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This thesis explores the use made by Lyly, Spenser, Chapman and
Marston of the idea of metamorphosis, with a brief epilogue on Jonson.
The two preliminary chapters define certain important contexts for
the theme of metamorphosis in this period. Chapter I briefly considers Ovid's

use of the theme, the Pythagorean and Platonic theory of transmigration, and

the allegorization of metamorphosis. Medieval commentaries on the Metamorphoses
are examined, but it is argued that Renaissance attitudes to Ovid and to
metamorphosis are significantly different, being uniquely sensitive to both

the poetic and metaphysical aspects. Renaissance responses to Apuleius'

Golden Ass are also examined.

Chapter II studies other Renaissance contexts: in the philosophy of
man, in magic, witchcraft and alchemy, and in the love-poetry of Petrarch
and Ronsard. Neither Elizabethan lyric poetry nor the epyllion, however, make
suggestive use of th#themé: it is explored more fully in larger structures
or different poetic modes.

The next four chapters deal with the English writers. Lyly's plays
use the theme of metamorphosis in two contexts: love, and the adulatory
myths of the court. Chapter IV considers the complex and varied uses of

metamorphosis in Spenser's Faerie Queene. It examines the treatment of

of myth, the concepts behind the Garden of Adonis, and transformation as

related to the theme of mutability.

(continued)
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Chapter V examines the idea of form, set against deformity or

transformation, in Chapman's poetry: especially The Shadow of Night and

Hero and Leander. Here the basic philosophic or metaphysical assumptions

behind Renaissance views-of the myth of metamorphosis are defined.

Chapter VI deals with the satiric use of tramformation by Marston.

His_Metamorphosis of Pigmalions Image is analysed as parodying the common
image of metamorphosis as an effect of love. The satires present a negative
image of transformation caused by man's guilt and folly.

The Epilogue, dealing with the negative image of tramformation in
Jonson's plays and the pbsitiﬁe one in the masques, concludes the study

while suggesting further directions for exploration.
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Introduction

This thesis is an attempt to explore the image of metamorphosis in four

English Renaissance writers: in the plays of Lyly, in Spenser's Faerie Queene,

in Chapman's poetry, and in Marston's verse satire; In my first two chapters

I provide a background for this exploration, looking at the ways in which the
idea of metamorphosis might be treated in the Renaissance. I have set my limits
around 1600: but I end the study with an epilogue on Jonson which, I hope,
draws certain important elements of the investigation together, and is intended
to serve in place of a formal conclusion.

A study of this kind needs no apology. It has not been attempted before,
and- the importance of the subject more than justifies ‘it. Sixteenth century
poets aré fascinated by metamorphosis, and make éonstant and complex use of
it. I have chosen four very different writers in order that sbmething of
the range of. this use may be apparent.

A degree of critical attention has recently been paid to metamorphosis,
but this is embodied in two almost equally unsatisfactory books, the second

drawing largely on the first: Pierre Brunel's La mythe de la metamorphose

(Paris, 1974), and Irving Massey's The Gaping Pig: Literature and Metamorphosis

(Berkeley, 1976). Both Massey and Brunel employ structuralist méthods, and

draw upon psychology and anthropology, to deal with writers ranging from
Apuleius to Lautréamont. Massey's derivative work does not need notice. Brunel's
short book displays a highly questionable method, leaping from myth, totemic

rite, classical epic and symbolist poem to Ionesco and Alice in Wonderland in

the pursuit of a more or less private end. Brunel concludes that the myth of
metamorphosis 'est une hypothése sur le temps d'avant la naissance et sur le
temps d'apres la mort. Elle franchit la limite entre la matiere et l'esPrit'l.

This is unexceptionable. But while it may tell us something about the pure

i. Brunel, op. cit., p.177.
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structure of the myth, it is of no help in explaining the uses made of it
by a Renaissance writer.

More valuable are a number of short articles or incidental treatments in
books which are actually about something else. Three articles I have profited
by are M. C. Bradbrook and M. G. Lloyd Thomas's-'Marvell and the Concept of

1 C s
Metamorphosis' , in the last number of the Criterion: Christine Rees's 'The

Metamorphosis of Daphne in Sixteenth and Seventeenth- Century English Poetry'z,
and Ronald Paulson's 'Satire, and Poetry, and Pope'3. Paulson's paper 1is
suggestive in a general way: the first two articles are closer to the writing
of my period, but while they deal sensitively with seventeenth century lyrical
poetry, they do not illuﬁinate the profounder metaphysical implications of
metamorphosis as it would be understdood by a sixteenth century writer. What
_Bradbrook and Lloyd Thomas say about Marveli's Garden, suggestive though it

is, indeed emphasizes the .divergence between.Mdrvell and Spenser.

The Gods, that mortal Beauty chase,
Still in a tree did end their race.

The authors conclude that 'Metamorphosis is for Spenser and the Spenserians
the poetical answer to the problem of Time and the decay of beauty'4. This
sounds well, but it is not true. For Spenser metamorphosis is more a problem
than a soélution. Christine‘Rees's discriminating and intelligent article does
make the point, with regard to the myth of Daphne, that the metamorphosis of
love into art may be more a frustration than a fulfilment. Again, however, she
concentrates on seventeenth centﬁry lyric poetry, referring only incidentally
to earlier periods and other modes. With these,. I may mention Kitty Scoular's

Natural Magic (Oxford;n1965), for important observations:.I shall come to

more specialized works at the end of this Introduction.

1. In the Criterion, xviii (1939), 236-54.

2. In MLR 1lxvi (1971), 251-63.

3. In English Satire, Papers read at a Clark Library Seminar, Jan.15,1972
(University of California, Los Angeles, 1972), pp.59-102.

4. Art. cit., p.243.




The lack of earlier treatments has made it necessary for me to define
the scope of the subject more or less through my study, rather than set it out
clearly beforehand. Some points, however, need to be made here. The approach
to the theme of metamorphosis in terms of mythical structure, or of poetic
image,is inadequate and misleading with respect to a poet like Spenser. For
the sixteenth century writer, metamorphosis is a complex metaphysical and
.allegorical symbol, its meanings enormously multiplied by philosophical and
mythographical tradition. This makes the study of metamorphosis in a work

;such as The Faerie Queene very much more difficult, but also, I think, finally

more rewarding. It will become appareht in the course of my study that I
concentrate especially on the sixteenth century view of metamorphosis as
linked to the nature of man. For Spenser the image is bcth inward and outward
in its implications, mirroring the decay of man's moral nature and its possible
redemption, as well as the mutability of the world and its continuity in change.
I use the term metamorphosis rather than transformation because my
starting point is this claésical myth, the change of a human being into a rock,
a plant or a beast. By the time of their literafy use these myths are thought
of as aétiological, though G. S. Kirk emphasizes that they may not have been
sO in conception} They explain the physical phenomena of nature on the assump-
tion of a primary anthropomorphism. The laurel tree did not exist beforé Daphne
was transformed: she was chaste and shy, the laurel is evergreen and'shrinks
from Apollo's touch. But the myths, of course, are above all specific and
particuiar narratives: 'mythical "metamorphosis" .:.is always the record of an
individual event: the change of one individual and material form into another’
I do not go into the question of the importance of these myths.in primi-
tive religion or psychology.  Lévi-Strauss finds myths of transformation

especially apt for fitting into his view of mythical structures as a system

1. Myth: Its Meaning & Function in Ancient and other Cultures (1970 rpt.
Cambridge, 1978), pp. 76-77.

2. E. Cassirer, The Philosophy of Symbollc forms, 2, tr. R. Manheim (New Haven,
1955), p.47.
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of mediation between polar extremes} This may suggest that the theme of trans-
formation would be particuarty suited to structuralist analysis: but I am not
sure of this, and in any case I do not undertake it.

In general we may feel that such myths imply a sense of kinship with the
rest of physical nature: man's liability at any moment to be subsumed into
another aspect of it, and his sense that even so, he survives through this
new aspect. But of course this sense may be frightening rather than reassuring.
The emphasis 6f the stories can also be on the tragic loss of self implied in
the change, thé sense that man is clinging to a precarious individuality and
freedom in the midst of a natural World that threatens to swallow him.up.

Evén in more sophisticated versions, these senses tend to survive..

Ovid's treatment of mytné of metamorphosis, of course, is neither primitive
nor religious. He is strongly conscious of the multiple associations they
establish between the natural world and the huﬁan psyche: he is alsq, I think,
“drawn to metamorphosis'as a mode of subsuming time. His poem has no real
succéssors,vbut its enormous scope tends to establish metamorphosis almost
as the essence of myth.

Philosophical readings of metamorphosis - or rather, meteﬁpsychosis
long precede Ovid, ana these are in fact the most important influence on later
views of Ovidian myth. Here, it is not kinship but difference which is stressed.
Both the Platonic and the Christian tradition; emphasize man's uniqueness and
his superiority to the rest of creation. Metamorphosis into some aspect of
'lower' nature therefore,becomes a frightening degradation, something to be
resisted at all costs. This fear of change is increased by the association of
Various animals with various vices. Moreover, the view of the universe as
‘a hierarchical stheme enforces a sense that movement within it tends to be

vertical.

1. See C. Lévi-Strauss, The Savage Mind (Eng. trans. London, 1966 rpt.1972),
pp. 109-133, and G. S. Kirk, Myth, ed. cit., pp. 63-73.
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Indeed man's need to see himself as different and superior iiﬁa persistent
one WA

element in his relations with the rest of the natural worldf/Darwinian biology

fails to remove ‘} The possibility of metamorphosis places an enormous burden
on human nature. Man has to define his nature and preserve it: in more
optimistic moments he may also see himself as refining or uplifting it. I
believe that the Renaissance is uniquely conscious not only of Ovidian myths
as poetry, but also as referring to the precariousness of the human condition.
The Renaissance, that is to say, receives .metamorphosis not simply as poetic
image or mythical structure, but as idea: an idea which influences literature
in various ways.

In my first chépter, I discuss Ovid and intefpretation of his poen,

as well as of Apuleius' Golden Ass, trying to define important elements in

the Renaissance view of the story of metamorphosis. In the second, I turn to
moré“diverse uSes:of the idea of metamo;phosis, in philosophy, magic, and

in love—poefry. I have provided these first two chapters as a context for the
rest of my study, but not as a connected ﬁistory . The chapters on the English
.writeré must be allowed to stand.more or less as separate investigations,

on the same theme, but not necessarily trécing the progress Qf a pre-
determined set of notions. I hope that suggestiVe relations d§ eventually
emerge.

I must emphasize at the start that I am not studying responses to Ovid,
or the éourse of mythological allegory; These matters are important but subsi-
diary. To some extent they help to define the context I have spoken of, but
not to the exclusion of other elements. Moreover, I am not attempting to
provide a view of éll the ways in which metamorphosié may be used in writing

2
of the period: in the Neolatin 'eclogue of metamorphosis' , for example,

1. There is a provocative discussion of this problem in Mary Midgley's
' recent book, Beast and Man ( Hassecks , 1979) .
2. The term is used by Leonard Grant, Neo-Latin Literature and the Pastoral
(Chapel Hill, 1965), pp. 248-57. '
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or in the formation of myths of locality, or in naturalist poetry. I have
chosen these four English writers because together they may present an image
of the richness and diversity in Renaissance uses of this theme. Lyly,
Spenser, Chapman and Marston are all very different from each other, and they
are almost-equally distant from Jonson. Instead of trying to survey the
general uses of the idea in the literature of the period - a procedure which
could easily degenerate into the making of lists-- I have tried to increase
the range of my reference by examining individual instances of different
orders of depth.and subtlety , I hope that this procedure will be justified
by the results achieved.

As I said, there are no special studies of this subject: but in different

areas I have been aided by Jean Seznec's'The'SurViVal‘of'the;Pégan'GOds

(Eng. tr.1953 rpt.1972); by Ernst Cassirer's The Individual and the Cosmos

in Renaissance Philosophy (Eng. tr. 1963 rpt.1972); by D. J. Gordon's'

The Renaissance Imagination (Berkeley, 1975), and by J. E. Hankins's

Source and Meaning in Spenser's Allegory (Oxford, 1971). Other debts are

acknowledged'through'the thesis.
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LIST OF ABBREVIATIONS AND CONVENTIONS

The following short titles or symbols have been used:

CCSL Corpus Christianorum, Series Latina
Chambers, Stage E.K. Chambers, The Elizabethan Stage (Oxford, 1923),
5 vols.
Comes Natalis Comes, Mythologiae siue explicationum fabularum

libri x (Venice, 1581)

FQ The Faerie Queene

GL Gerusalemme liberata

Met. Metamorphoses

OF Orlando Furioso

PL Patrologia Latina

Var. The Works of Edmund Spenser: A Variorum Edition

by E. Greenlaw, C.G. Osgood, & F.M. Padelford
(Baltimore, 1932-49), 11 vols. Al Spenger citahms
are (e tuis  edihon .

The Geneva Bible, 1560 (facs. rpt. Madison 1969) has been used for all

Biblical citations in the chapter on Spenser.
Standard abbreviations are used for journals.

I have tried to minimize the use of op.cit., but where only a single work of
the author is repeatedly cited, I have sometimes preferred to use the author's
name as a pointer, rather than the title of the work: thus 'Cartari' instead

of Le imagini de i dei. The full reference to the edition used is given in

the first footnote.

Inquotations from 15th or 16th century editions, printer's contractions have

been silently expanded and the virgule replaced by a comma.



