chancer in the choice of the posscssory
;pithet in interpreting Ovid's 'famidum'. The poet may have
Pollowed his own discretion, as in the former case, without sny hint
Prom hies suthorities.

The conclusicn of the "Tucrece® was probably sugsgested by Ovid,
fhe speech of Brutus in the msrket place,as recorded by Livy,would
rave detracted from the main interest of Fhakspere's story. 8o, too,
sould the murder of Sextus as reocerdsd by Livy end by Painter.

Shakepere simply concludes hig narretive, as Ovid doee, with ihe

(1) Iuerecev, 437. c¢.f. also 463.

(2) The sliiterative effect in Ehekspere's passage is precisely the
counterpart of Ovid's 1line.



ravisher's "everlasting banishment®,

The Chaucerian influence - mainly an influence of manner as in
"Yenus and Adonis" - is very considerabdble. It is most clearly
marked in the long-drawn allegorical addresses to Time, to Place,
and to Opportunity, which recall the expressions of melodious
misery in the fourth and fifth Books of Chaucer's "Troilus".
Artistically considered, however, this "helpless smoke of words" is
a8 entirely unsuitable %o the context as the conceits and laboured
witticismswhich Ovid puts into the mouth of the youth Narcissus in
the throes of his dying agény. Sinilarly out of place, also, is
the lengthy deseription of the painting of Troy, which, although
bearing a subtle relation to the theme of treachery in the poen,
is quite out of proportion to the bulk of the story.

8ir Sidney Lee,in suuning up the indebtedness of the poem,
writes: "Weither the individuality of style nor the substantive
orizinality of many details in Shakspere's poem can be questioned.
put it is clear that, working on the foundations laid by Ovid, he
sought suzgestions for his poetic edifice in Livy, and in such
guceessors of the classical poet and historian as Chaucer and
Pandello. Nor can it be 1lightly questioned that he absorbed
sentiments and phrases from many contemporary English verse writers

with whom his muse acknowledged sympathetic affinity.” (1).

2% = n  4intro. 21. The chief, besides Chaucer, were
ém)mf“fﬁéﬁﬁf,;amé of Rosamond"), Watson, Constable, and Giles
Fletcher,



The 1limits of Ovidian influence upon the Poems of Shakspere
are very clearly déafined. In the first place the Poems owe little
that is really essential to the influence of classical legend:
the treatment of the facts-that is, the main glory of the work - is
Shakspere's own, and the main beauties of both poems are essentially
due to the poet's own observation and invention. We have already
instanced, in the case of the "Venus", the wonderful descriptions
of natural scenery and the realistic touches of animate nature
expressive of a minute and sympathetic observation. All through
Shakspere's early work, even amid the piled-up horrors of "Titus
Andronicus®, the country breeze blows fresh and strong from the
woodland glades of Arden. In "Venus", however, the atmosphere
of the country is everywhere presgent, even the variations of the
weather beins reproduced with remarkable fidelity. But there are
other and more important points of difference. Of far greater
significance in the light of thakspere's subsequent development is
the reflective insight and the underlying purpose of the poems
which etand out in bo:lci relief from the purpose of Ovid, There
is the Ovidian license in all its fulness, but there is also some-
thing more: a certain moral reflectivencss and. ethical significance
even in these early productions for which we may seek in vain in the
ghameless sensuality of classical legend.

The acts of immorality in the "Metamorphoses", perpetrated
for the most part by the deities themselves, are recounted with the
gusto of poetic exuberance. The artistic effect is glowing and

brilliant in the extreme, thoush absolutely deveid of moral



sensibility end purpose. There is no place for serious thoucht
and moral reflexion in the avowed animalism in which the poet
revels: gods and mortals alike are depicted as oblivious to sll
canons of morality. Biblis, intent on the gratification of an
incestuous passion, puts everything aside in order to attain her
desire, finding justification for her actions in the precedent of
Jupiter himself. Myrrha, the prey of a similarly unlawful craving,
is only arrested by the horrible nature of her crime when she has
gone too far to draw back. And the actions of the gode themselves
afford no less flagrant examples of conscious and deliberate im-
morality.

The underlying subhject of Shakspere's poems and of their
Latin counterparts is substantially the same, namely, a perfectly
frank treatment of a degrading sensual love. Ovid pgives us a
brief sketch of this passion as displayed in either sex in his
rapid delineation of the Coddess of Iove on the one hand and of
villainous Tarquin on the other. Shakspere goes further and
elaborates the details of the legends into a pair of hizhlyv-finighed
portraits, not, however, for the sole purpose of picturesque en-
largement, The same passion which governs the whole of the
varied element of the "lMetamorphoses” is celebrated by Shakspere
with all the effervescence of youthful enthusiasm, but it never
completely carries him off his feet; he can still survey the
passion from without and estimate with remorseless accuracy its
true worth. | It is here that Shakspere's superiority lies. He

is preeminently the poet of inexorable moral law, affording, in his



profundity and high méral seriousncss,a striking contrast not only
to many of the superficial and licentious writers of antiquity but
also to many of his immediate conilemporaries and predecessors. The
life of €hakspere, as shadowed in his works, is a life of continual
and strenuous effort after self-control; and it is %o this

watchful sell-discipline over the inordinate strivings of passionate
impulse that his exalted position as the greatest poet of Human

Life is largely due.

The "Venus and Adonis®, like Marlowe's "Hero and Leander",

represents the early Renascence spilrit in its very quintessence and
is even more detalled in its realistic delineation of sensual
passion. But Shakspere'’s poem is no mere riot of paganism,
It does not express absolute, unrestrained joy in sensuaslity, that
total abandon to lustful passion so characteristic of Ovidian
story to which the "Hero and Leander® is so closely akin.
Shekepere's Adonis differentiates between love and lust:-

"1l it not love, for love to heaven is fled,

Since sweating lust on earth usurp'd his name;
Under whose simple semblance he hath fed

Upon fresh beauty, blotting it with blame;
Which the hot tyrant stains, and soon bereaves,

As caterpillars do the tender leaves.

Love comforteth, like sunghine after rain,
But lust's effect is tempest aller sunj
Tove's gentle spring doth always fresh remain,

Iust's winter comes ere summer half be done.



Iove surfeits not; 1lust like a glutton dies:
Love is all truth; lust full of forged lies.* (787-98).

But in spite of this foreible rhetoric Shakspere is obviously
in sympathy with his pessionate heroine 2ll through the poen.
"This occasional and tardy morality", writes Mr, Symonds, "or
intellectual regognition of the real folly of the passion ex-
hibited, does not make very much differecnce to the tone of the poen,
It is undoubtedly true, it is decidedly artistic, its possible
prescnce sharply divides the modern poet and his world from the
world of the Roman poet, but its moral influence on the poem itself
is an influence purely external and apart: the heart of the poet
is with Venus, if his head respects Adonis, The important thing
to note is, that a sense of moral fitness being here present,
thouzh only as an adjunct or appendage, and by no means as a gulding
principle, this quality, strengthencd with the experience and the
growing calmness of years, may in time become a guiding principle
and prompt to quite other kinds of work", (1), The exaltation of
love as a divine passion and the condemnation of "sweating Lust" put
into the mouth of Adonis represents a distinct break from the
poets of the ancient world. "In this reproof of the pagan goddess
of love," remarks Mr. Baynes, "the higher note of ‘the modern world
is struck fully and clearly.”

This attitude is still more definitely taken up in the

"zraver labour® of Shakspere's "Tucrece”, The condemnation of

(1) "Venus and Adonis®, intro. 16.



"black lust” is here repeated,but in a louder key and with
infinitely more pathos. The chaste heroine reasons with lustful
Tarquin but without avail. NHo appeal of hers,however piteoulican
soften a mind and heart blinded by selfish passion, nor may his
eyes be opened to the degrading influence of his intended crime.
Lucrece,
"The picture of pure piety

Like a white hind under the grype's sharp claws,

Pleads in a wilderness, where are no laws,

To the rough heast that knows no gentle right,

Neor aught obeys but his foul appetite,"

But love and virtue thoush seemingly defeated by lusi are yet
triumphant:

"Proud chastity is rifled of her store,

And lust, the thief, far poorer than hefore.”
Ovid certainly gives a suggestion of thie moral standpoint in his
admirable verse

"Quid, victor, gaudes? haec te victoria perdet”,
but Shakspere repeats it and develops it all through his poem in a
nanner quite alien to the Latin mythographer. The morality is no
longer occasional and perfunctory as in the earlier poem; 1t is,
’m the contrary, the most striking feature of the whele work -~ Zhe
lominant note in the scale of its varied emotions.

But much of the effect of this morality is neutralised by a
regretable extravagance of language and discursiveness of episode,

by the use of conceited and grandiose expression instead of a



stylistic purity and simplicity that would have made a far greater
and more direct appeal to the imasination and the heart, To use an
expression from the "Lucrece" which we have gquoted bhefore, there is
too much "helpless smoke of words," a defect which is due in the
nmain to the immaturity of youth. Ovid's works suffer from a2
similar defect; his shortcomings in general are strikingly
analogous to those blemishes in Shakspere which incurred the just
censure of Ben Jonson. Nevertheless, between the great Zlizabethan
with all his defects, and the Ovid of Roman sntiquity there is a
sreat gulf fixed. Shakspere is essentially moral, Ovid, in the
widest sense of the term, essentially immoral. Like the deep
bass of an orzan the meral tone breathes snd vibrates through
Shakspere's work, softly in the poems, louder and more clearly in
the fennets, and finelly in full diapason through the ever-deepening
music of the dramas, ‘

The glory of human love and its self-sacrificing devotion,
with all the higher strains of noble womanhood,could never be
adequately expressed by the nerveless chords of the pagon lyre.
In spite of his lofti=st endeavours and however exalted his aim, the
poet was still like a bird with a broken wing, bound ané cir-
cumseribed by the laws of its prison-house and never destined to
soar into the heavens. mjowhere, indeed," writes Mr, Baynes, "is
the vital difference in the social axes of the ancient and modern
world ﬁore vividly seen, than in the contirast between the Lesbisas,
Delias, snd Corinnas of Ronen poetry, end the lirandas, Portias, and

Imogens of Shakespesre's dranas, In the one we have the monotonous



ardours and disdains, the gusts and glooms, the tricks and
artifices belonzing to the stunted life of lower impulse; in the
other, the fadeless beauty and grace, the vivacity and intelligence,

the gentleness ond truth of perfect womanhood." (1).

- -

(1) "Shakespeare Studies”, 249.



CHAPTER V,

VIRGIL.

"Iudicio Pylium, genio Socratem, Arte Maronenm,
Terra tegit, populus moeret, Olyapus habet",
(Shakspere's Monument).



Virgil is the only other Latin writer whose direct influence
on Shakspere's work is at all considerable and whose appeal can in
any way compare with that of the Latin mythographer. The debt %o
Ovid, however, is quite four times as great and is, besides, for
wider in scope; for Shakspere's knowledge of Virgil is confined
almost entirely to three or four poetical episodes, while the
drmnatist) as we have already seen,not only displayvse a remarkably
extensive knowledge of the works of his favourite authority but is
also somewhat akin to him in poetic genius.

The reason of this comparative lack of appreciation for Virgil
is not far to seek. Obviously there could he little or no affinity
between the emotional temper and dramatic genius of Shekspere and
the severe restraint and lofty idealism of the great Roman, whose
work is one of the most notable monumenis of dignified and concen=-
trated art. "Virgil", remarks Mr., Baynes, "lacks the wnstudied
descriptive charm, the elegiac sweetness, the emotlional and pic~
turesque variety, as well as the vivid dramatic touches which, in
his early days, so powerfully attracted Shakespcare towards Ovia®, (1)
However much Shakspere may have admired Virgil, if we may for the
moment assume that he read him in the Latin, that serene beauty
where all the Muses' charm flowers often in a lonely word may never
be said to have attracted him. Ovid stirred the young poet's
feelings to their very depths; Virgil and the epic writers of

antiquity left him cold.
This may be said not only of Bhakspere but alsc of his

(1) ®ghakespeare Studies®, 226.



contemporaries generally. An insstiable passion for 1life, a
boundlessness of aspiration and a fervent love of beauty led the
Elizabethan to the classics of Greece znd Rome. The ancient master-
pieces were not merely regardsd by the Elizsbethan as material for
school exercises and word-splitting - as a means to the acquisition
of & certain amount of "scholarship" - but as a rich mine of wealth,
a stershouse of poetic fable expressive of the most vital truth.

The spirit of Ovid was far more congenial to the Elizabethan, far
more in key with the prevailing tendencies of the age than the
spirit of Virgil. Moreover, as we have already seen, the dramatic
character of the Ovidian fables - mere outlines capable of infinite
development -~ would be far more useful and atiractive to the writers
of the period than the fully developed epic descoripfive of the
najesty of Imperial home. Ovid was everywhere popular; he was,
with Virgil, smong the first to receive the attention of the
translator and successfully rivalled the great epic poet in the
popularity of the schoolroom. Chaucer, Spenser, Milton, and other
great poeis came under the irresisiible spell of his genus, Milton
affirming in one of his Latin elegies that but for the poet's un-

fortunate exile ne would have surpassed Virgil and rivalled even

Homar:



"0 utinam vates nunquam graviora tulissst

Ille Tomitano Flebilis exul agro;

Fon tunc Ionioc quicquam cessisset Homero,

Heve foret victe laus tibi prima, Mero." (1),

We will now proceed o o brief review of the Virgilian element
in the works of Ehakspere.
The episodes on which the poet has drawm most frequently and

which seem to have made the decpest impression on his mind are
three in number. Piret in order of importance is the account of
Sinon's treachery and the fall of Troy, particularly the episode of
the death of Priam; second, the story of Dido snd the false
Aeneas; third the famous descripiion of the Underworld. It is
interesting to note that there is in 211 three a prevailing and
gharacteristic element of sensaticnalism which would wndoubtedly
appeal to Shakspere and his audience, for to the averaze Elizabethan
play-goer sensationalism was the sine qua non of drsmstic re-
presentation. As early as 1563 trhe infernal machinery of Virgil's
sixth "Aeneid" had been adapted into English verse by Sackville,
and ali three themes are favourite tepice of allusion in the writings
of the age. Morsover, of ihe seoveral episodes in the Aeneid, these

three contain in great profusion the germs of drama and lend

(1) Reg. I, 21-4.

" that, exiled to the Pontic shore,

llio:g?idmle;n vard had suffer'd nothing more;

e then had equalled even Homer's lays,

And, Virgil, thou hadst won put second praise®. (Cowper).

' jon cerisinly underwent a complete revolution in
1uteru;%:rm: :hﬁ:n in Chaucer and spenser Virgil vies almost zuc-

cessfully with Ovid.



treasclves most especially to the heightening of drametic effect.
The vivid asccount of the fall of Troy ee described by Aeneas

is referred %o sgain and again by Shakspera. The lengthy di-
greseion in "Jucrece® introducing the elaborste picture of cloud~
kissing Ilion sand her woes is clearly derived from Virgil's power=
fudl description in the second book. (1). 8ir Bidney Lee points
out that the idea of this realistic narrative may have heen sug-
gested by a passaze in the first Asneid which deserihes how &
picture of the Trojan war arrests Aecneas' attention in the palace at
Carthage. (2). Shokspere wus apparently fond of this pictorial
device, Iz i1t nmerely an asccident that Iucentio chooses a passage
froe the famaus nap-~-drawing scene in Ovid when he reveals his
pagsion to Bianca under colour of & pretended Iatin lesson? (3).
dgain, may not the idea of ILevinia's writing in the sand with a
stafl owe ite succeastion to the episode which deserihes how Ulysses
drew on the beach of Calypso's island a plan of Troy with its
fortifications and encampments?

"Ille levi virga (virgem nam forte tenebat)

Quod rogat, in spisso litore pingit opus,

Haec, inquit, Trois est (murcs in litore fecit):

Hic tiri sit Simois: haeo mea castra puta,

Campus erat (cempumoue facit) quem ceede Delonis

Sparsimus, Hacmonios dum virgil optat equos,*
(1} "Iucrecen 1366-1582. c.f, "Aen." II, 76 Bq,
(2) "Aen,v A, 456-655.
(3) "Her#® 1. 35-=4. The pagssge is quoted in Section II,



Further, & metaphorical allusion to the same device occurs in a
later passage of Shakspere's "Lucrece":
"While with a joyless suile she turns away
The face, that map which deep impression hears
Of hard misfortune, carv'd in it with tears”. (1)

But Shakspere's long description, although entirely out of
all proportion to the rest of the poem, is not merely tagged on to
the main story: 4t is, as Mr. Baynes indicates, essentially re-
lated to the gentral idea of the poem. We cannot do better than
foilow Dr. Furnivall in quoting lMr, Baynes' lucid account almost
in its entirety. "There is®, he writes, "an obvious connexion
between the general cause or ground motive of the more famous
tragedy (i.e. of the fall of Troy) and Lucrece's own dark fate.
But by & skilful stroke the immediate agent in the ruin of cloud-
kissing Ilion is associated as a kind of prototype with the des~-
troyer of Lucrece's peace, The most prominent figure in the
pictured tragedy as described by Lucrece is 8inon, and Sinon re-
presents the same union of outward truth and inward guile, of saintly
seeming end diabolical purpose, which had secured foi' Tarquin his
fatal triumph. As Iucrece moralises on the f{igure, this tragic
resemblance suddenly breaks out, (2). This ominous resemblance
acquires all the greater significance from the fact that Tarquin

hingelf had recently acted the part of Sinon in relation to ths

(1) *Tucrecev, 1711.

(2) "Lucrucer, 1526-46.



beselged inhsbvitants of dabii. ITuecraege munt hsve beenn well &o~

quainted with thise sinistoer exploit, snd it would almest insvitadly
recur to her mind while gazing on the innosent-~looking figure of
perjured 8inon. In thus weaving Virgil's narrative of the fall of
Troy inte Ovid's story of Iucrege &ﬂeqp'eare utilised his early .
gtudies and produced in 7is own modest words & "pamphlet" of
tmtutored lines®, which remaing a unique example of pictured
sorrow.” (1).

The influence of Virgil ian this poen is somewhat slight in
comparison with that of Ovid, but the Virgilian incident evidently
made a profound impression on Shakspere's mind for he refers to 1t
egain and again in his dramas. The figures of ilecuba, of Priam and
of Pyrrhus in the description of Troy's painted woaes are but slightly
sketched in:

miany she sees, whore cares have carved sowe,

But nonc wvhere all distress and dolowr dwell'd,

?i11 she despairing Hecuba beheld,

Staring on Priam's wounds wiih lier 014 eyes,

Which bleeding wnder Pyrrhus' proud foot liea“. (2).
But these unfinisghed Blf:a'b.ches are claborated in he more datailed

desoription given by “he Pirst Flayer In "Haalet®. (3), The

(1) wghpkegpeare Studies", 243,

(2) “Lucrece®, 1445-49, Vide also 1485: "To, here weeps Hecubs,
here Priam dieg".

(3) We cannet pause here to enter into the coniroversy that centres
round this pessage.



mythology is based on Virgil's dramatic account in the second
vpeneid”, (1) where Pyrrhus (Pelides) ies mentioned as one of the
heroes of the Wooden Horse, Virgil describes his attack on the
palace and the gleam of his brazen armour:
"Vestibulum ante ipsum primoque in limine Pyrrhus
Exsultat telis et luce coruscus aena." (469),

The poet, however, represents Pyrrhug' armour as bleck:

"The rugged Pyrrhus, - he, whose sable arms,

Black as his purposes, did the night resemble”,
The description of the aged Prism and of the fell of the palace
which follow are also ultimately traceable to the same source; (2)
but the poet has heightened the sensationalism by the addition of
snefal touches which are not to be found in the original narrative,
The collapse of the burning palace is poeticnlly associated with
the fall of Priam:

"Then senseless Ilium, (3)

Seeming to feel this blow, with flaming top

Stoops to his base; and with a hideous crash

Takes prisoner Pyrrhus' ear®,
The murderer pauses. Then follows the splendid, though somewhat
bombastic,epic simile of the thunder-storm:

(1) "Aen.» II. 438-558.
(2) *Aemn.» II. 509-11, 465-67; 624.

(3) ®Iiium» is arently used as a designation of Priam's palace.
The whole pauag:pl;.a essentially rhetorisal and undramatic and was
evidently selected or composed by Shakspere to illustrate the
peculiar poetical taste of his protagonist.



"But, as we often see, against some storm,

A silence in the heavens, the rack stand still,

The bold winds speschless, and the orb below

As hush as death: anon the dreadful thunder

Doth rend the region: so, after Pyrrhus' pause,

A roused vengeance sets him new a work;

And never did the Cyclops' hammers fall

On Mars's armour, forged for proof eterne,

With less remorse than Pyrrhus' bleeding sword

Now falls on Priam",
Finally, the picture of Hecuba in her scanty clothing, running
barefoot through the burning palace,owes nothing %o the original
but is a realistic touch of the poet's invention.

There is scarcely a play of Shakspere's in which the tale of
Dido and of Troy is not referred to. Priam is again mentioned in
"Henry IV", a seemingly inaccurate recollection of a passage in the
second "Aeneid" where the shade of Hector appears to Aeneas warning
him of danger and the hero awakes to find the city in flames:

#Bven such a man, so faint, so spiritless,

So dull, so dead in look, so woe-begone,

Drew Priam's curtain in the dead of night,

And would have told him half his Troy was burnt®, (1),
Shaksperian references to the tale of Troy are so numerous that we

have space only for the insertion of a few. In the "Comedy of

(1) II Henry IV, Act 1. 1.70. o.f. "Aen." II. 268-97,



Errors" Aegeon, requested by the Duke tc tell his story, begine as
follows:

"A heavier task could not have bheen imposed,

Than I to speak my griefs unspeakable,” {1.1.31)
the lines being suggested by the opening verse of Aeneas' speach
when the lovesiok queen requests him to tell once more the %ale of
Troy divine:

*Infandum, regina, iubes renovare doloram", (1).

