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Introduction

Thomas Lodge'sScillaes Metamorphosigias considered the first epyllion, or
mini-epic poem, of the English Renaissance litemtand it was published in
1589. This stylistic genre flourished in Englandi groets dealt with it with the
purpose of writing mythological poems on the exammf ancient and
contemporary authors.

The most famous epyllia are Christopher Marlowtso and Leande1593) and
Shakespeare¥enus and Adoni@Game year), both of them influenced by Lodge's.
However, other epyllia were published in that paridor example Thomas
Heywood'sOenone and Pari§l594), Michael Drayton'&ndymion and Phoebe:
Idea's Latmus(1595), Thomas EdwardsSephalus and Procrig1595), John
Weever'sFaunus and Melliflora(1600) and finally Francis BeaumonB8almacis
and Hermaphroditi§1602).

Similarly to epic poems, from which they gainedithame, Renaissance epyllia
are narrative poems: on the basis of Greek and Romahology, XVI century
poets revitalized ancient myths by accommodatiregmtho tales of their own
creation, inventing new stories and plots, whichienthe result of their immense
fantasy and imagination.

The name of the genre “epyllion” comes from the eBrélexandrian periodc(
3rd—-2nd century BC), when it meant “little epic’g, of limited dimensions and
whose subject was love with mythology as its metaighl setting. Being short
works about romantic tales, they do not deal wéal repic, that is to say with
heroes' deeds, they are considered antiheroic paamthat some of them have
been compared to pastoral works. Even though sttt focus is on Greek
tradition, their erotic themes derive from Ovid.

The epyllion (or mini-epic) flourished briefly inngland in the 1590s. Like
the epic poems from which their modern name derigpgllia are narrative
poems. There is not set stanza form or length jytia are usually written in
an elevated or consciously poetic style that someticomes close to parody.
Rather than dealing with war and matrtial braveg ey subjects of classical
epic) they are usually concerned with erotic lonel are often classical in
their subject matter. In their focus on desire #rar sexual frankness, they
offered contemporary readers “ a holiday from nityralWhereas Homer and
Virgil were the chief inspiration for Renaissangicepoetry, the erotic verse
of Ovid was the key model for Renaissance epyllid.Most of these witty,
sexually risqué poems catered for the sophistictastes of the classically



educated aristocrats and gentlemen associatedthdthondon law schools
and the universitiés

“Epyllia” — a name which was used in the XIX cemntdior the first time — were

usually written in Greek dactylic hexameter andsprged vivacious descriptions:
Scillaes Metamorphosiss pervaded by “natural” situations where plantsl a
flowers come to life.

Furthermore, being a sort of continuation of Gregkllia, they are imbued with
scholarly and erudite allusions: as a matter of fiacs common to find among

their lines some references to both ancient andeogporary poets; for this
reason, the tone is elevated, much in the sameawajegies.

The word (from the Greek, 'little epic’) was fitsted in the 19th century to
describe classical poems that told a story whosgesu was love, with
mythological allusions and at least one major digian. The tradition dated
from the time of Theocritus (d.250 BAeleus and Thetigy Catullus (.54
BC) is a late Roman example. The term became appliepost-classical
literature, especially the erotic treatment of nojtigical narratives in
Renaissance poetry. Shakespeafetsis and Adoniand Marlowe'sHero and
Leander are major English examples. Thomas LodgeScillaes
Metamorphosis (1589) and Francis Beaumont'sSalmacis and
Hermaphroditug1602) minor one

As far as Thomas Lodge himself is concerned, he veamsiliar with the

contemporary poetry of the Pléiade movement in ¢gaas a matter of fact he
was engaged in translations from it, and thank tlee playwright was aware of
the continental rediscovery of Ovid's poetry. Thogjch in the same way as

Shakespeare, also Lodge wanted to rise from thigavuof theatrical writing, in

order to reach the high status of poetry.

Lodge had presented himself, much as Shakespeartowa in the title-page
epigraph toVenusas abandoning the crowded and “vulgar” environnmadnt
the playhouse, along with the “penny-knaves” whadid seats there, in
favour of the solitary dignity of upmarket verseidmg. As he moved from

historical drama to Ovidian verse narrative Lodgpged into an arena which
appeared to promise true “fame”. Even the poemhspunningly reflects this

transition, for a pugnacious male “Scilla” has beeaetamorphosed into a
delicate female orie

1 S. KeenanRenaissance Literatur&dinburgh, Edinburgh University Press, 2008,58.1

2 I. Ousby, The Cambridge Guide to Literature in Englis€ambridge, Cambridge
University Press, 1998, p. 324.

3 W. Shakespear¥enus and Adonign K. Duncan-Jones and H. R. Woudhuys®&lnakespeare's



The poet (circa 1558-1625) entered the English dt@nscene as a playwright: in
particular, he is famous for publishing his progmanceRosalynd(1590), which
would will be recognized by critics as the workrfraovhich Shakespeare took
inspiration for hisAs You Like |tand which was published the same year as the
Arcadiaby Sidney and the first three BooksTdfe Faerie Queenay Spenser.
Being born into a family of London mayors, LodgealWwned his parents' will, in
order to completely dedicate himself to literatuHaving received a classical
education, he was very keen on mythology and paagolove, so that he
influenced other English writers to compose mythadal erotic poems. He
gained popularity thanks to hBefence of Playsalso calledHonest Excuses
which however was censured and stood for an answ8tephen Gossonkhe
School of Abuseto which Sidney'©efence of Poesistood as an attackle
publishedA Looking Glass for Londof1587), together with Robert Greene.
Since he had been accused of heresy, and for #aison he had financial
problems, he joined the army and voyaged abroathg¢oCanaries and Azores
from 1586 to 1587. After his return, he entered Wmversity of Avignon, with
the purpose of graduating in medicine. Apart fr8gillaes Metamorphosiand
Rosalynd he is also famous for his woRillis (1593), which was published the
same year offenus and Adoniand of the murder of Marlowe.

He then returned back to Belgium, where he hadllifice some years, and he
worked there as a physician, until in 1610 he whsvad to practise in London,
where he finally died of plague in 1625.

As for our subject, Thomas LodgeScillaes Metamorphosisediscovers the
original Ovidian myth of Scylla's metamorphosisalievith in Metamorphoses
Book X1V, lines 1-74.

The subject of metamorphosis is present in differ@artures, from the most
ancient to the most recent. It was a topic cargfalhalysed and studied by
authors, who used to find in mythology a wide fiefdmetaphors and allegories
to deal with. The idea of metmorphosis is so aridieat it started in prehistoty

and testimonies of that are traceable everywheral] cultures.

Poems].ondon The Arden Shakespeare, 2007, Introduction pp. 22-23
4 R. Bertini Conidi, D. A, Conci, N. Da Costdpstri Divini Fenomenologia e logia delle
Metamorfosi Napoli, Guida, 1991, p 10.



Scillaes Metamorphosiwas entered the Stationers' Register on the 2R ®ber

1589 asThe story of Glaucus, and Sylla

[...] Lodge mingles the erotic, the playful and thagic very much as

Shakespeare was to do. And though Lodge himselflatas to be charged

with plagiarism, he here made a gift to other pastshe fruitful topic of

Venus's tragic grief for Adonis. The sea god Glaudescribes Venus' sorrow

as an exemplary model for the sufferings of himselél the water nymph

Scillee.
The episode of Glaucus and Scylla depicts a paugbei epic development of
Metamorphoses the central thread of the heroic discourse sti@my some love
stories, such as Ceice and Alcione's, Galatea la€yclops', the story of King
Midas etc. Each of them is set in an isolated pléefrom the city and society,
from Troy and Rome, whose foundation is the maamté of Virgil's epic poem.
Hence, with Ovid, the reader abandons the civilireggt in order to discover a
natural, rural, primitive location: sea settingslahds, caves, woods and groves
become romantic places more suitable for such $tmees.

Nel piu raffinato e urbano dei poeti, Ovidio, gliai tendono ad allontanarsi
dalla citta e dirigersi verso i cespugli, i rus;edli stagni, le montagne o |l
mare. La maggior parte dei personaggi dslltamorfosi spezza in effetti in
senso regressivo la barriera tra natura e culessi: tornano a fondersi nella

natura, e diventano una parte del paesaggio cetfesticf.

Moreover, the real essence of Ovid's poem is ulestalndefined, irregular.

Segal's own words are enlightening:

Nelle Metamorfosile digressioni non sono occasionali: € tutta |deniza del
poema a essere digressiva, nel carattere e niddlolsmondo di Ovidio, al
contrario di quello virgiliano, non conosce un cerdtabile: vacilla, e talvolta
frana. La sua immagine e proprio la metamorfosit Fessere ma il divenire,
non l'essenza, ma l'esistenza, non l'eternita maamhbiamento, non il

messaggio ma il mediuf.

According to Segal, the general theme of Books AHt XIV is precisely Love.
As a matter of fact, being overwhelmed by desiraa isurrent idea: Scylla's
statement “elusos iuvenum amores” could be theitkubod this section of the

poem.

5 W. Shakespear¥enus and Adoni®p. Cit.,Introduction p. 19
6 C. SegalQvidio e la poesia del mifgenezia, Marsilio, 1991, p 59
7 lvi,p 63



Being chased by her pretenders, she talks witht&sla book before the one
containing her transformation, and Galatea in hen tells her friend about her
being chased by the Cyclops and its painful cornsecgs. Scylla's adventures,
which belong to those preceding the encounter Witfsses, go on with Glaucus'
own chase and here Circe is involved for the firae, because Glaucus needs her
help to make Scylla return his love.

According to Bettirfl, the myth of Scylla's metamorphosis comes fromGheek
tradition. However, critics are not sure about tnginal presence of Circe: the
author relates that Glaucus was one of the marg/rf@n of the sea” and, for this
reason, he was worshipped in Boeotia. Neither Honwr Hesiod mentioned
Glaucus, but some of his metamorphoses and loviestoere told afterwards by
Aeschylus, Cicero, and Callimachus, many of whomeveeipposed to have taken
inspiration from Partenius of Nicae®dtamorphoses

Unfortunately, there is no testimony of that infice anymore, thus critics cannot
state with certainty how much of this myth Ovid eméed inMetamorphosesHe
might have inserted the sorceress Circe himseifesno other ancient source
quotes Circe and Glaucus together.

As for Lodge, he builds Scylla's myth from anotperspective: although inspired
by Ovid, the poet created a totally new myth.

Just starting from the epilogues, the main diffeemnfrom the Latin poet are soon
traceable: the two authors analyse Glaucus's stbrypassion and Scylla's
undeserved metamorphosisom two different points of view: Ovid focuses on
the sea God's own love imposition on the maided, falows the poem's main
topic of Gods' abuses on mankind. On the contrargige adapts the story by
concentrating almost exclusively on Glaucus's lees and Scylla's scorn of his
passion.

In this sense, Lodge's myth, the majority of whigltompletely invented, is new,
and very different from all the versions of Scylaiyth, even though the general
mythological tradition to tell a story of outragedadeception is still maintained.