Chapter I

Ovid: myth and allegory

For the Renaissance, the myth of metamorphosis is one expression of its
view of man as possessed of not a fixed, but a shifting nature: a nature, as it

were, poised between different kinds of consciousness, or between divinitas and

feritas. Man unites all natures in a singie nexus of infinite possibility, and
may choose his special station. In neoplatonic readings of classical myth, there-
fore,;transformation is a mark of this mobility: 'Quis hunc nostrum chamaeleonta
non admiretur?’ says Pico in his celebrated Oration, going on to compare man

with Proteusl; This is perhaps the most important of‘Renaissance readings, but

it is by no means the only one. The Renaiséancé stands at one end of a vast
tradition ofh'interpretation' of myth: physical, moral, allegorical, even scienti-
fic, magical or alchemical. Ovid in this.age cannot be simply a purveyor of

delightful fictions or a humanist model of eloquence: the Metamorphoses, so

widely read, analysed and imitated, evoked a complex and varying range of
're3ponses. In~thiS‘chapter;,therefore, I shall first consider Ovid's own treat-.
ment of metamorphosis and certain allegorical aséumptions about transformation;
then look at the attitudes expressed in medieval commentaries on Ovidj and
finally, try to distinguish the attitudeé of Rengiséance commentators and

mythographers to Ovid and to the myth of metamorphosis.

I. Ovid: theories of metamorphosis: attitudes to myth

It has been questioned whether the Metamorphoses are in fact about
metamorphosis. Transformation seems often to work in the poem as a thematic
link, rather than as its theﬁe. The Hellénistic models from which Ovid derived
the idea for his poem appear to have been more truly Egggg_transformation} though
little is known about them? This is not to say that metamorphosis serves in

Ovid's poem simply the function of providing a superficial impression of

1. Giovanni Pico della Mirandola, De hominis dignitate,Heptaplus, De ente et
uno, e scritti vari ed. E. Garin (Florence, 1942), p. 106. '

2. See G. Karl Galinsky, Ovid's Metamorphoses (Oxford, 1975), pp. 2-3. A contrary
approach, taking metamorphosis as central, is offered by S. Viarre, L'Image
et La Pensée dans les "Metamorphoses" d'Ovide (Paris, 1964).
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coherence. It is treated with extreme subtlety and variation, sometimes becoming
the main narrative focus, sometimes retreating to the periphery of the story.
This fact is bound up with the main quality of the poem: its multiplicity. One

could say with equal truth that the Metamorphoses are about myth, or about love,

as about metamorphosis. Perhaps it is this very fluidity of themes which makes
the range of later interpretations possible.

There is no doubt, though, that Ovid's epic, while avoiding Virgilian
gravity, is ultimatelyvserious in its intentions. It is placed in a framework
of universal history (though, indeed, this is generally ignored in the narrative),
and the ‘innumerable changes with which the poem deals are clearly to be set

against the Augustan dream of a Roma aeterna. The contrast may be either

flattering or ironic, More subtly, as Charles Segal observes, the nature of
Ovid's_mythical world, outwardly romantic and pastoral but actually fuli_bf
arbitrafy violence and pain, may suggest'a certain insight into the Roman
world of the time'l;

Quintilian characterizes Ovid's art by the term lasciviaz. Such levity
may however be only euperficial. Unable to grant full truth and importance to
myth,. or to believe, like Virgil, in the ultimate existence of a stable world-
order, Ovid nevertheless manages to extract from his matter ah extraordinary
imaginative complexity. This is communicated above all through atmosphere,
feeling, and narrative tone; each individual tale receives distinct and separable
poetic treatment, while being embedded in a dense mythic undergrowth which
carries associative links from one to another. The special needs of e carmen

perpetuum of this kind require perpetual feats of legerdemain3 on the part

of the raconteur: no formal structural principle immediately presents itself.

1.C. Segal, Landscape in Ovid's Metamorphoses (Wiesbaden, 1969), p. 86.

2.Institutio Oratoria, IV.i.77, X.i.88. I use the edition of H.E.Butler (Loeb,
London, 1921-2), 4 vols. )

3.See Quintilian, Inst. Or. IV. i. 77: the word he uses is praestigiae.




Certainly Ovid does not choose categories of fransformatidh as such a
principle.Further, though historicai process 1is clearly at work, the poem's
chronology (dealing with the gods, I - VI.420; mythical heroes and heroine;,
VI.421- XI.84; and the 'history'of,;he movement from Troy to Rome,(XI.85¥
XV .879) is inéénsistent in. its detaiis; The poem's narrative continuity“is
subterraneously achieved by parallels, echoes, anticipations, and an often
self-consciously elaborate  interlacing of themes and motifs. It is all the more
difficult therefore to extract from this process any single attitude toward;
metamorphosis, or special -function for it. Karl Galinsky suggests that meta- .
morphosis, freed from being an actual'subject, is a fuﬁctiOnal principle in’
the poem: explaining its shifts in narrative tone, its fluid structure, and
its 'transformation of myth'% Such'a view may seem to take a metaphor too far.
It is one indication of the desperation felt by cdmmentétors.

The myth of Myrrha and Cinyras ( X.298-518) demonstrates one aspect of
the equivocal réle played by metamorphosis. In somg'réspecté Myrrha's trans-
formation is the point of tﬁe story; the only possible solution‘tO-an outrageous
and painful situation, an alternative bofh to death and to life. It is desqribed‘
'in detail: Myrrha asks tb be changed

sed ne violem vivosque superstes

mortuaque exstinctos, ambobus pellite regnis
mutataeque mihi vitamque necemque negate!

The metamorphosis is immediate: and we have here, as in‘so much Ovidian
metamorphosis, the shocking sense not only of a human body being  transformed,-

but of its imprisonment in alien.substance:

iamque gravem crescens uterum perstrinxerat arbor
pectoraque obruerat collumque operire parabat:
non tulit illa moram venientique obvia ligno =
subsedit mersitque suos in cortice wvultus.

(X. 495-8)

1. Galinsky, op. cit. p.63.

2. All citations are from the Metamorphoses ed. F.J.Miller, rev. G.P. Goold
(Loeb, Cambridge, Mass. 1977), 2 vols.




Like the brotherless Heliades'(II.340¥366), Myrrha bqth is the tree and is
encased by it. while she welcomes her change, it appears also a shocking
violation of her human form; and her new shape is again Violéted in the human
act of childbirth; 'media gravidus tumet arbore venter' (X.505).

But, as Ovid says, 'tanti nova non fuit arbor' (X.310): the transformation
itself is outweighed by what has preceded it. Myrrha's incestuous love, her
despair, the amoral assistance of the nurse, Myrrha's self-detesting participa- -
tion in crime: all this is given elaborate and extended treatment. The story
receives special tragic prominence for being prefaced by moral warnings; the
-atmosphere of obsessive and unnatural lust is compounded by the darkness of

night. The narrator's main interest is psychological, in the nature of love;

and we can see Myrrha and Cinyras, therefore, as linked to the several tales of

impossible loves that .surround it - Byblis and Caunis (IX.454-665), Iphis aﬁd

Ianthe (IXf666+797), Orpheus and Eu:ydice (X.1-77) and Pygmalion (X.243-297).
It is most-closely paralleled-by Byblis, but there are considerable shifts in
narrative tone and feeling between all of these stories, and'iﬁ each case the
résolution'offered by metamorphoSis.is different (in the Orpheus stéry there
is none):

Yet, overlying this thematic connexion, a lihk is also established

between Myrrha's transformation to a tree and the other tree—metamorphbses

that hedge it about: Dryope (IX.326-393), Cyparissus (X.106-142), the tree
passage in the Orpheus story (X.86-105), and the punishment of the Maenads
(XI;67-84). In the transformations of Dryope and the Maenads, we have the

same sense of violation and imprisonment that attends the metamorphosis of
Myrrha. No simple conclusions about appwpriate or punitive change can be drawn;
while Myrrha and the Maenads are guilty, Dryope's punishment is an arbitrary

and cruel intrusion upon a world apparently of pristine innocence. Drvope



errs unwittingly: her fault is not knowing that she

frutices omnes corpus putet esse dearum. (1x.382)
Indeed her innocence and piety are streéséd that we may be the more outraged
'quoque indignere magis' (IX.336—7). The transformation that follows her
plucking of the lotus-blossom, itself a transforméd nymph, links her fate to
that of those perennial victims in Ovid, éursued virgins

Lotis in hanc nymphe, fugiens obscena Priapi,
contulerat versos, servato nomine, wvultus.

(IX.347-9)
This kind of arbitrary or undeserved suffering is a strong element in

the Metamorphoses. As Charles Segal points out, it is largely a poem about

victims; an epic of rape, rather than an epic of love% Transformation, though
sometimes é. solution to an impossible human situation (as in the case of
Myrrha), is often imposed, involuntary and cruel, as with Callisto and’' Actaeon.
In the latter case, as in the imagined metamorphosis of Pentheus (III.708-733),
who is mistaken_fof a boar by hiS‘frenéied mother and aunts, deaﬁh follows: the-
transformation. Metaphors of the chase predominate; the pursuing lover, Jove’
or Apollo, is at the.critical'moment seen as a favenous'beast of prey:

alter in ambiguo-eét, an sit comprensus, et ipsis

morsibus eripitur tangentiaque ora relinquit:
sic deus et virgo est hic spe celer, illa timore.

£{I.537-539)
And though, as here with Daphne, metamorphosis may be an escape, the loss of
the human form is almost always seen in Ovid as damaging and irreversible.
Although Ovid's stylization of suffering prevents deep tragic involvement, and
although, as Frankel stresses% the general character of the poem is romantic
and sentimental, pain and.cruelty abound in it; indeed, seem often ‘tu hs present-

ed for the sake of a stylistic effect. Thus the brilliant and horrifying detail

1. Segal, op. cit. p.93



of the flaying of Marsyas is balanced by the transformation of his companions'
tears into a stream bearing his name (VI.382-400). o
The question that Ovidian metamorphosis unremittingly raises is,. above all,
the question of identity: what gives a human being his distinct personality? In
most of the metamorphoses Ovid describes, we sense the continuing identity of
the metamorphosed person, surviving an imposed 'otherness'. Daphne remains shy,
retains her integrity; Io is frightened by her shadow; still thinking of herself
as human; Lycaon persists fierce and ravenous. Indeed we may see in all this
a deep scepticism about human capacity for real change: physical transformation
is a means of avoiding the necessity for adjustment through psychological
change. Thus Narcissus dies to himself: Niobe becomes a stone. The facility
with which extérnai mutation is‘accomplished, and the corresponding alteration
cf conditioﬁ,remo?es the need for real or inward transformation. The characters
of Ovid, fixed in their siﬁgle attitudes of passion or reluctance, avoid
tragédy by trénsﬁutation. This is possibly the reason for the poem's perpleking'
shifts of tone and. mood: violence isfcommon, frustration and despair abound,
buﬁ the poem is untragic and each incident is mediated to us by a sympathetic,
but ultimately detached sensibility. The catastrophes, made inevitable by the
characters' single-minded pursuit of particular ends, are in some respects only
material: the inner core of personality is not yielded, it is scarcely even
touched.

The persistence.of this kind of identity has led some critics to trace in

Ovid's Metamorphoses the influence of the ideas of the Stoic philosopher

1 . . . : i
Posidonius. Posidonius is said to have postulated a theory of man's two natures,
one of personality, the other external and corporeal. The second is subject to

change, but the first persists. Another philosophical link is of course made

1. See Galinsky, op. cit. p.47 and n.66 on p.76, and for Posidonius in general,
L. Edelstein, 'The Philosophical System of Posidonius ',AJPh lvii (1936),
286-325 . -



by Ovid himself, and this is with the doctrines of Pythagoras% The speech of

Pythagoras in the fifteenth book of the Metamorphdses sets forth a philosophy
of universal and continuous change: not only is the whole of nature in the
process of constant transmutation, but man also is subject to;fhe fate of
metempsychosis. His soul will inevitably pass after death into a succession of
bodies:

omnia mutantur, nihil interit: errat et illinc

huc venit, hinc illuc, et quoslibet occupat artus

spiritus eque feris humana in corpora transit
inque feras noster, nec tempore deperit ullo,

(XV.165-8)

This is properly transmigration of souls, not metamorphosis: but the idea is
closely linked with that of physical transformation, and is often conqued with
it. For Pythagoras in this speech, the‘mutability éf physical naﬁure confirms
his doctrine of the 'wandering' of the soul; the imperishability of matter

'nec perit in toto quicquam, mihi credite, mundo,/ sed variat facieque novat'
(Xv.254-5) suggests the imperishability of the spirit.

Pythagoras converts metamorphosis to the subject of a homily, but it is

a homily of an eccentric énd'idiosyncratic kind, as therstyle of the speech
. suggests. He does not moralize transformation, though he elicits a ﬁoral from it,
the kinship of all nature and the wronghessvof killing animals. Supremely un-
interested in myth, he concerns himself With cosmic and physical changes, the
marvellous properties of particulér places, the generation of animals: his
interests are those of the natural historian. The purpose of the speech may be
to link fhese interests, and this sense of universal sympathy, to the classical
mythé ovid has so adroitly handled, but the relationship is an ambiguous one:

Pythagoras, far from providing a context for Ovid's poem, is for Ovid simply

1.See Diogenes Laertius, Lives of the Philosophers VIII.4-5 : ed. and tr.
R.D.Hicks (Loeb, Cambridge, Mass. 1950) 2 vols., and the texts in G.S.Kirk
and J.E.Raven, The Presocratic Philosophers (Cambridge, 1963 rpt.1979)nos.
268-272, pp. 222-3.