Allusions to the story of forsaken Dido &s told in the fourth

Book of the Aeneid are very numerous and in the aain substantially
accurate, Hermia, dn Ler vow tc keep promise w‘ith Lysander,
swears

"by that fire whick bum'd the Carthage gueen,

V¥hen the false Trojan under sail wsas sesn®
and in the "Tempest” the two dull-witted conspirators repeatedly
refer to "widow Dido". Tamora, again, recalls a fmaous scene in
the fourth Aencid when she invites her dusky paramour to a rest

tguch as was suppos'd

The wandering prince and Dido cnce enjoy'd

When with a happy storm they were surprised,

Curtain'd with a counsel-kecping cave,"
Queen Margaret refere to the story of Cupid, in the guire of the
voy Ascaniug, subduing the heart of stricken Dido: |

1) "Aen.® II. 3. o.f. also "Pitus” III. 2. 27. TFurther
xt*e?ferenoes to Aeneas' story and the treachery of Sinon occur in

"itug® ¥, 3. 80 and *"Cym." IIX. 4. 57.



"How often have I tempted Suffolk's tongue
(The agent of thy foul inconstancy)
To sit and witch me, as Ascanius did,

When he to madding Dido would unfold

His father's acts, commenc'd in burning Troy." (1)

Shakspere, like Chaucer, frequently makes mistakes. TLucentio
tells Tranio that he is

"as dear
As Anna to the Queen of Carthage was", ("Shrew”, 1.1.49),
but in Virgil it is Anna who says that Dido is dear to her:
"Anna refert: O luce magis dilecta sorori® (IV, 31).
Another and more famous mistake apropos of Dido occurs in the garden
scene of the "Merchant of Venice" and will be examined in the next
chapter.

Ceres description of Iris, in the "Tempest", as the "many-
colour'd mesgsenger® ivith "gaffron wings" is an obvious reminiscence
of Virgil's glowing picture in the fourth Aeneid:

"Ergo Iris croceis per coelum roscida pennis
¥ille trahens varios adverso sole colores
Devolat." (700) .

In a succeeding passage Ceres says:

"High'st queen of state,
Great Juno comes; I know her by her gait",

This is apparently a reminiscence of the "divom incedo regina" (2)

(1) II Henry VI, Act II., 2. c.f. "Aen." 1. 175 sq.
(2) ®Aen.» I. 46.



or of the "vera incessu patuit dea" descriptive of the goddess
Venus (1), although, as Parmer points out, there is a similar
reference in John Taylor the Water Poet. Certain other Virgilian
allusions seem to suggest that Shakspere was familiar with the
first Book. Gloucestsr quotes the following line from the first
"Aeneid":

"Tantaene animis coelestibus irae?" , . (2)
and in the same play occurs the sentence, "Gelidus timor occupat
artus" which scme commentators illustrate by Virgil's "gubitus
tremor occupat artus" - a passage which Shakspere might very well
have found in Ovid. It is doubtful whether the "gelidus pavor
occupat artus" of Lucan, quoted by Mr. Anders, gave Shakspere his
suggestion (3).

Aegeon's description of the storm recalls the graphic picture

of the tempest in the first "Aeneid". Asgeon says:

"FPor longer did we not retain much hope,

Tor what obscured light the heavens did grant

Did but convey into their fearful minds

A doubtful warrant of immediate death". (4),
Virg il describes in sounding verse the sudden darkness, black night

(1) 1Ivnid. 405.
(2) 1II Henry VI, Act 2. 1. 24.
(3) w®ghakespeare's Books", ch.l, p.31. Shakspere's work in this

drama, as in the case o7 other dramas from which we have gquoted,
cannot be precisely determined. Parallels fronm the doubtful

plays are by no means to be pressed.

(4) "Errors®, I. 1. 66.



brooding on the waters, and the danger which threatened the mariners
on every hand:
"poniec nox incubat atra,
Intonuere poli, et crebris micat ignibus aether,
Praesentemque viris intentant ommia mortem", (89)
of which last line Shakspere's verse may have been & transliation.

The idea of Ariel's appearance as a Harpy may have been sug-
gested by Virgil's description of the descent of these monsters
during the banquet of Aeneas and in his companions. (1) Shakspere's
stage direction runs as follows:

*"Thunder and lightning. Enter Ariel, like a harpy; claps
his wings upon the table; &and, with a gquaint device, the banquet
vanisghes", (2). The clapping of Ariel's wings may be a recol-
lection of Virgil's "magnis guatiunt clangoribus alas", Mr,
Anders notices a further reminiscence in Ariel's defiance of
Alonzo and his fellows as they stand on their guard with drawn
swords:

Ariel: "the elements
.Of whom your swords are temper'd, may as well
Wound the loud winds, or with bemock'd at stabs
Kill the still-closing waters, as diminish
One dowle that's in my plume: my fellow-ministers
Are like invulnerable®. (3).

(1) rAen.» III. 224 sq.
(2) “Tempestw, III. 3.
(3) ®Aen." III. 234 sq. "Shakespeare's Books" 32.



The incident is thus rendered by Phaer:
*Their swords by them they laid . . .
And on the filthy birdes they beat, that wild sea rocks do breede
But fethers none de from them fall, nor wound for stroke doth
¥or force of weapons hurt them can®. AR
Virgzil's powerful description of FPame seems also to have
appealed to Shakspere, for the appearance of Rumour, "painted full of
tongues®, in the induction to the Second Part of "Henry IV." for
the purpose of spreading lying reports is an obvious reminiscence
of the monster as depicted in the Fourth Book:
"Monstrum horrendum, ingens, cui quot sunt corpore plumae,
Tot vigiles oculi subter - mirabile dictu, =~
Tot linguae, totidem ora sonant, tot subrizit aures.” (181)
In "Much Ado" Shekspere refers to her as "Lady Fame" and in the
"Merchant of Venice" as "my gossip Report®, (1). There is also
an allusion to Ovid's description of the House of FPame (a notable
source of Chaucer's poem) in "Titus Andronicus":
"The emperor's court is like the house of fame
The palace full of tongues, of eyes, and ears" (2),
but the latter line seems to suggest confusion with Virpgil's
description of the monster as quoted above.
Shekspere =lso shows some acquaintance with certein incidents

{

(1) vAdo®, II. 1. 221., "Merch." III. 1. 7. Vide also "King Johm",
Iv, 2. 123; *"Pericles", II1I. Prol. 22.

(2) ®Titus®, II. 1. 126. Chaucer's mistakes in classical allusion
are very similar %o those o Shakspere. In the "Hous of FPanme" the
et,in a similar description of Fame, has committed an even more
udicrous bdlunder in rendering Virgil's "pernicibus alis" by

"partriche's wing}'.



in the sixth Book o the Aeneid, and more especially with the
infernal machinery of Hades the_rein desoribed, The IEmperor's
speech, for instance, in *Titus Andronious“,
"The angry northern wind

Will blow these sands, like 8ibyl's leaves, abroad”,

is & reminiscence of Aeneas' prayer to the Prophetess:
"Foliils tantum ne carmina manda

¥e turbata volent rapidis ludibria ventis." (74)
In the same play, Titus says:

"Why suffer'st thou thy sons, unburied yet,

To hover on the dreadful shore of Styx?" (1. 2. 24)

- 8 reference to Virgil's beautiful and pathetic picturs of the
souls of unburied mortals by the gloomy river, sitretching out their
arns in longing for the further sghore. (1). The utterances of the
Ghost in "Hamlet",

."But soft! =methinka I smell the morning air®,
recalls, as Theobald points out, the words of Anchises thus
rendered by Dryden:

"But now farewell! I vanish with the night,

And feel the blast of heaven's approaching light® (967) (2);
but the idea is a mere commonplace. For the same reason the simple
words of Paris,

"Sweet flower, with flowers thy bridel bed I strew",

(1) ®Aen.» vI. 325, 329.
(2) ®Aen.» v, 738.



need not have beon suggested by Anchises' speech on Marcellus. (1).
By far the greater portion of Tiskspere's infernal mythology is put
into the mouth of the bomhastic Pistol end will be dealt with in the
next chapter.

In the caes of the above references, borrowings, and adeptions,
it i 2lmost as probahle that Shakspere had the original before hin
as that he had read the English translations. The versions
accessible at the time were certainly of little value and would in
many cases have cost Shakspere much trouble in the construing.

Amongz the chief Jnglish versions were Caxton's "Aeneid" (1490), the
complete version by Gawayne Douglae (1513), the blank verse
translation of the second and fourth Boocks by Surrey (cire. 1545),
Phaer's "Virgile® (1552), and the amusing version of the first four
Books of the "Aeneid" in hexameters by Stanyhurst (1583),

fhakspere, who is in the best sensge the representative of his
age, found little in Virgil that really appealed to him. In spite
of the smazing beauty and finish of the "Aeneld" and the "Ceorgics" -
a beauty, perhaps, which would not commend itself %o the uncritical
writers of the sge - Virgil made comparatively 1little impression on
the Elizebethan mind.(2) Yet for these virtues, coupled with his
noble profundity, the Iatin epic writer ranks among the first of
ancient poets at the présent day, and Ovid, precisely for the lack
of these characteristics, is relegated %o a position quite inferior,

The Elizabethan cared li%tle about the poetic siyle o his models and

(1} vAen,v VI. 883, ‘"Romeo", V. 3. 12.

@) Lmar s 0 metnle cxcflion. Vet anly did o byl 9 shind / Virgd affeat
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delighted less in the suggestions of intellect than of sense.
Ovid's glowing and, in a sense, immoral delineations of the nude
captivated the Hlizahethan fancy far more than 4id the work of any
other ancient poet. Marlowe in nis “Hero and Leander®, Shakspere
in "Venus and Adonis", treat of their subject with an Ovidian frank-
ness which would be regarded in the case o7 a present-day poet as a
decided example of bad taste; for the Elizabethan's outlook on
life had nothing of the siraighi-laced modern “endencies. Ovid is
now prized for his elegance, for his spontancity, and for the
glowing colour of his imag-ery; he is no longer regarded as a
writer of the first rank and as a mine of beautiful and inspiring
poetic fable.

There is certainly a great deal in Shakspere's later view of
life that recalls the === Roman Virgil,

majestic in his sadness
at the doubtful doom of humen kind”,

Both had heard, in their higher moments, the s+ill, sad music of
humanity; both were oppresged, as Wordsworth was, by the heavy and
the weary weight of a1l this umintelligible world, but their main
attitude towards life was abscliuiely entipodal. Shakspere was a
dramatic Realist, Virgil an epic Tdealist, ghakspere accepts the
fact; he does not lay down any moral law but he shows us the
results arising from its vielation, the innocent suffering with the
guilty - Cordelia lying dead in the arms of Lear, and the tragic
loading of the bed in the last terrible scene of "Othello". He
keeps within the limitsg of the knowable and makes no endeavour to



pursue hlg enquiries heyond the state of death. Beyond the life of
man he knew nothing, cared for nothing, as far as his art was
concerned. "The rest is silence™,

With a mind similarly oppressed by the mystery of existence, the
Ideelist pursues with an eagle flight the human soul to its various
stages of progressive existence in the dim world beyond the grave,
He pictures the gathering of the shades on the dark shore of Btyx,
self-slawhtered Dido wwdering in the ghostly gloom, =nd the Fields
of Grief and of Elysium where due rewards and punishments are mated
out. We have a powerful foreshadowing of a future siats where all
wrongs will be righted. On all these and such like subjects
ghakspere is significantly silent. Throughout his work there is a
profound senge of the impotence of our poor hwuian ressgon and in-
glght to penetrate the shadowy repion of the Unknown; Shokspere is
the poet of Human Life, and Man was his sole concern: "Satis est
vixisse"®,

*In many things", Owen Felltham has beautifully and %fruly said,
"we may sound Nature, in the shallows of her revelations. We may
trace her %o her second casuses; but, beyond them, we meet with
nothing but the puzsle of the soul, and the dazzle of the mind's dim
eyes¥, (1). And this Shakspere of all poets has most clearly
realised.

e e T e e s S B e .

(1) "Resolves; Divine, Moral, and Political®.



2, BServ,

Lord.

3. Serv,

CHAPTER VI.

SHAKSPERE AND CLASSICAL KYTHOLOGY.

"Dost thou love pictures? we will fetch thee straight
Adonis painted by & running brook
And Cytherea all in sedges hid,
Which seem to move and wenton with her bdbreath,
Even as the waving sedges play with wind.
We'll show thee Io as she was a maid,
And how she was beguiled and surpris'd,
As lively painted as the deed was done.
Or Daphne roaming through a thorny wood,
Seratching her legs, that one shall swesar she bleeds;
And at the sight shall sad Apollo weep,
So workmanly the blood and tears are drawn,"
("Taming of the Shrew").



Among the many dlstingulshing characteristics of Elizabethan
literature the sxiraordlnary rage for classical mythology is surely
one of tihie most remarkadvle. All the literary men of the time, with
the notable exveption of Bacod, were egsentially bound by ties of
sympathy with the glorious past and the no less glorious present,
wiiile every sphere of learning and of culture - the seientific
worla of Bacon net excepied - was eloguent of an almost super-
stitlous reverence for antiquity end mythological fable. The
buried treasures of the pzat had been revezled but lately to the
awazening world and the syes of men were dazgled by their splendour.
Ae inordinate intoxication sesmed to have overwhelmed menkind.and
the revelation which felliowed az the unrolling splendours of
classicism were displayed gave a mighty impulise to the nation's
genius. The strong tide of reaction had at length set in, sweeping
awvay with irresistidle might all the old tyranny snd asceticism, and
men awoke onse morad to the glory of the common world around them.
T™e whole course of l1life was revolutionised, the shackles of
Medisevalism were cast off, and the rejection of the old bigoted
faith and shallow learning was Toliowed by a returm to that sense
o7 interest in the affairs of mman 1life whizh 1t had been the
chief aim and effect of Mediaeval Christisnity to discourage and
depress. The terribvle night had been rolled away and the light
of 0old Olympus shone out upon the awakening world and once azain
its wonderful deities held sway over the heart of man,

It wag in this tremendous revelation that the Elizabethan found

suthority for the rich 1ife of the sensss. The art of the preceding



Age in its almost unswerving contemplation of the spiritual was
superseded by mn art whose basis was the sensuous - life in nll its
manifold variety of interest and passion; and it was the mythology
of the anclents as revezled in the plsthera of amazing splendour in
the pages of Ovid that became the inexhaustidble storshouse on which
the Elizabethan drew for the exercise of his poetic imagination.

It was in Ovid that Shakspere and the great artists of his sage found
the fullest, the readiest, and +the most charmingly cmate expression
of this gospel of the aenses. "It was Ovid", saye Mr. Kilburn Root,
"the brilliant, the sensuous, least spiritual of the ancients, whe
became the poet's poe%, ths painter's poet, the deminant influence
in the art of the Renaissance. It is the mytholegzy of Ovid that
crowds the pages of Boocaccilo and Chaucer; it is the divinitica of
Ovid that elbow tha virgins and saints in every picture gallery of
Burope; 4t was to Ovid that Shakespeare, called of some the

"child of the Renaissance®, turned for the classical allusionn

which the taste of the sizxteenth century demanded in itp literature”,
(1).

It has been said that the Renascence loved the classice not
wisely but too well. In England as elsevhere,the rege for antiguity
ran to the most ridiocuvlous exiremes. It became a2 regular custom
among writers to introduce, in and out of season, references to
mythology and ancient history and to quote with inordinate fraquency
from the Latin suthors. It was John Lyly's "Buphuee®,a novel (thadur.c/
had an irmense vogue at the time, that was mainly responsidble for

(1) *0lassicsl liythelogy in Shakespeure®, intro. 2.



the popularisation ¢ this iearned fashion in our literature. The
drame 1tself is extraordinerily rich in classical allusion,and in
many cases the mania for olassicimm has led writers to a violation
of all the rules of dramatie propriety and relevance. In many
cases the names of zgode mmd gad&asses, togethar with commonplace
expressions from Creek and Roman litsrature,are bandied about by
the dramatie personae without the lcast regard for characterisation
en the part oif the playwright. Wany of the appeals to classicsl
authority, ftoeo, are quiie absurd and entirely without point, It
will be remembered that Fhakspere himsel?;, through the medium of
Felstaff, indulges in a good-humoured leugh at this Buphuistice

rageé for antiquity in the well-krnown simile of the pitch that,
according to the report of ancient writers, doth defile.

The influence of the Universities was to a large extent
regponsible for this literary fashion; it was also in some measure
owing %o their prodileciions that the Latin classics rather than
the Greek became the ohjeots of scholarly attention.  Queen
Rizabeth hergelf was no mean scholer snd the Court and soclety were
remarkable for a pedantic taste in classical mythology. "It was
paganism®, says Teine, "which reigned at the court of England;" and
0ld Ascham referring in his ®3cholemaster” to this pagen influence
says: "These bes the inchantements of Circes, brought out of Italy

to marre mens meners in England; much, by example of 1)1 life, but

more by preceptes of fonde bockes of late itranslated out of Italian

into English», (1).

e amusing extracts from Warton's "History of
géngﬁaggggzgyfﬁgi:zmadmirablzs iliustrate this exXirsordinery mania
for classical mythology (Vide "Shakespeare and Classical Antiquity",
26-7),



Though Shakspere cared little enough for the classics,we have
reagon to suppose that the legends of antiquity made a direct appeal
to his imagination and exercised a beautiful influence on many of
the noblest portions of his work. YNumerous classical allusions are
to be found scattered through the dramas, but their introduction is
marked by a perfect naturalness and facility as contrasted with
that irrelevance and awkwardness of usage so often characteristic of
other playwrights. It was that timeless, over-frequent reference
to the ancient mythology of which we have spoken that earned the
inaccurate comment of Kempe in the "Returme from Parnassus". "Few
of the University", he says, "pen plays well: they smell too much
of that writer Ovid, and of that writer Metamorphosis, and talk too
much of Proserpina and Jupiter. Why here's our fellow Shakespeare
puts them all down, aye, and Ben Jonson too." And yet Shakspere
steeped himself in "that writer Metamorphosis" quite as much as the
very playwrights with whom he is contrasted.

Shakspere's mythology is essentially Ovidian, being in the main
definitely traceable to the "Metamorphoses". A careful distinction,
however, should as far as possible be drawn between the more detailed
and recondite allusions indicative of original reading and those of
& more general nature, the stock-in-trade of the multitude,such as
might have been introduced apart from any familiarity with the
classics whatever. Shaksperian allusions of the latter type are
extremely numerous and for obvious reasons we shall not insist on
them; they may have been derived, as in the case of Keats' classical

allusions, from the works of other BEnglish poets. But there are,



on the other hand, mllusiona/lfwh% point to a more or less definite
knowledge of the ancilent mythographers. 0f these by far the
greater number are ultimately or immediately traceamble to Ovid, and
the remainder, with one or two exceptions, to Virgil, while those of
the more general type may in nearly every case be attributed directly
or indiresctly %o the same two Latin writers. (1).

The treatment of classical mythology in the earlier plays
often recalls the lyrical expression of the Poems, and allusions to
the same fables often recur, as is natural, in works which we know
to have been practically synchronous. Thus the Ovidian influence
on the Poems is as evident in the play of "Titus Andronicus®, and
what is 8till more interesting, the parallel allusions in drama and
poems lend additional support to the weightiler ovidence on which
the authenticity of "Titus® is founded. (2). This important
analogy, together with the similar insistence in "Iucrece"™ snd in
"Iitus" on horrible themes,has been emphasised by the late Professor
Collins, "The picture of the self-slain Iucrece,” he writes
" s v . « o« is quite as revolting as the picture of the mutilated
lavinia. Nor are the mythological and classical allusions common
to "?itus® and to the Poems less remarkable, Thue in the Poems and
in "Titus® there are references to Heouba going mad with sorrow, %o
the miseries of the sged Prism, to the debate between Ajax and
Ulysses, to Diana and her nymphs, to Orpheus charming the nether
Powers, to Sinon's hetrayal of Troy, while, in both, the story of

1

s loes overdockn e o by the porks of Mglish mthors.

(2) The play contains 53 allusions in all and affords & striking
contrast gigc;'éomparntiva rarity of allusion in the dramas almost

contemporaneous.



Tereus and Philomela 1is dwelt upon with curious pertinacity.” (1).
The allusions, fourteen of which are clearly traceable to Ovid and
the same number to Virgil, are mainly more or less detailed and
seem’ to suggest that the poet was not far advanced from his school-
daye or that he had perhaps renewed his studiss in the old mythology.

The story of the rape and mutilation of Lavinia, one of the
mein incidents on which the plot turns, is palpably modelled on the
horrible story of Tereus and Philomela. Shakepere insists on the
analogy throughout:=-

*Fair Philcomela, she bhut lost her tongue,

And in a tedious sampler sew'd her mind;

Put, lovely niece, that mean is cut from thee;

A craftier Tereus hast thou met withal,

And he hath cut those pretty fingers off

That better could have sew'd than Philomel", (2).
The incidenta in the third and fourth scenes of the second Act are
full of reminiscences of the sanme fable, The method employved by
Iavinia in exposing her violators and the ghastly banquet which
Titus places before the inhuman Tamora distinctly recall Philomela's
ingenioug device and Procne's serving up to Tereus the flesh of his

child., (3). The latter incident, of course, may possibly have

(1) ®gtudies in Shakespeare"”, 117.
(2) ®7itus® 1I. 5. 39.