Here, Scylla's transformation is caused by Thekis, Goddess of the Sea and

8 M. Bettini, C. Francoll Mito di Circe, Torino, Einaudi, 2010, pp 266-72
9 Scylla and Charybdis' s were aetiological metgnnoses: they were invented in order to
explain the currents' phenomenon of the Straitdedsina.



Glaucus' mother, who asks Venus and her son Cupithdlp, in order to make
Scylla sick for love, just like her own son Glauctt®wever her vengeful action
goes further than that, since she wants her deatosbe cured of his “addiction”,
if one might call his state of depression like this

Unlike the Latin poet, Lodge expands the ancientema he got familiar with
through Golding's famous translation, to about tfgindred lines, whereas Ovid
dedicates only eighty lines to it, interrupting tim@in epic aim of his work for a
while. Moreover Lodge enlarges his work by addingnmstories and references
to Gods' loves, which are all linked to the genéname of the epyllion, that is to
say Love.

Despite the fact that Ovid describes also, one bdmore, Glaucus'
metamorphosis from a fisher to a sea God becausenafgical herb he ate, Lodge
starts his work in medias res, thus he concentrateScylla's metamorphoses
only, analysing the God's feelings and the maidefisal.

Scillaes Metamorphosistarts with the presentation of the topic. Glawcus'
complaint is soon described and the help of theat@#is required: the Sea God
charges him with the narration of his passion, isfdomplaint, in order to teach
other people how to cope with Love.

The whole work is full of stories of Gods' loved, @& them useful to make the
reader understand the subject: how Love, and nfoall,dhow passion could be
destructive, dangerous, and misleading.

Along with Scylla and Glaucus, Elizabethan readead some other stories of
Gods' loves, which are all characterised by inpeséind lust: the whole epyllion is
built on the binary system of attraction-repulsignoper to this kind of forced
love relationships. For this reason, Bacchus, thd & rapture, is presented with
one of his sexual relationships; then Venus, thddees of Love, is described with
reference to her famous love affairs with Mars, @ of war and with Adonis,
her dear boy.

Glaucus starts with explaining his feeling, sayimayv beautiful Scylla was, and
how much he loved her. Unfortunately, his love wasreturned; he was very sad,
so that his mother, the Goddess Thetis, could tantdsseeing her dear child so

unhappy. She decided to ask for the Gods' helprder to rescue her son and

10



punish the insolent maiden.

As the reader knows from myths, returned loves ware between Deities and
their beloved ones: most times they were unrequibedrs, sinners for lustful
purposes. Gods were not capable of sincere feelihgonly sensation they knew
was lust, and of the sort which drove people mdds Tvas one reason for the
Christian Church's denunciation and disgust fomtbed of Olympians.
Consequently, Lodge's own personal homage to antterature followed the
general attitude of the Elizabethans: like Spenbtarlowe, Shakespeare and
many other pillars of English Renaissance liteeturScillaes Metamorphaosine
dealt with disrespectful, vague and whimsical Gadso were ready to do
anything to obtain what they wanted, even the watsicities men are able to
design. Being swept away by their passion, theyscalinbobulated” men's
existences, which were necessarily overwhelmed \®nts. However, Lodge
distinguishes himself from the common depictionvehgeful Gods, since to a
certain extent their behaviour is justified, anill explain that.

As far as the metrical structure of Lodge's epyllis concerned, it is almost
regular. Scillaes Metamorphosis written in six-lines stanzas, based on iambic
pentameter, or blank verse, which was considereddbrrect stanza form to use
in materis of love™, and it rhymes ababcc, exactly like Shakespeapg/ion.

The first chapter of my dissertation will give adbrpresentation of the role of
mythology in literature, both in ancient examplesl an the great significance it
gained during the Renaissance.

The second chapter will enter the topic, by focgson the analysis of the
technical differences between the myth in OvMistamorphoseand in Lodge's
epyllion: 1 will concentrate on the respective gloanalysing what Lodge added
from Ovid and what he removed.

Afterwards, the third chapter will deal with theaudy of Lodge's characters in
detail, with reference to all the myths of whicleyhare protagonists, and to their
supposed function within the story, in accordarcéddge's conception of them.
The following fourth chapter will be dedicated tovi@s myth, analysing the

figure of sorceress Circe, because she is absehbdge's work and this fact

10 W. Shakespear¥enus and Adoni€)p. Cit.,Introduction p. 17

11



particularly sets the epyllion in a Petrarchist emsion.

The fifth chapter will deal with the function ofdmarrator, who is charged by the
sea God to tell the world the story of “wicked 3a¥land how she made him
suffer: here, | will try to profile the narratopersonality, as far as what his own
interferences throughout the story make me hypaées

Finally, the sixth and last chapter will focus oultaral and literary contexts,
which are traceable in Lodge’s poem: firstly, Ilvabnsider the “smallest” ones,
those referring to the lyrical and metaphorical megs of the epyllion, with a
specific attention to descriptions, pathetic faba¢famous literary quotations and
isotopies used by Lodge; then the “largest” sectdilh examine the genres and
literary models from which the poet has taken iren. In addition, | will
attempt to set out the author's ideas of mytholegy love, in particular
underlining the way Lodge used to conceive them lamd he was on the same
wavelength as the Petrarchistsnoreover, a part of this section will analyse the
allegorical weight Morality Plays have had on tleem’s. | will also include an
Appendix at the end of my dissertation, dealinghwtite similarity of Scylla's
undeserved metamorphosis with Callisto and lo id®Wetamorphoses

If on the one hand Lodge shows a clear will to evatstory of ideal love, on the
other hand he is influenced by the medieval Moyrdflay, which introduced the
idea of sin in men's lives, together with the imagfemen fighting against
temptations. Thus, the readers Sdillaes Metamorphosiwitness an ideal love
story, linked to a moral precept.

The Petrarchists had a Platonic idea of love, imagi Women as Angels.
Petrarch started a long tradition of this kind, mgkhe literary world know how
perfect and holy his Laura was, how much he lovedand especially how this
feeling was pure and dangerous at the same time.IfBhan poet dealt with
epithets hinting at the divine and blessed, bub alsdeath. As a matter of fact,
some sonnets of th@anzonieradnvoke dead Laura and Petrarch wishes death for
himself, hoping that it might free him from his gesate condition.

Lodge embraces the same idea of Love, showing G¢astffering for love and
calling his beloved a Saint, with all the charasters of an angel. However, he

11 Wyatt and Surrey were the first English Renaissgoets who translated Petrach's sonnets
into English and opened the English literary wahld way of Italian Love Poets.

12



goes further with his topic, exasperating his una#ble sentiment till a cruel end.
As a consequence, if Petrarch depicted a divinatare who did not requite the
poet's love but whose only fault was that, Lodgesgdéurther than that, not
dismissing his heroine with the same gentlenessause Scylla undergoes two

metamorphoses at the end, just like her analog@vid.
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1. The role of mythology in literature

Before entering the proper study Stillaes Metarmorphosid will present a
general focusing on the subject of mythology, sitieepyllion is mythological.
Firstly, | will concentrate on the value of mythcacding to both ancient and
Renaissance literatures; after that | will introeluthe main aspects of Ovid's
Metamorphoseghose on which my personal analysisSaillaes Metamorphosis

is built.

1.1 The value of myth in literature

The significance of classical mythology lies in fiégmtastic dimension: its beauty
comes from the atmosphere of fable, rather tham fpoetty stories: “E' quanto
basta per far sognaré”Veyne states. It creates a dreaming atmosphererewh
time does not exist, and all that it contains bg#omo something unknown,
something detached from us, our senses and our ngemo

Mythology represents an untouchable dimension framch man is excluded, a
privileged dimension; consequently, following theofents' example, Renaissance
authors tried to revitalize this impalpable atmaseh reinventing myths in their
works, in order to reach that dreamy state oncenaga

Il piu futile argomento, il fatterello piu insigmifainte, non appena vengono
immersi in questa durata favolosa, prendono udastienza onirica

As a matter of fact, the fable setting had two edéht interpretations among
Ancient writers: on the one hand it was considgustl as a holder of fictitious
tales to be estimated just for their literal valae;the other hand, Science looked
for the little part of reality those stories com&d in those times already
Nevertheless, Poets did not care about the reatityded in myths, for they were
only fascinated by the artistic worth and beaust thythology typified.

It was generally thought that myths were univeyslatiown during Ancient times:

readers were believed to know what Poets werenigl&bout, for “il mito era per

12 P. Veynd,a Poesia, L'Amore, L'OccidentBologna, il Mulino, 1985, p 199

13 Ibidem.

14 It is a general concerned that legends contameattial side of reality, and another invented
one. Since it is not possible to establish how maoganted and how much real in a legend
there is, one can not confer the status of effenégs to them.
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definizione qualcosa di dominio pubbli¢d” Actually, the majority of readers
were not familiar with the metaphoric world of megtbgy, with the only

exception of the most famous ones.

Notwithstanding this, myths would become somethdifferent, they would

belong to another kind of artistic milieu: they emnatd the world of writers as their
most favoured subject. As a consequence, mythsnieecaaterial for erudite
pieces of writing: mythology was not considered“@mmon knowledge” any
more, but as “erudite skill” instead:

La funzione letteraria della mitologia € dunqueastituire una referenza:

il poeta rimanda a un tesoro convenzionale di cogmze e nessuno poteva
dirsi colto se lo ignorava. Da un punto di vistana@no era disonorante

non conoscere i miti di Ulisse, Achille o Priatho

Furthermore, together with mythology, also rhetevass ranked highly: it was one
of the stylistic features most commonly used byhbamcient and Renaissance
authors, in order to give redundanty their works. It was a real “gioco di
societa’ and did not follow the needs and values of ancieaiety; just as the
myth, it had a value on its own and was precioospwling to the Ancients.

Even the knowledge itself of Homer was connecteithisoconception; “bisognava
averlo letto per non essere considerati incliitiReading the ancient Greek bard
did not mean to be aware of the whole history cdgge; he was just a poet to be
read and known, to be studied by children at school

Thus, mythology represented the conventional sitylimilieu where writers had
the possibility to give way to their feelings, dretbasis of an artistic channel that
was universally known and appreciated.

Mythology was almost the spelling book for all werg, the primary source from
which they could draw. Moreover, it spread also painting, during the
Renaissance in particular, and ltaly was for sheewomb of this mythological
pictures.

Myth had different ways of approach: it could bealgsed in depttby epic, by

tragedy and also partially by lyrics, where authassd to tell the stories of Heroes

15 P. VeyneQp. cit p 206
16 Ivi, p 207

17 Ivi, p 208

18 Ibidem
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in detail. In this entourage myths were considetleel theme of poetry par
excellence. Moreover, authors could use mythologyai symbolic way, for
example “per paragonare Cinzia a Venere o a AtaJanthiamare il vino un dono

di Bacco™®

. Here, mythological references did not mirror gdary language, but
rather the language of poetry, of authors.