2.Lines 143-152 are an example.




an interesting specimen within the frame of his own larger and more complex
.treatment. The Neoplatonist Porphyry, expounding Pythagorean doctrines in his

De abstinentia, makes an explicit connexion with classical myths of metamorphosis

but it is one that Ovid notably neglects:

But fables obscurely signify, that animals have souls similar to
ours, when they say that the Gods in their anger changed men into
brutes, and that, when they were so changed, they afterwards
pit%ed and loved them. For things of this kind are aiserted of
Dolphins and halcyons, of nightingales and swallows.

Indeed, Pythagoras' speech, apparently providing the poem with a profound
philosophical justification, makes us all the more conscious that the work as
a whole does not communicate a philosophy. Pythagoras' characterization of a
natural order in constant flux merges into the poem's larger patterns of
change and mutation, of fluid movement between god,.man, beast and tree, so
that his moral admonitions are swallowed up in a sense that so fluid an order v
ié no orde;‘at all. So shifting and uncertain are the boundaries between
various states, so swift and irrational the transitions from one to another,
that philosophical solemnizing seems finally irrelevant. Metamorphosis is for
ovid a supremély fléxible poetic subject, expressive of certain-qualities of 7
human nature in its ambiguous interaction with external nature: partly being
swallowed up by it, partly animating it. Transformation can finally be turned
to any kind of use, from being an exploration of human psychology to displaying
an exercise of wit: what the poem does communicate is an extraordinary
responsiveness to the possibilities, poetic and imaginative, for such use.

But the Pythagorean theory of metempsychosis had an influential
philosophical posterity: in its most important expression, we find it in
Plato. Plato derived his theory of the progress of the soul through a cycle

. . 2
of births not purely from Pythagoras but ultimately from Orphic sources.

1. Porphyry, On Abstinence from Animal Food, tr. Thomas Taylor, ed. E.Wynne-
Tyson (London, 1965), III.16 : p.126.

2. See Proclus, Commeﬁtary on the Republic XVI.338-41: tr. A.J.Festugiére
(Paris,1970) 1iii.297-9; and the discussions in W.K.C.Guthrie, Orpheus and

grgfk Religion (London,1935)pp.164-5, Werner Jaeger, The Theology of the
arly Greek Philosophers (Oxford, 1947)pp. 83-9, and Erwin Rohde, Psyche

(London, 1925)pp. 341-7.




It is impossible to determine how and where the doctrine of metempsychosis
arose, but, as Werner Jaeger emphasized} it is plain that its main importance
was in developing a theory of the soul. its immortality and after-life,
independent of the body. Certainly this is Plato's;chieflconcern: transmigration
is for him - as it is not for Pythagoras - in some respects a myth, a 'figure’,
and is thus incorporated into the myths he creates. And it is only through
allegorical interpretation of suchrPlatonic myth that mutation of bodies can
be seen as a figure for spiritual metamorphosis: it is thus that Pythagorean
transmigration becomes an influential element in a later theory of trans-
formation.
In the Phaedrus myth, we are told how the soul, having once lost its

wings by the ill-doing of its irrational part, descends into a human body,
and according te the life it leads in this body, suffers rebirth in an appro-
priate form. Only the soul of a.philosopherAis.able soon to return to its first
celestial state: the souls of ordinary men are compelled to pass ‘through a cycle
of births, fitted to the conditions of their previous existence-

And in the thousandth year bothl%'good and evil souls ;7'arrive

at a place where they must draw lots and choose their second

life ... the sounl of a man may pass into the life of a beast,

or that which has once been a man return again from the beast

into human form. But the soul,which has never seen the truth will

not pass into the human form. ‘
The same idea is expressed in a passage in the Phaedo (8la- 82d), where
Socrates explains how the soul that is attracted by the corporeal is corrupted
by this love for the body and is necessarily re-imprisoned in it: gyluttons are
reborn as asses, tyrants as wolves.E.R.Dodds comments on Plato's 'undisguised

relish' in predicting the future of his fellow-men, with the implication that

everybody except the philosopher is on the verge of becoming sub—human?

1. Jaeger, op. cit. p.84.

2. Phaedrus, 249b. All citations are from The Dialogues of Plato, tr. B. Jowett
(4th. ed. Oxford, 1953), 4 vols.

3. The Greeks and the Irrational (Berkeley, 1951 rpt.1973), p.215.
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In its most celebrated form, however, we meet this theory in the myth of

Er at the end of the Républic (X.617d -621b) and in the creation myths of the
Timaeus. It is of immense significance that in the Timaeus, transmigratidn is
linked to the idea of man's two natpres, and to the distinction between the
immortal and moftal'souls,.which'now virtually split the human personality into
two. Man's rational,~imﬁortal soul is placed in his head, while his irrational
soul is imprisoned .in the chest, and tethered 'like a wild animal' in the belly
(69e -70a) i here we have the beginnings of the influential Platonic doctrine
of the Beast Within.Since human nature, thus 'was of two kinas',‘a_man who
suffered the contamination of the flesh

wculd continually be changed into some brute who resembled him

in the evil nature which he had acquired, and would not cease

from his toils and transformations until he helped the revolution

of the same and the like within him to draw in its train the

turbulent mob of later accretions, made up of fire and air and

water and earth, and by this victory of reason over the irrational

returned to the form of his first and bettgr state. (42c)
Transmigration becomes the the theoretical basis for an aetiological“myth: the
origins of women, birds, animals, reptiles and’sea—creatures are expiained-by
a pfocess of rebirth into incréasingly debased forms - (90e -92c)..'These are the:
laws', says Timaeus, fby'which animals pass into one another, now, as ever,
changing as they lose or gain wisdom or folly' (92c) .From this theory of the
first mutations of bodies, and the fitting of the shape to the soul, it is a
short step to regarding metamorpheosis as an expression of spifitual change.

For the Neoplatonists these Platonic ideas are particularly congenial.

The myths of Plato are to them, like all ancient myth, capable of the profoundest
allegqrical significance: and it is such passages from the Timaeus dtfthe

Phaedrus1 that are behind the Neoplatonic myth of the Fall, so important for

later western literature. Human existence is here a stage in a process of

1. There is some difference, however, in the accounts of human creation in
the Timaeus and in the Phaedrus: in the Timaeus (41a-44d) man is created by
the gods in an act of benevolence and the soul is placed by them in the
body, while in the Phaedrus, the descent to the body is itself a fall.



11

descent or ascent, and this process involves mutation of bodies. Plotinus,
recalling an Orphic myth, speaks of the soul seeing its reflection in the
mirror of Dionysius and descending into the world of that image , and in the
Tractate on Beauty this idea seems to be linked with a version of the myth
of Narcissus% Certainly it is this latter myth that Ficino uses in explaining
the Neoplatonic ideas of the fall of the soul from the spiritual to the
material?For Plotinus the process of descent is expressed by incorporation in
'bodies progressively more earthy'? but he does not speak of transmigration
as concretely as Plato did. Neoplatonic philosophy tends ultimately to make a
doctrine of reincarnations into a series of metaphors for the progress of the
soul, and metamorphosis is accommodated within the same allegory: 'humanity ...
is poised midway between gods and beasts, and inclines now to the one order,
now to the other; some men grow like to the divine, others to the brute'4.
Proclus,Acommenting on the Timaeuss,.takes Plato's description of a
descending order of births - as a man, as a woman, then as an animal - to be
a classification of souls rather than a literal account of origins. Since for
him the human soul can never become the soul of a lower animal, he takes Plato's
~account of transmigration into animals to be allegorical. It is to be understood
that the life of a tyrant may be described as that of a wolf. This is made
clearer in the commentary on the Republicé: where Plato had described the
metempsychoses of heroic souls into animals, Proclus reads these passages as
allegory. The adoption by Orpheus of the life of a swan, or by Ajax that of a
lion, symbolizes their predominant use of the faculties they share with these
creatures - musical (Orpheus), wrathful courage (Ajax) - while they have fallen
through the influence of irrational passion from the divine or heroic state.

Only philosophy can preserve the soul from this lapse. The same principle

1. Plotinus, The Enneads IV.3.12, I.6.8., tr.S.MacKenna ( 3rd.ed. London, 1962)
pp. 270-1, 63.

2. M. Ficino, Commentarium in Convivium Platonis, de Amore,VI. xvii: ed. R.Marcel
(Paris, 1956 rpt.1978), p.235.

3. Enneads, IV.3.15, Ed.cit. p. 273. 4.1bid. 111.2.8, p.l67.

5. Commentaire sur le Timée, V.295: tr. AsJ.Festugicre(Paris,1968)vol.v,pp.172-3.

6. Commentaire sur la République, XVI.312-9: tr. A:J.Festugiére (Paris,1970)
vol. iii, pp. 271-9.
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is applied in Calcidius' enormously influential 4th century commentary on the
Timaeus. The significance of the Platonic doctrine of transmigration is that

indulgence in base passions will, in this life, make men more like animals:

Sed Plato non putat rationabilem animam uultum atque os ratione
carentis animalis induere, sed ad uitiorum reliquias accedente
corpore incorporationem auctis animae uitiis efferari ex instituto
uitae prioris, et iracundum quidem hominem eundemque fortem prouehi
usque ad feritatem leonis, ferum uero et eundem rapacemlad proximam
luporum naturae similitudinem peruenire, ceterorum item.

These Platonic and Neoplatonic doctrines are also found in the Corpus

Hermeticum. Hermes ,; explaining the relations between God, the cosmos, and

man, repeats without much modification the Platonic ideas of metempsychosis:
souls pass from reptilesto sea-creatures, from sea-creatures to animals, from
animals to birds, from birds to men and then to daemons? But this passage is
contradicted by a later one where it is clearly stated that a human soul cannot
~enter an animal body, and that the belief in transmigration is a great error%

A corrupt soul is punished by its own impiety, but it cannot become animal.

The relation between thesé two passages demonstrates more clearly than any-
thing else the movement from Pythagorean and Platonic metempsychosis to
ﬁeoplatonic and Christian belief in the sancfity of the individual human soul,
which, though it may be deformed by sin, cannot lose its special and divine
nature.. It may rise to a higher grade of being, but cannot fall to a lower ohe.

Augustine, in the De civitate Dei, makes a ferocious attack on pagan theories

of progressive transmigration% such stories are incredible and unedifying.

At the same time, he rejects the Neoplatonic doctrine of the Fall, especially
as stated by Origen: the soul does not descend through sin to progressively
more earthy bodies(XI.23) and the rvesurvrected body will be united with the soul  (X.32)
It is this important and fundamentally Christian distinction that is behind the
medieval and Renaissance belief that while transfiguration is a fact, trans-

formation, however real the deformity of the soul, is a metaphor.

I. Calcidius, Commentary on the Timaeus CXCVIII ,in Plato Latinus ed. R.

- Klibansky, vol.iv, ed. J. Waszink (London, 1962), p.219.

2. Corpus Hermeticum X.7 :ed. A.D. Nock & A.-J.Festugiére(Paris,1946),i.116.

3. Ibid.x.20, p.123. :

4. De civitate Dei X.30, XIII.19. For reasons explained in Appendix I, I use
tEhe edition of J. L. Vives (Basel, 1522), but book and chapter nos.

correspond to PL.
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I£ is important to remember that the Renaissance receives its notions of
the, relation of soul and body from Aristotle as well as from Plato. Aristotle
rejects theories of transmigratién completéiy{ Forvhim the human soul is
irreversibly human and must be attached to a human body. Indeed soul is to
body what form is to matter, acﬁuality to potentiality. They are inseparable
elements in a single substance (De anima, 412a). But this concept of the soul
as the form of the body can be used as the basis - perhaps purely verbal - of
a tension between the soul and the body. Certainly it is used in this way in
the Renaissance: the degentiation of the soul should imply the debasement of the
body which it informs. In one sense, then, soul as form implies form as shape,
and a metaphorical relation is established even if actual metémorphoses are
denied.

Wévhave come a long way from Ovid. Such implications are not common in the
Metamorphoses. It is true that transformation sometimes expresses the essence

. in
of the transformed creature, as in the-case of the rapacious Lycaon, or/the more

extraordinary description of the deification of Hercules, consumed by fire sc
that nothing of his mortal shape remains, only the imprint of his father Jove:

utque novus serpens posita cum pelle senecta

- luxuriare solet, squamaque nitere recenti,

sic ubi mortales Tirynthius exuit artus,

parte sui meliore viget

(IX.266-9)

But this not always the case. Indeed the persistence of personality often
contradicts the arbitrary imposition of shape, as with Callisto or Io: the
psychological elements of the story resist moral or even spiritual allegory.
The philosophical justification for such allegory may be seen as in a sense
inimical to the spirit of Ovidian myth. I believe this opposition to be the
source of a powerful tension in the use of myth by Renaissance poets: on the
one hand we have the imaginative recreation of the free Ovidian mnvement

between god, man, beast and tree, and on the other the pressure of philosophical

convictions, as well as of an allegorizing tradition that we must now examine.

1.De anima 407b. All citations from The WOrks of Aristotle translated into
English ed. W.D. Ross (Oxford, 1910 -52), 12 vols.
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It would be far toa long a digression to go into the history of mythologi-
cal allegory here? it is exploréd very fully by Jean Pepin in-his>invaiuab1e

study, Mythe et Allegorie [Aubier; 1958). The ancient controversylregarding

myth and its meaning, as it is received by later generations, is enshrined by

Cicero in an influential work, the De Natura Deorum . The Stoic Balbus, defending

the gods and their histories against the scorn of the Academician Cotta, puts
forward three possible interpretations of myths. They may express moral or
philosophical lessons, the gods being personifications of virtues; they may
be exaggerated versions of historical incidents; and they may symbolize the
operations of the elements, the gods being then forces of naturez. As Jean
Seznec has so ably shown3,these three ways of interpreting myth are each to
have a long history, through the Middle Ages to the Renaissance: more to our
purpose, they are also three ways of looking at mythical transformations.