(3) Other references to the fable ocour in II, 3. 43; II, 5, 26;
o S 41; '3,“'2, 395. We have already remarked that the line d
"Pore'd in the ruthless, vast and gloomy woods" bears a remarkable
resemblance te Ovid's "In stabula alta trahit silvis obscura
vetustig»,



been suggested by the legend of Atreus in the "Thyestes®” of Ssneca;
and the "barren, destested vale" where Passianusg is murdered and
Lavinia ravished may be a reminiscence of the haunted, sunless
wood where Atreus slays his nephews. (1).

In the early ‘histories, and in the earlier comedies such as
"Iwo Gentlemen of Verona" and the "Comedy of Brrors®, there ere
very few allusions te the classics: "Icve's Labour's Ioast",
revised in 1598, is to he classcd as regards freauenoy of allusion
with the plays of the later peried. It is at this stage, the
period of the histories and comedics, that the influence of the
Ovidian mytholozy is most sirongly marked. The play best calculated
to 1llustrate iis treatment is "The Merchant of Venige®, in which
drama, ag Mr. Rooct suggests, Shakspere's askill in the employment of
classical feble is beat exhibited. 10f the twenty~eizht zllusions®
ha writes, "thirtcen are detailed, and several are highly elaborate.
0f the detailed allusions ten are t¢ Ovidian story, and embrace
such subjects as Orpheus, Midas, Argus, Thisbe, the rescue of
Hesione, Hercules snd Lichas; and to the story of Yedea and Jasgon
there are threc separste allusions.” We cannot do betier than
{1lustrate from certain of the above legends, as treated in “"The
Merchant of Venice" snd elsewhers, the conception the poet entertain-
ed of classical mythology and his method of incorporating it into
his works.

In the besutiful opening cf the fifth Act - a2 chaming contrast

(1) "fhyestes® 650.



with the storm end stress of the great trial scene - Shakspere has
intreduced & set of alluslons unrivalled both for loveliness and
propriety in the whole range of his work. In & setting admirebly
in key with the sentiment - Portia's garden rsvealed in the glory
and the mystery of romantic night - lorenzo and Jeassica linger over
the heautiful legends of entiguity, singing as it were in antiphenies
sweatened by the harmony oY theilr oun unclouded passion,the inspiring
tole of lovers of the long ago. Although the passage 1s 20 well
known, its beauty is ever Ifresgh te tiie reader and ws make no
arology for its insertion here:
lor., "The moon shines bright:~ in such a night as this,
: When the sweot wind diéd zenitly kliss the itrees,

Ané they did make no noise, - in such a night

Troilus methinks mounted the Trojan wallse,

And sich'd his soul toward the Zrecian tentis,

Vhere Qrossild lay that night.
Jas, In such a night

Dié Thisbe fearfully o'eririp the dow,

And saw the lion's shadow ere himself,

Ard ran dimmay'd away.
Lor, in suck & night

8tood Dide with a willow in her hand

Upon the wild sea-~banks, and walt har love

To come magnin to Certhage.
Jos, In such a nigkt

Yedoa getrer'd the enchanted herke

That did renew old Aeson.”



What marvellous misie!  As we hear its rapturses, we are tempted o
exclaim with Corme, himself enchanted by the tones of the Lady's
Boho~Song :

"How sweetly did they float upon the wings

07 silence, through the emptvevaulted night,

At every fall smoothing tha raven down

0f durimens till it smiledin
The poet rarely tunes his mythology to a higher pitch of poetie
utterance. The glory is all Shakspere's. We forcet the
nythogrepher whose carthlier harmonies are »lended with the nobler
msic of a greater master, Hazlitt tells us that "Ehekespear
alone could describe the effect of his own postry.

0, it csme o'er my ears like the sweet south

That breathes upon a bank of violets,

S8tealing end giving odour."
The well-knovn lines, if they are at all spprlicable to Ghekspere's
verse, may never be more fittingly applied than here,

Suck muedc is characteristic of Shakespere's lyric movements,
The hearts of YTorenuo nnd Jessica vibrate with its power, To
them it is a music *thet is the food of love - a musiec that, with an
ever-deepening intonation, ascends the highest heaven of sublimity
as Iorenzo, raising hies eves to the floor of heaven, murmurs to hin_
Jessica and %o the enchanted night the legend of the music of the
Spheres, the most wonderful in ancient story:

"Therets not the smallest ord which thou bhehold'st,

But in »is motion like sn angel sings,



8ti1l auiring to the young-ev'd cherubhins:

Buch harmony is in immcertal souls:

But whilst this muddy vegture of decay

Doth grossely clese it in, we cannot hear it.©
Bureiy the poet's imaginetion never soared a lofiier flight ¢han
this. The strain is of a higher mocd. It is

"A tons
? some world far from ours,
¥hera mueic and moonlight and fesling
Are one“,

Such is the spirit in which the younger Shakspers employs the
nythology of the ancients. The work is peculiarly his own; it is
Shakepere, net the classios. The whole scene flows as it were,
to a happy murzmr of musio, and as is to be sxpected the famous
Legend of Orrheus and his wonderful powsrs finds an avpropriate
introductien.

The poet's love of musis - 17 we may so far interpret
dramatic utterances as having a personsl significence - is well
attested by many tendar references to the sister Art throughout his
poetry, I% gertainly sceems natural that the heautiful myth,which
was,to the ancient mind a Tigure of 1ts power =nd charm,should have
hai & peculiar fascinaticn for Shakepere. Further, it may be of
interest ners to note that music probally appealed to Shakspere,as
to the ancisnts,chiefly in 1its capacity as 8 soothing or pacifie
forse, “Almost alwaya", writes Professor Bradley, "he (Shaksvere)

speaks of music as having a softening, tranguillising, or pensive



influence, It lulls killing care and grief of heart to sleep.
It soothes the sick and weary, and even makes them drowsy.

Hemlet calls for it in his hysterical excitement after the success
of the play scene., When it is hoped that Lear's long sleep will
have carried his madness away, music is played as he awakes,
apparently to increase the desired 'temperance'. It harmonises
with the still and moonlit night, and the dreamy atmosphere of
newly-wedded lovers." (1). In "A Midsummer Night's Dream”, we
may add, the mermaid's dulcet and harmonious breath has power to
charm the sea; and again, in the "Tempest", the most exquisitely
musical of the dramas, Ferdinand recognises the same soothing in-
fluence in that mysterious melody which aoemad, to his charmed
'senaea, to invest the island with an atmosphere of magiloc:

"This music crept by me upon the waters,

* Allaying both their fury and my passion".

In this scene Iorenzo describes to Jessica the tranquillising
and restraining influence of an air of music on a race of youthful
and unhandled oolts,orfering it as an explanation of the charming
of inanimate nature by the Thracian bard:

»Therefore the poet
Did feign that Orpheus drew trees, stones, and floods;
Since nought so stockish, hard, and full of rage,
Put music for the time doth change his nature®. (2).

(1) woxford Lectures on Poetry®, 336.

(2) The song at the opening of "Henry VIII", Act III, refers to
the same phenomenon.



There can be little doubt that Ovid is 'the poet' Mere referred to,
and that the particular passage may be found in Books ten and eleven
of the "Metamorphoses”. The opening lines of the latter Book
seen to be the most probable source:

"Carmine dum tali silvas animosque ferarum

Threicius vatﬁs et saxa sequentie ducit.” (1).
A further reference to the same myth seems to point to Ovidian
influence. Proteus advises the Duke to assail the ears of Silvia
with a serenade beneath her chamber-window, for nothing but such
sweet complaining grievance will win her:

For Crpheus' lute was strung with poetn'_ ginews,

Whose golden touch could soften steel and stones,

Make tigers tame, and huge leviathans

Forsake unsounded depths to dance on sands"., (2)
The second line is an obvious reminiscence of the story of Orpheus'
mirder in the opening of the eleventh Book of the "Metamorphoses”,
where the poet describes how the spears end stones of the Thracian
wonen had no power to hurt the bard while his music was heard above
the uproar, The sentiment of the first line is unsupported, of
course, by classical authority.

The atory of Jason, Medea, and Aeson,is also a favourite sub-
Jeet of allusion in the plays of Shakspere. The poet,it seems,was
conversant with the striking narrative in Book seven of the

"Metamorphoses®, It is conceivable also that Ovid's vivid account

(1) Golding, Mr. Root points out, renders "ducit"” by "draws".
(2) wgent.", III. 2.



of Medea's wondrous alchemy supplied hints for the cauldron scene
in "Macbeth", Hecata,the gqueen c¢f darknesa and of aw:‘u].hahapel,
singe in her mystic chant:

"Upon the cerner of the moon

There hangs & vaporous drop profound;

I'11 catch it ere it come to ground” ,
s pagsage which seems to echo Ovid's "addit et exceptas luna pernocte
pruinas®. (1). The tale of m:,;utic ingredients used by Shakspere's
witches has certainly little in common with Ovid's catalogue. The
poet may have gathered suggestions from other sourses, and in any
case for a scene such as this Shakspere need not of necessity have
consulted Ovid at all.

The nunerous references to the legend of Pyramus and Thisbe,
and especially the delightful burlesque in "A Hidsummer Night's
Dream®, certainly justify the conclusion that the story had some
interest for Shskspere. The poect almost certainly knew the story
as told in Ovid or in Golding. (2). The allusion in "The Merchent

of Venigan;

(1) Golding ‘s rendering is somewhat quaint: "She put thereto a
deaw that fell upon a Monday night”l

(2) The tale had been told in English by Chaucer in his "Legend
of Good Women®, and by Thomson in a poem entitled "New Sonet of
Pyramus and Thiab:l.e". In both Cheucer and Shakspere occurs the
expression 'wicked wall', while Bottom's "now will I to the chink,
to 8py an I cen hear my Thisby's face" seems to burlesque

Thomson's lines
"That he might see his Thisbie's face/And she his sight".



"In such a night
Did Thisbe fearfully o'fertrip the dew,
And saw the lion's shadow ere himself,
And ran dismay'd away",
geems to echo Golding's rendering:

"Whome (i.e. the lioness) Thisbe spying furst

A farre by moonelight, thereupon with fearfull steppes gan flie,'

Such, then, is Shakspere's early attitude towards the ancient
mythology. In the later plays a gradual change in tone becomes
apparent and the charming and serious use of classical legend is
pervaded by a spirit of raillery and scepticism. This change of
attitude may be well illuatr#ted, a8 Mr. Root suggests, by con-
trasting the beautiful opening of the fifth Act of "Il¢ Merchant of
Venice" with the following playful speech of Rosalind:

"No, faith, die by attorney. The poor world is almost six
thousand years old, and in all this time there was not any man died
in his om. person, videlicet, in a love-cause. Troilus had his
brains dashed out with a Grecian ciub; yet he did what he could'to
die before, and he is one of the patterns of love. Leander, he
would have lived many a fair year, though Hero had turned nun, if
it had not been for a hot midsummer night; for, good youth, he went
but forth to wash him in the Hellespont and being taken with the
cramp was drowned: and the foolish chroniclers of that age found
it was 'Hero of Sestos'. But these are all lies: men have died

from time to time and worms have eaten them, but mot for love". (1),

(1) »as You Like It", IV. 1.



This attitude, according to Mr. Root, is characteristic o the plays
of the same period. "When we add", he continues, "that in the ‘
Second Part of "Heury IV", "The Merry Wives", and "Much Ado",
written 81l of them at about the same time as "As You Like It", the
mythological allusions are of the same character, or even more
broadly humorous, that of the thiriy allusions in "Mugh Ado" twenty-
five are playful or scoffing, we are safe in affirming that
Shakspere's attitude has changed, that he has recognised the
insincerity of the Ovidian system and finds in it only the material
for a jest®, (1). It is certain that Shakspere found the Ovidian
system guite inadequate for the expression of his profounder
regsearches into the mysteries of human life and theat in the more
serious episodes of his earlier dramatic compositions this in-
adecuacy was most clearly realised. "The Merchant of Venice", says
Mr, Root,"abounds in mythological allusions, but not a egingle
instence of such sallusion is to be found in the great trial scene
in Aet IV. Of the twenty-five mythological allusions in "Romeo
and Jaliet¥, all but five occur in Acts 1 and 2, four ars in Act 3,
one allusion is spoken by Paris in Act 4, and none at all in Aect 5,
As the tragedy darkens, as the seriousness deepens, mythology
weakens and disappears." (2). I"Ha.m:l.en;", the writer goes on to
illustrate, affords further proof of this treatment; and here,
moreover, sliusions to the more serious Virgil almost entirely
supersede Ovidian fable. In the later period of Shekspere's

(1) 8ee Wote C.
(2) Intro. 9.



tragedies, classical nythology, as we should expect, nlmost entirely
disappears; (1) the grander and more sublime aspests of myth are
along dwelt upon. Horeover, the mythology of Shakspere's final
period ssams %o suggest that the poet was searching it for a deeper
significance and for a hiddsn moral purpose.

An interesting somparison may be drawn between Shakspere's
treataent of classical mytholegy and Chaucer's, In the earlier
worke of each poet there is & somewhat careless and irrelevant
intreduction of classical story. This applies more especially to
Chauger, for Shakspere rarely mskes use,as Chaucer does,of an
gxhaustive serise of catalogic parzllele for purposes of illustra-
tien. Later, however, mmﬁm) had been influenced by the
Renasgence spirit of Italy(his)use of claselcsl illusiration displays
a broader ¥nowlefge of the Latin suthors. (2).

Put it 4s in that humorous treatment of ancient legmd,peculiar
to both poets in their maturity, that the greatest resemblance 1o
traceable. One of Shakspere's chief aims in composing “"Troilus®
wags $o¢ bring the charscters of the Trojan war to the plane of
ordinary 1ife, and in Chaucer, also, we observe a similar tendency
to divest ancient fable and custom of its popular dignity and to
clothe it in a modern gard of the ludicrous. (3). 1Both poets in
their youth would have & certain reverence for the sources to which
(1) In "julius Caesar" there are five allusions, in "Measure for
Measure®, two, in "Cthello™, eleven, in “Macteth", eight, and in
"Lear*, tTive.

(2) Hie work is never entirely free, however, from high-piled
parallelism,

(3) In the "Hous of Fame", for example, Chaucer refers to Hercules
"that with a sherte his 1lyf lees".



they were largely indebted, and in a similar way, for their material,
but as they progressed in poetical emancipation from thesir youthful
studies,the fables of antiquity would naturally lose that hale of
veneration with which the poets enshrouded them in cariler yoars.
The ciasaics are not merely darawn upon 1J.thalr tar works for
pictureegue iilunstrations; the fables become part and parcel of
the work and help to bring home the story to the reader. In short,
the classical element ie brought increasingly inte contact with the
ordinary affairs and interests of life, an inevitable development
in the work of two such realists as Chaucer and Shaksperse. As a
natural consequence, therefora, the classical element is subjected
to & freer method of treatment and occasionally masquerades, as we
have said, in the garment of the ludicrous and the mock-heroie.
In illustration we migcht mention Chaucer's admirable story of the
Cock and the rox, particularly the humorous altercations between
Chanticleer and his worthy spouse, and as an illustration of the
poet 3’ similar method of looking at classical legend we might
instance the delightful speech of Rosalind on the shortcomings of
dispassionate man in all ages and Chaucer's dryly humorous des-
cription of Phaeton in the Third Book of the "Hous of Fame",
"The sonnes sone, the rede,

That highte Pheton, wolde lede

Algate his fader cart, and gye.

The cart~hors gonne wel espye

That he ne coude no governaunce,

And gonne for %o lepe and iaunce,



741 Jupiter, lo, atte laste,
Hin slow, and fro the carte cast.

Io, 1t i3 not & greet miachaunce,

T¢ lete 2 Tole han governsunce

0f thing that he san net domaine?"
Similarly, sgain, Choucer wonders, as the eazle bears him aloft,
whether Rommlus or Ganymede experiancéd quite so much pain in the
transit, whilc Shokspere's Benedick, as he wrestles with s reluctant
rhyme, expresges hie cendid copinion that he has mffared more
extramity for love then eny of the sncient worthies: "Leander,
the good swimmer, Troilus, the first emplover of panders, and a
whole book full of these quondam carpet-mengers, whese nsmes yet
run amoothly in the even road of & blenk verse, why, thev were
never so truly turned over anéd over as my poor self, in lova'.(l)

Suchk are the main differences in Shakspere's treatment of
claseical mythology. But though the trestment may vary, the law
¢f dramptic propriety which, in the case of claaailcal allusion, may
be regarded as & partioular instence of the more genersl law, is
rarely, if ever,violated. The allusiong sre in nearly every onse
suilted tev the context and to the character of the person who usds
them, In "Titus" and in *Iucrece”, =8 we saw, the introduction of
the more horrible and revolting incidents of mythology materially
enhance the tregedy; in "The ¥erchent of Venice", again, propriety
ef allusion is apparent througheout; and in "Macbeth", Hecate, aueen
of the grim powers of darkness, presides over the terrible scene
together with those awful and phmtnna:l. beings that dwell



"In Biygisn cave forlern

tiongst horrid shapes, and shrieks, snd sights unholy™.
Shekezpere certainly maokes mistekes, but they are rarely of & vital
anéd fundamental nature. Trey arlse from his indifference to mere
fact -~ mgain & particuler case of the zeneral rule. He could make
errenecue references to the myth of Hercules and the golden apples
{1} and wrengly sugges? that the swan wae sacred to Juno, but he
could net, in ceommon with many of the writers ¢f his day, indulge
in 2n indlscrininate employment of clessical mythelogy without
regard to relevence of character snd coentext.

In the fifth Act of "The Merchant of Venige" there is a passage
that is as remarkable for its singular inexactitude of classiocal
allusion as forr ites extracrdinsry besuty. We have quoted the
pasgage before. Iorenzo 8ays:

»In such a night

§tood Dide with e willow in her hand

Upon the wild sea~banks, esnd waft her love

Te ceme azalin te Carthsger, (2)

Shakspere has apparently confused Virgil's narrative with the story
of Thegeus snd Ariezdne am told by Ovid in the tenth chapter of the
"Heroides®, ghekspere’s lines not only orystallise the Ovidian
gtory; they have slgo an inexpreesible charm -~ that “euriosa
é’.')wfnli;f:g;;;: If:bﬁ;:-:sgg;’aiwﬁlgékﬁ;’tiﬁdgﬁd::o:;;gﬁ"ﬁn? '
in "Perigies®, I. 1. 27, the term "Hesperides" is used to signily

the name o7 the garden.

2 } & 1 ao04ad by Katthew Arnold as illusiration of the
Solcaﬁgdpﬂgg%gdsnggm" uh{oh, he naintsined, is the peculiar

inheritance in our poetry of the Celtic influence.



felloitaa" - wirich we do net “ind in the bare Laiin narrative.
The forsalken Ariadns mountis an @sinence on the moonlil shore of
her lonely island and looks out over the sea. 3he salls to the
dogsrier Theacus to redtum yand when there is no response but the
egho of her own weiloe among ihe hollow rocks, she endeavours to
draw her Jover's atfention by waving her white veil upon a wand:

"1quo fugis'® exclanmo "ascelerate revertere Thasen,

ilaote ratem! . . . . .

8i non audires, ut aaitem cernere posses,
Iagtatae late 2igna dedare manus,
Candidagqua inposl longae velasina virgae
Ecilicet oblitos admoniiura meiv, (1)

The laozends of antiquity., then, suppiied Shakspere with a
variety of rich material for the ornmmentation of his verss smad for
glowlng and apposilte fllustration. HMany of the poet's most
baautiful and most Tamous fisures sre drawa from olassical fable.
thus Handet, drawling a verval pleture of his nobvle father, says:

*3ee, what a grace was seated on ithis brow;

Iyperion's curis; the frent of Jove himself;

An eye like Mers, to threaten and commsnd;
A staticn like the herald Meroury,

Wewslighted on 3 heavem~kissing hilil",

(1) "Her.v %, 35-42. - It is quite as probable {perlaps more so)

that ghakspere reed the incident in Cheucer., ("Legené of Good
Womem¥, R305-280%).



The humbled Richard, as he descends from the castle walls to meet
Bolingbroke, likens his abasement to that of Phaeton, hurled head~
long down the steeps of heaven:

"Down, dowm, I come; like glistering Phaeton,

Wenting the manage of unruly Jjades,"
Again, wonen Bessanio dilates on the beauties of Portis he compares
her sunny lJocka to & golden flesece,and her suitors to so many
Jasons

"Who make her seat of Belmont Colches strand,"

One of the most besutiful and suggestive of Shakspere's
nytholegical references occurs in the fourth Act ¢? "A Winter's
Tale", How beautifully the maiden Perdita is pictured as she
walke in her state among the flowers at the rural feast, like
Proserpina of old in the fair field of Ennal And Perdita, too, umust
be borne away by Flerizel as Proserpin from her flowers

"Heraelf a fairer flower, by gloomy Dis

Was gathered - which cost Ceres all that pain

To seek her through the world”.
What could be lovelier than the tender appeal of Shakspere's loast
naiden to the maiden~queen of ancient story?

50 Proserpina,

Yor the flowers now, that, frichted, thou let'st fall

From Dis's waggon! daffodils,

That come before the swallow dares, and take

The winds of ¥arch with beauty; violets, dim,



But sweeter than the lids of Juno's eyes,

Or Cytherea's breath; pale primroses,

That die unmarried, ere they can haehold

Bright Phoebus in his strength®, (1).

In many casges Shakspere merely makeg a guhtle allusion o
ancient mythology without definite reference. From the speech

"Ay mel for aught that I could ever resd,

Could ever hear by tale or history,

The course of true love never did run smooth",
it seems probable that the poet was thinking of such farmous z=tories
of faithful women as arc found in Ovid's "Heroldes”, Choucer's
"legend of Cood Wemen%, and Gower's "Confessio Anantis”, The
muke in "Twelfth Night® thus covertly refers toc the lsgend of
Actuon;.