Finally, myth was thought to be both fictitious aebtkvated; so dealing with
mythology meant to write in a high style.

For example, Pindar made use of this sort of myipplprofusely: for him, the
best way for celebrating a winning athlete wastbsome legends and the reason
was that myths were poets' privilege:

il mondo eroico era una salotto di cui essi eraagdentatori. Grazie alla sua
vittoria, l'atleta si e innalzato fino a quel monah@raviglioso e Pindaro lo

onora innalzandolo a sua volta al proprio livellpaglandogli di quel mondo

di privilegiati; il Mito serve da piedistallo al pta nelle sue relazioni con i
semplici mortaff’.

However, not all the poets shared the same opislomut the mythological world.
Their concern was sometimes not greatness, so@uamds not the only target of
mythology for writers of Propertius's calibre, fexample they did not deal with
Heroes and their exploits only: those main characwuffered the authors'
mockery, as they dealt with mythology most timearnironic way.

Those authors explored Myth also from this paracligbint of view, in order to
result pleasant to readers, to efface that comnediaic style which many Poets
gave proof of.

As far as Propertius was concerned, he used tws sbirony: on the one hand he
dealt with referential irony, that is, he used &b Bis characters in his times, to
consider them as contemporaries. They were Ronfahis @wn time: his works
develop now and here and not in a forgotten, rerpase.

In any case, mythology was considered as sometiei@g contemporary, present
only by writers, as a literary convention, not bgnonon people. In this
background, one might underline that Ovid&roideswere totally the opposite of

those works: being a collection of letters from diees to their lovers and being

19 Ivi, p209
20 Ivi, pp 210-11

16



themselves mythological Women, it was natural tiiety should speak about
mythology as something familiar, very close to them

The second kind of irony was thematic: telling thteries of human beings,
Propertius calls for Gods' help and support, sattag) they did the same as what
the protagonist is going to do. Here, irony is sausible: comparing men to
Gods, the attempt to put men on the Gods' levatuigs the immortal and
unreachable enterprises of Olympian inhabitants.

Finally, Propertius summarised each legend he deitlt, without telling the
stories word by word:

poiché, tra iniziati, basta una semplice allusipee farsi capire e il Mito &
evocato soltanto perché possa scambiare dei riftessil mondo amoroso.
Non pago di riassumere, il poeta enumera diverggelede di seguito, come
se la proliferazione di testimonianze mitiche agesdgpotere di aggiungere
peso alla verit&.

To conclude, the last aim of mythology was teachDiginities were inaccessible,
invincible, their lives and capacities were nottable by men and those common
men who tried to challenge them were always defeat®l, most times, punished
for their insolence. Many myths iMetamorphoseshow this particular aspect of
mythology.

During the Middle Ages, mythology gained a didagawer thanks to religion, it
was moralized. The Church took advantage of it wille only purpose of
submitting the vulgar to religious concepts, sittike majority of people were
illiterate and not able to read the Bible on theim. As a consequence, it was a
general habit to paint pictures with mythologicabjects, in order to make people
see, to learn from what they could observe andetoplate. This is the reason
why in painting the visual impact on the public whs primary preoccupation of
artists.

If on the one hand myths were once only a way ltcsteries, as it was for Ovid
and Propertius, even though the instructive intentvas already present and a
final moral accompanied every mythological story;the other hand the Church

transformed the formal moral into a holy preceptthis way transforming it into

21 Ivi, p 213
22 Ivi, p 215
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allegorical reading. From that point onwards mytinggic ends were taken as
examples of unsuitable behaviour, as actions todewm, to refuse, not to
worship.

Obviously the reason for that change was to bedaarthe fact that mythology

used to set up stories of erotic love above all,ragfes, of lust in action.

Consequently, the characters of myths, particulaBpds in love, were

blameworthy sinners, since they did not follow tBleristian example of &oly

and chaste life.

1.2 Ovid'sMetamorphoses an introduction

Ovid (43 a. C.- 17 d. C) was imprisoned by Augushecause of hisArs
Amatoria his relationship with power was very complicatatt the publication
of this poem brought him trouble with the emperdbrwas a real treatise on
seduction: for this reason, it was in conflict wiAlugustan policy. It presented
some passages too explicit to be accepted by tite, Stonsequently, Ovid was
finally condemned.

Segaf® believes thaMetamorphosemight represent a deliberate attempt by Ovid
to improve his condition in the emperor's eyessitin this sense, underlines the
real tensions Ovid is supposed to have felt: onahe hand he used technical
artifices, the lexicon and even his contemporamegtal notions; on the other
hand, his poetical inclination was definitely aAtigustan.

Ovid is still nowadays the emblem of the poet,h#f artist in quarrel with power:
in his works from the exile especially, he is désenl as a character of a ndvel
for the reality, the truthfulness included in hisorks, which represented a
universal human condition: being in love with &lktins and outs.

Tragic loves, unfortunate lovers, murders and trdgsses are all subjects of
XVIII and XIX centuries novels; thus Ovid was a Ireaodel for English
Romantic writers, for almost two thousands yeafsereehe had shown the feeling

of men in love He had disclosed the psychology of love.

23 C. SegalOp. Cit.,pp. 95-96
24 OTIS, cerca pag piu avanti

25 L. Biondetti, M. Ramou®p.cit.,p IX
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The author, for his juvenile production in partetlwas considered “il poeta del
mito e del desiderid® as a consequence, mythology used to be knownllby a
cultural codes, also by the vulgar.

As far as myths were concerned, they used to beestabout love: although not
Platonic, not pure loves, but passions, sinful playsdesires; “symmetrical
Loves” describing ideal loves were very few. Lovefsthat sort were happy,
loving and truly devoted to each other, but unfoately, following a general
attitude of ancient literature, they were tragigalestined to death. In any case,
happy ending tales are not the matter of our disenlas they were not discussed
in MetamorphosesThose people who seemed to be lucky to find #regn fit for
them, were in any case not created to benefit ftwmjoy for the future. On the
contrary, destiny would show itself to be cruel amgust.

In Metamorphosestories are not of that kind: they do not deahwéal love, but
rather with an iniquitous, dangerous one.

This epic work, or rather the epic idea of OvitMetamorphosesconsists of
fifteen books and about thirteen thousand linetuadly, it might be considered as
an anomalous epic work, firstly for the number obks. In fact, epic works used
to be written in multiples of six; consequently stsangeness is soon evident just
from the division of the volumes.

Secondly, as to the general subject. ancient waksh as those by Homer or
Virgil, dealt with heroes and wars, and the hemiploits of the main characters
shadowed all the rest; there was no place for lémethe characters' states of
mind, because they were not considered up to titedpic.

Besides, not all the Ovidian characters are heanelsthere are no hints of war:
there is not just one main story, like in tradisbrepic works such aéeneid
which described Aeneas' travel to Rome, lilmd which presented Achilles’
retirement from the battle, or ev@udysseyased on Ulysses' coming back home;
quite the oppositdyletamorphosegives an interpretation of human history, from
the primordial chaos and the creation of the wiwlthe Augustan periéd basing

the development of the poem on love relationships.

26 Ivi, p XXI

27 Ivi, p XXVII
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The tradition of “transformation”, which is the maiheme of Ovid's work, came
from Homer, andMetamorphosesvas a crucial text for European literature; as a
matter of fact, one of the most important Italiaecheval authors, Dante, quoted
many metamorphoses from Ovid. The ancient autheramaong the most studied
and explained Latin authors, even more than Virgiiself.

“Everything changes, nothing dié&” Death does not exist, everything changes
continuously, randomly; characters change, becamething different.

In this work the dominant theme is Eros. Libidinahergy is everywhere,
expressed in every tale, either openly or implcitnd this point confirms the
general anomaly of the epic intention: for Aeneaé\chilles there was no place
for Love, as if they were immune from it, their prlims were exploits and glory.
All metamorphoses caused by Love were examplesyhmetric LoveS-Gods
fell in love with human girls, who usually did naturn their passion; because of
the God's insistence, poor maidens could only esé@apn them, from their lust.
At the beginning, Glaucus and Scylla's myth isha$ kind. As a consequence, all
these stories were based on the “escape” of thefeinded girl and the “pursuit”
of the lustful divinity.

Nevertheless, what was generally defined “love ofl§&, were actually stories of
rapes: it was a frustrated passion of love, usualyreturned, of a male God for a
mortal woman, inferior to him. This is the reasomyit was generally considered
as a “relationship of strength”: the God imposesigassion, his desire on the girl,
who was not able to react, to defend herself.

It was a real fight between two enemies, but tmmér was stronger and superior
than the latter, so the only salvation was metahmsis: it seemed a hunt where
the God was the hunter and the girl was his preyhis context, one of the most
famous episodes of Ovideletamorphosess Arachne's canvas it contained
Jove's, Neptune's, Apollo's, Bacchus's, and Satstaories of loves, where they
were engaged in deceiving and seducing a mortalamom

Her insistence on Gods' wickedness, thus, and wrotlea lust was justified, by

virtue of what has been said until now. The coneaga of her disrespectful

28 Ibidem.
29 Ivi, p XXX
30 C. SegalOp. Cit, pp 29-30
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behaviour towards th@ods was her metamorphosis into a spider actechlygsP
who was indignant for the offence, and gave waldo anger, being not able to
encounter defeat. She challenged the Goddess irvivgeaa canvas as a
competition and finally she punished her, got lalgasy and desire of revenge. It
IS not necessary to underline how this reactiosinglar to Circe 's one: the two
Goddesses could not stand to be second to anyone.

To go further into our analysis, why was Ovid cdltee poet of desire? It is the
idea of an absente of the lack of something, etymologically speakiity the
ancient conception, thinking about Gods lacking stbimg was a scandal, as later
the Christian religion would reproach, because tiwgame mortal when they fell
in love, they were infected by the “energy in moeenti of the world, that energy
which was human and imperfect. Stating that thegabvee human when they fell
in love meant that they were not perfect, they wkaeking something: the
capacity to truly love, to devote themselves to sone sincerely and completely,
indeed. Hence, they were lacking real love, thatkof feeling that only mortal
men are able to feel, for which they live and digat feebleness which
characterizes mankind, that makes them imperfectheir proper greatness. Thus,
Gods, in their abstract and evenly perfection, weaiating in concrete and earthly

imperfection.

31 Ibidem.
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2. Ovid's and Lodge's plots: differences and sinnitees

2.1 Ovid's and Lodge's stories

2.1a) The myth inrMetamorphoses

Ovid quotes Scylla within the myth of Anius's dategh for the first tim&:
Aeneas and Anchises arrive at Anius' dwelling, rtinaister of Phoebus, during
their voyage. During a banquet, Anius is telling cAises the story of his
daughters' abduction and how (( TRADURRE))“il fmldi Atreo, distruttore di
Troia” did that, aware of the girls' magic poweiseg by Bacchus (Book XllI
lines 656). The princesses were betrayed by their lborother Andros, who was
frightened by the Trojan destroyer and handed bigesisters to him: there was no
Aeneas or Hector to defend him against the enerogsexjuently the four
maidens, by then prisoners, asked Bacchus fordrede finally metamorphosed
them into snow-white doves.