I shall make only a few points here. Historical explanations of myths
(given an enduring title by the .efforts of Euhemerus, a Messinian of the 3rd
century B.C., and much  favoured by the'fathers in their attacks on pagan
beliefs)4are réductive in character. An example is the 6th century mythographer
Fulgentius' explanation of the stories of Ganymede and Europa? they are the
spoils of war, the eagle being a sign on a war-standard, the bull a figure on
the prow of a ship? Such explanations; though Pepin terms them 'allegorisme
réaliste', are in some respects not allegory at all: they explain away the
fantastic element, such as tne metamorphosis, and by extracting the 'real?
incident, dismiss the fable.

The physical allegory o£ myth is more important, though not more influen-

tial. It links mythical transformations to the unceasing transmutations of the._

1; See J.R.Tate, 'The Beginnings of Greek Allegory',Classical Review xli
(1927) ,214-5;
2; De natura deorum ii.60-9:citations from the edition of H.Rackham (Loeb,
Cam. Mass.1933) .Balbus allows only éyery limited application to nistorical
readings, which are rejected as impious by Cotta, i.119.
3. The Survival of the Pagan Gods tr. B.F.Sessions (1953rpt. Princeton,1972).
4. See J.D.Cooke 'Euhemerism' Speculum ii (1927),396-409;Tertullian, Apologeticum
X -XII ( €CCsL , i.105-10); Lactantius, Divinae Institutiones T.14-18
(PL . vi.190-24);Isidore of Seville,Etymologiae VIII.xi: ed. W.M.Lindsay
(Oxford, 1911), vol.i.
5. Mitologiarum libri tres, i.20; in Opera ed:R.Helm (Leipzig,1898),p.31.
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four elements. and 'openS' myth to.science: and, in its zodiacal interpretations,
to astrology. We may consider for example the allegory of Proteus pregounded
by Heraclides Ponticus ( 1st century A.D.): Proteus, transformiﬁg.himself to
a lion (fire), a dragon(earth), a tree (air), and to Qater, is prime matter;
his daughter Eidothea is the deity presiding over these transformations and
conferring form% Such allegory is especially favoured by the Stoics and often
associated with them%

The moral or spiritual allegory of the myth of transformation I have already
considered in some of its aspects. Allegory of this kind is fully deveioPed
only by the Stoics and the Nedplatbnists: the latter especially regard myth as

the vehicle of the profoundest spiritual truths, such as are conveyed in

Porphyry's On the Cave of the Nymphs in Homer and in Apuleius' allegory of

Cupid and Psyche in The Golden Ass. Boethius, in the De consolatione philo-
sophiae, may be seen as applying to the plight of the metamofphoéed sailors
on Circe's island precisely. the interpretation attached tb theories of
transmigration that we have been examining:'Ita fit ut qui probitate deserta
homo esse desierit, cum in divinam condicionem transire non possit, vertatur
in.beluam.'3

While the ancients tend to regard the three sorts ‘of interpretation as
mutually exclusive to some extent, a later mythographical tradition brings
them together in an eclectic mixture: syncretism of this kind is displayed

by Fulgentius in his 6th century Mythologiae, though he tries to offer a

common etymological basis for his readings. The mythographical tradition is

in fact fairly well developed by the time close reading of the Metamorphoses

in this light begins: and it is to that period that I shall now turn.

1 Héraclite, Allegories d'Homére, ed.&tr. F. Buffiére (Paris,1962),66.7.

2. See Cicero, De natura deorum II.63-69; Plutarch, in Moralio , 19A-208B
rejects the physical allegory of the Stoics for simple morals.

3. De consolatione philosophiae, 1V.3 : ed. S. J. Tester (Loeb, Cam. Mass;
1973), p. 334.
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II. Medieval commentaries on Ovid

It is with the twelfth century, felicitously termed by Traube the aetas

. qs 1 . .
Ovidiana , that any study of attitudes to Ovidian metamorphosis has really to
begin, since it is this period that we have the first detailed commentaries on

the Metamorphoses. There is in this age - especially at Chartres - what may be

called a flowering of allegory. The Timaeus, in Calcidius’ translation, provides
the age with a cosmology to which all literature must be.related; not only
because of its literal truth but also for its poetic and symbolic value? From
their reading of Macrobius and Martianus Capella, tne twelfth century schools

~evolve a view of myth as the necessary covering, the involucrum or integumentum

for phLLosoPhical truths. The terms are defined by Bernardus Silvestris:

Integumentum est genus demonstrationis sub fabulosa narra-
tione veritatis involvens intellectum, unde etiam dicitur inuolucrum

Bernardus distingushes allegoria from integumentum by assigning the

former to Scripture, which is both literally and symboiically true, and the
latter to fables? but nhe distinction is rarely so strictly made. The conviction
that Plato and other ancients had veiled their deepesﬁ meanings in myths or
fabulae demanded an application of the allegorical method to all classical myth,
especially with a &iew to uncovering the relations between man's moral iife and
the order of the universe.

Afnulf of Orléans provides in this age an exposition of Ovid's poem and
what may be called a théory of metamorphosis?‘Transformation is for him the theme
of Ovid's work, and when rightly understood it imparts to the poem its moral
significance and philosophical weight. In saying this Arnulf stands in contrast

to an earlier tradition of monastic study represented by such a writer as

1. L.Traube, Vorlesungen und Abhandlungen,JI, Einleitungen in die latinische
Philologie des Mittelalters, ed. P.Lehman (Munich,1911),p.113. Cited in
L.K.Born, 'Ovid and Allegory', Speculum ix(1934),363.

2. Cf. W.Wetherbee, Platonism and Poetry in the Twelfth Century (Princeton,
1972) ,pp. 29-30 et passim.

3. The Commentary on the first six books of the Aeneid of Vergil commonly attri-
buted to Bernardus Silvestris, ed. J.W.&E.F. Jones (Lincoln,1977),p.3.

4. Wetherbee, op.cit.p.113 and p.267 excerpt 2.Cf. also Peter Dronke, Fabulia
(Léiden, 1974) ,chap. I, for the best recent discussion of these terms.

5, Allegoriae super Ovidii Metamorphosin ed. in F.Ghisalberti,'Arnolfo d'Orléans,
un cultore di Ovidio nel secolo XII' Memorie del Reale Istituto Lombardog

(classe di lettere scienze morali e storiche),xxiv(1932),155-234.
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Conrad of Hirsau (1070 - 1150), who in his Dialogus super Auctores warns his

pﬁpils against reading the Metamorphoses:

Nonne auctorem eundem maximam dixerim partem ydolatriae in Meta-
mqrfosiOn, id est in transformatione substantiarum,ubi obscurata in
se ratione, qua ad imaginem et similitudinem dei factus est, de
homine lapis et bestia factus et avis, mutatam,scribit a diis in
bestias diversas naturam creaturae rationalis?

For Conrad the Metamorphoses deny man's special status as a rational being

formed in God's image. Arnulf, however, takes the transformations as themselves
indicative of the moral purpose of the work, and in this he is deeply inf;uenced

by the Platonism of Chartres.

‘The accessus to Arnulf's glosulae on the Metamorphoses provides what
its editor,.FaustoGhisalberti, calls the first medieval life ofOvid; it remains
- through the 13th énd_14th centuries the most influential of introdu;tions to the
poet, freéuently'copied‘and borrowed from. Arnulf's procedure is more or less in

accordance with the rules laid down by Servius in the preface to his Commentary

2 :
on_the Aeneid . He begins by treating of the poet's life, and then goes on to

say that his enquiry will be 'de titulo, de materia, de utilitate, de

intentione, cui parti philosophie supponatur liber iste, de modo.tractandi'...'3

The materia of the work is for him precisely designated by its title,Metamorphoses.

The mutations with which the poen deals are divided by Arnulf into three

kinds, natural, magical and spiritual. Thus the mutation of an egg to a chicken
is natural, that of Lycaon to a wolf magical, and that of Agave to a frenzied
worshipper of Bacchus spiritual. We notice here the lack of distinction between
metamorphosis as such - change of shape - and moral or psychological change: thus
'de insano fit sanus' is for Arnulf a perfectly acceptable mutation. Mutations
may be further classified as:

‘de re animata ad rem animatam ut de Licaone homine in lupum, de animata

in inanimatam ut de domo Baucidis in templum, de inanimata ad animatam

ut de statua Pigmalionis in4virginem. De animata ad inanimatam ut
de dracone mutato in saxum.

1. Accessus ad auctores:Bernard d'Utrecht: Conrad d'Hirsau, ed. R.B.C. Huygens
(Leiden, 1970),p.114,
2. Ed. G. Thilo & H.Hagen (Leipzig,1878-1884) ,i.1.

3. Ghisalberti,'Arnolfo',p.180.Cf. also Ghisalberti, 'Mediacwval Biographies of
Ovid' JWCI ix(1946),18.

4. Ghisalberti, 'Arnolfo', p.181.
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‘The Renaissance wili offer nothing so detailed or painstaking.

This consideration of materia leads to the question of iﬁtentio.
Significantly Arnulf sees Ovid's treatment of mutability as illuminating not
only material and external change,but also inward change, in the soul. It is
thus that Ovid seeks to recall us from error to a contemplation of unchanging

divinity:

Intencio est de mutacione dicere, ut non intelligamus de mutacione

que fit extrinsecus tantum in rebus corporeis bonis vel malis sed

etiam de mutacione que fit intrinsecus u% in anima, ut reducat nos

ab errore ad cognitionem veri creatoris.
The soul, according, to Arnulf, has two movements: a rational movement like
that of the stable firmament and an irrational wandering like the motions of
the planets. We should not be long in recognising here a familiar notion from the
Timaeus (36c-37c, 43a-44b). Reason’ should govern the brute soul as the firmament
governs the planets: the tension between the two tendencies of soul, celestial

and earthly, is depicted by Ovid through the fable of To:

Ideo dicitur Yo mutata in vaccam quia corruit in vicia, igeo
pristinam formam dicitur recepisse quod emersit a viciis.

These considerations are to recall us from a submergence in earthly
mutable things. Finally Arnulf notes the alternative of a practical-intention:
simply;to compile myths, or to make credible the final flattering apotheosis of
Caesar. But Arnulf's preferences are clear: of the double utilitas of the poem,
the knowledge of fables and the 'erudicio divinorum habita ex mutacione

temporalium', it is the second that is stressed.

The Metamorphoses must therefore be assigned to moral or ethical philosophy.
For Arnulf, as Ghisalberti says, the aim of the poet was entirely moral3. In
assuming this, and in offering a theory of metamorphosis that relates it to
Platonic ideas regarding regarding the nature of man, Arnulf is clearly respending
to the new humanism of the twelfth century. The cosmology with which the Meta-

.

morphoses open was related in the age both to Genesis and to the Timaeus: it

I. Ghisalberti, 'Arnolfo', p.181.
2; Ibid.
3. Ghisalberti, 'Mediaeval Biographies',p.18.
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was not difficult to appropriate'the poet to the ranks of the Platonic
philosophers% The kind of allegory suggested by Arnulf makes the poem more
acceptable to the eye of Christian faith; though'it does not Christianizé.

But although Arnulf's accessus promises so serious a thebry of meta-
morphosis, his allegories do not in fact fulfil that promise.What we are
presented with looks curiously like sleight of hand; having justified a serious
philosophical approach to Ovid's poem by virtue of the philosophical significance
discovered for mutation, Arnulf proceeds to allegorize the fables largely by

other means. In the accessus he had suggested a view of the Metamorphoses that

would see it as a series of variations on one moral or spiritual metaphor. But
instead of pursuing this metaphor any further, he extends hié allegory
indifferently tc the historical, rational, and physical mo@es.

Arnulf's enumeration of the 'mutatiénes' in the pcem follows fairly

closely that in the 4th century prose summary of the Metamorphoses attributed to

. . 2 ) . .
Laqtantlus Placidus . Each fable is tersely listed by Arnulf as a mutation,and
' ' _ (r.8)
s® large is his conception of mutatio that even 'Phebus in amantem'/can be
included. This procedure enables Arnulf to move,as it were, out of the moral
limits of the kind of mutation he had déscribed.in the accessus into the domain

of all myth:'de mutatio & fabula', as Paule Demats puts it.3

In the Allegoriae; Platonic explanations are rare. Very few of the

. . 4
hundred and eighty-four allegories reflect a truly moral mutation . The Meta-

morphoses are obviously not easy to reduce to a single moral scheme, and

Arnulf shows no signs of attempting this. Instead he opens the poem to the
great variety of mythographical explanations and in doing so disjoints and

fragments it. His accessus becomes no more than an introduction to a manual of

1. fee Paule Demats,Fabula:Trois Etudes de mythographie antique et Médiévale
(Geneva,1973)pp.132-6; S.Viarge,La Survie d'Ovide dans la litterature
scientifique des XII et XIII siécles (Poitiers, 1966) ,p.97f£.,pp.109-10.

2; Ed.in D.A.Slater, Towards a Text of the Metamorphoses of Ovid (Oxford, 1927),
studied in B.Otis, 'The Argumenta of the so-called Lactantius',Harvard Studies
in Classical Philology,xlvii (1936),131-63.D.C.Allen,in Mystemously Meant
(Baltimore,1970),163,makes the absurd statement that the Argumenta were not
known in the Middle Ages.

3.Demats, op.cit.p.136.