*0 when my eyes did see Olivia firei,

Methought she purg'd the air of pesiilence:

That instant was I turn'd into & hart;

And my degires, like fell and oruel houndse,

B're since pursue me". (2).
Tinally, how unspeakably pathetic is the mournful ory of the child-
chanzed Lear &s he awakes from his heesvy slumber snd,seeing ihe
ficure of Cordelis bending over him, compares Lis own unhappy state
ggidﬁﬁ% :;ogeiglgﬁ‘riai:e? ggﬁggpg;e::pzéiﬁi;sggé, -?2:11? :iolal
aut candida 1ilia carpit.” A more complete list of flowers is
given in "pasti® IV. 437-443.
(2) Aet I. sc. 1. c.f. Shelley's allusion to himself in “Adonais"3L



to that of tortured Ixion:
"You do me wrong, to take me out o' the grave:-
Thou art & soul in bliss; but I am bound

Upon a viheel of fire, that mine own tears

Do seald like wolten leadw, (IV, 7, 45-8),

The privilege of classical milusion is by no meansg confined to
Shsksperea's higher and more sedate characters; it extends to the
lower crders as well, but with & dietinction thet is peculiarly
appropriate. The converaation of the peet's humorous creations
is cconsionally pointed with mythological lore, often amusingly
insccurate snd almost invariably chavecterised by a glaring in-
congruity. Lauvncelot Gobbo's speech in the ascgene where he tries
eonfusions with his old father iz & case in point:

"alk not of wmaster Launcelot, father,” he seys, "for the
young gentlemen (eccording %o Pates and deglinles, and such odd
sayinge, the sisters three, end such braunches of learniag) is,
indeed, deceascd:; or, ap you would say in plein terms, gone to
heaven",

Vot less delightful is the rent end the bungling mytheolegicel
rofercnices of Bottom and his orew:

"y couid play Brelee rarely®, saye Bottem, "or 2 part %o tear
8 cat in, to make =al) split:

The raging rocks

Ané shivering chocks

ahall dresk the lecks
of prison gater;



And Phivhus' car

ghall shine from far

And make and mar

The foolish Fatas,"
Again, in the famous Aramatie interiude, the hero and heroine thus
procinim their vows throngh the hole in the wall:
Pyr, *Think what thon wilt, I am thy lover's grase;
And, like I.-"*.zxagder, ean I trusty still,
This, And I like Helen, till the Tates me kili,
Pyr. Yot Shafalus %o Procrus was po trus,
Thin, As Shafalus to Preoorum, I to voul®
How natural it is! How delichtflly do thease glaring bhlunders,
while provokinz our unbridled mirth, also snhance our interest in
these mde, honent fellows snd serve te throw thair characters into
volder relisf. We recall & similar reslistic touch in Filelding,
in the ghapter where the worlid-famous Squire Western deseribes to
AMlworthy the expericnces he underwent at an unexpected introduction
inte some polite society in the Metropeolis: "De--n me*, he cries,
*i'd rathar be run hy my own deogs, as one Acton was, that the story-
book eaye was turned inte a bare, and his owmn dogs killed un, end
eat un, "1
Nothing less than the Pates and the mytholegy of the infermal

regions will setisfv the classical taste of the sensationally-minded
person of the lower order. The utterances of the bhombastic Pistol
are invariably heightened by sounding phrases introducing the

"sisters three”, the names ¢f ancient gelebrities, terrifie



exclmantions of "base Trojani?, and mighty oaths by the infernal
river, "Dost thou thirsi%, he says, "base Trojan

o have me Pold up Parca's fatal web?*
Again, In the humorous seene in the Boar's Head Tavern, mine
Acient commends ¥istreasz Tear-sgheet “to Pluto's damned lake, . . .
to the Infemal deap, with Tredus and torturss vile also”, and ) when
warned to cease brawling, procssds with additional fervour in the
eanz girain: |

"Shall pack-~horases®, he gries,

*ind hollow-pampsr'd Jades of Asia,

#hish cannot go but thirly midles e day,

Cowpare with Casesars, and «ith Cannibvals,

dnd Trojan Gresks? Hay, rather damn thex with

King Cerbsrus; and let tha welkin roar,

Shall w8 fell foul for toyaz?® (1)
Bardoiph =ndeavonrs to "guolt nin® down the stalrs, but nine
Ancient draws hila sword: ‘

"Woat!®, he says, "shall we have incision? BShall we imbrue:-

Thaan death rock me asleen, adbridzse my doleful daya!

Why then, let grievous; ghastly, gaping wounds

twine the sisters three! Come, Atropos, I say,”

and he i3 pundied dowmstairs,

Ghakspera's verse, in common with that of his age, is excep-

tionally »ich in classical personificatiom, "Tha aepect of

(1) II. Henry IV, Act II, 4. See Note D.



mythology," says Mr. Root, "which appealed most deeply to Shakspere,
which he most Tully and vitally incorporated into his own thoughts,
is that original aspect of the system which gives a divine per-
sonality to the great forces of nature. The sun in its rising and
its setting, the "gray-eyed dawn®, and the "black-~browed night";
the procession of the seasons from "well-apparelled April" to

"old Hiems" with his "thin and icy crown"; "great Neptune's ocean"
and the "mutinous winds"; the crash of Jove's dread thunderbolt -
to express his appreciation of all these, Shakspere has constant
recourse to the forms of expression given us by the ancients, or,
8till more significantly, imitates their methods of thought without
employing their exact terms."

This expression of the processes of the world of nature in
terms of human activities makes a special appeal to the student of
the arts at the present time, In conclusion, therefore, we will
endeavour to bring out the unrestrained artistic freedom of Shakspere
and his age by imagining the view that a sensitive artistic spirit
would take of the conditions under which poetry is endeavouring to
flourigh to-day. Place side by side the era of analytical enquiry
with the wonderful imaginative era of ancient Greece, famed through-
out the ages for its magnificent outburst of poetry and its wonder-
ful achievements in plastic art. Place the age of Science in
contrast with the age of Queen Elizabeth. What 1s the difference? -
Poetic imagination, the distinguishing feature of the earlier eras,

is disappearing, rapidly fading into insignificance before the
advancing powers of Materialism, Within the last hundred years



the beautiful myths of the ancients,and, what is really vital, that
ideality which is the very life and soul of poetry, have withered
before the deadly.blast of scientific enquiry. Science has waxed
not only in power but also in arrogance; the artistic reslm is
overshadowed by the scientific. BEven the vital and spiritual
truths of poetry must be materialised and must go into the
scientific melting-pot.

A universal wail went up from the poets at this ruthless
disillusionment. Science, to Poe, is the true daurhter of the
ravager Time - a vulture, whose wings are dull realities, preying
upon the poet's heart. How then should the poet love her?—

"How should he love thee? or how deem thee wise

Who wouldst not leave him in his wandering

To seek for treasure in the jewelled skies,

Albeit he soared with an undaunted wing?

Hast thou not dragged Diana from her car?

And driven the Hamadryad from the wood

To seek a shelter in some happier star?

Hast thou not torn the Naiad from her flood?"

It is the apotheosis of disillusion. To indulge in a
little surmise: were it possible for us to catch a glimpse of the
poet's vision,

"The living Throne, the sapphire-blaze

Where angels tremble while they gaze" 5
should we not see also the scientist with his spectroscope resolving
it into its various elements? The poet of Lamia sings:



"Do not all charms fly
At the mere touch of cold philosophy?
‘There was an awful rainbow once in heaven:
We know her woof, her texture; she is given
In the dull catalogue of common things.
Philosophy will clip an Angel's wings
Conquer all mysteries by rule and line,
Empty the haunted air, and gnomed mine." (1)

We have lost the spirit of wonder and of awe, The glorious
phenomena of the universe, the fields, the hills, the mystery and
beauty of the sea, if they may happen sometimes to claim our
attention, often leave us cold. All the glorious pageantry of
the skies, "huge cloudy symbols of a high romance®, and that
glittering array which passes in royal splendour over the face of
night, have become for us a mere procession of bodies moving in
spaceé, with no power as of yore to burn and brand into man his
nothingness.

"On old Aegina's rock, and Idra's isle

The god of gladness sheds his parting smile”
sings the poet of the pre-scientific age;

"There sinks the nebulous star we call the Bun,

If that hypothesis of theirs be sound”
is the harsh muaic typical of the age of science. Shell not the
artist ory out against this deadly solvent of the imaginative
energies of man - ory out in the language of the melancholy poet

in Milton for a gllmpﬂ of the "n"i"nt world of Greece: A
(1) This f"(’"" P ﬁﬂ nood n &axﬁ-— A avmibar
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"But, 0 sad virgint that thy power

Hight raise Musaeus from his bower;

Or bid the soul of Orpheus sing

Such notes as, warbled to the string,

Drew iron tears down Pluto's cheek,

And made Hell grant what love did seek";
or in the words of the most npirituai of our poets who,in his
passionate outcry sgainst the same cold worldliness, exclained:

"Great God! I'd rather be

A Pagan suckled in a creed outworn;

8¢ might I, standing on this pleasant lea,

Have glimpses that would make me less forlorn;

Have sight of Proteus rising from the sea;

Or hear old Triton blow his wreatheéd horn." (1).

How beautifully free from this deadening spiritual depression
wore the ancient Greeks, and how free were Shakspere and the other
great writers of the Renascence eral In Shakspere's day the .
imag inative tendencies of the ancient world were blended with,
not overwhelmed by, the business of the present and researches in
the world of matter. Much as the Elizabethan loved the world about
him ~ and surely in no other age was the joy of life so keen as in
the spacious times of great Elizabeth ~ the wings of his soul were
by no means paralysed, nor was the poet then confined, as now, to the

sphere of the palpable and the gross. It was with the imagination

!

(1) See Note RE.



and the wonderment of a poet that the noble Elizabethan, even in

the face of death, went to discover countries yet unknown. He

saw the beauty of the worlid around him and, helped by the poetical
machinery of the ancients, expressed what he saw in terms of sur~
passing bveauty. He did not forget, as many of our modern scientists
have forgotten, that scientific speculation is but one method in

the attalnment of truth ~that the truths of Art and of Science are
not opposed to each other but are mutually complementary.

The mythological world of Shakspere, reincarnate from the
pages of Ovid, will live. our great poet, typical of the poets
of his age, saw far more in the Ovidian fables than Ovid himself
saw, and in the poetical embellishment with which he has enriched
the compara.thaiy bare material of the Roman mythographer we have
a work unimpemchable in artistic propriety, fadeless in beauty,
nor yet devoid of spiritual significance. (1).

(1) See Note F.
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CHAPTER VII.

THE INFLUENCE OF SENECA:

The Romantic and Classical Dramas.

Does he observe all the laws . , in 1t?

Vhat laws mean jyou?

Why, the equal division of it into acts and scenes,
and . . . «. . « his true number of actors; the
furnishing of the scene with grex or Chorus, and
that the whole argument fall within the compass of
& day's businsss.

0 no, these are too nice observations.

They are such as musi be received, by your favour,
or it cannct be authentie.

Troth, I can discern no such necessity.

(Ben Jonson).



In the opening of the precedins chapter we endeavoured to
sumarise the outstanding characteristics of the Renascence
revival and their effect on the literature of Elizabethan England,
We saw that under the influence of that mighty awakening ,the whole
conception of art was revolutionised and that the poetic imsgination,
wnfettered by crabbed Mediaevalism, pursued with enthusiastic
delight the glorious path.that the rediscovery of the classics had
opened up. We showed, too, that Ovid became the universal
authority of the new life and that, owing to the unocultured taste
of the time, he was exalted.'in spite of all his imperfecticna, far
above his greater Hellenic predecessors.

But Ovid was by no means alone in his influence. The cause
of Latin poetry as sgainst the Greek was uphal;l by another disciple
of the mightier Hellenism, namely by Seneca, a poet who rivalled
even Ovid in popularity and whose influence was, perhaps, aeven
wider and more far-reaching. The fact that the Latin tragedian of
the decadence, and not Sophocles, stood for the univerassl model of
classical tragedy in the sixteenth and even in the seventeenth
century is yet another indication of the crudity of contemporary
English taste. Seneca's popularity, attested directly by eulogistic
references and indirectly by the flattery of imitation, was as un-
merited as it was enormous. Nashe,in his Preface %o "Menaphon”
comments on the universal assiduity in studying English versions,
"English Seneca," he says, "read by gcandle-light yields many good
sentences as 'Rlood is & beggar', and so forth." Meres , too,remarks

in his "Palladis Tamia" that "as Plautus and Seneca are accounted



best for Comedy and Tragedy among the Latins, so Shakespeare among
the English is the most excellent in both kinds®. No mention what-
ever is made of the great Attic dranstists.

In the drama, as elsewhere, classical taste reigned supreme
until the example of Marlowe and of Shakspere decided the victory in
favour of Remance. No play that was not impregnated by the
classical spirit and that did not bear the stamp of classical form
was acceptable either to the scholar or to the more enlightened
among the multitudes. The native drama had alicady become an
object of ridicule while the melodramatic Seneca was exalted, both
for Torm and for subjeci-matter, as the ideal type in the realm of
dramatic representation. Long after the triumph of the Romantic
Drana lthe defeated forces of classiciam continued the desuliory
struggle. The work of Marlowe and fhekspere, truly Znglish as it
was and the lasting zlory of our literature, was by no means
universally accepted. The severs classical form and spirit,
defended by the eloquence of Sidney, was mightily upheld by Jonson.
Reversions to Sensca are numsrous: plays such as Daniel's
"Philotus” and "Cleopatra® were produced in aspite of the Romantic
triumph. In Milton the protest is heard again, though more faintly,
and the example of Addison marks yet another stage in the lingering
strife, Senecan influence was surely one of the most fruitful in
effect on our great literature. Let us add, however, that the
lack of a nice, eritical appreciation was not the only reason for
the Elizabethan bias towards Seneca. It was to a large extent due

to the general popularity and facility of acquisition of the Latin



langusge as against the Greek, to the inspiration and example of
Italy, and to & revulsion, perhaps, from the crudity of form in the
popular drams.

Seneca's characteristics as a dranatist, so detrimental in
their effect on the generality of our playwrights, were derived for
the most part from Buripedes. The great forte of the Roman
tragedian lay in the conception of dramatic situation, in vivid
desoription, in rhetcrical declamation, and in inerdinate
sentertioveness, s8ll of which characteristics are present in a
higher degree in Seneca than in his predecessor, These traits are
reproduced in the Elizabethan Senscan drmaalnotably in the
typical instance of Packville and Norton's *Gorvoduc”. This
play, "full of stately speeches and well-sounding phrases, climbing
to the heizlit of Seneca his siyle", wes {cllowed, in 10568 by
"anerad and ¢ismunda®, described in 1its dedicatory epistle as)

"in atateliness of show snd depth of conceit, for irue ornaments of
poetical ard, inferior to none of the best in that Kind, no, were
the Romen Seneca the censurer®, The melodramatic %one of Heneca,
the unheard of crimes sometimes recounted by the nuntius dbut
occasionally committed on the stage - characteristics well exempli-
fied by the "iledea" nnd the "Thyestes” - made & direct appeal %o
the Elizabethen playwricht and to the depraved taste of his
audience. Madea in the one play and Atreus in the other hecame

to the Elizehethan dramstist the stock examples of barefaced
eriminality. "In their open profession of villainy", writes Jr,

Vaughan, in their deliberate effori to ameze and appal mankind,



there is 1little doubt that these characters are the encestors of

a whole class which meets us again and again in the Rlizsbethan
drsma. Barabas in the "Jew of lMalta®, Jorenzo in the "Spanish
Tragedy"; Richard of Cloucester, these are the most familisr examples
of it. But it reappears in "Antonio's Revenge® and "The Malcontent®
of Marston; and through him it was transmitted to the Atheigt, we
may add perhaps to the Revenger, of Tourneur, And a softened echo
of it is tc be found in the "White Devil" of Webster. In meny of
these the zroundwork of Seneca is doubtlese orossed with remninis-
cences of lMachiavelli, or rather the image of that sinister fisure
which porular imagination had conjured up. But the debt to Seneca
is unmistakable. And it is one of the points in whiech his in-
fluence on the Hlizabethens is most clearly marked ond most fruitful
of imaginative effect.® (1).

Such, then, in hrief was the influence of Seneca on Eliza-
bethan tragedy. Tor the propsr appreciation of this clement in
Shakspere a study of fSenecan influence on the sarlier drama, which
we cannot attempt with any fulness here, is quiie essential. There
is certainly much in Shakepere that is Senecan, but on the guestion
0f Shekspere's knowledse of the Latin tragedian critics are divided.
The poet may have read Seneca in the ILatin, or in the geveral
English translations, or his knowledge may have been still wmore
indirectly derived from the dramatic literature of the time, There
can be little doubt that Shakspere had read the English Senecan

(1) "Pypes of Tragic Drama", 92.



plays, as "Titus®, "Richard III", and "Hamlet" abundantly testify; |
and we have seen that the whole of Shakspere's enrly work, bhoth
lyric and dramatic, was %o a large extent modelled on the writers
of his day. On the question of sources Dr. Cunliffe writes:
"Whether Chakspere was directly indebted to Seneca is a question
as difficult as it is interesting. As English tragedy advences,
there grows up an accwaulation of Senecan influence within the
English drama, in addition to the original source, and it becomes
increasingly difficult to disitiinguish between th: dilrect and the
indirect influence of Sensca. . . In the case of Shekspere we
cannot be abscliustely certain either way. Professor 2Zaynes thinks
it is provable that Shakspere read Seneca at school; and even 1f
he did not, we may be sure that, at some perioed of his career, he
would turn to the generally accepted model of classlcal tragedy,
gither in the originel or in the translation." (1). Mr. Robertson
iz inclined to wmdopt Farmer's view that Shakspere's classical
knowledge was almost entirely drawn from indirect sources, while
Professor Collins, on the ciher hand, delinitely stales that the
poet reed Sencca in the originel and not in the lumbering and un-
satisfactory HEnglish version accessible at the time. The truth,
perhaps, lies somewhere between these two statements as an examina-
tion of the internal evidence goes to prove.

In *Hamlet", Seneca is referred to by name. Polonius, re-
hearsing the merits of the players, says: "Seneca cannot be too

" of Seneca on Elizabethan Tragedy" 66.
i E;t:?;ﬁ‘.:gn g‘?ou Ropertson "Shakspere and Montaigne] 74).



heavy, nor Plautus %too light"-a statement which to some eritics,
presupposes an intimate knowledce of the two dramatists referred to.
In "Titus Andronicus® the"Hippolytus® of Seneca is twice quoted from
memory in the Latin. The lines,

"Hegni Donminator poli

Tem lentus audis scelera? tam lentus vides" , (IV, 1. 82.)
seem o be an imperfect recollection of "Hippolytus", 671-2:

Vilagne regnator dewm* etc.
Another recollection, apparently, occurs in the second Act of the
same play:

"git fas aut nefas . . .

Per Styga, per manes vehor®, (II, 1. 133) c.f. "Hippolytus",1180:

"Per Styga, per aumes igneas amens sequari”

Malcolm's epesch,

"tive sorrow words: the grief thaa!l does not speak

Whigpers the o'erfraught heart and bids it break" (1)
is apparently & reainiscence of the "Curas leves logquuntur:
ingentes stupent® of Sencca, (2) but there is every reason to
believe that it was a stock phrase in the drama of the time. It
appears, for example, in "The Misfortunes of Arthur®:

"Small griefs can speak: the great astonish'd stand",
but Mr. Robertson thinks that thakaspere found the commonplace in
Montaigne's easay "Of Sadneas®. (3).

(1) *Macbeth", IV. 3.
(2) "Higpolytus", 615.
(3) "Montaigne and Shakspere®, 68. ;



In the following lines from "King John", as Mr. Cunliffe
points out, there 1s a reminiscence of Seneca in the Latin:

"A sceptre, snatch'd with an unruly hand,

Must be as boisterously maintained as gain'd:

And he that stands upon a slipperyj place

Makes nice of no vile hold to stay him up."
¢,f. "Hercules Furens", 341-5: :

"Hapta sed trepida manu

Sceptra obtinentur: omnis in ferro est salus.

Quod civibus tenere te invitis scias,

8trictus tueitur ensis: alieno in loco

Haud stabile regnum est®. (1)

The simile, in Rishard III, of the swelling of the waters
before s storm is often quoited as a direct reminiscence of
"Thyestes”, 957-60:

"Mittit luctus signa futuri

Hens, ante sul praesaga mali.

instat nautis fera tempestas,

Quun sine vento tranquilla tument®. (2)

But Shakspere's lines are simply a versification of a passagze in
his authority, Holinshed's "Chronicles®, the idea of which was
almost certainly suggested by the Latin original:

(1) vide Collins, "Studies in Shakspere”, 24,

(2) "By a divine instinct men's minds mistrust
Pursuings danger: as, by proof we see
The water swell before a boist'rous stormm". (II, 3, 42).



"Before such great things men's hearts of a secret instinct of
nature misgive them: as the sea without wind swelleth himself
some time before a tempest™ (3. 721).

Ur. Anders quotes a parallsl, discover;ed by Professor Brandl,
between Lady Macbeth's inveocation to the spirits and the first
monologue of Senef:a.'u "Medea", but the English version which he
quotes in support of this reminiscence bears -but & vague and general
resemblance to Shakspere's famous lines. (1). The ory of the
protagonist inviiacheth":

"Will all great Neptune's ocean wash this blood

Clean from my hand? No; this my hand will rather

The multitudinous seas incarnadine,

Making the green one red,"
iz quoted by Theobald as reminiscent of Seneca's "Hippolytus®
(715 sq.) and "Hercules Furens” (1323 sq.). But, as Mr, Roberigon
justly remarks,the lines were almost certainly suggested by the
drama of the time (2). "These declamations,® he says, "deriving
as they do, to bezin with, from Aeschylus are seen from their very
recurrence in Seneca to have bhecome stock speeches for the ancient
trogic drama; and they were clearly well fitted to becone so for

the mediaeval. The phrases used were already classic when Catullus

(1) "Macvethr, I. 5. 41.