After consulting the oracle the following day, Aaseand Anchises leave the
king's territory with some precious gifts, amongiaththere is a vase with a
decoration telling the death of Orion's daughterkp sacrificed themselves in
order to save their people. Then the two heroew dorete, but unable to endure
its climate, they take the sea once again andpasy places, such as Ithaca, the
Epirus, to finally reach the shore of Zancle, inil$i

The Strait of Messina is haunted by two monstecyll& and Charybdis, who
respectively live on the two opposite shores: Osals how dangerous the
monsters are and, especially, that Séyleas once a human girl.

The Latin author now tells that she was a beaugiil] very attractive and wooed
by many men who asked her to get married, but skerrallowed, reminding the

reader of Atalante's myth who used to refuse praigasf marriagé? In addition,

32 Itis important not to confuse Scylla's metarhogis myth in Book X1V, with Nicean Scylla
occurring in Book VIII, whose myth is very similas Medea's story of betrayal towards her
family.

33 M. Ramous, L. BiondettMetamorfosi Milano, Garzanti, 1995. Book XIlII. Scylla is tatig to
Galathea.

34 According to Atalante's myth, she was a beduifl} a fast runner and very wooed by men,
who asked her to marry them. The oracle once tefdHat if she got married, she would lose
herself. Thus, she recovered in the wood, all glogsolute not to get married unless a man
would win her in running: the winner would marryrhine looser would die. Notwithstanding
that, she was so beautiful that many pretendespéed the challenge, but many of them were
defeated. Finally, thanks to Venus' help, feiippomenes won the match and succeeded in
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the Nereids cherished her and when they met, Sestdiged with them and told
them her wooers' stories, especially how she rdftlsar prayers and praises

To her made many wooers sute:, all of which shdedchew.
And going to the salt sea nymphes ( to whom sheseryght
deere)

She vaunted, to how many men shee gave the sligpe t
yeeré,

It is very interesting here to see how lucky shi@ isonquering men' hearts. She is
so beautiful that even her friend Galatea enviesTie poor sea Nymph is wooed
by a monster, the Cyclops; consequently she isetbto divert his proposals.
Here, Scylla's first adventures begin, within Ga¢at and the Cyclops' myth:
Galatea is in company with Scylla and she is comijsig about her tragic destiny.
Terribly sad and desperate, she praises Scylladofuck with men, starting with

telling Scylla that she was once very happy andve with Acis,

To whom the Lady Galate in kembing of her heare

Sayd thus with syghes: but they sought to theed@y)-
Were VEDI XKE A CAPO

None other than of humane kynd, to whom withoutedre
Of harme, thou myghtest ( as thou doost) give Bay.as for
mee

Although that | of Nereus and gray Doris daughtes,b
And of my susters have with mee continually a gard,

| could not scape the Cyclops love, but to my gfekhard.
(With that her tears did stoppe her spedthe

However the horrible Cyclops, being in loved wittr fand so jealous of her love
affair with Acis, after having tried so many times convince her to return his
feeling, finally kills his rival, plunging poor Gatlea into despair.

This is the first time that Scylla is quoted by @was a maiden, before her
metamorphoses.

After that presentation, her proper myth start® day, leaving the Nymphs after
a daily council with them, Scylla is going back her favourite location, the

Strand of Zancle; she roams naked on the shore,bendy tired for the hot

temperature, she takes a rest in a quiet cavetnofA4 sudden, the sea God

having his beloved.
35 Golding,MetamorphosesBook XIll, lines 735-738
36 Ibidem,lines 739-745
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Glaucus, recently become a Triton, meets ScyllaHerfirst time in that place: as
soon as he sees her, he falls in love with heriniieediately praises her beauty
and woos her; however, Scylla is frightened byghgsical appearance and runs
on a mountain, near the shore. From the top, ety understand his real nature
and she is listening to what the Triton is saymgjous of his unusual shape.

From that point onwards, the wooing begins: hestbir he once used to be a
man, a fisher, how he reached that precise meagiowhe top of the mountain,
where a rare herb used to grow and thanks to wiechecame an immortal God.
He says that he laid down his nets with the fishcheght and, magically, they
came back to life and plunged into the sea, inrotde@each their natural habitat
again. Both shocked and curious, Glaucus sayshihatte that strange herb and,
like his fish, he felt within himself a strange oles an obscure impulse which
literally carried him into the water.

He plunged into the sea where the Sea Deities waddohim: Oceanus and
Theti$’ purified him from the last part of humanity heldtiad, pronouncing the
magic formula nine times and ordering him to pstdhest under the rivers' jet, so
that his transformation would be completed. Newdebs, Scylla goes
disrespectfully away while the sea God is stillapeg to her.

Glaucus, disappointed by Scylla's refusal, veryignant and offended, swims
from Sicily's seas towards the Tyrrhenian shorestenreaches those hills full of
herbs where Circe' s dwelling is, and where manyais live.

Deeply in love and extremely sad for Scylla's restiming his love, he asks for
Circe' s favour, in order to make the maiden falove with him:

'O Goddesse ' pitie mee a God, | thee desyre.
Thou only (if at least thou think mee woorthy soa hyre),
Canst ease this love of myffe.

He hopes Circe will succeed in conquering Scylk@sart, since he has failed.
Unfortunately, he is unaware of what is awaitinggnth and poor Scylla in
particular.

Being aware of Circe's mastery in dealing with @agi and enchantments, and

37 SPIEGARE CHE LODGE SCRIVE OCEAN AND THETIS, INZE DI OCEANUS AND
TETHYS, SCRIVE OCEN AND THETIS
38 GoldingOp. Cit, Book XV, lines 12-13
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having been changed by the power of a herb himseléays

No wyght dooth better know
than |
The powre of herbes, whoo late ago transformedtherdy*.

He starts by telling the Goddess how he met tHeagul how he fell in love with
her; he is ashamed of his confession, but at tdeherfinds the courage to speak

And now to open unto thee of this my greef the gthu
Uppon th'ltalyan shore ageinst Messene walls Idoun
Fayre Scylla. Shame it is to tell how scronfull esliéd take
The gentle woordes ans promises and sute thatrhdic.
But if that any powre at all consist in charmesgntiet
That sacret mouth of thyne cast charmes: or if rfumee
bee set

In herbes to compasse things withall, then uséé¢hnbes
that have

Most strength in woorkingf.

To conclude with his request, he specifies that

Neyther think, | hither come to

crave

A medicine for to heale myself and cure my qouniled:

| force no end. | would have her bee partener osmagrt?*

As a consequence, he went to Circe's in ordernefiidrom her magic powers, to
change Scylla' s mind, from repulsion to attractidhany rate, the nature of his
feeling is clear: he burns with passion and he ddike Scylla to share his
passion, so he asks that his torment would be gsgeon his beloved.
Consequently, it is undeniable that\tetamorphosekve does not exist, but only
passion rules the roost.

Unexpectedly, or probably rfét the Goddess offers Glaucus her love, suddenly
burning with passion for him. But Glaucus refuses land totally devoted to his
dear Scylla, he swears that he will never love adytelse. He says he will love
Scylla until:

First trees shall grow (quoth Glaucus) in the sed, reeke shall thryve
On toppes of hilles, ere | (as long as Scyllaysell

39 Ibidem lines 14-15

40 Ibidem lines 16-22

41 Ibidem lines 23-25

42 | will further explain why Circe's love for Glaws is not a surprise, as a matter of fact it is
predictable, since the sorceress is actually sickofve.
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Doo chaunge my lovE,

Circe, furious and jealous at the same time, rextdihg that refusal, prepares a
malefic potion through which she will take reverggainst the maiden, so she
leaves for Zancle: she leaves behind her wild keastl her dwelling in order to

reach Scylla's most favourite place.

Here, Ovid gives a precise description of Circelaghing: she wears a light-blue

veil, to blur herself with the colour of the sebgsvalks on water, leaning her dry
feet on the waves, as if they were solid grounde 8frives at Scylla's most

favourite inlet, where she used to take refugerduthe hottest hours of the day,
and drops her potion into the water. After thate glut the spell on the place,
repeating it “thryce nyne tyme¥%"(v. 65)

Finally, poor Scylla will be transformed into a hblte monster: while she is

bathing, the inferior part of her body suddenly drees a sort of dogs' pack,
whereas her face remains maiden-like. She will fixddogs' heads growing from

her womb. Some “Cerberus”:

And at the first, not thinking with her body thegre meynt

As parts therof, shee started back, and rated thathsore

Shee was afrayd the eager curres should byghBbethe more
Shee shonned them, the surer still shee was tothaxethere.

In seeking where her loynes, and thyghes, andafeancles were,
Chappes loke the chappers of Cerberus in stedtbof shee fount.

Not able to understand from where those dogs' haasoming, she tries to run
away, but Cerberus follows her where she goes.

Glaucus, oblivious of the danger, cries bitter defar the great pain he caused
both to him and Scylla. The sea God, extremelyasatl desperate, cries for the
unlucky destiny of his beloved.

In the meantime, Scylla's hate for Circe is growang of all proportion. From that
point onwards, her vengeance is slowly preparedsaedvill always be known as
the monster Scylla who, according to many mythserimns the Straits of
Messina, together with Charybdis. In this new shape with her new skills, Ovid
lets the reader know, in brief, that Scylla willveaher chance to revenge the

43 Book XIV lines 37-39Questi sono i versi di Golding, ma nella mia edigal4-46.
44 VERSO 65 GOLDING, LIBRO 14
45 \vi, lines 61-65
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wickedness of Circe in the future, because the teonwill attack her dear
Ulysses, destroying his crew when he sails theitSifaMessina, in his voyage
home.

Finally, Ovid quotes Scylla's second metamorphigcs a rock and explains how
this transformation forbids her to sink the Trojasisip as she would like. The
famous Scylla's rock is avoided by sailors stilvadays, bearing the myths of her
famous metamorphosis in mind. From these last pie€@aformation, Ovid goes
back to the tale of Aeneas' and Anchises's travel.

2.1b) The myth irScillaes Metamorphosis

As for Lodge, the epylliorscillaes Metamorphosistarts with the introduction of
the inner narrator, who is walking in a thickeflietied and depressed because of
his misfortunes. Here, among trees and riverssda&God Glaucus appears all of
a sudden, surrounded by his Nymphs and still nvaist his mother's tears:

[...] with a sorrowing crie

The sea God Glaucus ( with his hallowed heares
Wet in the teares of his sad mothers dye)

With piteous lookes before my face appears§...]

The two take a seat under a willow and as soorhasnarrator stops crying,
Glaucus reproaches him about his complaining, gatfiat it is wrong to lament
about silly things, which are poverty and richné4s.invites the unhappy man to
think about more important things, such as natine seasons, and time.