4. e.g. I.5,Giants; II.6, Callisto;VI.14,Niobe;XIV.3,Circe.
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mythography, and his chief debts are to previous mythographers; to Fulgentius,

to the chapter on the pagan gods in Isidore of Seville's Etymologiae, and to

. 1
the Vatican Mythographers . The poet is forgotten, and the explanations are
weighed down with passives 'unde dicitur', 'inde fingitur'. Abandoning his
more singular premises, Arnulf allies himself with an established allegorical
tradition: 'Modo quasdam allegorice, quasdam moraliter exponamus, et quasdam
historice.'

This is not to say that Arnulf's allegories are uninteresting. Many are
ingenious and memorable, and they show the strength of the mythographical
tradition while adding to it. Arnulf especially favours historical, etymological,
and physical readings:

Filia Ladonis fingitur mutata in harundinem ideo quod fluvius ille
habundat harundine et de harundinibus compactis fiunt fistule. Ladon
fluvius est Grecie iuxta quem greci studentes invenerunt VII.artes quas
Pan id est totum,Roma scilicet que totum esse volebat id est rerum
omnium habere noticiam.Tandem Siringam mutatam id est artes grecas.de
greco in latinum transmutatas consecutus est, et cum eis cantavit.
But, as we see,here} the histbrical.ratiénalization tends to remove the meta-
morphosis altogether: the.allegory rests on a series of static and reductive
correspondences. Thus Echo, who is good report, is changed into rock because
echoes are heard in rocky places: 'Et mutata in lapidem dicitur quia in locis

: . 44 . . .
saxosis melius resonat echo quam alibi.' From the philosophical spirit of the

accessus we have moved to the more academic interests of the compiler 6f myths.

Indeed we may find that in the Allegoriae the alternative intentio that Arnulf

had proposed for Ovid .'Vel intencio sua est fabulas in ceteris libris dispersas
' 3 5 . : L e

in hoc volumine breviter colligere' triumphs over the one that had justified-

the whole undertaking, the theory of metamorphosis.

1. Etymologiae, VIII.xi; the three Mythographi Vaticani are edited by G:H. Bode,
Scriptores rerum Mythicarum latini tres Romae nuper reperti,(Celle,1834).
For Arnulf's borrowings,see Ghisalberti's notes to the text.

2; Ghisalberti, 'Arnolfo',p.201.

‘3. Ibid.p.203.

4. Ibid. P. 209.

5. Ibid. p.181.
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The movement away from an interest in the process of metamorphosis,
and in the significance that such transformation may have fbr the moral life
of man, to a concern with myth as fable and the variety of allegorical relations
that can be discovered for it marks the whole tradition of medieval Ovidian
study after Arnulf.Renaissance Neoplatonism is again to relate metamorphosis to
the condition of man: but this emphasis, though it derives from the same philo-
sophical sources as Arnulf's accessus, does not follow from it. Indeed it stands
in contrast to the kinds of Ovidian commentary that are to be found in the
thirteenth and fourteenth centuries.

Medieval poetry may also offer such a contrast. There is for example the
remarkable 12th century poem beginning 'Profuit ignaris' edited and discussed
by Peter Dronke} where the transformations of the gods for love become part of
a wider meditation on the force of love in the universe, uniting celestial and
eérthly natures and transforming one into the other. Physical and spiritual
analogies are held in sophisticated balance: the descent of .the gods shows the
divinity of love, but it may also show the corruption of the divine through lust;
human beings suffer in‘love, but their metamorphoses perpetuate their loves -
'Phillis it in florem per Demophoontis amorem!'2 The cosmological start to the
poem indicates that the poet, 'Iuxta Platonem'?wishes to show us the original
perfection of nature made changeable and corrupt through man's fall: mutation is
itself the Fall. Finally the loves of the gods may symbolize the mingling of
the four elements; thus there is a further cosmic implicationiThe poet, ironic
and detached, commits himself to none of these analogies; the poem is. also half;
way to being a seduction-piece. I mention this poem only to qualify what I shall
be saying about medieval Ovid commentary: I do not want to generalize ahout a
medieval 'attitude' to Ovid, impossible to categorize in any case if we remember
Dante's fierce 'overgoing' of Ovidian metamorphosis in the Inferno,XXV, and the

irony in the treatment of the Narcissus and Pygmalion stories in the Roman

de la Rose .

1; Medieval Latin and the rise of the European Love-lyric (2nd ed. Oxford, 1968)

Text,vol.ii.452-457; discussion,vol.i.232-238.
2. Line 101.

3. Line 140 et seq.The analogy is with the Timaeus.
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The most influential of Arnulf's. followers in the tradition of allegorized

. q. 1
Ovid was John of Garland, whose verse Integumenta Ovidii, composed around 1234,

was frequently interlaced with Arnulf's Allegoriae in medieval commentaries on

the Metamorphoses. John, a grammarian rather than a philosopher, has no interest

in relating the theory of mutation he receives from Arnulf to the explanations
he offers for the fables of Ovid. As Paule Demats neatly points out, John's
‘verses exhibit clearly the cleavage between 'le domaine philoéophique de mutatib
ét le domaine allégorique de fabula'2.

In his opening verses,Johh defines four kinds of mutation:'Ars et
natura, typus et magus, a genitura/ Mutant que pereunt, dant veneunt etemunt'
11-12). Creation is itself the material expression of the ideal world, and the
first metamorphosis is that of the elements out of chaos. This philosophy is
not carried further. For John metamorphosis is merely a figure of speech: his
allegories, mostly derived from Arnulf, simply state the allegorical eQuivalent
of the myth or its characters with mechanical brevity: 'Virtutes Superi,
viciorum turba Gigantes / Mens humilis Phlegra, mons tibi fastus erit.' (83-4).
He deals Summarily with Ovid's tenth book, explaining that the metamorphoses
here are not allegorical but express oniy an identity of name, property or state:
'Sic tibi Iacinctus flos est Cyparissus et arbor/ Taurus crudelis, bos meretri-
cis amor'(411—12)§ He refuses to consider the speech of Pythagoras:'Dogma quid
hoc fuerit Nasonem consule, doctis/ Quid dicatur adhuc hic, superesse volo' (503-
4):4and having thus skirted any dangerous doctriﬁes, closes on a Christian note:
the star to which Caesar is transformed is in fact the star seen by the Magi.

So commonly was John's poem quoted and interlaced with Arnulf's Allggorjaé

that the two together may be said to have inspired the medley of procse and.verse

1. Integumenta Ovidii, poemetto inedito del secolo XIII, ed. F.Ghisalberti,
(Messina & Milan,1933) Introduction,p.17.

2.Demats,op. cit.p.157.

3. The last two references are to the Cerastae and the Propoetides, lietamorpnoses
X. 220-242. w Gt p i5q

4. Paule Demats/believes that this refusal 'trahit une répugnance profonde a
réintroduire la mutatio que fabula avait evincée'; Ghisalberti notes (p.73)
that John's circumspection about a heretical doctrine is paralleled by a
-later allegorizer, Giovanni del Vvirgilio.

5. See Ghisalberti, ed. Integumenta, p. 1
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which is the Allegorie librorum Ovidii Metamorphoseos (c.1322—23)1 of Dante's

friend, Giovanni del Virgilio.Giovanni has some things to éay about metamorphosis
in ‘his accessusz, but not a great deal. He cites Boethius to prove that men
may'be transformed into gods, and an incident from the life of St. Aﬁthony to
illustrate magical metamorphosis, but his interest in these instances seems

not to extend bevond the purposes of classification. In a somewhat perfunctory
way he assigns the poem to ethics because ‘'omnes poete tendunt ad mqres'3.

The tone of Giovanni's allegories is both pious and pedantic. He is
greatly indebted to Arnulf, and also to Joﬁn?, but tends to favour moral
allegories more than they do: in most cases these consist in identifying moral
equivalents for each character. Phoebus is a chaste and modest person, Daphne
is Chastiﬁy itself, which takes root (becomes a tree) in the heart of thpse
who seek it (I.9). Moreover, academic dispute figures largely in his view of
Ovia's world: Hercules sustains a thesis, not the world, for Atlas, and Marsyas
is .a sophist and an exposed plagiarist (IV.25, VI.30).In’many cases the
explanations have a tired and mechanical air about them:

VigeSima secunda mutatio est de Medea, que voluit toxicare Theseum.

‘Per Theseum intelligo hominem virtuosum. Per Medeam novercam

intelligo personas malas, que odiunt Virtuosos.et persecuntur

ipsos. Sed virtuQsi prevalent, et eorum fama cantatur. (VII.22).
Mutatio has here become a name for any incident in the poem.

Giovanni does engage briefly with the pfoblems/of'Pythagorean metem-

psychosis: !quod erroneum est et hereticum nisi referatur ad mores'(XV.3), and he
the
sees it as figuring moral change. Earthly mutability is finally contrasted with/
immutability and permanence of the true God.Moreover, in the last transformation,
the stellification of Caesar, Giovanni sees an inverse felation«to Christ's
incarnation: we are urged thereby to a participation .in divinity{XV.22).

When we turn from the work of these medieval grammarians to the

greatest and most comprehensive of medieval allegorizations, the French verse

1. Ed. in F.Ghisalberti, 'Giovanni del Virgilio espositore delle " Metamorfosi " ',
Giornale Dantesco xxxiv (1933), 1-110. For the date of the Allegorie,see p.5.

2. Ghisalberti, 'Giovanni'pp.13-19, esp. 17-18.

3. Ibid. p. 19. |

4. Ccf. Ibid.pp. 34-5, and notes to the text.
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. . 1
Ovide moralisé (early 14th century) , we are immediately conscious of a great

difference of scope, motive and intention. In the first place, of course, the

Ovide moralisé is a much larger work altogether: where Arnulf or Giovanni

usually assign one meaning to each'fable, as tersely as possible, the QXEQQ
moralisé provides a considerably expanded translation, followed by a three—fold

or four-fold explication, in the manner of Scriptural.exegesis. The allegorization
considerably outWeighs the text. The writer takes his allegories from a wide
variety of mythographical. sources; but most ettention has focused on the

Christian significations he discovers for the fables, and for the subtlety and
variety of these he is alone responsible.

an anonymeus Friar Minor:,
The author of the 0V1dernorallse/&s the first to apply the exegetical

method in a fully developed form to classical myth. He proceeds to uncover
literal (histo?ical)( moral, allegorical (phySical or spiritual) end

anagogical (Christian) ﬁeanings: I use these terms as they are defined in
Dante's Conviyioz.ATC.one fundamental inconsistency, however, he pays no
attention. While_Scrithre is taken as true in ail~its four senses,'the'literel
truth of fable, if there is one, must undermine all’ its other meanings. Thus
;o say that Phaethon was a young astronomer makes it difficult to substantiate
that he is also to be taken as Lucifer.

To the author of the Ovide moralisé, however, these inconsistencies are

irrelevant. His interest is in mythography of a new kind, and the several

meanings established for the fables increase the work's encyclopaedic scope.

For him the Metamorphoses are a collection of fables:’

Pour ce me plaist que je commans
Traire de latin en romans
Les fables de l'ancien temps,
- S'en dirai ce que Jje entens -
Selonc ce qu'Ovides les baille. (1.15-19)

and his task is to discover the truths they conceal:

1, J.Engels, Etudes sur l'Ovide moralisé (Diss. Grdningen, 1945) pPp-bé-8places
the poem between 1291 and 1323, probably between 1316 and 1328. All citations

of the poem are from: Ovide Moralisé, poéme du commencement du quatorziéme

siécle, ed. C. de Boer, M.G. de Boer & J. van't Sant (Amsterdam, 1915-38)5 vols.
2. Convivio, II:i, in Dante, Tutte le Opere, ed. E.Moore (Oxford,1904)p.252.
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cestes fables
Qui toutes samblent mengoignables
Mes n'i a riens qui ne soit voir:.
Qui le sens en porroit savoir,
La veritez seroit aperte
Qui souz les fables gist couverte. (I.41-46)

The work is enriched by the multiplication of allegories. The question of Ovid's
own interests is not raised. For this poet, metamorphosis as a principle behind
the poem is of no consequence, because tr oem itself is permitted no

unifying virtue save that of comprehensiveness.

Since the poet of the Ovide mdralisé, then, is not specially interested
in the theme of mutatio, he is able to avoid the absurdities that result from
earlier attempts to classify all the fables under this head. It is only rarely

that he will refer to a particular story as a mutacion at all. The progress

from mutatio to fabula is virtually complete. And just as the contradictions

between different kinds of significance are iénored (Pentheus, who condemned.

the. Bacchanals, is a.saintly man persecuted by idolators, iii.2586-2596,, but

later, Bacchus is the true Lord, whose enemies are the Jews, the Pharisees and the

heathen, 2741-2823), the relation between myth and significanée too bécomes

exceedingly tenuous. This is especially the case with the Christian allegories.
These meanings, are often subtle and sophisticated, but there is 1little

effort to establish immediate metaphorical relations between fable and allegory.

The interpretation may work (as in Scriptural exegesis) through two removes

of metaphor or verbal association. Explaining the myth of Actaeon, the poet

says that God

Fist son chier fil dou ciel descendre
Au monde, et char humaine prendre,
‘Et tapir souz forme de serf.

Acteon fu muez en cerf,

Et detrenchiez et devorez

Si fu par ses chiens acorez,

Puis qu'il ot Dyane vele

Baignant en la fontaine, nue.

Dyane, c'est la Deité

Qui regnoit en la Trinité,

Nue, sans humaine nature,

Qu'Acteon vit sans couverture,

C'est 1li filz Dieu, (11i.627-639)
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Christ took the form of a 'serf'; Actaeon was transformed into a ‘'cerf';
therefore we may take Actaeon as Christ. In this.case, we may feel that the
structures of both myth and allegory are so powerful that their juxtaposition is
deeply fascinating: but it is unhistorical and indeed impossible to apply this

sense consistently to the Ovide moralisé . The author prefers to forget the

imaginative quality of the myth, even its actual events, once the relation is

established: his sens is then granted an independent life. The most scandalous

tales yield a doctrinal ﬁeaning: Myrrha is‘the Virgin, Adonis Christ.