(2) *Montaigne and Shukspere", 76, The general inconclusiveness
of the parallels cited by Dr. Cunliffe is demonstrated on 77-9,



enployed them hefore Seneca:

Suscipit, O Gelli, quantum non ultima Thetys

Non genitor Nympharum, abluit Oceanus .
In the Renaissance we find the theme reproduced by Tasso; and it
had doubtless been freely used by Shakspere's English pfedecassors."

0f far greater impertance is the indirect influence of Seneca
on motive and on subject-matier. Both "Henry VI" and "Titus",
which represent Shakspere's earliest attempis at drama, are ime-
pregnated by Senecan influence, the latter being written as a
concession to the public taste. The plays which were hefore the
people at the period of Shakspere’s dramatic apprenticeship belong
to that species of drama which may be called the tragedy of horror,
It 18 in such works as “"Corboduc®, "Selimus", "Soliman and Perseda”,
"The Jew of Malta", the "Pre-~Hamlet®, and, above all, "The Spanish
Tragedy® ,which had a tremendous vogue, that we may find the ex-
Planation of Ethakspere's horribhle tragedy. In these dramas the
Senecan element is patent. The Pre-Hamlet, for instance, bears
evident marks of Senecan influence. (1). The horrible feast in
the £ifth Act of ®*Titus" recalls,as we saw,a similar scene in the
"Thyestes™, The whole play smells of blood; it is a ghastly
carnival of horrors, and as such it would meke a specisl appeel to
the depraved audience of the time, "The more murders”, writes the
late Professor Collins, "and suicides, massacres and mutilations a
(1) Nashe, in his Preface to "Menaphon" says that "English Seneca,

« + « if vou intreate him faire in a frosty morning, will afoord you
whole "Hagleta', I should say handfulls of tragical speaches."



play contained, the more ghastly and horrible its details, the nmore
certain was it to find favour. Thus we have the author of the
First Part of "Selimus”, which is almost as horrible as ®Titus”®,
taking leave of his audience with the words:

"If this Tirst part, gentles, do like you well,

The second part shall greater murders tell".

Critics have often hazarded conjectures as to the prohable
future of the English drama had it been moulded entirely by the
classical, and partioularly by the Benecan, type. The imitation
of the sncients by French and Italian poets certainly met with a
fair amount of success, but similar attempts by English vlavwrights
were generally unsuccessful and only served to reveal an un-
dramatic turm of mind. Nevertheless, we must not overlook the
fact that the Senecan influence on Blizabethan drama was in a way
productive of good. The study of Seneca brought with it a purer
taste and a loftier ideal. It grafted on the fermless growih of
our sarly drama a carefulness in composition, a gravity of diction,
and & harmoniousness of construction that was peculiarly beneficial
to ite development.

The stvle of the Senecan drama was, in accordance with the
welght and gravity of its matter, solemn, reflective, and strongly
tinzed with sonorous declamation. "Gorboduc", which Sidney holds
to be its best English representative, is the only exception in his
sweeping denunciation of our stage, a play, he affirms, that would
be absolutely unrivalled but for the unfortunate violation of the

Unity of Time. RBut Sidney could never have conceived when he wrote



his "Apologie" what a tremendous reaction was imminent. Iis
contempt for the popular stege with its buffoonery and skimbhle-
skamble is by no means unaccountable. There was on the one hand,
the lofty, dignified, and well constructed drama of antigquity and,
on the other,the coarse, rambling, and incompact productions of his
contemporaries and it is not difficult for us to understand Sidney's
attitude. It was the work of Marlowe and of Shakspere that gave
the death~blow to the Senecan play,and every true dramatist of the
day felt by a common instinct that the path pursued by these two
mizhty champions was the only true path to walk in.

Many of Shakspere'!s earlier creations are strongly reminiscent
of characters in the English Senecan drema, Aaron is evidently
modelled on Barabas in the "Jew of Malta", who,with Lorenzo in the
"Spanish Tragedy’, was then the most populer villain of the
Senecan type on the RElizabethan stage. But Shakspere's play
positively out-Herods Herod in its appeal to the depraviiy of the
audience. In the first scene of the fifth act, for instance, the
villainous Aaron outdoes all the repressntatives of this horrible
fraternity in his eriminal professions:—

"0ft have I digged up dead men from thelr graves,

And set them upright at their dear friends' doors®, (1)

The employment of the Ghost, and more especially of the ghost
who comes to execute vengeance, was the Senecan device that was most
fruitful of effect on the BElizabethan theatre. The most Tamous of

1 or Collins, however, is inclined to consider
£hl P&gé:t:apioigggoroul parody of Marlowe's horrible drana.



Seneca's spirits is that of Thyestes in the "Agamemnon". "lere",
says Mr. Vaughan, "the ghost of Thyestes is essentislly the spirit
of revenge. And that was the specific form under which the ghost
passed info the tragedy of the Elizabhethans, The most notabkle
instance of this is %o be found in the "Spanish Tragedy”, the most
popular play of its time, in which the ghost of the murdered Andrea,
hand in hand (so to speak) with the Spirit o7 Revenge, appears at
the beginning of each Act to incite the living to exact vengeance
for his dsath. And the ghost of "Hamlet", the most famous of all
dramatic spirits, is clearly an offehoet of Andres, though an off~
ghoot grafted by the hand of genius." (). Madness, murder,
mutilation and revenge, with all the lurid apparstus ol horror,
these are the mein themes of Senecan tragedy so failhiully re-
produced in the Elizabethan dreasma.

The influence o Seneca was not only manifested in the realm
0f classical tragedy. It is as clearly traceable in the Romantie
prama of Shekspere's contemporaries and predecessors, traceable too,
as we have already seen, in the Shaksperian drama itself. Our
classical drama was more or less strictly under the restraint of
classical rules and followed with due fidelity the machinery and
dramatic devices of the Senecan plays, pariiculariy in 1ta'use of
the Ghost, the Nuntius,and the Chorus. But the nobler dramatic
growth of Elizabethan ronenticism could never have flourished under
the rigorous pruning of rusty classical rules. For the classical

(1) ®Pypes of Tragic Drama¥, 94.



drama, characterised by a calm and dignified inaction, the Huntius
was peculiarly necessary, bui his tedious and inartistic method of
relation would have been manifestly unpopular on the Romantic stage
distinguished as it was by vivid and copious action. The strict
classicist, on the other hand, could never have sanctioned the
arful fatality through which Shakspere's "Hamlet" rushes to its
overwhalming conclusion, nor could he have gazed, without the
accompan iment of atrqng ghudders, on the heartrending climax of
"0thello", But the rapidity and Tire of the Romancists more than
compensates for the loss of the stereotyped form and decorous treat-
ment of the classical drama. This vital difference between (he
two great dramatic schools cannot heé better 1llustrated than by
contrasting Shakepere's "Antony and Cleopatra" with Daniel's play
on the same subject. In the latter, a late Elizabethan reversion
to Seneca, the death of the heroine is tamely annownced by the
nuntius, while,in Shakspere,the tragic ond of Cleopatra, maeg-
nificently enacted “coram populo®, is the crowning glory of the
drama.

To the so-called Classical Unitiecs our dranatist was serenely
indifferent. sghakespeare never troubled himself about the
lezislators of Parnassus or even did them the honour of recognising
their existence". This attitude) alluded to by Stapfer, is
exinently characteristic of our exalted poet. "iacbeth® may bear
some repemblance in spirit to e tragedy of the ancients; the
action of the "Comedy of Errors” or of the "Tempest" may confine

1t8e1f within the orthodox limits of time, but we cannot therefore



infer that SBhakspere was experimenting in the composition of drama
according to classical laws. In the case of the "lempest®, the
action is only of three hours' duration, but we feel consclous
that events are speeding far too fast. We are in snother world,

a vonderful fairy-world peopled by powerful and glorious epirits,

& world governed by laws of which we know nothing. In the

"Comedy of Errors® it is highly probable that Shakspere did not
deliberately confine the action "within the compass of a day's
business®. It is far more iikely thei he simply followed the
nature and scope of the subject, the matiter o the Plautine comedy
conveniently arranging itselsd within the limits of a twenty-~four
hours' action. Again, the exclusion of tlie comic elemen?t Tron
"Machbeth" - with the excepiion of the Porter Beene,wnich is some-
times erroneously censidered as an interpolation -~ hes led certain
critice to suppose that Shakspere was endeavouring %o imitate the
unmixed tragedy of the ancients. 8idney, who could net conceive
of any 'untying' of poetic laws, had already objected to the popular
drama as a "mongrel tragi-comedy, mneither right tregedy nor right
comedy”®, and had condemned his favourite for its unforiunate breach
of the classical unities. But Shekspere saw that the success or
failure of a play depended upon other and deeper causes. Of great
importance, therefore, in this connexion is the casual reference to
the question thrown out by the artist himself, who was by his
practice, in serene indifference to theory, upsetting for ever the
laws of Aristotle and Sidney. In "Hamlet",old Polonius introduces
"the best actors in the world, either for tragedy, comedy, history,



pastoral, pastoral-comical, historical-pastoral, tragical-historical,
trag10:1-0031110&1-}11storica1-paatora1, goene individable or poem
mlimited: Seneca cannot be too heavy® he continua"s, "nor Plautus
too light, FYor the law of writ and the liverty, these are the

only men." In the contest between the law of writ and the

liverty, the liberty triumphed on our stage,and in it Shakspere
achiieved the most notable success that the world of letters has

ever known.

For nice distinctions and pedantic literary customs, then,
Shekspere had no interest. His stage is the world, end on that
stage the incidents of human life are portraved as they naturally
happen and not as & spasm of twentiv-four hours' duration confined
to a single place.

It was meinly owing to the practicai difficulty of creating
the NCOCBSary drenatic 1lluslon that Shakspere made use of the
Chorus. Prefixed to each Act of "Henry V¥, the speech of this
functicnary informs the audience of the progress of events and
aids its imsgination in the requisite transitions of place and time,
Further, in the opening of the fourth Act of the "Win.ter's Tale™,
the Chorus inforns the speciator that he will asame{éﬂeﬂ the name
of ?ime, the privilege of a rapid flight:

" visls néw take upon me, in the name of Time,

To use ny wings. Impute it not a crime,
To me or my swift passage, that I slide
Oter sixteen years, and leave the growth untried

Of that wide gap; since it is in my power



To o'erthrow law, and in one self-born hour
To plant and o'evrwhelm custom. Let me pass
' The same I am, sre anclient'st order was,
Or what is now receiv'd . . . . "N

« + o« + o« o« « o Your patience this allowing,

I turn my glass, and give ny scene such growing,

As you had slep?t bhetween.®
To the untrammelled mind of a critic this 1liberty is as legitimate
to the dramatic wayfarer as to the ordinary traveller whe 1ingers
at his ease over theé scenic beauties of his route but rides post
through the arid wastes that intarvens. Shaksgpere 1z not here
excusing himself for brushing aside conventional resirictions, nor
is he condamning the Unities: he is simply following out his own
dramatic plan without attempting to provoke a controversy on the
differsnce of his methods from those pursued by other writers.
Agein, in "Pericles®, ancient Gower as Chorus mekes a similar
statement, transporting the audience from "bowrm %e bowm", Irom
"region to region®,

“We commit no crime”, he eays

"o use one language, in each several clime,

Weere our scenes seem Lo live®.

1t will be epparent that these Choruses have nothing in common
with classical usage. They "confine themselves," as Stapfer has
well esaid, "to explaining the actien, and to supplementing by their
cormentarics the inadequacy of the representiation, or te narrating

vhat the poet necessarily made take place behind the scenes; they



fulfil, in fact, the office of prologues, which would be & much
fitter name for them", To what, then, in Shakspere doeg the
classical Chorus correspond? IHere we touch upon & vitsl veint of
difference between the gtructure of two great dramatiec types. A
Sheksperian play sppears throughout as pure drama while an ancient
tregedy is on the face of it double, & combination of drams and
lyric. How it is the lyric element in the Romantic play that
corresponds to the ancient chorus, the lyric element which, instead
of being concentrated in chorle interludes, is diesipated throughout
the poem in the form of soliloquy and lyrical outhurst, “Macsheth®
of all other Shaksperian tragedles certainly approaches nearest to
the spirit of anclent drama. The same ilrony underlies the move-
ment of the story,and it¢s appalling action is sugrestive of the
oracular mysteries of the old tragedians. The despair of the
protagonist finds wonderful and apprepriate expression in passionate
lyric utterance and in awful soul-torturing seoliloquy, And the
lyric element "in toto" may bhe said to stand in the same relation fo
the rest of the drama as the chorlc ode stends to the dramatic
element of ancient tragedy. It is this abundant lyric outpouring
in "Macbeth*, as Mr. Vaughan well points out, that goes far to

check the repulsion tha% we feel for the protagonist. Tyriesl
dialogue and soliloquy represent the nearest imaginative equivalent
in modern drama for the choric interlude; end nownere in Ehakspere
is the ¢rue nature of this modern equivalent so well portrayed as

in the tragedy of "Macbeth".
We may well conclude thie chapter with a review of the



influence of the Senecan spirit on Shaksperian tragedy. In the
grim and spirit-haunted atmosphere of "Macheth" there is much that
recalls the dramatic horrors of Seneca, but of Senecan atrocity
for atrocity's sake we find no trece. In this respect "Titus
Andronicus" affords a notable contrast. There the concentrated
horror of Benecan tragedy lives again; the poet was writing in
conscious imitation of the populer drame of his day, in imitation,
that 18, of a drama powerfully impregnated by Senecen influence.
But his nobler poetic neture, nis potential orlginality of thought,
is by no means gsubdued to what it worke in, like the dyer's hand.
Shakspere is supremcly an artist, and the appeal of Beauty even in
this early period of higs dramatic apprenticeship triumphs over the
low monotony of Sanegan dreariness 1ot he had set himsel? to re-
present. Horrible,certainly iz the vision of Lavinia, her hody
"lopp'd and hew'd" by "stern uncenile hands”, but how heantifully
is the effect of horror counteracted »y the wusic and pathos of
the verase, Through the awful veil of crime and bloodshed the
true Shakspere repeatedly discloses himself to our view, and what-
ever elge in the play may be laid tec the account of other writers,
in passages such as these we may surely see traces of hig hand:

"0, had the monster seen those 1lily hends

Tremble, like aspen-leaves, upon a lute,

Ané make the silken stringe delight to kiss them,

He would not then have touch'dé them for his 1lifel

Or had he heard the heavenly harmony

Which that sweet tengue hath made,



He would have dropp'd his knife, and fell asleep
As Cerberus at the Thracian poet's feet®,
And again:

"0, that delightful engine of her thoughts,

That 'I?la'bb'd them with such pleasing eloguence,

Is torn from forth that pretty hollow cage,

Where, like a sweet melodious bird, it sung

Bweet varied notes, enchanting every ear!®
Such is the play of "Titus Andronicus" to which the reader no
longer turns for its dreary Senecan tale of slaughter, but for the
wonderful music of the verse and for the delightful glimpses of
rural Arden in the background which relieve the unnatural horror of
the plot.

In following a recognised form of writing, therefore,
Shakspere is not altogether the slave of the publie. How much
more so in his later work. The dramas of Shakspere's maturity
represent life as a whole, not one particular aspect of life. Ovid
and Seneca, in imitation of whom his early writings were in sonme
neasure produced, are no longer his nasters: they become his cquals
and, in the end, his slaves. . In "Macbeth", therefore, the Senecan
elerent is sternly subordinated to the main theme. The Senecan
flavour is present: grisly terrors are abroad; the air is filled
with beckoning shapes and calling shadows dire. But Shakspere is
a master of his art. The play is no longer a tissue of claisioal
legend.and school reminiscence woven together in the form of a
horrible fantasia: it is a highly-wrought piece of art, a



wonderful organic whole.  Shakspere is not writing a Senecan play;
he is delineating the story of a soul, And we are not revolted
by the awful nature of the plot, We stand in the presence of
humen 1ife as it really is; we assist behind the scenes at a life-
tragedy. More, we are permitted to observe each successive stage
in the corruption of a heart that was once free from open,
traitorous intentions, the ruin of a nind that was once pure and
noble, a mansion for all lovely forms. And ag the twilizght
shadows gather round the world-weary soul of the protagonisi, as
his day of life falls into the sere, the yellow leaf, to be
finally overwhelmed in the great Night, we are not oppressed hy
the weight of unnatural horror and unreasoning deeds of slaughter.
The jarring discord only serves to attune our ear to the strains
of melting harmony into which it is destined to be resolved. The
artist is ever present. Gloom, as well as tragic tension, is
counterbalanced and relieved as Shakspere alone knew how to relieve
it, while the deeper tones of the tragic symphony, that roll with
the tumultt;oua roar of multitudinous seas, are sweetened, softened,
and tranquillised again and again into the most beautiful utier-
ances of lyrie: harmony. So Macbeth, racked and tortured by
renorseful memories:
mout, out, brief candle!

Life's but a walking shadow; & poor player

That struts snd frets his hour upon the siage,

And then is heard no more: it is & tale

Told by an idiot, full -of sound and fury,

Signifying nothing."



And egalin, when the horrid deed has been perpetrated,l(acbeth has
heard a mysterious voice deny him for ever the solace of sleep:
"Methought I heard a voice ery, 'Sleep no morel
lfacbeth doth murder sleep, the innccent sleep!
Sleep, that knits up the ravell'd sleave of care,
The death of each day's life, sore labour's bath,
Baln of hurt minds, great nature's second course,
Chief nourisher in life's feast."
FPinally, the passage that occurs immediately after the arrangement
of Duncan's murder, where the pleasant aspect of the castle, fronm
which the king is doomed to come forth no more, lulls, by a bitter
irony, all his cares to sleep:
Dun, "This castle hath a pleasant seat; the air
Ninmbly and sweetly recommends itself
Unto our gentle senses.
Ban. This guest of summer,
The temple~haunting martlet does approve
"By his loved mansionry, that the heaven's breath
Smells wooingly here; no jutty frieze, buttress,
No coign of vantage, but this bird hath made
His pendent bed, and procreant cradle: Where they
KHost breed and haunt, I have observed, the air
Is delicate",.
Shakspore, our myriad-minded,universal dramatist, can be as free
from Senecan influence as from the trammels of recognised dramatie

forms, He might say of both, in the words of his Chorus in the



"Winter's Tale®
it is in ny power
To o'erthrow law, and in one self-born hour

To plant and o'erwhelm custom.®



CHAPTER VIII.

SHAXCSPERE AD PLAUTUS: “THE COMEDY QF HRRORS"™,

With a Note on the Unity of Place.

"As dpius Stolo said that the Huses would spsak with Plautus'

tongue, if they would speak Latin; so I say that the Muses would

speak with Shakespcare's fine filed phrase, if they would speak
Englishv,
ueres-

"Pailadis Tamia®™ 1598,



The "Comedy of Errors", one of the earliest of Shakspsre's
dramatic efforts, must have been a play dear to the heart of the
theatre=going publiec. Had we been present at its first performance
on the popular stsge we should have been conscious that a mester of
farcical comed_y had arisen, and we should also have felt that our
feshionable craving for the eccentricities of "mistaken identity"
had been more than satisfied.

But is this all? As the players withdraw amid the boisterous
enthusiasn of a delighied audience, and as we wend our way from
the crowded theatre, is there no other feeling that has heen
quickened and intensified except an unregenerate love of the
ludicrous and an equally unregenerate craving for liocuid refresh-
ment? Has our appetite for drama merely been pamperad and sloved
by the light and pleasant food of laughter,or has it bhesn also
satisfied by o more lasting sustenance?

Let us assume ~ as we may with all due modesty -~ that our
drawstic taste is somewhat higher than the average among thosge
"men of understanding® commonly called "groundlings”, and let us
imag ine ourselves present at the performance of the play. There
we sit on the stage, among other fortunate end enlightened members
of the audience, while the young gallant beside us is amusing him-
self with his three several kinds of tobacco and languidly com=
menting upon the disreputable conduct of the groundlings stending
beneath, who are also smusing themselves after their kind by
hurling apples and what-nots at the curtain. Suddenly the actors
come forth; the noise of the tumult is gradually hushed. The



play has begun. What is this? An o0ld grey-headed merchant
stands bound and guarded Dbefore a man of princely bearing, and as
he speaks his countensnce is darkened by sorrow, for he stands
there in peril of his life,.

"Proceed, Solinus, to procure my fall,

.Aiq by the doom of death end woes and all",

Bowed dom’a/:byuhtmility, his pleadings have been still in vain; he
has broken the laws of a powerful State and is condemned to die
unless ransom shall be duly paid. As the Duke ends his speech
the merchant, with a heavy cheer, acquiesces in the inevitable
Justice of the sentence. World~weary, cast destitute upon a
hogtile shore by the wind-obeying deep, with no gleam of hope to
lighten the spproaching night - unconscious symbol of his clouded
fortunes -~ he yearns already for the solace that death will bring:

"Yet this my comfort; when your words are done,

My woes end likewise with the evening sun",

¥hat is this! Is not the blue curtain hung aloft To signify that
the Sock, snd not the Buskin, holds the stage? IJlave we not come
to sse a merry farce, an English rendering of that well known and
boisterous "Mensechni® of Plautus, composed by one Shekspere the
sotor? - The smswer is a simple one. We have come to see
fhakspere's "ilenaechmi"; we are aseisting at a truly Shaksperian

comedy of "errors®", not at an imitation or mere reproduction of the

"Menaechmi" of Plautus.