In a joyful atmosphere, where the circle of Glatcidymphs is happy and both
the flowers and the tides share the same happitlessSea God is depressed,
saddened by an old gloomy memory. For this reasoartiers the Nymphs to go
away for some time, with the purpose of thinkingl @omplaining with his new
friend about their respective unfortunate destinies

Glaucus begins his lament, saying how unhappy he amas. The impatient
Nymphs cannot stand their curiosity, they are soaus that they cannot wait for
Glaucus' vacillation; as a consequence they praiy thaster to tell the story. That
is how the God begins: he tells his listeners theyof his past love for Scylla.
Glaucus was once a blissful sea God, respectedl tiyeasea inhabitants and so

beautiful that there was no a Nymph who did noeland woo him.

46 The Complete Works of Thomas Ladgeok |, New York Russel & Russel Inc,1963, p. 7
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One day he met “faire Scilld” as he used to call her, and suddenly fell in love
with the Nymph: Cupid had proficiently shot his gas arrow. But,
unfortunately, his love was not returned: on thatary, Scylla was so wicked
that she mocked him and his feeling.

Being very sad and disappointed, his mother Thétie, Goddess of the sea,
climbed over the highest hills to pick the molye ttamous beneficial herb, in
order to cure the lovesick God from his illness.rbtiver, also her sea Nymphs
cooperated in her enterprise, so that Clore wasgelato pick the Amaranthus
flower. Notwithstanding that, he continued to loaed suffer for Scylla, even
though both his mother and the Nymphs warned hiat e would never be
requited by his favourite most beautiful Nymph.

Glaucus tells the narrator how he used to reaclSttiéan shores to spy her, to
secretly contemplate his beloved, during the nigihtile everybody was sleeping.
He went close to her shelter, urging the tides thedwinds to awake her and, by
doing so, he hoped to win her love. However, ailt e could do was vain, she
had unshakeable convictions: indeed, even Theis'the Nymphs’ attempts to
persuade Scylla on their own did not get results.adldition Scylla was so
annoyed by all these efforts to thwart her wilgtthodge makes Glaucus say

That (cruell) when she sawe naught would begile me
With angrie lookes the Nimph did thus exile me.
Packe hence thou fondling to the westerne Seas,
Within some calmy river shrowd thy head:

For never hall my faire thy love appease,

Since fancie from this bosome late is fféd.

And the Nymph says herself

And if thou love me shewe it in departing:
For why thy presence dooth procure my smatfting

So sad and wretched, Glaucus leaves his motherreimgntowards the west seas

until he arrives at an unknown island, ruled by @Gesb Isis who, in her turn, tries

150

to “revitalize™" Glaucus from his pain, but in vain. He does neig® himself.

47 lvi, p. 14

48 lvi, p. 17

49 |bidem.

50 | personally think that this verb perfectly fitsis passage: Isis was originally an ancient
Egyptian Goddess, who further entered both GredkRoman mythological cultures. She was
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At one stage, Lodge's narration comes back to tbsept of the story: Glaucus
falls asleep on the narrator's lap while telling #tory, passing him the task to
speak.

The narrator now says that Thetis is coming on Isiand with the purpose of
reproaching her son: according to the Goddess, gentstoo much time
complaining about love, whereas he should thinkuaioore important things,
being a Deity. However, if on the one hand shes titeconvince her son about the
futility of his affection, on the other hand shepieoccupied for him, so that she
asks Venus and Cupid for help. She prays for hertede cured from the wound
Cupid had before struck to him.

Venus reassures Thetis about her son's prompt eec@and Cupid shoots the
repulsion arrow against Glaucus: thanks to thiomsecrestorative” wound, the
sea God is finally free from his obsession and hiamain.

Almost by magic, also Scylla reaches the islandre/tiee main characters gather
and she immediately boasts about her beauty. Stat ihhe only one who praises
her marvellous qualities: many Deities notice them

Whose swift approach made all the Godheads wonder:
Glaucus gan smile to see his lovelie foe,

Rage almost rent poore Thetis heart asonder:
Was never happie troope confused so

As were these deities and daintie dames,

When they beheld the cause of Glaucus blames.
Venus commends the carriage of her eye,

Nais upbraides the dimple in her chinne,

Cupid desires to touch the wantons thie,

Clore she swears that everie eie dooth sinne
That likes a Nimph that so contemneth love,

As no attempts her lawles heart may nove

The Goddess of the sea, indignant and furioushiar indeserved praise towards
such a wicked Nymph, asks Cupid for help a second:tshe wants Scylla to be
shot by the arrow of love, so that she would fallave with Glaucus and would

be punished for her insolence. Cupid satisfiesrbguest and suddenly Scylla is

the Goddess of many different things, such as eatnagic, motherhood, children and most of
all death; in this sense, she was able to resutrealead, as her husband Osiris in particular,
when he was killed. For this reason, in the cagglaficud would like to sayrevitalize since
being able to restore dead people to life, shd taebring the sea God back to his life, that is to
say to his previous joy.

51 T. LodgeQp. Cit,p. 23
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shot by the passion arrow and starts to love thenlr

The wounded Nymph runs away as soon as she iskstiotally confused and
frightened; she now loves Glaucus and she suffexsause her love is not
returned. The initial opposition is stated onceimgaut reversed.

Desperate Scylla flees that island, where she i®mger welcome, to go back to
her dear Sicily. Nevertheless, all the Gods arer@sted in her future destiny.
They are curious about seeing how she will encouhie pains of unattainable
love.

At a certain point, among Scylla's laments fromde’s rocks, Goddess Ate with
five ghosts from the underworld arrive at the Nyrshelter and they attack her:
they transform her favourite location into “a hapleaunt whereas no Nimph may
kéepe in®?2 and they metamorphose her into the famous rock.

While all the characters observe the attack froendutside, the narrator watches
the same scene with melancholy, staying in his bitve@ corner. On the contrary,
firstly Thetis is satisfied for all the punishmersylla has received, secondly
Glaucus now recovered, is indifferent to Scyllaifesings and he considers them
as appropriate for what she has previously causad.

Finally, the careless Gods find another pastimedlght with, and they enjoy
themselves by drinking the ambrosia in Neptune'slidvg. In the meantime, the
dejected narrator writes the whole story, full agg

To conclude, Glaucus takes on dolphinback the twarta the thicket where he
found him at the beginning, reciting love sonnetsi¢light his sad friend. Saying
goodbye to him, Glaucus instructs the narratoreib the world the story of
Scylla's arrogance, with the purpose of teachihgligtespectful women not to

refuse men's love.

2.2 Differences and similarities

2.2a) Different ways of narrating

Ovid's myth of Scylla's metamorphosis is insertethe narration of Anchises and
Aeneas's journey: it depicts a “love” pause todpe& narration of Trojans' duty.

As a matter of fact, while the poet is quoting thié places visited by them, he

52 Ivi, p. 27
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suddenly stops the list of quotations in orderdib the reader that the Strait of
Messina monsters, whose mortal danger Anchise®\andas succeed in evading,
once used to be humans and he lets his readers tkiab\they were victims of an
evil power, which changed their appearance and tven life forever.

As a consequence, Ovid's whole way of narratingeisial: allMetamorphoses
myths are embedded one into the other, so thainwitie tragic story of Anius's
and Orion's daughters, the reader is catapulteaf allsudden within the story of a
beautiful maiden, who used to be happy and accaintth the daughters of
Nereus, and one fine day a diabolic metamorphcsgpdns to her, because of a
jealous Goddess.

There is no separation among all the stories thim [pet tells, they are told one
after the other, all linked together as in a ch@imere is no chronological order in
the development of the Books: an inattentive readgght think that they are
written at random, with no sense. On the contrrgy are the result of Ovid's
genius: he was able to mingle many stories togeshewing an art of writing that
would last for centuries and gain him Augustusbees.

The events are told following an alternative cotioec of facts, because its
treatment is given by mythological sequences, wlergngular fact within a
myth, causes the description of another one, tehvthat fact is linked.

What is important to stress is the greatness otl®wiarration, which arrives at
the end of the work in spite of many different noltgical pauses, which
however do not disturb his main subject; on thetreoy, they cooperate in the
succession of Ovid's effort. He was so brilliardgtthis epic work became a pillar
of ancient literature and is studied and analysddewadays.

Lodge, for his part, changes Ovid's way of nartatide reinvents the story of
Scylla from other points of view, enlarging it amdiding many characters.
Besides, Lodge's narration is traditional: he bedihre epyllion withntroducing
the characters, the place where the story is sbeabeginning, and presenting to
the reader one of the subjects of his work fromfitst lines: unattainable love
with its ins and outs.

He then goes on with the development of his newhmelling the facts,

describing the characters with their specific fioitd, changing the initial set
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during the story in accordance with characters'enments and finally concluding
with the “justified” metamorphoses.

The narration follows a specific chronological amatial order: there is a definite
beginning, a development which perfectly harmonites characters with the
facts, coming along with the reader up to the evidch takes places in the same
place where it started. We are far from Ovid'srinfgted stories, where each myth
stops the previous one for a while and then thenishied story comes to its end;
Lodge writes a complete mythological story, wheveother inserted myth hinders
the description. There are just some famous quotsittoncerning popular myths
which are useful for Lodge to accentuate the metaphl power of his poem.
2.2Db) Different space and time settings

To begin with the setting of his story, Lodge prdsea different location in
comparison with Ovid: the Ancient writer sets Saldl myth in the Strait of
Messina, since both Scylla's and Charybdis' metphuses were aetiological.
Thus, Ovid respects the traditional origin of thetims, which were located
respectively on Sicilian and Calabrian shores.

However, Lodge's myth begins in a remote thickdierg an unknown narrator
meets the Sea God Glaucus. The poet does notgpédute this little wood is, if
it is a famous place or it is near some popularsoii@e Strand of Zancle, most
favourite shore by Scylla iMetamorphosesis not mentioned by the adaptor;
there is only a vague reference to Glaucus's @lsibntemplate Scylla from afar

Amidst this pride of youth and beauties treasure
It was my chaunce, you floods for pleasure,
To spie a Nimph of such a radiant glanéihg

Then there is a quotation about a movement to f@&iti*, in the middle of the
plot, subsequent to Glaucus's narration of his aoe Scylla's escape towards
Sicily, just after Cupid's wound requested by Theti

Consequently, the first part in the thicket is ligtaew, just like the immediate
entrance of Glaucus. Ovid, within the myth of Saylmakes Glaucus tell his
beloved that he used to be a man: again, the resagsrhow the Latin poet mixes

up different myths, one into the other, when thande allows him to. He inserted

53 Ivi, p. 14
54 Ivi, p. 25
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Glaucus's metamorphosis with the purpose of stremgtg Glaucus's power of
persuasion towards Scylla. This digression shoelg the God to convince his
beloved to return his love. Unfortunately, the egile of his further intentions
will be disastrous, as we already know.