La mirre amere signifie

Nostre mere, sainte Marie,

La .sainte, la vierge pucele

Qui de Dieu fu la fille et ancele. (X.3750-53)

The poet of the Ovide moralisé does not hypothesise a Christian Ovidl.

Indeed he can Christianize the fables only bv removinag the responsibility for
their meanings from the poet to the allegorizer. The sheer bulk of his additiomns
to the work makes it quite clear that he regards it as a compendium, to be
improved by accretion: 'Pour mieux acomplir ma matire/ Vous vaudrai raconter et
dire/ Un dit, qui n'est pas en cest livre' (II1.4583-5).Two principles’ are chiefly
at work in this process - that of the romance and that of the historical cycle.
Indeed in its historical and genealogical emphases the work may be seen as
looking forward to the mythography of Boccaccio. For Arnulf, Ovid was to some
extent a poet advancing a view of human nature through symbolic metamorphoses.
But for the later poet, neither the mutations nor the philosophy are of import-

ance; they would stand in the way cf the kinds of reading he offers.

It is impossible to determine how much currency the Ovide moralisé had

. - . 2
in succeeding centuries, though some twenty manuscripts of it survive. and

73

one of two abridged prose versions was produced as late as 1466-771t influenced

1. This was one medieval solution, embodied in the ps.Ovidian De Vetula
(c. 1260), a text edited by P.Klopsch(Mittelalt.Stud.und Texte II,Leiden,1967).

2. See ed. of de Boer, i.44-51, listing 19 mss.; he had not then seen the
Copenhagen Ms. Thott 399,20, studied by J. van't Sant, Le commentaire de
Copenhague de 1'Ovide moralisé, with crit.ed. of Bk.VII (Amsterdam, 1929).

3. For René of Anjou; ed. by C. de Boer, Ovide Moralisé en prose'from Vat. Ms.
Reg.1686 (Amsterdam,1954); the other prose redaction was transmitted through
Bibl.Nat. Ms.fr.137 and B.L.Ms.Roval 17 E. iv.
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‘the second version (c.1342) of the Latin moralization of the Metamorphoses, the

Ovidius moralizatus of Pierre Bersuire, Prior of St. Eloi de Parisl; but not

. , 2
the first version, produced around 1340. In this first version, the Ovidius

moralizatus, which comprises the fifteenth book -of Bersuire's huge Reduct "orium

morale, enjoyed a vast and independent circulation. It was printed by Badius
Ascensius at Paris in 1509 under the name of Thomas Walleys, a Dominican friar,

and translated into French to form the main part of the Bible des poétes, a

beaubifully illustrated Metamorphoses published at Bruges by Colard Mansion in

1484 and at Paris by Anthoine Verard in 1493.3 Bersuire's moralization has an

important mythographical introduction, entitled De formis figurisque deo:um:
and for the ‘iconography of this he consulted Petrarch, who had described ﬁhe
gods in his as yet unpublished Afriéa (iii.128—264).4

This humanist influence, though important in showing Bersuire's concern

for accurate and pictorial images of pagan deities, turns out to be ultimately

1.For Bersuire (1290?-1362), a Benedictine, see C.Samaran and J.Menfrin,
'Pierre Bersuire', in Histoire Littéraire de la France, xxxix {Paris, 1962)159-450.
2 There seems no alternative to a long note here. The first version of Bersuire's
moralized Ovid was made at Avignon c.1340. It was copied into numérous. mss. and
attributed to other mythographers of the age, such as Robert Holcot, Nicholas
Trevet and Thomas Walleys. Printed by Badius as Metamorphosis Ouidiana Moraliter
a Magistro Thoma Walleys Anglico de professione praedicatorum suhsganctissimo
patre Dominico: explanata (Paris, 1509), it was reprinted in 1511,1515 and 1521.
The 1509 edition was transcribed and reissued by the Institut voor Laat Latijn
at Utrecht as Werkmateriaal 1(1960) and 2(1962), under the supervision of J.
Engels. This-is the edition I have used.The second version, composed in Paris
c.1342 after Bersuire had seen the French poem and the Fulgentius metaforalis
of the Franciscan John Ridevall, and almost continuously revised by Bercsuire,
exists in a large number of mss. A stream of articles in the journal Vivarium,
from 1964 on, have signalled the progress being made on a critical editiom of
this (see,e.g.,J.Engels 'L'edition critique de 1'Ovidius moralizatus de Bersuire'
Vivarium ix (1971) ,19-24 and M.van der Bijl, 'Petrus Berchorius,Reductorium
morale, liber xv: Ovidius moralizatus, cap.ii',Ibid.25-48) .Chapter i of this
later version, the De formis figurisque decorum, has been critically edited by
J.Engels and issued as Werkmateriaal 3 of the Inst.voor L.Latijn, Utrecht,in
1966 .Most of my information comes from Engels'introduction to this edition.
In addition to the arts.cit. above, see F.Ghisalberti,'L'Ovidius Moralizatus
di Pierre Bersuireﬂ Studi Romanzi, xxiii(1933),5-136, and J.Engels,Etudes sur
1'0Ovide Moralisé (Diss. Gréningen,1945),23-45.
3.This also contains material from one of the two prose redactions of the Ovide
moralisé in French verse:the one in Bibl.Nat.Ms.fr.137 & B.L.Ms.Royal 17 E.iv.
4.Bersuire states this in the Prologus to his moralization:see P.Berchorius,
Reductorium morale lib.xv,cap.i De formis figurisque deorun, transcr.J.Minderga 3
from the ed.ofParis 1509 (Inst.voor L.Latijn,Werkmateriaal 1,Utrecht,1960)ff.I -II
For convenience, I use the foliation as givep from the original edition. Peharch’s
hame i3 m'!,n'nh) as ',;,_l‘b' .
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deceptive. Petrarch's elegant descriptions are free of moralizing attributes:

Bersuire'resets them in a framework of moralitates'l; Bersuire's predominantly

mythographical interests are revealed by this introduction, which, in its

first version, was widely influential.2

Bersuire makes a specific parallel between his aliegorical methods and
those of Biblical exegetists in his Prologus, where -he begins by quoting Paul:
'A veritate quidam auditum auertent: ad fabulas autem conuertentur ... Dicit
apostolus paulus praedicator & rigator fidei christianae'.Citing the use of

parables and figures in the Bible, he points out that the methods of poets is

similar: .
Sacra enim scriptura his & similibus fabulis solet vti vt exinde possit
aliqua veritas extrahi vel concludi. Simili modo fecerunt poetae qui
in principio fabulas finxerunt: quia per huiusmod% figmenta semper
aliquam veritatem intelligere voluerunt. (£.17)
Most fables have a sound historical or natural meaning, says Bersuire, quoting'
Rhabanus Maurus, but his special endeavour will be to extract the moral or
spiritual sense 'vt sic per ipsas fictiones hominum possint morum & fidei mysteria
. . e s e ' . . b
confirmari ... & Ouidius dicit.Fas est & ab hoste doceri.'(f£.I).The pagans are
thus to be confounded by their own fables. In his stress upon the spiritual
meaning, Bersuire distinguishes himself from the historical rationalizing of
earlier commentators:
non intendo nisi rarissime litteralem sensum fabularum tangere: sed
solum circa moralem sensum & allegoricam expositionem laborare sequendo
scilicet librum Ouidii qui dicitur metamorphoseos: vbi recBe videntur
quasi per modum tabulae omnes fabulae congregatae. (£. T7).
As this last statement shows, Bersuire is securely within the medieval tradition
of regarding Ovid's poem as a handy compendium of myth: which is in fact why he

chooses it for inclusion in his moralized encyclopaedia.

Where Arnulf, and to some extent, Giovanni, remain reductionist interpre-

1. Beryl Smalley, English Friars and Antiquity in the Early Fourteenth Century
(Oxford, 1960),p.263.

2. For the first version of the De formis, Bersuire used Fulgentius, the chapter
on the pagan gods in Rhabanus Maurus' encyclopadia,De universo, "'Alexandet’
(Mythographus Vat. III)and Petrarch; later he added to these from the French
poem and from Ridevall.S d. cik.f-l.l"—ll‘,and Gnyels' . op laler venien (t166) pp-#-5 : alse Tnyels’ lnb—
duchon , and Smalley op.cit. 262-3.Detached from the rest of the Ovidius Moral-

zatus, it served as the basis for the Latin handbook, Libellus de imaginibus
deorum; it was also translated into French and used as an introduction to the
Copenhagen Ms.Thott 399 2° of the Ovide moralisé, as well as to the Mansion-
Verard version.See E.Panofsky;Renaissance and Renascences in Westerpn Art (1960
rpt.1972) ,pp.78-81, notes 1-2,esp. Table on p.81l.
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ters, attempting to explain away the peculiarities of myth, the Ovide moralisé

and Bersuire have moved towards a stance which we might call fully allegorical.

The sense is distinct from the story and runs as it were parallel to it; the
organic narrative is broken into, its constituent parts, each of which has its
virtually independent allegorical equivalent.

Bersuire does not always provide a fully elaborated four-level interpret-
ation of every fable. But even where he does,as with the myth of Saturn devour-
ing his children, which he expounds 'litteraliter: naturaliter: historialiter:

& spiritualiter’ (f.IIa), he makes an absolute distinction between the alle-
gorical, or spiritual meaning, and all the others, which he regards as-inferior:
'Dismissis istis expositionibus dicimus allegérice'.(f.IIb).In place of Arnulf's

indifferent choice or conflation of expository methods, or the Ovide moralisé's

amplitude of alternatives ('Autre sentence i puet avoir'; 'donons 'a ceste fable/
Autfe sentence profitableﬂI.3075,3109ﬂ9we have a distinctive recognition that
in the case of pagan myth as against scripture, the four kinds of exegesis do.not
form an interdependent series, a ladder. Bersuire's imposed Christian allegory
is unhistorical in its details (Lychaon signifies the Jews who failed to recog-
nise the Son of Godv ) . but he avoids the larger unhistoricity of earliér
commentators, who present the various readings as if they could at once be true.
Thus, though in his Prologue Bersuire suggests as an example an historical
explanation for the fable of Atlas transformed to a mountain (f.Ié), he does not
use this in the text of his mofaliéation. In Book IV he offers several allegories
fdr Atlas: he is the avaricious and.subtle theologian, disputing of celestial
matters, but refusing to receive Christ (Perseus) in his heart; he is therefore
turned by the Devil (the Gorgon) to obstinacy and hardness of hearc. He may also
be interpreted as Christ himself, who sustains heaven and is the couinerstone of

2
the Church.

1.See Petrus Berchorius, Reductorium morale, liber xv, cap.ii-xv 'Ovidius
moralizatus' transcribed by D.van Nes from the ed. of Parjs 1509 (Inst.
voor Laat Latijn, Werkmateriaal 2, Utrecht,1962), f.XVIII. I continue to
give the foliation, as transcribed, from the original 1509 edition.

2. Ibid. fol. XLIIb.
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This last allegory may be taken as an example of the kind of reading
Bersuire especially favours. The equation of Atlas with Christ works, like that

. . , 1 .
in the Ovide -moralisé of Christ with Actaeon , at two removes; Atlas is fabled

to have been turned to stone, God made Christ, metaphorically, the cornerstone
of his Church. The transformation is itself irrelevant: other details of the
myth must be ignored. Bersuire can see in certain fictional transformations a
figure for moral chmgé, but transformation as a process holds no interest for
him. He is concerned rather with the metaphorical equations he can suggest for
each of the figures in the fable; the significance of the metamorphosis, if it
is considered at‘all, must be accommodated to each variation of meaning.

Thus Bersuire sees no single guiding principle in Ovid's poem. It is a
collection of fables, which exist almost independent of time as they are indep-
endent of author.Bersuire makes no attempt to attribute his meanings to Ovid; in
this he differs from the author of the French translation preserved in the
Mansion-Verard version, who, perhaps by
some rhetorical convention, shifts the responsibility to the pagan poet: 11
semble par ceste fable que Ouide entende la creacion de adam'z.

" Bersuire is the last of the great medieval commentators. If he differs
from the earlier ones like Arnulf and Giovanni, he is linked with the English
classicizing friars of the same period, rather than with the distinctively

~different attitudes of the humanists and of his friend Petrarch.3 It is true

that his moralization of the Metamorphoses appears to have had some popularity

up to the early 16th century, and the mythographical introduction, the De formis

figurisque deorum, has an even longer period of influence, fragments of it

appearing in the marginalia of printed editions of the Metamorphoses as late

as 1556? But it is mainly the descriptions, not the moralizations, which are

1. See above,pp. 25-6.
2. La bible des poetes. metamorphose.nouellement imprime a paris (Paris, A.Verard
1493) ,fol.ii .
3. The most important study of the friars is that by Beryl Smalley, English
_Fr;ars and Antiquity in the Early Fourtesrith century(Oxfora,1960).She notes,
p. 264, that Bersuire's links with humanism are closer than those of the
English friars, but acknowledges the great difference in the humanist attitude,
pp°1'81 280-298.
4.See J.Engels, Introduction to ed.of the later version of De formis (Inst. voor L.
Latijn, Werkmateriaal 3, Utrecht, 1966)p. VI.
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influential: the version in the handbook, the Libellus de imaginibus deorum ,

omits them.-:1 Bersuire's moralized-Ovid exists midway between formal school comm-
entary on the Metamorphoses and the preaching traditionz; it exhibits in its
entirety virtually none of the concerns which animate the antiquarianism or
classicizing of Petrarch.