It is at least probable that the story of Shakspere's drama
vas well known to the play-goer, as well as to the reading public
of the time, for the "ienaechmi®" of Plautus was one of the most
popular of the plots of comic accident that had come down to modern
times from remote antiquity. It was certainly a favourite among
the dramatists of the Continent and that at a very early period in
literary history, for the steage of Italy, of Prance, and of Spain
each possesses its own versions of the Plautine comedy whether in
adaptation or in paraphrase. We do not mention these faoreisn
remifications, however, as having any direct connexion with
Shekapere's choice of subj ect,for there is no certazin indication
that thekspere used any other version than the Tatin of Plautus,
0f this there was o somewhat flat translation by William Warner,
which ghskspere may have seen in manuscript. (1). It was not
published until 1595, & full year later than the usunl date limit
astigned by critics to the "Comedy of Brrors"., 1Moreover, those
vho have examined the BEnglish version will agree with Ritson that
there is scarcely s thought, phrase, or nszme peculiar to Warner to
be traced in ghekspere's work; plot &s well as names and matter
nay have been drawn equally well, asnd with little or no effort on
Sickepere's part, from the Latin original. There is no proof
whataver, anid but a slender proba’oility,that the poet had seen
(1) ""ifenaeemi”, a pleasant and fine conceited comedie taken out
of the most excellen®t wittle Poet Plautus”, by W. W, In the
Preface Warner tells us that he had "diverse of this Poeites comedies
Englished for the use and delight of his private friends who in
Plautus owne words are not able to understand them". There is no
evidence to prove that Shekspere was on terms of friendship with

Warner, nor is there any evidence that Shakspere was unable to
worry out the drift of a Plautine comedy from the Latin.



Warner's translation,

This reasoning proving futile and inconclusive, eritics have
fallen back on another line o argument. Steevens, Malone, and
others incline %to the belief that a play called "The Mistorie of
Error" supplied Shakspere with his dramatic basis and with much of
his dialogue, incident, and character, - that the whole play was
simply recast by Shakspere and furnished with seversl additions of
his own invention. (1). Here again the reasoning ends in a
cul-de~-sagc, for the play is unfortunately not extant so that it is
impossible to arrive at any definite conclusion on the matter of
ghekspere's alleged indebtedness. All that we know of the olad
play is that it was “shown at Hampton Court on New Yere's Daie at
Night, 1576-77;" there is not one iota of proof that it was even
founded on the Plautine comedy of the "Menaechmi”,

In any case it is now impossible to determine the immediate
sourge of Shakspere's play, espéciallv as nothing of a conclusive
nature may be established from internal evidence. Hany critics
uphold the view that Shekspere used Warner's version or the old
comedy simply and solely because they refuse to the poet that
little erudition that is requisite in order to gather the drift of
the orig inal. After all, however, the question of the actual
source whence Shakspere drew his material is not a vital one,
although we may not bring ourselves to believe Mr. Morley's

(1) Malone thinks that it is probable that the name "Surreptus®
(or "Sereptus") appended to the name of the Fphesian Antipholus

in the Folio *‘mav have heen suggested by this play.



statement that it is a quesiion "of no importance", (1).

There are several notices of Shakspere's "Comedy of Brrorg®
in contemporary literature the name of the poet being occasionally
coupled, to his own advantage, with that of Plautus. The refer-
ence in the "Gesta Grayorum" to a "'Comedy of BErrors', like to
Plautus his Menechmus®, that was "played by the players™ at
Gray's Inn one night in Decamber 1594,is almost certainly a refer-
ence to Shakspere's play. But a more important notice for our
purpose occurs in lieres' "Palladis Tamia": 'As Plautug and
Seneca are accoumted the best Tor comedy and tragedy among the
ILatins, so Shakespeare among the English is the most excellent in
both kinds for the stage; for comedy witness his "Centlemen of
Verona®, his "Errora"', and so forth,

Hazlitt would certzinly not have mentioned the play as an
example of Bhakspere's excellence in comedy, as equal, if not
superior, to the gomiec productions of Plauvitus., "This comedy," he
writes, "is taken very muich from the Mensechmi of Plautus, and is
no%t an improvement on it, thakespear appears to have bhestowed
no great pains on it, snd therec are bul a few passages which bear
the decided stamp of his genius, He seems to have relied on his
suthor, and on the interest arising out of the intricacy of the
plot. The eufiosity excited is certainly very considerable, though
not of the most pleasing kind. Ve are teszed os with a riddle,
which notwithstanding we try %o solve." Thie passage seems to
Dt 15 o of iRoly that Shakespeare knsw the Play 1A the '

original", adding that,in Shakspere's day,"Plautus was commonly
read in schools".



suzgest that Hazlitt had mistaken the true function of the art-
form that he was attempting to eriticise; he appears to have
wderstood the play as a comedy proper rather than as a farce. In
this case the following criticism upon the "Comedyv of Errors" from
Coleridge's "Literary Remains” will sufficiently dispose of
Hazlitt's objections:

"The myriad-minded man, our, and all men's, Shakspere, has in
this piece presented us with a legitimate farce in exactest con-
sonance with the philosophical principles and character of farce,
as distinguished from comedy and from entertainments. A proper
farce is mainly distinguished from comedy by the licence allowed,
and even required, in the fable, in order to produce strange and
laughable situations. The story need not be probable, it is
enouzh that it is possible. A comedy would scarcely allow egen
the two Antipholuses; because, although there have been instances
of almost indistinguishable likeness in two persons, yet these
are mere individual accidents, "casus ludentis naturae", and the
"verum" will not excuse the "inverisimile". But farce dares add
the two Dromios, and is justified in so doing by the laws of its
end and constitution. In a word, farces commence in a postulate,
which must be granted.” Hazlitt apparently did not grent this
necessary postulate and his criticism therefore appears rather in
the 1lizht of commendation than of censure. TFor the main intention
of both Plautus and Shakspere was to stimulate the curiosity by
presentin: a riddle which we should endeavour to solve. Shakspere

has gone even further and heightened the complexity of the original,



Once improbability is granted, we cannot censure the poet for
making & "confusion worse confounded”. Shakspere is perfectly
justified, es Coleridge has said, by the laws of farce; and how
adnirably has he made use of the liberty allowed by his subject by
introducing the two Dromios. This deviation from Plautus - one of
the most important deviations from the original plot - goes to
indicate that Shakspere was certainly not the slave of his original.
Even in this, one of the very earliest of his dramas, he has been
able to free himself from the trammels of close imitation. In
fact, it is evident from a superficial comparison that Shakspere's
work is virtually a new play built upon the basis of the old. (1).

Shakspere's comedy has been lauded at the expense of its
Latin counterpart without due recognition of the fact that each is
commendable as a characteristic production of its age and clime,
Further, much of the difference between the siyle and subject
natter of the two plays is undoubtedly due to the essential
peculiarities of Shaksperian and Plautine comedy as an art-form,
and to the different nature of the stage and audience for which
each was produced. As this is a point upon which, as it appears
to us, eritics have made but too little comment, we shall spend a
little time in viewing the two forms of comedy side by side.

In the first place we must not fail to notice that, in spite
(1) Mr. Cunningham has given a list of Shakspere's dramatis personae
and compared it with the characters in the Plautine comedy.
Shekspere retains the twin Menaechmi, the Traveller and the
Citizen, the Mulier being represented by Adriana, Brotium by the
Courtezan, Messenio by Dromio of 8yracuse, and the Medicus by Dr.
Pinch., He discards the parasite Peniculus, the Senex, the father-
in-law of the Citizen, and the cook and maid of Erotuim, but adds

the Duke of Ephesus, Aegeon, Dromio of Ephesus, Balthasar, Angelo,
two merchants, I,uoi:ma, I.uc;, and Aemilia., (Intro. to Arden

espeareb.



of many essential differences, there is much similarity in structure
between the comedies of Plautus - indeed of Roman comedy generally -
and those of Shakspere. TFirstly, the Chorus, that distinctive
mark of ancient drama, which had rapidly declined under Aristophanes
is entirely absent from Plautine comedy. (1). The double form of
art in which lyric was combined with dramatic disappears, therefore,
with the loss of the Chorus, and Roman comedy, instead of being a
continuous whole, approaches to the modern structural form with
divisions corresponding to the separate Acts. The multiplication
of these sub-divisions would mark the preliminary step towards the
modern change of scene, and, pushed to its logical extreme, would
entail the assumption of intervals of time between the various
stagzes of the drama, both of which are, of course, often essential
elements in the dramatic art of Shakspere. Further)the lyric
element which, as is usual in ancient drama, is concentrated in
the Chorus is now scattered through the play, and much of the
genersl function of the Chorus is taken up by Prologue and
Epilogue. Soliloquy also appears quite frequently as a dramatic
device. (2).

In all these points Plautine comedy may be saild to be an

anticipation of the more modern Sh_aksperdm form; but with these

(1) The "Piscatores" of "Rudens" II may possibly be regarded as an
exception.

(2) The Plautine "Prologue" is closely akin fo the Shaksperian,
that is, it is absolutely outside the action and no longer the
opening scene of the play. As in Bhakspere, then, it is a sort of
external comment upon ihe drama snd is usually not assigned %o a
member of the dramatis personae.



technical "rapprochements® the resemblance practically ends.
Plautus' essential characteristics as an artist occupy but a single
nook in the wiversal mind of our supreme poet. His dramatic
range 1s limited, confined as a narrow sea, while Shakspere's is an
whole ocean broad.

To retwrn to the particular case of the "Comedy of Errors”", let
us remark how closely 8hakspere has followed Plautus in the working
out of the plot, investing every incident with the boisterous mirth
of his original and even adding to the fun and excitement. But
this 18 by no means all. Shakspere in addition has raised the
tone of the Latin comedy and added such a glorious wealth of new
invention that his play is virtually an origzinal one. There is a
total absenice of Plautine harshness of manners - a point in which
the old comedy is eminently characteristic of its time - and in its
place there is a comparative wealth of characterisation, and a
lofty mand dignificd seriousness even amid the uproarious merriment
of farce that is quite alien to the Plautine spirit. The extent of
Shekspere's originality as contrasted with the limitations of
Plautus is well sumarised in Stapfer's admirable study of the play
in his "ghakespeare and Classical Antiquity®.  "Plautus®, he
writes, *is by no means liberal in his treafment of his personages,
whose characters are sirictly limited to the essential feature
necessary to explain their line of conduct; this leading motive
once indicated, he endows them with no other sentiments whatever,

such as would be required to meke them in any way completely life~
like. To brotherly love, for instance, he gives full and adequate



expression, but he reduces all the complexity of human nature to
this one emotion, which stands out from sll other good qualities in
isolated relief. The same poverty is evinced in the development
of the plot: one and undivided according to classical rules, the
Latin comedy proceeds towards the final end, true to the teaching
to be given later on by Horace, without losing itself in any
sinnous byways of fancy. Shakspére's comedy is, to bexin with,
richer and more varied in incident than that of Plautus, end is
possessed of an extra couple of twins, slaves to the two brothers.
¢« + o« ¢« &« « The slaves present a repetition, not only of the like-
ness that exists between their masters, but also of their senti-
ments and actions, to which they form a sort of parody.”.

Viewed as a whole,Shakspere's drama is much more varied, rich,
and interesting in its incidents than the "Menaechmi" of Plautus,
We become aware of the difference at the very outset when we
compare the opening of the twoe plays. In both the necessary
previous information had to be introduced, and the means adopted
in each case throws much light on the divergent methods of the two
artists, @'o- art is displayed", writes Stapfer, "in the setting
forth of the "Menaechmi®, which merely begins with a prologue
according to clessical usage; but the "Comedy of Errors" opens
grandly with two majestic forces - the sta.ta’and paternal love."
The first scene is certainly well writien 'but Stapfer surely goes
too far when he affirms that the opening of the "Errors" is
"unsurpassed by any in the annsals of the stage". Plautus' in-

troduction, then, follows the stereotyped custom of the ancients;



it was the practise of the stage in his day and the asudience
expected it. Shakspere's introduction is far more pleasing %o us;
it is more artistic, more natural, and is touched with a pathos
which the Latin bard could never fesel.

Ve have already observed that Plautus does not trouble to
bring out the essentiasl complexity of human nature by means of a

subtle differentiation between his dramatis personae, and that he

has no notion of rendering thoem more life-like by developing the
broad treaits of their characters. Now there is much of this lack
of development in the "Comedy of EBrrors",but it proceeds from an
entirely different motive. The delineation of character in the
"Menaechmi® follows Plautus' usual plan,but Shakspere's method in
the "Errors” broadened asg he pecame more mature, This comparative
lack of character development arises from the fact that Shakspere
was mainly interested in the intricacies of plot, in mere personal
nistekes and their whimsical results, so that artistic elaboration
of this kind became neglected. Nevertheless, it is in these
minute rezlistic touches, comparatively rm;'e though they be, that
Shakspere's comedy stends out in bold conirast with that of Plautus.
Te Yatin poet is content merely with a study in black and white;
Shakspere's picture is rendered more subtle and pleasing by the
artistic introduction of half-tonee, by the delicate gradations of
an artistic light and shade.

In the first place there is much discrimination in ghakspere's
delineation of the two Antipholi, The delicacy and melancholy of

the Syracusan stands out in contrast with the rougher and cormoner



character of his brother, and there is a touch of poetry about him
which 18 well brought out in hig love bassazes with Madam Iuciana.
The strain is somewhat conventional and ocecasionally far-fetched as
one would naturally expect in a vouthful composition:

"0, train me not, sweet mermaid, with thy note,

To drown me in thy sister's flood of tears,

Eing, siren, for thyself and I will dote;

Spread o'er the silver waves by golden hairs,

And as a hed I'll take them and there lis,

And in that glorious supposition think

He gains by death that hath such means to die:

Let love, being light, be drowned if she sinkl"

(III. 2. 45.)

Shakspere's play is essentially poetical, Plautus' is as essentially
prosaic.

Hot only does Shakspere surpass the Latin bard in the
exuberance of his mirth, by the variety and quick succession of
inciden%, but also in his more generous and discriminating treatment
0l human nature. Stapfer notices that the Ephesian Antipholus,
though cast in a commoner mould than his brother,"is not, however,
devoid of all sense of delicacy and honour, and is far removed from
the coarseness of moral fibre shown by the husband of the "Menaechmi®
who bezins by purloining his wife's mantle. On the contrary,®,
continues Stapfer, *his first laudable intention is %o present his
wife with a gold chain® - in Plautus it is a dress - "which he has
bought for herw, It is only when his wife!in mistake,dutifully



shuts the door in his face that he makes up his mind to hestow his
present elsewhere. (1}. It is to be noticed, however, that the
gift goes eventually to the preper person.

The Roman lack of courtesy and chivalry in the treatment of
women,which is naturally represented by Plautus sis absent,of
gourse, from Shakspere. There is indeed no lack of refinement;
Adrisna is represented as full of wifely love and tenderness even
in the mids% of her jealousy, and by the addition of Lucisna
Shakspere has added a further charm and completeness to the story,
Throughout the treatment of these moral relations,as disclosed by
the *'Menaeohmi“, we observe Shakspere's delicacy of touch, par-
ticularly in the introduction of the love episode with its charming
lyric colouring. As an example of Shakspere's delineation of
womanhood let us guote the followin; passage in which Adriana ex~
presses her sensitive affection to her supposed husbhand:

"Come, I will fasten on this sleeve of thine:

Thou art an elm, my husband, I a vine;

Whose weakness, married to thy stronger state,

Makes me with thy strength to communicate:

If aught possess thee from me, it is dross,

Usurping ivy, briar, or idle moss.”
Shakspere's masterly delineation of the twin Dromios need not detain
us. They are subtly distinguished one from the other and breathe
(1) This central incident Shakspere horrowed from mnother play of

Plautus, the "Amphitryon®, in which the husband is prevented from
entariné his house by Mar::ury while Jupiter enjoys his wife Alcmena.



e genuinely Shaksperian humeur which adds immensely to the laushable
ecocentriclties of the play.

Two of Shakspere's additional charactaers, however, claim our
attention here, namely the Duke of Ephesus and old Aegeon, the
father of the twin brothers. In these two persons is centred the
main dignify and seriousness of the play,and more especially is the
necesgary relief from the hoilsterous mirth of farce brought
ocut by the tale of the trazic fortunes of the captive merchant.
Here lies the supreme difference hetween the "Comedy of Errors" and
the "Menaechmi™ of Plautus. Just ae we see,in the sympathetic
delineation of the women, the Shakspere of the future, so in the
mingling éf Acgeon's tragic story with the lightness and gaiety of
farce we have an adumbration of Shekspere's later view of the close
interrelations that exist between comedy and tragedy. Shakspere
is not satisfied by the mere hlending together of two Plautine
fables. His mind is overshadowed by a world more richly, more
prefoundly conceived than the mere reproduction of these stories
could sugrgest. ™e openinzg scene of the play not only supplies
the necessary explanation of the action, but gives the audience an
insight into the misfortunes of the past and casts a2 lowering
cloud over the future. Purther, the serious element is so artis-
tically interwoven with the main theme and iz so clearly and im-
pressively delivered in the opening of the play that the attentive
reader or play-goer may never lcse sight of it amidst 211 the
errors snd perplexities which follow. The Duke hinsell suas up
the feelinz of the audience when he sees at length into the real



state of affairs and recalls the old man's narrative:

"Why, here begins his morning story right=,
Just before the denouement, however, Aegeon's despair rises -to the
highest pitch of pathos when his own son fails to recognise him in
the hour of trial:

"Not know my voicel! 0O time's extremity,

Hast thou so crack'd and splitted my poor tongue

In seven short years, that here my only son

Knows not my feeble key of untun'd cares?"
It is in such passages as these that Shakspere's divergence fron
Plautus is most apparent, in such pathetic utterances as theae)‘both
in the "Errors" and in "Titus Andronicus", that we hear a faint and
distant echo of that tremendous passion of fatherly love over=-
whelmed in the agony of diatreu,that was to find its consummation
in the heartrending story of King Lear.

Thus, to the very close of the drama,the serious interest
mingles itself with the laughable incidents of farce and imparts
to the whole a higher spiritual significance. All the characters
are eventually brought into a happy reunion, and the Duke hinsgelf
lays aside his dignity for a time to go along with the others
"to gossip at the feast®. The whole jarring discord resolves
itself into a perfect harmony. And just as Shakspere could not
fail to invest his originsl ~ as indeed, he invested everything
that he touched - with a large intermixture of pom feeling, so
he has imparted to the play an indefinable touoh/\@hat) mekes the
reader apprehend that, beyond the mysterious play of what erring



men call chance, there is the still more mysterious rulins of a
higher power. The erring characters of the farce, at the end of
their perplexities, might well say with Shakspere's noble, trazic
hero:

"There's a divinity that shapes our ends,

Rough~hew them how we will",

The majority of comic dramatists endeavour that their par-
ticular art-form shall be like a faithful mirror in which the life
around them may find unerring and vivid reproduction. Plautus,
however, with many others among his brethren of the comic Huse, has
gone further, His glass not only presents to us the ordinary
occurences of contemporary society: it has also reproduced,with
painful vividness,even the sordid details and common, inartistic
background in which those events took place. Plautus had no
notion of a dramatic environment of ideal conception. The scene
is rigidly confined to one spot,and often presents to the view
merely an uninteresting house and street,or occasionally, in ad-
dition, a portion of landscape in the vicinity. (1). The atmosphere

(1) The unity of Place is even more scrupulously observed by the
Roman comedians than by the Greek,



is close and confined; the woods, the hills, the fields, the
living radiance of sea end sky, the music of waters end the song
of birds, of these he gives us no sugzgestion. How pleasant is the
contrast when we turn to the drama of Shakspere. To us, this
widening and purification of the atmosphere is one of the most
delightful feelings we experience in passing to Shakspere from
Plautus. We come, as it were, from a Purgatory, cabined, cribbed,
confined, to a realm of loveliness and radiance,

"An ampler ether, a diviner air,

And Tields invested with purpureal gleams."
Even in the darkest of his tragedies our great dramatist gives us
many a glimpse of beauty in the background ~ the martlet-haunted
portal of a castle; a lovely garden bdreathing the perfumed at-
mosphere of a Southern night; the lofty cliffs to seaward with
the haunt ing murmur of the ocean. In his comedies,especially, we
are transported again and again from the sordid trivialities of
daily life and its familiar scene, from the turmoil of towered
cities,to a world,far, far from here where

"The sunshine in the happy glens is fair;

And by the sea, and in the brakes

The grass is cool, the sea-side air

Buoyant and fresh, and mountain flowers

More virginal snd sweet than ours."”

Such is one of the effects of the relaxation of the Place

Unity in Shakspere. ‘The Elizabethan stage had perhaps as little
furniture as the Roman, but the audience might be wafted to any



gcene and clime on the mﬁgic wing® of verse at the mere caprice of
the playwright. *It is a fortunate circumstance®, writes Collier,
tfor the poetiry of our old plays that painted moveadble scenery was
then unknown; the imagination of the auditor only was appealed to,
and we owe to the absence of painted canvas many of the finest
descriptive ﬁasuges in Shakespeare. The introduction of scenery
gives the date to the commencement of the decline of our dramatic
poetry®. (1). Again, Hallam writes: “Bven in this age the
prodlgu_.lty of our theatre in its peculiar boast, scene-painting,
can hardly keep pace with the creative powers of Shakespeare, It
is well that he did not live when a manager was -t.o estimate his
descriptions by the cost of realising them on canvas, or we might
never heve stood with ZLear on the cliffs of Dover, or amidst the

palaces of Venice with Ehylock and Antonio”. (2).