As a matter of fact, Lodge does not describe tlee Ged's transformation, he
starts his work with Glaucus already in the shapea @&od, who reaches this
unknown narrator and reproaches him not to com@bhmut unimportant things,
such as money and fortune. We will further undeigtinat Lodge's only aim is to
write about Scylla’'s metamorphosis and that isTdle English poet concentrates
just on Scylla's transformation, because his pwpesto show the dangerous
results of “vain women who refuse the love of resjpue men”.

Moreover, Ovid speaks about a present love of Gisufor Scylla and a
contemporary metamorphosis, since his epic worleld@s throughout myths that
are told one after the other, maintaining the tohearration in the present.

Lodge sets a story in the past, instead: Glaucusreed by the Nymphs in the
present, makes a long digression backwards, tefliagstory of his past love for
Scylla with the events it concerned, and which ksato Venus' and Cupid's
intervention, finished all of a sudden and gave histhappiness again. Then there
are some unclear passages, where the movementHeopast to the present and
vice versa is not definite. In any case, the nemmatomes back to the present at
the end, when Glaucus takes the narrator intoltioket where he met him, and
says farewell to him with the important chargealfitg the world Scylla's story.
All these facts are added by Lodge, who evidenthnts to send a precise
message to his readers.

2.2c) Gods' interventions in Ovid's and Lodge’s pog

As soon as Glaucus starts to tell his public ofgast sadness, he says he was in
love with the most beautiful Nymph: the differenoetween Ovid and Lodge is
soon evident. Ovid speaks about a maiden, a humlarmvgo was in fact close to
the sea Nymphs and she used to spend much timeheitin Consequently, Lodge
makes headway probably to be more appropriate whhat he is writing, by
changing her nature from human to immortal. Theeesga and river Deities, the

same for the Nymphs, so Scylla's belonging to #seMymphs was maybe linked
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to Lodge's intention to set the main characteeswater semantic field.

The sea God tells how sad he was for Scylla's aéftisere was not a day during
which he did not complain and cry for her. Beingrsexd for her son's state of
health, Thetis and the Nymphs tried to nurse hinthwhe moly and the
Amaranthus flower, but all they could do was vain.

Here there are some points to focus on: firstlig i the first “healing™ divine
intervention in the poem, among all the divine imé@tions invented by Lodge.
The sea Goddess decides to intervene in her stuegi@an of her own will, no
character asks her for help, it is a spontaneouslherefore, Lodge adds Thetis's
heavenly intrusion, first of all, in comparison WwiOvid, who presents one
Goddess's interference only, that of Circe.

Moreover, a further difference is that Circe isl@dlby Glaucus, she does not act
of her own will like Lodge's Thetis; Glaucus hinfskdaves for the Tyrrhenian
shores, in order to beg her to help him.

The two Goddesses' actions are opposite for betimibtivating factor that caused
them and the results those actions get. On thehand, Ovid makes Glaucus
address Circe to gain Scylla's affection, and tkighe only time a character
described by Ovid asks for Gods' help. As we knewen though Glaucus's aim
was not “evil”, Circe will change the original natuof the request into something
malignant. On the other hand, Lodge makes Thetispgandent to behave as she
likes, not implicated by anyone, even free of lmigsbther characters. She seems
to be in Lodge's mind as the mistress of other lgéopestinies. In addition her
first voluntary interference is benevolent, drivieyp mother's love for her own
son's comfort. Her desire is to see her dear GiRbappy again.

Secondly, Thetis and the Nymphs nurse Glaucus Bnmef some magic herbs:
the use of some magic plant reminds the readerlafidds's request to make
Scylla return his love by an enchantment or a “heFhus, the possible recourse
to a plant is present in Ovid, even if there ismentioning about what kind of

herb the author intends: is it a love grass, ayasisn grass to make the victim do

55 1 would venture to say that there are diffeientls of “divine intervention” in Lodge epyllion:
firstly those “healing” interventions, which purmois to help a character in some way.
Secondly those “punishing” interventions, which egal punishments instead, and some of
which have a moral meaning.
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what somebody wants? We do not know it. On theraoptLodge specifies that
his Deities use the moly and the Amaranthus.

| would anticipate here one of the most importaiffecences from Ovid's
Metamorphosethat | will analyse in detail in the fourth chaptére absence of
sorceress Circe. The daughter of Helios is noteyutty Lodge; in place of the
sorceress, Lodge introduces Venus and Cupid, &pantThetis and many others.
The Goddess of love and her son have almost the sask as Circe, that is, to
change Scylla's opinion about Glaucus.

The “moly” has a significant meaning in Lodge: @ritwas generally known as
the herb given by the God Hermes to Ulysses in Haaysseywhich would
help the hero against Circe's dangerous power supsion, the fact that Lodge
names this herb, implicitly reminds us of sorcer€se. Therefore, Lodge's
homage to Ovid, in the quotation of Hermes's hgdlierb is thus played.

It seems that the English poet would like to leatublic know that although Circe
is not there irScillaes Metamorphosise is aware of her presence in Ovid and his
intention to delete her from his protagonists igtiph She is not present
physically but psychologically, her great importaroth in Homer and in Ovid is
respected by Lodge through the use of the moly.

Furthermore, Glaucus says that he used to swimgtits towards Scylla's refuge,
with the purpose of convincing her: he tells theratar and the Nymphs that
during the night, when everybody was asleep, he wene, he awoke the rivers
and the winds to help him. His courtship lasted $ome time; it occupied a
definite period of time, even though limited. Tiesanother change from Ovid: in
Metamorphoses&laucus's woe is present and unique. As soon asdgeScylla at
Zancle, he falls in love with her and, not returngaoles to Circe. All these actions
— seeing Scylla for the first time, loving her againg to Circe- are one after the
other, without repetition of a particular actiom,aolonger duration in time of one
over the other.

On the contrary, Lodge describes a long courtslyigGtaucus, very articulated
and extended, which consists of many attempts ef G@od, many different
requests and praises, even the intervention of @loes to persuade the resolute

Nymph. All these additions by Lodge are useful @mdnstrate once again his
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thesis: how disrespectful women are wrong in refysa noble man's woe. The
reason why the poet prolongs Glaucus's woe ig¢gsmore than ever before this
women's common attitude.

Scylla's refusal is duplicated in comparison withid) exactly for this reason: she
openly says no to Glaucus, she mocks his feelidgdad. Every time he makes an
attempt, she is ready to refuse his invitationgglhéng at his embarrassment and
disappointment, giving proof of her arrogance amaddhtiness. As a matter of
fact, she also speaks to him, urging him to leararmpeace once and for all.

She is an active character in Lodge, she speaksaiacus, while in Ovid she does
not utter a word. She limits herself only to go gwadile Glaucus is still speaking
to her. She shows to be indifferent, careless, abtall bumptious and
presumptuous.

Thetis makes another intervention: she reachescGsaon Isis' island to reproach
her son not to complain about love. This could besaered the second divine
“healing” intervention, for its purpose is good;etiGoddess is still much
preoccupied for Glaucus, so she tries to convincetb give up, not to waste his
time and put all his energies in lamenting forttaiaable love. Once again she is
the careful mother and the perfect holy Goddesslved in her son's misfortunes
and ready to solve them, although “apparently”

In addition, a third “seemingly” “healing” interveéan by Thetis is going to take
place: her asking Venus and Cupid for help is at tort. At the beginning it
follows the other interventions' trend, that issty to get joyful effects, both for
love-sick Glaucus and his company, always engagedring or comforting him.
However, during the narration, we come to know th& previous magnanimity
unexpectedly disappears and her noble intentioes lest forever. What is
important to stress here is the fact that two Bsitire involved, not just one as in
Ovid. As we will soon see, with two opposite purgms

After Glaucus's recovery from love, Thetis does wiigmiss her heavenly
assistants immediately. She makes a second retueStpid indeed, that of
making Scylla sick for love; finally being contedtéy the child God, Scylla is

“infected” by the passion arrow.

56 | will soon explain why | speak about an appameterference for good purposes.
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It might be strange or even inappropriate to caillld's love wound by Cupid as
an infection: nevertheless, | personally think ttras definition is the fittest for
such an action. Lodge lets us understand thatdhefanaking Scylla fall in love
is a real contagion. Like a disease, love hits Ilker a virus, a fever; Cupid's
weapon suddenly strikes her and she runs awayasiaded animal.

All Thetis's requests to Gods' help are absentvid,Qhe only request for aid is
addressed to Circe. The only similarity one migbtige is the likeness of Scylla's
reaction to metamorphosis described by Ovid anatieepresented by Lodge: the
effect is quite the same. She escapes, terribiedday what is happening to her:
on the one hand, she becomes a monster, she lesesaiden-like appearance,
gaining a more horrible and diabolic one. On thieepthand she moves from
repulsion to passion towards Glaucus, she changiesiimd from indifference to
love:

The tender Nimph attainted unawares,

Fares like the Libian Lionesse that flies

The hunters Launce that wounds her in his snares;
Now gins shee love, and straight on Glaucus cries;
Whilst on the shore the goddesses reioyce,

And all the Nymphes afflict the ayre with noyse

The two acts of changing are both different andlammalthough one physical and
the other psychological, Scylla's tendency to escap if struck by a weapon, is
the same. Consequently, Lodge keeps Scylla's balmaaf fear and terror of
Metamorphosesut he modifies the kind of metamorphosis.

He deals with “psychology”: unlike Ovid, what Loddecuses on is Scylla's
forced mental change. She undergoes two metamaphnsLodge, just as she
does in Ovid. However, just the second is the sam®vid, which changes her
into the famous rock.

Scylla's psychological metamorphosis is the certiame of Lodge'sScillaes
Metamorphosisthe author's main concern is her behaviour, tigude, her mind.
The reader sees the disrespectful Nymph moving faowain way of behaving
towards Glaucus, indifferent to his love and surfigr to an overwhelming and

devastating passion. But, unfortunately for her,sasn as she falls in love,

57 T. LodgeQOp. Cit.,p. 23
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Glaucus does not love her anymore; consequentlgrigaal opposition between
the two characters is re-established. It deals withasymmetric love, where
lovers do not return each other's sentiment. Werafeont of two persons who
love alternatively: just as one starts to love,dtteer stops to. For this reason, they
are destined not to enjoy each other, but at bast will not die at the end, as all
symmetrical lovers do.

Scylla's change of mind is the proper punishmensfich a woman: according to
Lodge®, women should not refuse noble and respectful 18br.deserves such a
treatment; so that Cupid's wound is not the onlyigiunent she undergoes. After
her running away from Isis's island, she cannod fany relief even in her
favourite Sicilian shore: after having complained rauch for her not returned
love for the sea God, she is reached by a new Gsddee of the most dangerous
and vengeful ones, that is to say Ate. The undddaDeity makes her apparition,
together with five ghosts. They come to Scyllafsige in order to punish her, to
inflict her the last metamorphosis into a rock.