The main points I would like to make after this survey of the medieval
ailegorizations of the Metamorphoses are these.In medieval commentary; beginn-

ing with Arnulf's Allegoriae (not his accessus) metamorphosis is lost sight of.

Ovid's poem becomes simply a collection of fables, with no special literary

rationale.Both in the reductive interpretations of Arnulf and John of Garland,

and in the elaborate doctrinal allegories of ﬁhe Ovide moralisé and Bersuire
the myth is made, in some degree, irrelevant.The interest of these commentators
in Ovid's poem is not literary, in the sense that the poetic qualities of the
narrative are ignored3; it is also not philosophical, in the sense that, after
Arnulf, no commentator attempts to propose a kind of philosophy for the poem
which is connected with the poem's ‘most apparent tﬁemes. As I stressed in my
discussion of Ovid himself, I do not beliéve such a philosophy to exist in the

Metamorphoses, but the theme of metamorphosis may certainly invite philosophical

speculation. The medieval commentators are interested not in metamorphosis as

a process, but in the allegorization of its products. The physical and moral tyﬁ%
of allegory naturally have to assign a meaning to the metamorphosis, but the
early commentators do not pursue these meanings very far, while thé later ones
replace them by doctrinal'readings in which the transformation is of practically

no consequence.. Most important, the Ovide moralisé and Bersuire offer a compre-

hensive re-telling of the Metamorphoses, narrative and allegory blended in an

interpretative point of view that no reader can escape.

1. The Libellus was edited by H.Liebeschitz, in Fulgentius metaforalis
(Stud.der Bibl. warburg, iv, Leipzig, 1926),pp.117-28.For the iconographic
tradition it represents, see Panofsky,loc.cit., and the somewhat outdated
account in Seznec,Survival (1972)pp. 170-9.The possibility of the Libellus
having influenced Chaucer is discussed in E.H.Wilkins, 'Descriptions of Pagan
Divinities from Petrarch to Chaucer' Speculum xxxii(1957),511-2L:for qualifi-
cations, see Panofsky, loc.cit.79-80 and Engels,Introduction to De formis,
(1966)p.XV; '

2. Cf.Smalley,op.cit.264n2,and J.B.Allen,The Friar as Critic(Nashville,1971)p.6.

3.Ghisalberti, 'Medieval  Biographies'pp.42-3,sugge,ts the emergence of an ‘'embryonu
kind of aesthetic judgment'; but this,I think, remains embryonic.
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III. Renaissance commentators and mythographers

The purpose of this long enquiry into the history of moralized Ovid has
beén not only to establish the traditions on which the Renaissance may have
drawn, but also to demonstrate that Renaissance attitudes are,in important

respects, distinct. Jean Seznec, in his The Survival of the Pagan Gods, argues

quite rightly that the allegorical tradition survived into the Renaissance,but
one implication of his invaluable book is that an unbroken line of continuity
connects medieval exegeses with later ones.It has become usual to stress this
continuity, and to explain the disappearance of certain medieval types of
interpretatioﬁ by an undefined ‘'lack of popularity', This is deeply misleading.

As in so much elSe, the distinctions.must begin with Petrarch. It has
been said that Petrarch bequeathed to humanism a neQ sense of history, which
gives to antiquity its own, separable, and unified value . fitienne Gilson points
out in a valuable article that Petrarch regarded his own age as one of darkness;
when he describes himself as standing on the confines of two peoples, 'simul ante
retrngue prospiciens' , he is-not céntrasting the 'Middle Ages' with the com-
ing 'Renaissance', but imagining himself in a twilight between ‘the pure radiance
of antiquity and a darkness when all knowledge of it would be~lostg In other
places, as in the famous apostrophe to the Africa3, Petrarch does however permit
himself a guarded optimism about the future.

What Petrarch hoped for, above all, was a renewal of the literary tradi-
tion under the new humanist ideal of eloquencé:' a purification of Latin diction
and grammar, a revival of Greek and a return from medieval compilers, commenta-

. 4 Coa
tors and originators to the old classical texts' 1In the De sui ipsius et

multorum ignorantia, he opposes to scholasticism 'Ciceronian eloquence, Platonic

n
wisdom and Christian piety'sz and ig/is these three terms, literary, philosoph-.

1. See T.E.Mommsen, 'Petrarch's conception of the "Dark Ages"', Speculum,xvii
(1942) ,226-42; . Smalley, op. cit. 292-8, and Panofsky op.cit. 10-11.

2. ﬁ.Gilson,'Sur deux textes de Pétrarque: II. "In confinio duerum populorum"',
Studi Petrarcheschi vii (1961) ,42-50. The quotation is from Petrarch's
Rerum Memorandarum Libri, ed. G.Billanovich (Florence,1945) I.19. ;

3. Africa, IX. 451-77: ed. N. Festa (Florence,1926). ,

4. L.Thorndike, 'Renaissance or Prenaissance?' JHI iv (I943), p.68; the sentence
is applied to Petrarch by Panofsky, loc. cit.11.

5. The Renaissance Philosophy of Man, ed. E.Cassirer, P.O.Kristeller and J.H.
Randall, Jr. (Chicago, 1948 rpt.1971),Introduction, p.14.
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ical and religious, that Renaissance attitudes to myth, Ovid and metamorphosis

are to be redefined.It may be interesting that Erwin Panofsky describes

Renaissance man's 'change of heart' itself as a sense of "metamorphosis";l
The early humanist editions of the Metamorphoses, beginning with the

editio princeps of Ovid's Opera, published at Bologna by B. Azoguidus in 1471

and reprinted at Venice in 1474 and at Parma in 1477, contain nc commentary at
all? Politian, who owned the copy of the 1477 edition now in the Bodleian,
annotates it throughout in his own hand, but his notes are mainly textual.He
collated this edition with two old codices3 and marks variants, as wéll as
passages of special interest;he also provides some summaries and quotations
from Greek authors{4 The atmosphere .of humanist learning | surrounds the
1502-3 Aldus edition of Ovid's works in 3 volumes, printed at Venice; it is
conveyed by Aldus' prefatory epistle and the 'Index graecolatinus' ? but this

again ‘is a plain text without commentary.The new value placed on the text of

Ovid in these editions, and on the reader's uninterrupted access to it, is,
curioysly enough, not impaired in the most'thoroughly annotated of all Renai-

ssance editions of the Metamorphoses, and the most popular - that of Raphael

Regius , first published at Venice in 1492.
The Regius commentary ié scholarly and critical, not allegorical: it

applies to the text of the Metamorphoses the methods of the new humanist scholar-

ship, expounding meanings, noting parallels, and above all remarking rhetorical
felicities. In his commentary Regius will mention moral meanings only inCident-
ally; but in a long preface, he states his absolute conviction that thé trans-
formations in the work have moral significance, and finally:'Sed quid de Meta-

morphosi multa? Exemplar mihi, vt semel dicam, totius humanae & ciuilis vitae

1. Panofsky, op. cit., p. 37.

2. I have examined the last two, and gather they are reprints of the ed, prin.,
from J.M.S. Cotton, 'Ex libris Politiani: Incunabula Bodleiana', MLR xxxii
(1937), 397. T

3. See Bodl. Auct O Iera II. 9, ms note on fol. 440r : this is transcribed in
Cotton, art.c%t. 398n, with a slight error —V'Aud%toribus' for 'Adiutoribus'

4. E.g. fols. 607, 101 (special interest) ; 76 _, 86 (Greek parallels etc.)

5. Ovid, Opera omnia (Venice, 1502-3), i.sig.a2 ‘V, a4’ - fur.

See also Opera omnia (Aldus, Venice, 1515-16), vol.ii for an edition with

some textual notes but no allegories




34

esse vide/pur’l. He goes on to emphasise the poem's copiousness and elegance,
and its usefulness in the instruction of schoolboys.2 By 1513, fifty thousand
copies of this edition had been printed; Regius' commentary was supplemented by
the critical notes nf Jacobus Micyllus in a Basel edition of 1543, and to the
end of the sixteenth century the Regius-Micyllus version remains the standard
Renaissance edition.George Sandys used it in the 17th century, and Golding may
have done so as well?iln 1601, a variorum edition of Ovid's works was published
by Wechel at Frankfurt, and this brings together the notes of a large number of

Renaissance scholars: Regius and Micyllus are naturally given pride of place

in the Metamorphoses commentary , and the Observationes of Hercules Ciofanus

follow. It is notable that the emphasis throughout is on textual, critical,

and , to some extent, antiquarian matters. The Regius edition was, as D.P.Harding
remarks, probably intended for use in schools, and its huge number of printings
may indicate that it was so used? It is important to note; then, that

it communicates, first, an assumption that the Metamorphoses can.be straight-

forwardly moral and instructive, even without elaborate allegory; and second,
that the poem is valuable above all for its literary qualities, for its richness,
and for its multifarious associations with the whole of classical history and
myth.

However, presumably to fill a need; the early Regius editions are supple-
mented , in the first book, by the 'tropological'commentary of the Dominican
friar, Petrus Lavinius: these editions begin appearing in 1510 and continue fow
the first forty years of the century.5 Lavinius offers an extreme Christianisa-

tion of Ovid's poem, suggesting that the poet is the unwitting medium for the

1. To Francisco Gonzaga of Mantua, dated Venice 1493. I quote from a variorum
edition of Ovid's Opera omnia (Frankfurt,1601) Tom.III, In que Metamorphoseog
lib.xv. Cum commentariis Raphaelis Regii,& Annotationibus Jacobi Micylli syg.)(3"

2. Ibid. s@i W3¥-V.

3.sw D.P.Harding, Milton and the Renaissance Ovid (Illinois,1946)pp.18-21.

4. Ibid.p.19.John Brinsley, A Consolation for our Grammar Schooles (1622), facs.
ed. by T.C.Pollock (New York, 1943)p.66, recommends for use a Regius edition.

5. See Harding, op. cit.p.20, and J.Engels, 'Les commentaires d'Ovide au XVI
siécle' Vivarium xii (1974),7.
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profoundest Christian truths:'hoc tamen suis verbis spiritus sanctus nobis
. L . . .
ape{vplt'. Lavinius' commentary returns us to the assumptions of Bersuire; it

appeared, indeed, the year after Badius had printed the Ovidius moralizatus

under Walleys'name. In our quick leap from Petrarch to humanist ediLjnns, we
have ignored the popularity of Christian moralizations throughout this period.

It is indicated by the Mansion-Verard conflation of Bersuire and the Ovide moral-

< . 2 4 C . .
sé in prose, as well as by the printing in 1497 of G.Bonsignori's abridged and

allegorized Metamorphoses in Italian, a text dating from 1370? Caxton's English

translation, surviving only in manuscript,is based on something like the Mansion
text? and Christian allegories are also provided in Augustini's ttalian version.5
It may be significant that several of these are in the vernaculars, where piety
is more at a premium.

Lavinius' preaching duties apparently kept him from completing his commen-
tary? perhaps more was not demanded. Petrarch had pleaded not only for textual
accuracy but for a new ideal of historical truth. With the growth of humanist
scholarship, Christian readings of pagan myth must increasingly have seemed un-

historical and insensitive.They may not have been universally accepted: Rosemond

Tuve analyses one of the prosée versions of the Ovide moralisé to show that doc-

: : . . 7 - .
trinal meanings were even then being excised. Satirical attacks on the moralizers

of the Metamorphoses are made in the Epistolae obscurorum virorum (1515) ,LetterT.

28 (here the version of Walleys—Bersuire is mentioned)8 and by Rabelais in the

- 9 . < : . ,
Prologue to Gargantua , where a certain 'Frére Lubin' is the culprit.

J.Engels identifies Lavinius as Lubin, and suggests that the attacks,not

1. P.Ovidii Nasonis poete ingeniossimi Metamorphoseos libri xv.In eosdem.libros
Raphaelis Regii luculentissime enarrationes. Neque non Lactantii & petxi
Lauinii commentarii non ante impressi (Venice,1527), fol.14".

2. See above,p.27..

3.0uidio methamorphoseos vulgare (Venice,1497) See Proemium for date of -compo-
sition.

4. The Metamorphoses of Ovid tr. W.Caxton,1480, facs.of the Phillipps Ms. (Bks.1-
9) rand the Pepys Ms. (Bks.10-15) in Magdalene College,Cambridge(New York,
1968) ,2 vols.

5, Tutti gli libri de Ouidio Metamorphoseos tradotti dal litteral in uerso uulgar

con le sue Allegorie in prosa... per ¥icoéo Agustini (Venice, 1522).

Lavinius, ed.cit.note 1 above, fo0l.27 -27 .

Allegorical Imagery (Princeton,1966 rpt.1977)pp.310, 313.