S e T s O e e - .

(1) History of Dramatic Poetry, Vol. IIIL.
(2) Literature of Europe, Vol. III. Chap. 6.



CHAPTER IX.

REBINISCENCES OF OWHER WRITERS.

"The result of the controversy must certainly, either way,
terminate to our author's nonour: lhow happily he could imitate
them, if that point be sllowed; or how gloriously he could think

like them, without owing snything to imitation”,
(William Theobald)?



It remains now to consider the numerous reminiscences of those
ILatin authors with whom Shakspere displays but little familiarity.
0f these, the conjectural parallels with Horace, Catullus, Persius,
Juvenal, Terence, and Iucretius are the most remarkable, although
the student, should he feel disposed to consult the catalogic pages
of literary pedants, may extend the list, already sufficiently
formidable, to his own edification and entertainment.

What had Shakspere read in these poets? Do the passages to
which eritics refer us suggest any reasonable probability that
Shakspere was familiar with their alleged Latin counterparts, or
are these parallels purely accidental? Hore we enter more or less
into the realm of conjecture, or rather into that depariment of
eriticism which is ocoupiled in the nice and judicious balance of
provabilities. in the Tirst place it is important to notice that
the Latin poetry now under consideration was not accessible, as far
as we know, in Bnglish versions, so that parallelism with these
poets woulid go to prove that Shakspere had read something of the
originals. Now Shaksperian recollections of these and other
authors have been quoted "ad nauseam”, so much so that even the
gpirit of the patieni coritic waxeth faint and cries aloud for
respite as he reads theu.

It is largely upon the strength of this evidence, reliable or
unreliable, that the poet has been exalted by sowe to a high
position among the most learned sons of Parnassus. But the sanity
of their criticism is open to very serious question. Much of it

is nothing more or less than criticism run mad; and moreover it is



& mania that is very closely akin to that nagterpisce of all
literary lunacies, the Baconian Theory. How easily do we read
our own ideas and interpretations into Shakspere!l The +raveller
endows him with his minute recollections of other countries,nnd the
msiclan with the profoundest knowledze of his own art; but above
all does the pedant Xxill the p&et with kindness when he burdens him
with hie peculiar store of superfluous Greek and Tatin., Shakspere
has been sent to Italy and to Ireland; he has been both lawyer
and soldier, sailor and archer; mere, he has swept the whole
scale of religious belief from Roman Catholicism to the greasd of
the Pifth-Monarchy Kan. Put more especislly is he = pedant.
Many of the most vapld commonplaces in his work were %"evidently
suggested", to use Theobald's expreseion, by the Latin and Greek
even though they might have readily suggested themselvee to a
schoolboy of fourtsen whe had just legrned his "mensa", At the
same time, too, that critices exalt the pecet's classical knewledge,
they unconsciously reduce his wonderful originality of thought and
supreme power of imagination te the vulgaer level of the medern
sentimental novelist. ¥e have zlready mede a passing reference to
this ridiculous criticism. ¥e shall therefore merely content
ourselves in this section with blotting our paper with a few
i;ypical exsmples.

At the outset,among the numerous pages of these catalogic
parallels -~ and with axaﬁplary patience we have conned a sufficiency-
we have found few or none that possess any resl significance for our

enquiry, the majority being so unspeakably gratuitous that they

-



made far less appeal to our judgment than to the more necessary
virtues of our patience and resignation. Zachary Grey and his
luminous "I prae, sequar® reminiscence have provoked the derision
f all subsequent criticism, but even he must pale his uneffectual
fire before the portentious dawn of Baconian pedanticism. The
following effort of parallelism, for example, loses but little of
its lustre on comparison with Grey's more famous masterpiece:
(Macheth is speaking)
*Your highness' part

Is to receive our duties”,
a passage which Theobald hastens to illustrate by Aeolus' speech
to Juno in the First Aeneid:

wiTis yours, O Queen, to will

The work, which duty binds me to fulfil" (Dryden) (1)
Por purposes of convenience, Theobald's examples of parallelism are
here gathered under two heads: firstly, those which may be termed,
not unjustly, "lunatic®, and secondly,those which are palpable
commonplaces.

In passage after passage of the plays we are invited to
discern a borrowing from writers such as Aelian, Petronius, Claudian,
Statius, Iucan, Homer, Musaeus, St. Augustine, and a host of others
both Latin and Greek,the very thought of which would have turned the
brain of a Jonson or a Scaliger. Thus the fine spJeoch of the
banished Duke in praise of his woodland home ("As You Like It" 11.1.)

(1) "Tme classical Blement in the Shakespeare Plays", 370.



becomes & mere paraphrase of Horace; Adam's complaint to Orlando,

"Know you not, mester, to some kind of men

Their graces serve them but as enemieg®
and ending :

®0 what & world is this, when what is comely

Envenous him that bears it®
"strongly recalls® Juvenal's argument (Sat. X. 325): "Nay, what did
his virtuous resclve avail Hippolytus, or what Bellerophon?" and
also, "This most noble and beautiful of the patrician race is
hurried off, wretched man that he is, to be sacrificed by the eyes
of Eessalina®l (1).

Again, if we will believe this remarkably ingenious writer,
the idea of the line

"0One touch of nature mekes the whole world kin®
is a mere borrowing from Juvenal, (2) and Posthumusa' beautiful
exclamation as he embraces Imogen,

"Hang there like fruilt, my soul

Till the tree die",
"may have been borrowed from & passage in Buchanan's tragedy, where
Iphis pays to her father, Jephthes:

If ever clasping you in my little arms,
I have hung, & sweet burden from your neck". ("Jephthes I. 218)

8o much for the first type of parallel. A few instances of

(1) "The ¢lassicai Element®, 210.

(2) Ivid. 235.



shakspsre's suppesed debi to a single Lstin suthor may serve as
illustration o the other kind.
"The undiscover'd sountry from whose bourn no traveller returns
(Hemlet ITII. 1. 79) is evidently taken from Catullus:

"qui nune it per iter tenebricosum

Il1lug, unde negsant redire quanguam' , . . .
Kiraenda uses language taken from Catullus in speaking to Ferdinand:

'I an your wife, if you will marry me;

If not, I'1l die your maid: to be your fellow

You may deny me; but I'll be your servant,

¥hether you will or no'., (Tempest III, 1. 83)
This,” continues Theobald, "is evidently a reminiscence of the
following,

"4 tibi non cordl fuerant connubis nostra,

Attamen in vestras potuisti ducere sedes.

Quas tibi jJucundo familiarsr serva labore,

Cendida permulcens liquidis vestigias lymphis

Purpureave tuum consternans veste cubile'”.

{catullus Nup. FPel, et Tel, 158)

Could Theobald possibly be ignorant that the tender speech, which
he hers refers to the Latin, is & dominant expression in the vital
meaning of the play, (1) and that Miranda's simply eloguence is
indsed but the prompting of hsr plain and holy innocense? Acain,

(1) The idea of Service.



vAdrisna also borrows from Catullus
"Come, I will Pasten on this sleeve of thine;
Thou art en elm, my husband, I a vine,
Vhose weakness, married to thy stronger state,
Mekes me with thy streangih to communicaie".
(Comedy of Brrors II. 2. 175).
« » » o« 'Lenta qui velut assitas
Vitis implicat arbores
implicabitur in tuum
Couplexum"'.
the singular frequency of allusions to Catullus,® the writer con-
tinuce, "gives & strong presumption that the poet wae well 2o~
quainted with this classic author, -~ & poet not usually read in
schools.” {(1). These absurdilies are only egualled by the
writer's parallels between passages in Bacon and pacsages in
Shakspere which are supposed to poeint to commmunity of authorship.
For instance, we ar¢ informed that lhe phrase "diluculo surgere"”
from Shskspere's "Twelfth Wight* is traceable to Bacon's "Promus",
"a work, moreover®™ « gnd ti:is is the point - "no?d published when
the play was writtem®., (».9%0). But unfortunately for Theobald
this phrase, and many similar scraps of Latin scattered through the
plays, may alse be traced to Lily's Grammar.
The evidence supplied by examples of paralielism such as the

above ig sbsolutely worthless and inconclusive. The idea of the

(1) "ghakespeare Studies in Baconian Light®, 300.



passage from the "Comedy of Errors", for example,might have been
supplied by a myriad of writers from Catullus onwards. To quote
an instance that at once ocours %o us: Ovid's Vertumnus makes use
of precisely the same sentiment in his wooing of the virgin Pomona

)
as told in the fourteenth Book of the "Metamorphoses" and

)
Shakspere surely might more readily have found the commonplace in
Golding than in Catullus. (1).

On such foundations as these Theobald builds his theorv that
the piays were written by an "excellent scholar®" - by a man "who
possgessed . . . . . every qualification which Shakespeare lacked".
Vith such arguments as these, would he discover to universal
opprobrium the mythical ¥W.8,, removing for ever the disguise in
which the real poet was wont to masquerade. (2). TFar be it from us
to apply to the learned author of the "Shakespeare Studies" the
prompt retort of Bully Bottom as he walks “"translated™ before the
tupefisd gaze of Snout. We will merely add that the whole
edifice that Theobald constructs is as insubstantial as Bottom's
dream: %it hath no bottom".

We may now mention, very briefly, a few of the more striking
reminiscences of the Yatin authors.

T™he Horatian parallels are interesting though inconclusive,

(1) Circiter 660. A literal translation reads: "There was an

elm opposite, widely spread with swelling grapes . . . . . 'But if
this ggunk','ho said, 'stood unwedded, it would have nothing %o
attract beyond its leaves; this vine, too, while it finds rest
against the elm, joined to it, if it were not united to it, would

lie prostrate on the ground'”.
pTh: f:gure of th% wmmaritus ulmus® and "nupta vitis" was quite

& coumonplace even in Ovid's day.

(2) This modest task the author sets forth in one of the Mottoes to
the book, an extract from "A Midsummer Night's Dream" which treats
of Bottom's "re~translation”.



ut, cwmlatively, they are certainly remarkable. As the chief of
them have been so often noticed by critice we need not transcribe
them here. We will confine our references to the more sane con-
jectures on the subject, and nowhere are they so clearly set forth
or the illusirative passages so carefully selected as in the work
0f the late Professor Collins. (1). When we consider that the
Cdes were insccessible in English,thaae passages are certainly very
gignificant.

Horace is sometimes quoted in the original. Theobald refers
to the lines in "Titus": "In Titus Andronicus Demetrius reads a
seroll (IV. 2. 20) -

"Integer vitae sgelerisquo purus,

Yon eget nmrif\‘;)uauu- nec arcu®.
Thie is from Horace". . . . (2). But Theobald is careful to give
us only half of the quotation. Chiron recognises the passage and
obkserves: %0, 'tis a verse in Horace; I know it well: I read it
in the Crammar long ago." (3) 8imilarly, the quotation from Terence
in the *"Taming of the shrew® (I. 1. 167),

"Redime te captum quam gqueas minimo”,
was not taken from the original for Shakspere follows Lily's use of
the altered form, The original in "Bunuchus" I, 1. 30 reads:

(1) The parallels with Horace occur on pages 26~8 of the "Studies
in Shekespoare®. our other parallels are largely taken from the

same book.
(2) "The Cilassical Blement®, 222,
3) "The couplet stands twice in Lily's Grammar, on leaf 32& as an

stance of the Ablative case, and in Part II, under the h
'De generibus carminum', where Horace is named”. (Anders).



*Quid agas? nisi ut te redimes captum quam queas minimo®,
Purther, the line is given in Udall's "Floures of Latine speakyng
selected and gathered oute of Terence®, (1550). It appears in
the altered form as found in Lily and in Shakspere and is, more~
over, “tramslated into englyshe®.

The Ghaksperian reminiscences of Juvenal are none the less
romarizable. In "Antony and Cleopatra" the famous sentiment of
Batire X, 346 is expressed:

"We, ignorant of ourselves,

Bog of'ten our own harms, which the wise powers

Deny us Tor our good: so find we profit

By losing of our prayeras". (II. 1. 5.)

The passionate speech of Lear, impregnated by the fierce spirit of
the raging thunderstorm,
"Tremble, thou wretch

Thet hast within thee undivulged orimes”, . . . .
has also been compared with a passage in the same writer. (1).
Varburton's cenjecture that Hamlet's "satirical rogue® is a refer-
ence to the Latin poet is more certain, and the Prince's description
0f decrepit old age,which he retails for the benefit of old Polonius)
is remarkably similar to the satirist's vivid but awful picture in
Satire X. Again, the passage describing the parasite in the famous

Third gatire 3

rIgnigulum birumse si tempore poscas,
Accipit endromiden: 51 dixeris 'aestuo', sudat®,

(1) gat. XIII, 223-6. The sentiment in each of the above may have
fuggested 1tueif to Shakspere independently c¢f Juvenal.



is sirongly reminiscent of the wheeling and turning of Hamlet's
sironge "weler-Ifiy” in his conversation with the Pringe. (1).
0111l more remarkable are the %wo pelsages in which Shakspere
regalle Parsius, The linecs
"Wune non ¢ tumulo foriunatague favilla
Kasoentur violae?” {(Sa%. I. 39.)
express the very sentiment ¢f Tasrtes:
"Lay her 1' the earth,
And from her fair and unpoliluted flesh
Kay violets spring.”
wiile the despalring, world-weary ory of Macbeth
"To-morrow, and Lo-morrow, sand to-morrow,
Cresps in this petiy pasce from day to day,
To the last syllable of recorded time,
And 211 our yesterdays have lighted fools
e way to dusty death®.
iz peculiarly reminiscent of the passsge in the Fifth Satire:
"Cras hoe fiet”. I dem aoras Tlet., "Quid? quasi magnunm
Nempe diem donas." HBed quum lux altera venit,
Jem ¢rag hepternum consuminmus. Ecce aliud cras
Igerit hes snnes st semper paulum erit ulira®,
(1) "he seme incident occurs, however, in the Cerman "Hamlet”,

Bem, « « « « Signer Fhantasmo, 'tis horribly cold.

thant, Ay, ay, 'tis horribly cold.

fom, Wo it iz no mors cold.

Phant, You're right, my lord, Just the happy medium.
Ham, Tut now it 1s wvery hot,

Phant. 0 what a dreadful heat!®



The late Professor Collins believes that it is not unlikely
that fhakspere had read some Iueretius, but it 4ig hard to accept
his supposition. “No parallels, indeed," he writes, “ocan be
pointed out ahich may not be mere coincidences”; mnd & study of the
pagsages o lch he submits certainly point to thet conclusion.

Mr, Anderg has discovered a similarity betwsen the passage in
"King Lear®, comparcd by the late Professor to a passage in Juvenal!—
"We came oryving hither:

Theu know'st the first time that we amell the air,

We wawl and ory®

It socurs in a sentence in the Proem te the seventh Book of
Holland's "Pliny"™:

“ifon slone, poor wretch, she (Wature) hath laid ell naked

upon the hare earth, even on his birth-day, to gry and wraule

sresently from the very first houre that he is borme into the

worid”®,

Many orities forget, in their haste to establish the fact of a
pootts indshiedness, that there is= a myeterious community of
gentiment that binds together the great thinkers of every age and
tongue. in general, indebtedness may only be clearly established

when an unusual sentiment is Found to be cormon to two or more



writers, But even if this be granted, we cannot establish the
case unless we know that the alleged horrower had diresct secccss to
the work on wnich he is supposed to have dram; and further, *there
must be either a striking verbal silailarity or a peculiar din-

tinctiveness of sentiment common to the passagzes in quecgtion.



CONCIUSION.



As we have now come to the conclusion of our examination of
ghaktspere's use of classicel material,it will be advisable to
notice & few points in his general attitude with regard to it.

Shakspere's use of classical sources is by no means different
from his more general attitude towards the bulk of his dramatic
material. In the "drrors" he has used the Latin comedy of Plautus
(whether in the original or in translation is immaterial in this
connection) much in the same way as he afterwards used Holinshed's
Chronicle and the novele of Greene and lodge. He chooses from
his authorities those incidents only which will mid him in setting
forth his atory; he connects them together in his own way,
emphasising details and situations where the exigenocies of his plot
¢all for emphasie, and Finally presents the story to his audience
as he himself has conceived of it. He uses the incidents of his
original, that ig, only as the materiels of his own invention.

Buch waz his method in the "Comedy of Errore"; such, too, was his
method in the Poems.

Shakspere oared little or nothing about the ancient writers of
comedy and tragedy. He read them, whenever possible, at gecond
hand and troubled not a Jot about their peculiarities of construction
I% im dervinus' idea that shukspere was deeply versed in Seneca
and Plautus. »If shakespeare had had occasion at any time to
name hig ideal”, he writes, "and to denote the highest examples of

dramatic art which lay before him, he would have named none but
We need not pause here to insist upon the
Shakspere

Plautus and Senecal.

absolute gratuitousness of the German eritiec's theory.



was perhape even more completely indifferent towards Plautus and
Seneca than towardas Holinshed and £4ir Thowas Noirth; all were
1ittle or nothing more %o him than storchouses of material, rioh
mines of wealilh on which he might draw st will.

That fhekxspere's earlier itaste should lead him to classical
ground for his subjects is by no means unaccountable., His carliest
efforts, namely the Poems, "Titus", and the "Comedy of Brrora", were
all built, in fact, upon the basis of classical fable, Clasaical
antiquity ond its lineal depoendant the Italian Renascence
dominated the whole art and taste of the time,and it is surely
only natural that Shakspere's first literary attempts should be
made in imitation of them and of the works of the dominant spirits
of the time. But Shaksperé was never entirely at his eage when
circumsoribed by the restraints of classical antiquity. His
earliest work in a meamsure shows it. His development, we observe,
was gradual; he began by imitating the classic writers,becoming
little by little emancipated from their influence and from that of
his English contemporaries,until he rose at length to a noble
height of freedom and originality. Shaksperc was pre-eminently a
practical man. e saw®, writes Stapfer, "that the time for
classioal simpliclty wes irrevocably past,” and that the publie
stood in need of "more highly spiced entertainments™.

Thet the "Comedy of Brrors® doss not rank high among

Shekspere's productions is not oaly due to the poet's immaturity,

at the tims of iis composition; it may elso be agcounted for by the

eramping influence which his selection of materials entailed.



Nevertheless, the skill with which Shakspere) even tius early, wove
his materiel together wes an admirable token of his later periection.
It was in 'A-Hidsumer Night's Dream®, a play which represencs the
high-water mark of Shakspere's earlier comedy, that the poet thought
fit to free himself from restraint by turning his back on the

narrew classical system of his avthorities, and to substitute,in
place of its trammels snd conventionalities,the glorious freedom of
hig owm fairy-~world.

Stapfer admirably sums up Shekspere's general attitude towards
the classics in & single sentence: "As regards olassical sntiguity"”,
he writes, "he had no literary passion for it of any kind; he
wae neither its foe nor its friend, and regarded it merely as a

veast storehouvee of materials for his art®,

ghekspere's knowledge was nov textual. His was the moat
receptive of human minds,and ali that he has toucned he has made
his own. The dreary controversy thal centres round the suescion
of his scholarship may continue until the erack of Doom; but in
spite of the most searching criticisam, Shakspere's supreme im-
personslity will for ever Torbid us o pluck out the heart of nis

nystery. vge may sccount for Jesus Christ, but we may never

account for Shakspere®, we remeiber Lo have nheard the late



Professor Coilins say; and hils worde are ne exaggeration. “he
mind of William Ehakspere was indeed the most marvellous and complex
that wae ever given to mertal men. Ve may never account for
ghakepere. He was "for all time™ and for all time he will stand
as the unique and moet zizantic of Life's nany mystoeries,

*Por the lofticst hill,

Vho to the stare uncrowns his ngjesty,

Zanting his stedfast fcocotsteps in the sea,
Making the heaven of heavens his dwelling-place,
fpares but the cloudy border of his base
To the feil'd searching of mortality;

And theu, who didst the a3%ars and sunbeaus know,
B8elf-gehool'd, self-seann'd, sslf-honour'd, self-scgure,

Tidst tread on earih unguess'd sy, - Petter sol
All pains the immortal spirit minst endure,

All weskness wnich impsirs, all griefs shich bow,

wing their sole apeaech in that victorious brow."

PINIS.







NOIE A (Chapter I.)

Thie parsgreph exprasses our view somevhat imperfecily. We
find that there is li¢tle or no evidence te prove that Ben Jonson
"disparaged" shakspera's work, He regerded Shakspere no doubt as
a rival, but his remarks, if they are at times {1l-natured, never
exceed the bounds of fair oriticism.

The passage in "The Returne from Parnassus®, nacain, cannot dbe
said to be in any way conclusive. I% 18 upon Jonson's own state~
ments that we must take our stand. "I loved the man", he writes,
"and do honour his maacry on this side ldolatry as much as any . . .
He redeemed his vices with his virtues. There was over more in
him to be praised than pardoned.” And the sentiments that Jonson
expressed in prose he has expressed still more smphatically in

verse,



MOTE B {(Chapter II.)

Latin compositions in verge and prose were not unfrecuent
among the more educated at this period. Turther, it wes net un-
common Tor friends to communicate with each other in Latin.
¥slone refere 1o lettere esddressed by one Sturley to Richard
Quiney of Stratford which are interspersed with ILetin phrases and
one of which is entirely in Iatin. (1). Again, from & Latin
letter written by Richard Quiney the younger, prcbably as a school
exercise, Malone infers by analogy that Shakspere himaself was
probably not unproficient in such composition. (2). "Shakspere,"
writes Stapfer,%. . . . . knew Latin as well a8 any men of his
time; and in his time the educated portien of the public Xnew it
better than they do now." And agsain: *In the sixteenth century
Latin was still almost a living language; . . . . . many =en of
letters and of lecarning continued to write it., It was, in fact,
an ordinary element in the education of both men and women, and

there is no shadow of reason for refusing it to Shakeepesre®, (3).