To conclude, Ate's final intrusion is the last divi“punishing” intervention.
Moreover, the Goddess is not called on scene bpramyso her apparition is
totally independent from the other characters. iShaot requested by Thetis, as
Venus and Cupid are, neither by a Nymph, nor by@la, like Ovid's Circe, and
this fact is directly connected with her nature,ost analysis will be handled in
the following section of my dissertation. Uselessay, even Ate's character and
the ghosts are Lodge's additions, since we alr&adw that the only unworldly
interference in Ovid is Circe's.

As far as the second “real”’metamorphosis of Scylla is concerned, Ovid deals
with it: Scylla still changes into a rock, aftervivag killed six companions of
Ulysses' crew. However, the Latin author is notcie about how this
metamorphosis happens, neither because of whatif itas deserved or not; on
the contrary, even though implicitly, he does rmy that this change is an act of
ruthlessness by Circe, like the first metamorpho®site the opposite, he just

mentions it. Ovid is vague, he just quotes a furttfeange of Scylla, which will

58 We understand his opinion at the end of theligpylin the final inscription, p.28
59 1 say “real” for all the myths concerning Scydliad in this way. So real stands for common,
universal, known and tackled by many writers.

38



prevent her from killing Anchises and Aeneas, batdoes not describe it, nor
does he tell of Scylla's state of mind, as he da#sthe first one.

As for Lodge, he nearly does not mention it atthkre are only a few lines which
recall her metamorphosis:

The five at once the sorrowing Nimph assaile,
And captive lead her bound into the rocks,
Where no availe yet strives she: for his locks
Are chang'd with wonder into hideous sands,
And hard as flint become her snow-white h&hds

There is only this reference to her “white handsobging hard as flint” at once,
but he does not delve into this point. In my opmithe reason is soon traceable:
being the psychological aspect of a greater impodahan the physical one, he
drops it, since psychology stays on an upper degreedge'’s scale of values.

In a sense, he brings oMietamorphoseéamain concern, which is the characters'
psychology in falling in love, and stresses thipes in his work, dedicating the
whole epyllion to it. Thus, he expands a theme WdOwhich actually is not
entirely explicit in this particular second metapioosis by the Latin poet. In any
case, he names it, to be in some way faithful ® dhginal conclusion of the
myth.

The final addition of great importance by Lodgé&isucus's charging the narrator
with telling the world the story of wicked Scyllance he has accompanied the
narrator to the place where they met at the beggnihe sea God gives the
narrator the serious task to write the story heetied to, with the purpose of
instructing mankind with its moral meaning. Thishis duty towards the world,
and this is the reason why he was put in touch Widwcus's misfortunes; one
might say that he is the messenger of Gods, chavgadeaching men with their
heavenly precepts and keeping mortals to the sitraigd narrow. His contribution

will assure him a place among the most importattevs in history.

60 T. LodgeOp. Cit.p. 27

39



3. Lodge's Gods and Goddesses: a focusing on tineiture, their
mythological references and their function in Scillaes

Metamorphosis

The following section of my dissertation will dewalith all the mythological
characters inserted by Lodge: from the first li@she last ones, the epyllion is
crammed with Gods, and each of them is the proiagah a particular myth.
Their presence in Lodge's work underlines a spedision by the poet, or a

significant connection to the theme those lined déa.

3.1 Glaucus’s and Scylla’s characters

Firstly, | would like to concentrate on the mairacdcters' nature, trying to give a
more precise idea of their personalities; then Il miove to the other Deities,
following the order in which the poet has classifteem, throughout the story.
The first God the narrator meets on his way is @lau Lodge introduces a real
sea God from the beginning of his work, but Glausmas not a Deity in Ovid's
epic poem from his own birth, as we already know. \Mas once a man who
became an immortal inhabitant of the sea afterrtaeaten a magic plant. Thus,
Lodge loses Glaucus's doubleness, his two-facedireyatwhich was a
characteristic of his in Ovid: according to theihauthor he was the protagonist
of a metamorphosis himself, and for this reasos, dandition was similar to
Scylla’s.

Segal' and Viaf? agree in putting Scylla's and Glaucus's metamaghon the
same level. The two critics compare their respectivanges, as both characters
undergo a metamorphosis from human to animal statd®ugh Scylla becomes
a monster and Glaucus a Triton, both the fisherthadnaiden start a totally new
section of their life, under another shape.

As far as Segal and Vial are concerned, they s@dmut a “regression”, an
involution from the human to the animal shape, &aucus and Scylla do not

progress in their evolution: on the contrary, thegke a real evolution backwards,

61 C. SegalDvidio e la poesia del mifgenezia, Marsilio, 1991, p ?
62 H. Vial,La Métamorphose dans les Métamorphoses d',(Radis, Les Belles Lettres,
2010,p ?
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as if nature would turn back the clock. Conseqyehibdge does not focus on
Glaucus's difficult nature, which is clearly repreted by Ovid; the English poet
leaves aside the problematic essence of Ovid'sc@&showing just his role of
depressed and desperate God, whose beloved on@aoeturn his feelings; all
that concerns his metamorphosis, his state of mhimohg his change and his final
reaction to the new immortal nature is omitted.

As for Scylla, it is her psychological metamorpisogihich is Lodge's principal
concern, as | have already said. Unlike Ovid, thglish poet leaves behind her
metamorphosis into a monster; he gives room tovaeity, to her wickedness, but
he does not even name her metamorphosis into atenpndich fact verges on
Glaucus's own change.

In Lodge's work, Scylla's character is reverseth Metamorphoseker thoughts,
her feelings, her ideas are not treated, the reeal@mot gain an insight into her
psyche, he cannot understand her character andnimel, apart from her fear
during her metamorphosis; iBcillaes Metamorphosiker thoughts are always
clear to readers' interpretation. One is able &wdner disposition, her behaviour.
In this sense, the author is ready to depict hex @sin woman, as if this side of
her mind were the only one; we are in front of atremely spoiled and arrogant
woman, whose concern is but thinking about hersdlhus, the two
metamorphoses are surely deserved, whereas inteydare not. As a matter of
fact, Ovid tells that in reply to Circe's wrong,estill have the possibility to

revenge, so she is wronged and what she doesagitonately rebel.

3.2 Scillaes Metamorphosi% active Deities

Among all the Gods quoted by Lodge, one might makgistinction: some of
them are “active” Deities, who act during the stand have the precise task of
doing something within the work. Some others aras§iwe”, they are just
witnesses of what is happening before their eyasthey do not carry out any
actions.

3.2a) Fair Thetis

The first active Goddess the reader meets is THeitistly, it is important to say

that Lodge's insertion of Thetis is an addition:cimun the same way as Venus,
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Cupid, Ate, the ghosts and all the other minor abt@rs, she has been inserted by
Lodge in his version of Scylla's metamorphosis.

Actually, differently from all the other protagotss Ovid quotes Thetis in this part
of Metamorphosesbut not in Scylla's section: she is responsible Glaucus's
metamorphosis accomplishment, a book before Seylth Glaucus's story. It is
she who welcomes the new born sea God in her watdm, completing his
change by effacing the last marks of humankindsrsbul.

According to ancient mythology, Thetis is the maimaracter of two different
myths, and in my opinion it is useful to remembethbof them, for Lodge
presents many aspects of hers which are traceableth the myths. The first tells
that she is a Nereid, the daughter of Nereus antieofOceanides Doris. She is
famous because she is Achilles’ mother and befetteng married with a mortal
man, she was loved and disputed by Jove and Neptaveever, they both retired
when they came to know that Thetis's future sonl&vbecome stronger than his
own father. Consequently, mortal Peleus succeedadnquering the Goddess's
heart and they gave birth to six children. Nevdebsg all of them died burned, for
Thetis always put them on fire when they were newpm order to make them
immortal. When Achilles was born, however, Pelars him from the bosom of
his mother, and Thetis so offended, went backecsta realm.

Furthermore, another version of the same myth damrtpis part related to
Achilles: Thetis would plunge her son into the Stiwser and he suddenly became
invulnerable. Only his heel would not be touched thg water. Thus, it is
universally known that this fact would be fatahion, during the Troy War.

The second myth concerning Thetis tells that siiedsyoungest of Titanides and
she was born from Uranus' and Gaea's union. Skengaatied with Ocean, one of
her brothers, with whom she gives birth to threeutfands rivers and three
thousands Oceanines. Unfortunately, that is alliémtamythology says about her.
Homer let us know in théiad that she was Era's mother, and informed the world
that her parents had been in quarrel for a long,tiso she tried to make them
make peace with one another.

As far as Lodge is concerned, he mixes the twoimessof the myth. As a matter

of fact, some aspects of Thetis's character arentélom both the stories. From
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the first lines ofScillaes Metamorphosise come to know that she is the Goddess
of the sea, the Queen of the water realm and ththen@f Glaucus; thus, her
marine origin is maintained and it respects Thebgths in both the myths, even
though in the first she is a Nymph, whereas instagond she is a Titanide.
Notwithstanding that, Lodge is more faithful to higanic birth, because she has
all the sea inhabitants under her control, bothnioetal and the immortal ones.
Besides, her son Glaucus is a real sea God, withsagroup of Nymphs in his
train. Moreover, both mother's and son's royal tpeesss is underlined in many
passages of the epyllion: when the Nymphs act uthe@r command, when nature
through its plants and flowers stops its coursarder to listen to Glaucus's story
of grief, as a sign of respect

But pencive Glaucus passionate with painings,
Amidst their revell tgus begin his ruth;

Nimphes, flie these Groves late blasted with myniohgs,
For cruell Silla nill regard my truth:

And leave us two consorted in our gronings,

To register with teares our bitter monings.

The flouds doo faile their course to see our crosse
The fields forsake their greene to heare our griefe
The rocks will weepe whole springs to marke ousdgs
The hills relent to store our scant reliefe,

The aire repines, the pencive birds are heavie,

The trees to see us paind no more are |&vie

Furthermore, near the end of the poem, there imgeswhich compares Cupid's
second wound on Glaucus to Achilles' sword: thimgarison reminds the reader
that Thetis is Achilles' mother, as a consequeheedrigin of the Goddess is
stressed once again. We see that there is no distamction between the two
myths concerning her figure, as Lodge uses boticesun his hands, to draw the
sea Queen from many different sides, to give mawetk, thus to make her a
round character.

In addition, her asking Venus and Cupid for hel@mmother mark of her power.
Although also men used to ask Gods for help, thiqugises and invocations, in
a sense they were obliged to promise some futumards to Gods, such as
building temples in their honour or being theirveents for the rest of their lives.

On the contrary, Thetis's speech is less solenthpast of all, she is not bound to

63 T. LodgeOp. Cit.p 10
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make any kind of promises to the love Deities. Bheot an insignificant mortal
woman or even an unimportant sea Nymph, who disttals Venus and her son
for her own purposes and, especially, with no righinvoke their intervention. It
is sufficient for her to call them, with a politequest of help and they appear all
of a sudden on their marvellous chariot.