See ¢e&d.of F.G.Stokes (Lomdm , 1909)p.74% . '

F. Rabelais , Oeuvres complétes ed.J.Boulenger & L.Scheler (Paris,1955)p.5.

O oo~JOo
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ohly of Rabelais,but also of Erasmus and Luther,on doctrinal readings of the

Metamorphoses, created such a stir that all these three authors, as well as
'In Ovidii Metamorphoseos libros commentaria sive enarrationes allegoricae vel
tropologicae' were placed on the Index of 1559 promulgated at Rome.lThe Church
may have had other reasons for condemning Rabelais, Erasmus, and LutHer; but Eﬁg—
eis is certainly right in relating the ban to the disappearance of the Walleys-
Bersuire versions (and the Lavinius allegorizations) around mid-century.
Melanchthon and Luther had condemned_the methods of Scriptural .exegesis
itself.Melanchthon regards allegdry with suspicion,~distrusting the dislocation
from the plain literal sense.He warns against a misuse of the four-level

interpretation:

In talibus locis nihil opus est mutare historiae uerba, sed a similt
talia argumenta ducuntur.Haec duximus adscribenda esse, quanguam
olim e scholis ac templis omnia illa Monachorum de quatuor sensibus
explosa sint: tamen quia nonnulli plus satis hanc prodigiosam
uarietatem in interpretando amant, propter autoritatem ueterum,
quorum aliqui allegorijs immodice delectantur; uolui lectorem monere,
ut ad Metamorphoses illas iudicium adhiberet.
It is this tradition of mbnastic study that Luther attacks in his Lectures on
Genesis. Allegory is intrinsically distasteful to him (‘'exempla & uestigia patrum
me terrent'), but he is especially offended by the attribution of doctrinal.
meanings to myth: 'quidam Metamorphosin Ouidij in allegorias uerterint. Mariam
3 . X -
fecerunt Laurum: Apollinem Christum' . Yet Luther himself uses myths as moral
exempla, and Melanchthon declares 'Fabulae omnes pertinent aut ad mores, aut ad
4 . R
scientiam naturae, aut ad historiam' . I believe their criticisms to have worked,
not in proscribing all allegory, but. in helping to end the tradition of a Christ-
ianized Ovid. In doing so they may have helped to revive the allegory of the

poets in place of that of the theologians.

Erasmus and 'pietas litterata'

So far, I have noted the scholarly and critical char«cter of humanist

editions of the Metamorphoses, and the fact that although the Christian allego-

1. J.Engels,'Les commentaires d'Ovide au XVIe siécle',Vivarium xii(1974) ,3-13.

2. P.Melanchthon,Opera, Vol.ii (Wittenberg,1562),p.34. See also Institutiones
‘Rhetoricae (Cologne, 1518), pD4a*- E1*

3. In primum librum Mose Enarrationes (Wittenberg,1544—60),iii.fol.cxviiv. This
passage is cited by Seznec, Survival, p.96n.

4. See Luther, op.cit.fol.cxxvY ; and Melanchthon, De Rhetorica libri tres
_ (Wittenberg,1519), c2v
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ries survive up to a point, they are under attack'in,the‘16th century.I think
that the Renaissance poet is uniquely in a position to respond to the imaginative
qualities of the myths of transformation, but he is also uniquely conscious of
their moral significance. The second part of this attitude owes almost everything
to Erasmus, certainly the most influential man of his age. Allegory is for
Erasmus an important insfrument in drawing the whole of classical literature into

. . : : 1 e
an educational programme which is moral in essence. In the Enchiridion, he

argues that myth should be read in the same way as scripture:'Sed uti divina
Scriptura non multum habet fructus, si in littera persistas haereasque:Ita non
parum utilis est Homerica,Virgilianaque Poesis, si memineris eam totam. esse alle-
-goricam'z. Significantly this kind of enquiry is immediately associated with
Platonic philosophy. Attacking the dry subtleties of the scholastics, Erasmus
proposes ‘a renewal of Pauline and patristic exegesis. He is careful to specify
that any truth is Christ'sB; but refers the pagan fables not to doctrine, hut
to the moral life of man. Proteus is the. human mind,_transformed by the pa<-:iions’
to the qualities of beasts4; the<cﬁps of Circe symbolize sensuality, the apo-
theosis of Hercuies shows the ascent of the virtuous to heaven?

The myth of Circe is one that Erasmus puts to recurrent and memorable use.
It seems above all to illustraﬁe his sense of the need for man to preServe‘his

humanitas through reason, study and judgment. We may recall a splendid passage

from the Adagia (Dulce bellum inexpertis), where Nature adjures man: 'Quae Circe

nativam vertit formam?‘...Ego'te divinum quoddam animal finxi,'quid venit in
mentem, ut te ipsum in tam immanem belluam transformares, ut.nulla jam bellua,

6 .
futura sit bellua, si cum homine componatur?' In the De copia rerum, Erasmus

expounds the  allegories to be found in myths, and provides a long explanation

of the story of Circe: those who will not be guided by reason are no longer men.

—
.

See the discussion of pietas litterata in R.R.Bolgar, The Classical Heritage
and its Beneficiaries (1954 rpt.New York 1964), pp.336-40.

D.Erasmus,Opera omnia (Leiden,1703-6)v.7E-F :Enchiridion militis Christiani,II
Ibid. 9D-E.

Ibid. 18C: Enchiridion, VI.

Ibid. 29C-D.

Opera omnia, ii. 954F-955A.

Opera omnia, i.91B-D. De duplici copia verborum ac rerum, II .

NOYO e W
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Man, of all the creatures, is in constant danger of transforming himself to a
monster or a beast; the price of humanity is eternal vigilance. Erasmus makes his
most serious and forcéful use of these ideas when writing on a subject very close

to his heart, in the De pueris statim ac liberaliter instituendis libellus. He is

horrified that a child's education may be neglected:
An non abominandum ostentum habeatur animus humanus in corpore bestiae?
quemadmodum legimus apud Circen homines veneficiis mutatos in leones,
ursos, ac sues, ut in his tamen esset mens hominis, quod idem sibi usu
venisse prodidit Apulejus, neque non credit D.Augustinus homines verti
in lupos. Quis sustineret ejusmodi monstri pater appellari? ...
Natura quum tibi dat filium, nihil aliud tradit, quam rudem massam. Tuae
partes sunt, obtemperantem & in omnia sequacem materiam in optimum habif1
tum fingere.Si cesses,feram habes:si advigiles numen,ut ita loquar,habes.
For Erasmus, education is truly'a shaping and reforming process. His image of
man is closest to the one proposed by Plato in the Republic IX.588b ~589 ,
'like the composite creations of ancient mythology, such as the Chimera or
Scylla or Cerberus, ...in which two or more different natures are said to grow
into_onéﬂ,,the human struggling against the monstrous or the bestial. In the

end it may seem that only humane studies can preserve this humanity.

But in spite of Erasmus' seriousness here, we must note that the passages

cited from the Adagia and the De copié, are, essentially, illustrative.They
function as models ofAhow to write; how to use classical parallels: the piece on
allegory in tﬁe De copia is followed shortly by advice on making lists of
examples ;'aptly for my theme , the illustration given is of examples for
changeableness or inconstancy?Erasmus' most lasting influence as an educator is
in the dissemination of such models: so that it becomes completely natural to
use mythical parallels, makes them into proverbs. Myth is tamed by such means:
the educative purpose of Erasmus removes the disturbing elements of pagan fables
and converts them to a source of delight and instruction.Erasmus himself recomm-
ends selective readings in the classics, and, later, Vives recommends expurgation?
The Erasmian view is a very important one, but in my next chapter, I shall
supplement it by others. Before that, I would like to look at three Renaissance

treatments of Ovid.

1. Opera omnia, i. 493D-494A.

2. Ibid. 103E-104F.

3. €f. Bolgar, op.cit.339-40, and J.L.Vives,De tradendis disciplinis III.5
b. by T.F. Webson as Vives on Educakion (Cambvidge , 1913 ) p. 128 .
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Three versions of the Metamorphoses: Sabinus, Aneau and Golding

I have chosen these examples because they are close together in time
and all belong to the middle of the sixteenth century: and they are all, i think,

influential. George Sabinus' Fabularum Ovidii Interpretatio was given as a series

of lectures at Kdnigsberg and first published in 1554: it was reprinted at the
university press in Cambridge in 1584. Barthélemy Aneau contributed a long
allegorizing preface, and marginal moralizations, as well as his translation of

the third book, in Trois premiers liures de la Metamorphose d'Ovide; Traduictz

en vers. Francois (Lyons, 1556). Arthur Golding's translation of the Metamorphoses

into English verse in 1567 is well known..
‘Sabinus' book is interesting for several reasons. In the first place it.
is assigned to Melanchthon by the 19th century editors of his Opera: they include

among his classical commentaries an Enarratio Metamorphoseon Ovidii which is

v 4 B 1
this work, always printed (they list 16 editions) under the name of Sabinus.

Sabinus was Melanchthon's son-in-law. Although both Melanchthon's Enarratio

and Sabinus"Interpretatioiare'discuséed and cited by modern writers such as
D.C.Allen and James Nohrnbergz, they clearly have not examined either the one or
the other, since they are unaware that the two works ére one.?I-am not competent
£O‘judge the evidence brought by Melanchthon's editors for giving the work to
him: his other commentaries are not very similar. Since this one was alwaYs
published as the work of Sabinus, I shall discuss it as if it were written by
him.It may be noticed that Melanchthon is twice mentioned in the course of the
interpretation - a strange procedure if it were all his?

For Sabinus his father-in-law's strictures about allegory seem to have
operated precisely as a warning and no more: indeed they sexrve to distinguish
the new kinds of allegory from the old, and to formulate a peculiarly Renaiss-

ance ideal of 'concinna allegoria'. The interpretation must be both elegant

1. Philippi Melanthonis Opera quae supersunt omnia, ed.C.G.Bretschneiucr and
H.E.Bindseil (Brunswick,1834-60),xix.496-654. Prefatory note by the editors,
citing editions, 496-7. _ 35

2.Don Cameron Allen, Mysteriously Meant (Baltimore,1970) ,p.178n" ", pp.179-82.
J.Nohrnberg, The Analogy of the Faerie Queene pp-113n,401n,521,613 ; 611-2.

3. I have compared the Cambridge edition (1584) with that in the Melanchthon
QOpera; they are identical, except that a preface by Sabinus is excluded in the
. latter. | . : )

4. Opera, xix.p.559, p.587. The editors suspeck an alerabion by Sabinus heresthp.559.
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and appropriate:

Et hanc ipsam curam guaerendi concinnas allusiones, & vitandi monstrosas,
& seruandi modum prodesse iunioribus ad formanda iudicia non dubium est.
Et recte assuefacti in his puerilibus exercitijs postea circumspectiores
‘erunt in enarratione doctrinae Ecclesiae: nec ludent intempestiuis, in-
sulsis, & absurdis allegorijs,vt Origenes & Monachi,qui vt Protheus

Omnia transformat sese in miracula rerum
Ignemque horribilemque feram, flumiumgue . !iquentem.

Ita isti omnibus materijs sine discrimine quaslibet figuras induer-
unt. Vt autem haec licentia perniciosa est, ita concinnae allegorlTe in
loco adhlbltae, magna & dulcia sunt ornamenta,& memoriam adwtuant.’

Thus the allegory of the poets is to serve indeed as a model for the allegory
of the theologians.
Sabinus' commentary is one of the books that, around the middle of the
leth c¢entury, replaced the old moralizing explications: it is a product both of
vhumanist scholarship and of the Renaissance reverence for classical myth” as the
vehicle of profound truths. Sabinus is convinced of the moral purpose of?poet;y:
Poetica nihil aliud est nisi Philosophia numeris & fabulis concinna;
qua honestarum artium doctrina,& praecepta de moribus illustrata
regnorum exemplis continentur.
ovid's purpose in relating these fables is to show divine providence, and so
he chooses the structure of a 'carmen perpetuum' - 'autor persequitur quandam
historiae seriem ab initio mundi ad sua tempora deductam, qua docet res humanas
| ' 3 o
non casu aut fortuito ferri, sed gubernari diuinitus'" . The poem is richly

comprehensive, including history, geography,astronomy, physics and natural

sciences: a thesaurus eruditionis ‘cuius quidem lectio conducit, primum ad

formando$ vitae mores; inuitant enim nos exempla ad virtutem,& a turpitudine
dehortantur.'4 The subject of the work is transformation: and these transforma-
tions indicate the monstrous deformities of lustful and degenerate men? But
Sabinus gives an important place to the poem's function as a model of the
humanist ideal of eloquence: he has already gquoted Erasmus on the delights,

as well as the instruction, of poetry.

l.Fabularum Ovidii Interpretatio, Ethica, Physica et Historica (Cambridge,1584)
€ 3 : DeQ}catory preface.
2. Ibid. ¢ 7 G.S.De Vtilitate, Argumento, ac titulo operis.

3. Ibid. ¢ 8~.

4. Ibida. q 8% 7V,

5. Ibid. ¢ 8"

6. Ibid. « 8v, q 8r.
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It is possibly this new, specifically literary approach to the classics,
(as seen more exclusively in the Regius- Micyllus version) that is responsible
for Sabinus' restatement of a single moral principle for the poem, the theme of
transformation. Sabinus is concerned with the interpreting of Ovid's fables; to
some extent, then, his interests coincide with that of the Renaissance mytho-
grapher. Nevertheless, for him the poem has an inaependent artistic unity, which
he defines in terms of its theme.

Sabinus' interpretative method is to take a sdbstantial section of the
poem, comprising sometimes several mutations, énd then to analyse the more
important ones. The fables are enumerated according to the principle established
by Lactantius Placidus; but the selection of interpretative units is individual,
and the attribution of significance too is selective. Thus the fable of the
disguised Mercury (I.669-81), ﬁoted by Lactantius as 'a mutation: 'Mercurius in
pastorem', i1s numbered by Sabinuslbut neither clearly mentioned nor explained,
though Sabinus has much to say about Mercury as a symbol of eloquence.Moreover,
rhetorical felicities ‘are noted in the margin; Sabinus' real intentionsias.critic,

mythographer and pedagogue are seen to be straining against the traditional

division of the poem into a series of fabulae conveniently termed mutations

Moral and physical readings are preferred: fulfilling the ideal of a:con-

cinna allegoria, they also express characteristically Renaissance interests. The
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