(1) ®Prolegomena%, II. 102.

(2) 1Ivid. 561.
(3) vghakespeare and Classical Antiquity®, 100 end 102.



NOTR ¢ (Chapter VI.)

Shakspere's aitituds towards the anasien? mytha was in no way
fixed and definite Wut varied,as is to be expegted,at dilfferent
periode of his dramstic activity. Mr. Root differantiater in an
intaraating manner bestween what he congeivez t¢ e the sereral
methods of treatment during the various stages, ut does not, it
seems to me, make sufficient s2llowsnce for the chonges necossarily
produced on the character of the myths by the idicgyncgracies of the -
persons who employ them,and by the subject matter ¢ the plays
themselves. In the case of "Much Ade®" snd ihe "Merry Wives" we
should naturally expect a less serious vein of classical allusion.
Similarly,we should be prepared for a congiderable proportion of
mere serious allusions in "As You Like I4" and in "Twelfih Night®
It is tkhe chuaracter of the person and the plot of the play that is,
in the main, the determining factor. If Leuncelot Gotbo indulges
in claseical allusiecn or if Benedick and Peetrice bandy with
mythology, their uge of it must be in harmony with their character,
The same rule applies,of course, o the mytholegz ical tone ¢f a play.

Farther, it is impomsidble to determine the chronological order
of the plays by szanining the verious chenges in ths use of
classical allusion. Mr. Root's method of cnquiry leaves tha
poaai‘hility e? the dramatic recurrence of & previous meod eniirely

out of the ouestion. (1}. ALl that we may say is: that hakspere's

(1) I find that I have been anticipated in my rmg:kon this method
the chronology of the plays. Geu FELekespowl’e
Sindpteruining Y geg!



attitude towards the mythological system was modified with the
growing calmness of his steady literary development. As a youth
he would revel in

"Taffata phrases, silken terms precise,

Thrice~piled hyperboles"
and in all the conceits, puns, and far-fetched paradoxes of the
Italian and Ovidian style; but in his later years his attitude would
approximate more closely to that of Dryden in the "Preface" to the
Fables. He would say,with Dryden,that sﬁch conceits and Jingles
were "only glittefing trifles, and so far from being witty, that
in a serious poem they are nauseous, because they are unnatural.”
Romeo, adult and serious and oppressed by the mystery of life and
its weary vurden, indulges no more in commonplace similes and
prettinesses of phrase; Shakspere, when face to face with the
awful shadow of crime, his heart rent by the ery of human misery,
abandong for ever the more trivial aspects of Ovidian mythology.



NOTE D (Chapter VI,)

The opening lines of the speech are a parody of Tamburlaine's
exclamation in Marlowe's play:

*Holla! ye pamper'd Jadai of Asia,

What! can ye draw but twenty miles a day".

But Mrs., Quickly takes it all seriously. "By my troth®", she says,
when Pistol has put the finishing touches to his ranting speech,
"by my troth, captain, these are very bitter words”.

The ridiculous plays "Damon and Pythias", "Canbyses", and
"Appius and Virginia" evidently supplied Shakspere with the material
for his several bhurlesques. Falataff's ridicule is conscious and
intenticnal, (Vide I. "Henry IV.", Act II, Sc. 4), but Pistol is
quite serious, He is proud of his grandilogquent style which he
has picked up from such plays as those mentioned above, plays which
were noted for their bombast and rant, for their absurd vocabulary

and alliterative expressions, and for their cheap classical

mythology. Theseus' criticism of the Athenian mechanicals, who

have a similar faith in their own powers,—
*If we imagine no worse of them than they of themselves, they

may pass for excellent men”,

is equally applicable to Pistol,



MOTE B (Chepter VI,)

Many artistic spirits of to-day, perhaps, would be pagans.
Wordeworth himself, were he living now, would probably he even more
emphatic in his longing for the world ¢f the Imagination, even though
it might bring him face to face with paganism,

Let us make our meaning olear. It is not our ohject in this
note to advocate a return to the psgan system., 1Like Vordsworth,
the artist of to-day may have no contempt for civil:lut:loﬁ: and for
scientific theories snd speculation,and yet he may long for the
Greek mythe and their wonderful imsginativeness even though he
feels their inadecguacy =s 2 modern symbelism, The twe points of
view are sntirely different: the truthe of postry are rot at
variance with those of Science, TWordeworth would sese Irn the
Brook ne Kaisd of Grecian imegination, but rather a manifestation
¢f the Eternal Scul, clethed

"with purer roves then those ¢f flesh and blood"., (1).

N¥o; we would not have agein the myths oI Grsecs, even i 1% were
possible; but better far for the poet the imsginative age of
Nature-myth than the spiritual depression of the present and of

the last half cenftury.

(1) Miscellaneous Sonnets, XXX. I.



EGIE P (Chapter VI.)

A thoughtful writer, Maurice Morgann, has mede an incidental
reference to this question in his original and delightful "Essay
on the Dromatic Character of 8ir John Falstaff", *There is indeed",
he writes, *nothing perishable about him (Shakspere) except that
very leaming which he is said so much to want. He had not, it
is true, enough for the demands of the age in which he lived, hut
he had perhaps too much for the reach of his genius and the interest
of his fame. Milton and he will carry the decayed remnants and
fripperies of ancient mythology into more distant ages than they
are by their own force entitled to extend; and the "Metsmorvhoses”
of Ovid, upheld by them, lay in a new claim to unmerited im-
mortality".

That this statement contains some amount of truth no one,

I think, wiil be prepared to deny; but certain of the remarks are
open to serious objection.

The myths of ancient (ireece as transmitted to the ages by
Romsn art have sufficient merit as poetry to preserve them Ifrom
being overwhelmed in the oblivion of Time. (1). Ovid's elegance
as a writer of fable - it is for his facility end elegance of style,
that golden cadence of poeasy, that we read him to~day - will be a
sufficient assurance of immortality apart from the weighty sanction
of Mngland's poets. This sanction the "{etamorphosesa® cerininly

(1) We are now sonsidering them apart from their comparative
ghallowness of subject matter.



have; but they are no daoaved nythologlcal "ramants and
fripperies” that our poets have encircléd with a halc of imsoriality,
How fresh are they still to the imagination of the student, those
wonderful myths of the world of Grevcs and Tomel Still through
the ages dawns the glory of Olyupus peopled with its deities anad
its light-footed nymphs; ihe cold Naiad is still 8itting beanesth
the cool translucent wave, while in the encient forest is the

shady fount of Dian and her naidens. We hear the voice of

Syringa among the vocal reeds of Ladon, the lyre of Orpheus
discoursing such music ss won the ear of Pluto, snd 4he pipe of

Pan to which fauns snd satyrs dance in fairy wildernespes. What
& world of marvel to the author of "Comus" and the "Midsummer Night's
Dream*: what 2 worid of nyetic wonder to him who conceived the
soft,sweet dreamland of the "Faery Queene"! To the mind of the
poet the ancient myths are no mere tissue of enpty trivialities,
but have often the fadeless beauty and the deep significance of the
truest poetry. They are coreatures of the imaginaiion. None the
less splendid do they appear in their setting osmong other and more
original work of Shakspere, ol Spenser,and of Milion, Kany

famous passages in Milton's earlier poetry and many of the noblest
passages in Shakspere owe thelr beauty almosi eniirely to a
skilful and appropriate intreduction o¢f some classle {able, so
vitalised hy the poets' fertile imagination,and sc splendid with
the gorgecus apparel of their verse that we have no mere shrivelled

and lifeless refacimento of some worn out atorbiut a new and vital



oreation o marvellous bLeauty. {1). Teke a particular instance:
the tale of Orpheus snd the ancient belief in the music of the
spherea, that harmony which intellectually sounds in the ears of
God, Conzider how these, which are anong the loveliest of ancient
myths, and others not less beautiful have ennobled and enriched

ihe poeiry of succeeding ages. “e go ne further than hakspere and
Milton; -~ would there be no censiderable losg ir from "Lycidas”,
"L'Allezro” snd "Il Penserosc” and from "The Herchant of Venice"
these and other mythologicel fables there reinca:nate were

deloted?

Further, can 14 be t:uly said that ithe offspring ol Chakepere's
learning is slone eplhemeral, as ¥r. Horgamnn would have ug believe,
and that his lecarning alone may dstract from his genius and fame?
All the nere ageidents of sime and plage, the prevailing fashions
0f hiz or any other gze, which m:st necds Find expression in
poetry, are perishable; but such accidents cannot be said to
nilitate to any appreciable extont sgainet the appeal of a genius
such as Shakapere's,or to detract aught from the Interest of his
fame, The rage for classical antiguiiy was one of the most
R p A e Aty et ey 8
dramasic work of Jonson, Tor exzuple, is inspired Ly the spirit and
the letter of antiquity ~ & sort of dead reproduction of the past

anaiogoue tec that afiter which Raphael was striving when he wished

to .'l.agmbhara the ruins of Roae for the adniration of poutai'ity. Such
& Yarren and comparatively cold representation of antiquity, when
plagced in contrast with the living, breathing reincarmations of
Shakopere, reminds us foreivly of the vital difference bhetween
Pygnalion's ivory imaze wnd the human heing into which it was
trangformed by the power of the Goddsess.



remarkable features of Shakepere's day, and ,as is to be expected,
clagsical allusion figures largely in the poet's work. Far from
being the most perisghable part,it is one of its lasting glories

as it has been the object of this chapter to show. Caviare to the
general it may be,together with much more that is of far greater
moment, (1) but ignorance of minor points does not exclude us from
the soul of the dramas; and it is the soul that matters.

Finally, when we read those passaces in Shakspere that recall
Ovid and his "letamorphoses", we forget the original story. It
is Shakspere that we are reading, Shakspere of whom we are thinking.
The glory is all his own; he has made his own use of Ovid's
material and the work is therefore virtually originel. It is
but & matter of course that Ovid's poetry is invested with a2 new
interest from the very fact that Ehakspere drew upon it; but the
same will apply slso to North's "Plutarch", to Greene's "Pandosto",
and to Holinshed's "Chronicles®,

We will certainly sgree with Mr, Morgann's statement that
Shakspere had not enough "learning" for the demande of the age in
which he lived, but is it not patent to all that of leaming,in
the wider sense of the term ,Shakspere had more than sufficient, more

than smy other of his day, nay, more than has ever been given to any
other man?

L J * L - L] - L

1) Passazes of mytholozical sllusion, with mmol of that super-
ibgmdancea%r poetry in which the Elizabethan audience delighted,

are the firet to geo in modern Ehekaperian representation.



APPRNDIX.

CLASSICAL NAMES AND LATINISMS.

"All the chosen coin of fancy
flashing out from many a golden phrase,"

(Tennyson).



We are not aware that any critic has remarked how lerze is
the percentage of Shakspere's dramatis personae whose names bear
the stamp and association of classicism. That a dramatist should
neke use of such conventional titles in an age when literature was
largely influenced by the Renascence revival is no doudbt of =mall
significence, for the colour and association of antiquity was sought
after not only in the world of letters but also in every other
sphere of life. Yet Shakspere's classical names are, curmlatively,
rather remarkable, and many of them are certainly not of the con-
ventiotial order. ¥Nor is this choice of names of less significance
because the poet may have borrowed them from the dramatis personae
0o contemporary playwrights: . Bhakspere must have followed his own
disoretion in employing them,just as he exercised this discretion,
though to a far greater extent, in the choice of details and
incidents from his various authorities.

A characteristic example of Shakspere's choice is the name
*"Titania®, which he took from Ovid's text. Golding, who was
certainly no poet, never saw the musical charm of this besutiful
name or he would have used it in his version in place of those
harsh periphrases which he goes out of his way to introduce. The
poetry of the name, however, appealed to Shakspere and he has
given it to one of the most airy and poetical of his earlier

creations,set in a play which is unrivalled for the marvellous

msic of its verse. And just as Shakspere's Titania derives her

name from the Huntress-Queen of Ovid's "Metamorphoses", so the

names 'Autolycus', 'Proteus', 'Chiron', and many others may have



been suggested tc the poet by his readings in Golding's translstion
and other books of ancient mythology.

We have spoken of Shakspere's love of musical names; let us
add that, as far as we can remember, he has the nicest ear for the
relody of names among all our English poets. Their familiarity
to the reader by no means detracts from their unparallelled beauty:
Irogen, Celia, Miranda, Sylvia, Julila, Mariana, Juliet, Rosalind,
Olivie, Viola, Hermione, Desdemona, Cordelia, Hermia, Helena. What
& royal list of names! Many of the moat beautiful, too, are
coloured by classicism. Think of the malden of the "Tempest”,

"Admir'd Mirandal!

Indeed., the top of admiration; worth

Whet's dearest to the worldl"®,
or the sweet, lost child of “A Winter's Tale", or sgain, of Marina,
perhaps the last of Shakspere's beautiful creations, the sea-
sensitive maiden of "Pericles”, Wrat's in a nome? Jullet tells
us that her lover, even as the Rose if one should change her name,
were he not Romeo called, would still be her Romeo and the same.
S0 would the heroines of Shakspere, beloved wherever the name of

Shakspere has been heard,
vRetain that dear perfection which they owe

Without their titls,”

although we feel, for our part,that this music is admiradly in key

with tre sweetness of their characters and the nobleness of their

actions.

gelim - 'Aliena‘' in the hour of her changed fortines -, Julila,



and Sylvia, remind us of the conventional but beautiful pseudonyms
which the Roman poets bestowed on their mistresses. Again, Phebe,
Mopea, and Dorcas are the conventionel shepherdesses of ancient
literature; Lavinia, the unfortunate maiden of "Titus", recalls
the name of Virgil's heroine; while Iris, Juno, Ceres, Hymen,
Heeate, and meny of the greater and lesser deities of the old
mythographers,take their part in the action of Shaksperian drama.
The heroes of the Trojan War appear in "Troilus and cressida"? and
all the ancient celebrities are to be found in Shakspere's Roman
plays. These latter, however, are Romans in name only. They
did not appear on the Elizabethan stage arrayed in toga or in
other civil or military dress of their period. Tﬁe playwright

of the sixteenth century had no notion of, or care for, archaeologi-
cal detail: his Romans were inglishmen, Elizabethans in dress no
less than in msnners of speech. (1).

Shakspere is occasionally at fault in the scansion of his
proper names. Stephano in the "Tempest" appesrs in "The Merchant
of Venice® as Stephano:

"My friend Stephano signify, I pray you,

Within the house, ybur mistress is at hand;"

and in "Hamlet® the name 'Hyperion' has suffered from & gimilar

mistake in the accent:

s{yperion's curls, the front of Jove himself™,

(1) Ben Jonson's Roman characters are in some respects an exception.



e mistake whiok Keatm has followed in his poom of the sanme nane,
Of greater interest and importance is Ehekspere's use of
Iatiniged words and forme of expression. Cf the use of Latin
words we might give many examplese from the plays had net this work
been rendersd superflucus by the compilers of lexicons. Ve must
not fail, however, to refer to a portentious monument of mispl-ced
pedantry which we owe to the unwesried energy of the Daconimns,
We refer Yo the fourteenth chaptier of Thecbnld's "Shakespeare
ftudies” entitled "The Clagsic Diction of Shakespeare"., We shall
have little to say of this remarkeble essay for all that is necessary
has already been said by the late Profeseor Collins in his chapter
on the "Recon-fhekespeare Maniae”, Thectald has sndeavoured to
prove t}';a.t the Tatin ceingges and "linguistic experiments"™ which
he hag discovered in the plays are nearly all to be found in Baecon,
and that, eccerding *o his argument, as Shakspere was no classical
scholar, Bacoen is the true author ol the coinages and therafore of
the plays attributed to Shakspere. Now reslly! Yet in spite of
the extraordinary brilliancy of the raaﬁonilng)the whole phenomenon
vanishes away into %thin air when we coms %o situdy the iEnzlich
lancuage as it existed in Shakspere's day and in the decades
preceding . T¢ is a study which our ingenlous writer d4id not
trouble to meke, with the resuli that Mr, William Willis haa
demonstrated the absolute futility of the reasoning in his work

"The Baconian l!.int', where Theebald's asllegations ave subiected %o
the closest scorutiny. "I feel ceriain®, writes Mr. Willis, vthat

Shakespecare became furnished with wordg by his scquaintance with the



Iatin language, by his knowledge of the rich and varied literature
existing in his native tongue, snd by intercourse with the culti-
vated men of his age", Of Bacon's supposed coinages he writes:
"I can say that not one of the words adduced by Mr. Theobald is a
word introduced into the langusge by Lord Bacon. I am satisfied
that Shakespeare derived in the matter of language, no assistance
from Tord Bacon%; and the writer adds with justice: "Mr, Thecobald
ought, in my opinion to cancel the fourteenth chapter of his work ,
entitled "The Classic Diction of Shakespeare”,

Turning to Shakspere's dramatic style, we are immediately
arrested by his wonderful and daring use of sounding words of
latin origin and of c¢lassical turns of phrase. In the great
speeches of his nobler creations, especially in passages descoriptive
of solemn incidents or of mighty deeds, the style is raised to
the highest pitch of declamatory pomp and eloquence:

_ #1*'11 call thee Hamlet,
King, ¥ather, Royal Dane: 0, answer mel
Tet me not burst in ignorance; bhut ftell
why thy canoniz'd bones, hearsed in death,
Have burst their cerements; why the sepulchre,
Wherein we saw thee quietly in-urn'd,

Hath op'd his ponderous and marble jaws,

To cast thee up again? What may this mean,
T™heat thou, dead corse, again, in complete steel,
Revisit'st thus the glimpses of the moon,
Meking night hideous; and we fools of nature,



80 horridly te shake cur disposition,
With thoughts beyond the reaches of our soulg?®
~ VWhat ocould be more nohble, more magnificent! The significant

word in each expreseion is Latin in derivation while in the seventh
line of the quotation there 15,?:14%‘1;11;“10:1 ef the Latirn hendiadys.
The whole speech in its profundity and solemm, stately movement
recalls the noble depth and sonority of the funeral march of Chopin
or of Beethoven, and re-echoes,in its phrasing,the nobler movements
of the latter artist's great ¢ Minor Symphony.

Yet Shakspere can touch our hearts with the asweet simplicity
of his native Saxon as well as raise our minds to the contemplation
of the noble and magnifical by the glorlious pomp and deep~-sounding
eloquence of his Latinised style. In the same play we listen to
a very different speech on the theme of death and funeral as the
Queen hends weeping over the dbody of poor Ophelia end scatters her
tribute of flowers: '

"gweets to the sweet: farewelll

I hop'd thou shouldst have been my Hamlet's wife;

I thought thy bride-bed to have deck’'d, sweet maid,

And not reve gtrew'd thy grave”.
Think srain of the sweet, simple purity of Arviragus' address to
the prostrete bYody of his fair comrade Widele:

a@ith fairest flowers,

While summer lasts, and I live here, Fidele,

1111 sweeten thy sad grave: thou shalt not lack

The flower that'a like thy face, pale primrose; nor



The azur'd hare-bell, like thy veins; no, nor

The leaf of eglantine, whom not to slander,

Out-sweeten'd not thy breath".
Contrast, again, the pure and unpretentious diction of the sweet
Kiranda with the solemn declamation of the enchanter Prospero in
his broodings upon the vanity of human life:

"And, like the baseless fabric of this vision,

The cloud~-capp'd towers, the gorgleoua palaces,
The solemn temples, the great globe itself,
Yea, all which it inherit, shall dissolve,
And, like this insubstential pageant faded,
Leave not a rack behind. We are such stuff
As dreams are made on, and our little life

Is rounded with a sleep."

Shakspere lived and wrote at a time when the English lansusge
had begun to ble established. As a country youth he first learned
the simple, unadornéd English of the Warwickshire yokel, but on
going up to London he became familiar with those modes of expression
which were pouring into English from the Latin and Romance languages.
The new ideas were calling for new words to express them,and the new
words were already becoming popular by the increase of printing and
by the frequency of translation. These new coinages, however, were
not at that time properly mingled with the cld currency of the mother-

tongue, and were on that account, perhaps, used with a more exact



appreciation of their meaning. (1). It is probable that their
amalgamation with the Saxon and Norman elements was brought about
largely by the instrumentality of the stage.

Shakspere, like other great and popular artists, does not
deliberately seek after peculiar and out of the way modes 0f ex-
pression, but instincitively makes use of the current dialect of his
time - a language, that is, which would be generally comprehensible,
He does not wrest a word froxr its normal signirication)exoept for
the purpose of making it a more suitable vehicle for the weight of
thought or siress of passion that was necessary for the purposes of
his own dramatic style. His wonderful imagination, on the contrary,

brings out the full resources of power or of pathos from every
word. He has perfect command, as we have already seen, over the
scholarly as well as the home-bred Saxon clement. When he wrote
that most tremendous of lines,

"The multitudinous seas incarnadine®
he was instinctively aware that the homely inglish of rural Arden
could never have supplied such a wealth of high-sounding epitheti.
Not that Shakspere troubled himself with any theory as to the fitness
of this or that thought or expression. He is throughout true to

his dramatic style and to the tone of his various plays, btut above

(1) The popular suthor of to~day could not write such a line ae

e iy sin, but safely, never"
. " ﬂamrﬁ ﬂ - 3 - s
ng ::agh expressive n’vorda as 'hor’-rid' snd 'awful' have become the

current coin of the careless and sentimental schoolgirl,



all is ha irue %o natura, He has sounded every chord of dramatic
utteransse from the atately and dignified speech of Hamlet to the
lJunhering trivialities of lansusge which meke up the common, but
none the less natural, jargon of ¥rs, Quickly.

. G e A e AR A e .
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