3.2b) The Gods of love: fair Venus and her nauglayild Cupid

As far as Venus is concerned, she is involved inynfamous ancient myths. She
is an Italic Deity, soon identified with the Greg&ghrodite: her birth is the subject
of a dispute between Homelld and Hesiod'3heogonyThe first poet said that
she is daughter of Jove and Dione, whereas thendeaffirmed that she is born
from Uranus' emasculation made by Cronus, who thews his testicles into the
sea. From the sea foam fair Venus finally appears.

Venus is Vulcan's wife and she is famous for hawingated him more than once.
With Mars, the God of war, she has five childreros Deimos the terror, Phobos
the fear, Harmonia and Priapus. In addition, shielsh®aris dear, since in his
famous judgement he defines Venus as the mostihgdaBbddess among Era,
Athena and Venus herself. For this reason, shendsféhe prince during the
Trojan War. Finally, she is universally remembefedher dear boy Adonis, and
Lodge, as many other Renaissance poets who ddalmmithology, quotes their
story in his epyllion.

Venus belongs to those Gods | have personally nasédctive” characters. Even
though she does nothing directly, she makes noamagenchantment; she has an
important charge to deal with: Thetis has calledaral her son to re-establish her
dear son's happiness again, and it is Venus to wHuetis's praises are dedicated
and who decides to listen to them.

Venus arrives on her magnificent chariot, togetmeth her son and she
immediately reassures desperate Thetis about es poompt recovery. Here,
Cupid strikes his arrow. Although it is not Venusrdelf who directly heals poor
Glaucus, she takes her son with her on Isis' isiaratder to make Cupid do so.
These are her most important actions, she welcdress' invocation, like a fair
Goddess, and commands Cupid to do the right thom@nds Glaucus, since we

know that Glaucus's present state of despair isdZugwn responsibility.

44



The fact that the Goddess of love is presented hethson Cupid then deserves
our attention. This choice is not common amongessit they usually introduce
one or the other as the occasion requires or aiceptd their stylistic preferences.
If one thinks of Apollo and Daphne's myth, thereordy Cupid who “lovely”
interferes with the Nymph's and the God's livest fltie same could be said about
Venus's making Circe sick for love; the Goddesalime in her revenge against
Circe's father Helid¥.

For this reason, it is rare to see mother and satogether in action: an important
example of that is given biyhe Faerie Queendn Book Ill Canto VI the Goddess
is looking for her son,who will then be found inesst company.

According to Hesiod'$heogonyCupid was

il piu bello tra gli immortali, che rompe le memhditutti gli dei e di tutti gli
uomini®®,

According to Orphic legends, he is born from an &ad by the Night, who is
fertilized by the Wind; other myths tell that he ®rn from Venus's sexual
intercourse with Mars, or Hermes, or even Jove &éiins

Sophocles gave another beautiful and evocativerigéso of Cupid, in his

Antigone which perfectly depicted his immense power on &npsyche:

Eros negli assalti mai vinto, Eros che su animaimbi, che insonne su
carezzevole guancia di fanciulla passi le nottessuno ti sfugge, non gli dei
mortali, non gli effimeri uomini. E chi ti ha, smaff.

Current iconography draws him as a smiling andiaratild, who is provided
with wings and a quiver with passion and repulsimows.

This “little” God of love arrives on Lodge's scewéh his heavenly mother, as |
have already said. Cupid is charged by both Tlaettshis mother to help Glaucus
to recover from his pain.

It is universally known that Cupid is a naughtylditboy, keen on making people
fall in love at his own pleasure. Most times, héuwntarily strikes his arrows as his
fancy wants to. As a matter of fact, Apollo and Brag's mytf’ is of that kind.

64 This myth will be dealt with in the four chaptetich focuses on the figure of sorceress Circe.
65 M. Ramous, L. BiondettQp. Cit.,p 780

66 Ibidem.
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Cupid is angry with Apollo because he urges the Gaidto use the bow, since it
is a demanding weapon for such an arrogant chrdd;@#pid is. The God of Arts
states that he is the only one who is able to mamath the great bow, thanks to
which he has just killed the Python. Apollo is soyd of himself and of his
ability that Cupid promises him to punish his aange as soon as possible.

Fate shows benevolent to Cupid and he takes henhgevon Apollo, making him
fall in love with Daphne, the Nymph daughter of Besn Unfortunately for the
“brightening” God, the rascal strikes also the Nymput with the repulsion
arrow; thus as soon as Apollo starts to love, Dapbtarts to hate and the
assuming pride of the God of Arts is so chastened.

What is important to stress here is Cupid's owrrenhiptability: there is no means
to know how he chooses his “sweet” victims. He doesfollow a precise order
or a particular plan in selecting his preys, hd gigkes his arrows as his mind
suddenly suggests to him. Just as a child, he rasgfigently and at random,
without wisdom and maturity in making his decisi@ml, especially, in changing
people's lives forever. It is a generally knownttleve is the most destructive
force man has ever faced: it is quick, sudden, statiag and shattering. As a
consequence, an arrogant, inexperienced and reathdd is the most appropriate
owner of such a sentiment.

Therefore, the fact that love “management” is ichdld’'s hands underlines its
unexpected nature: love is as spontaneous asdaishif does not follow any rules
as children usually do; it is independent from awoyt of dictate: religious,
political, or racial ones. Thus, men fall in lovecause of chance will, or better for
Cupid's will, which is led by chance.

In Scillaes Metamorphosi€upid is obviously an “active” God: he, more tlary
other God, acts on the characters' destinies.\sire# makes Glaucus fall in love
with Scylla, but Lodge does not show this factOasd does instead: we come to
know about Cupid's previous wound because Thetideguit, at one stage. The
whole story is a backwards digression and the reeatenot understand when the
sea God exactly fell in love with the Nymph. We yokhow that his courtship
lasted a long time, vainly. Secondly, he appearshenscene, together with his

mother, with the purpose of redressing his wronGlaucus. Finally, he punishes
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Scylla at Thetis's request, sickening the Nymplmave for Glaucus.

This last action could seem similar to Cupid's canmway of behaving, that is to
say making people fall in love, even though thdieaion is not returned.
However, it deals with a rightful punishment: Sayllas deserved it. The Nymph
showed herself to be vain, proud and needlesslkeasicthus Cupid's wound is
just and appropriate. It belongs to the Gods' waypunishing men's arrogance
and this is probably the first time Cupid has actedscientiously and with a
precise intention.

To conclude, | personally think that Cupid might bensidered as the most
“active” character in Lodge's epyllion. Although éftls's decisions and influences
on other characters are noticeable everywherehatd talled her “the mistress”,
Cupid is the one who, more than any other characseries out actions and the
contrary ones. Paradoxically, he is the youngestratter, but he is the most
active.

3.2c) Goddess Ate: between wickedness and holiness

The last “active” character to be considered is, Atko comes at the end of the
story, in order to inflict on Scylla her second dadt punishment. Goddess Ate
belongs to Greek ancient mythology, there are natshiof her in Ovid's
Metamorphosesamong her powers and functions, she often leads inte the
crime of hybris, that is to say the insolence whighws from the absence of a
sense of proportion. She does not walk, nor tohehground, but she flies over
men's and God's heads, with the purpose of misigatiiem; just as Cupid, no
man or Deity can escape her powers.

Ate is a real wicked Goddess, she voluntarily dexgiboth mankind and the
Olympian inhabitants for the personal pleasureurfighing them and seeing them
suffer. In a sense, she resembles Hecate, whos@ided by Spenser in his first
Mutability Canto:being Hecate a devil force, a demoniac invincddeence, she
challenges the Gods and wins over Jove's most pawgrardians, since, being
the daughter of Cronus himself, nobody can stomhdrfight against her.

The Litai, the wrinkled Prayers, always chase Gedd&e, but, unable to reach
her, they help those unfortunate people plunged suifferings because of her

action; on the contrary, the arrogant people whaoatdisten to the Prayers' advice
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are punished by them, through their asking Jovea&e those people chased by
Ate. Homer stated that she is Jove's daughter ggaim&mnon blames her for
being the cause of his quarrel with Achilles. Affge’'s deception of Jove, the
King of Gods throws his daughter down to earthbifdaling her to go back to the
Olympus forever. Besides, according to Apollodorsise then falls down on a
Frigian hill which will take her name and whereelalius will found Troy.

Hesiod, on the contrary, affirmed that Ate is theughter of Eris, Goddess of
Dissension, very close to Injustice: thus her witlend malevolent character
could be linked to Hesiod's opinion on her birthorsbver, mother and daughter
are frequently confused, so that some authorsdstht it is Ate, and not Eris,
who, offended for not receiving any invitation tel®us and Thetis's marriage,
throws the famous bone of contention, her goldguieapvhich would generate
Era, Athena and Aphrodite's quarrel and would cd&ajlas to pronounce his
famous judgement. In doing so, the foundationsrof/ War are laid.

The Goddess of error arrives, in Lodge's poemcgliéds shelter all of a sudden,
in company with her frightening ghosts. Accordingancient writers, Ate does not
need to be called by anybody, she appears spontsige@here her presence is
needed, in order to punish men or Gods for havamgnitted grave crimes. As far
as Scylla's case is concerned, the Nymph has shdisesspect to a God, even
making a God suffer. As a consequence, she desewvebe punished.
Nevertheless, unlike her common behaviour, Ateoisdescribed by Lodge as an
awful Deity, as many poets tended to do. Hesiod Aqmallodorus are just a few
examples of the majority of ancient writers who idegal Ate as the daughter of
Dissension, the sister of Injustice, the embleraviif

On the contrary, Ate enters the plot@dillaes Metamorphosis order to finish
what her relatives have just begun, or better véhgtid has just finished to do.
She represents the proper executioner for suchreersas Scylla is. Thus, Lodge
modifies once again his mythological sources atdvis pleasure, to give his
poem the right and proportioned metaphorical weigke's final fierceness goes
hand in hand with Lodge's moral intention to instruain women to be more

responsible and humble: women's arrogance goesarewand sooner or later it
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will get the well-deserved punishm&htThe Goddess of error is ready to chasten
anybody who does not respect a correct way of begafrom any point of view:
moral, religious and ethic.

As a consequence, changing Ate's common figureetier hiding one aspect of
her character, which is the best known and imptr&rongly underlines Scylla's
malignancy: that is to say, it is useful to strénsg Scylla is nearly the only wicked
character in Lodge's poem, apart from Thetis fowlaile. Therefore, the
detachment between the Nymph and the rest of tAmcters is strong, clear and
deep.

3.2d) The five ghosts under Ate’s command

To conclude this section, there are only the filesys from the Underworld that
are left: Furie, Rage, Wan-hope, Dispaire and Wbese are the evils, carried by
Ate to Isis's island, in order to metamorphose I&cyito a rock, under the
Goddess's supervision.

Lodge starts by presenting them from their physiggdearance, giving way to his
own fantasy in their description: Furie is red wiife that burns everywhere on
her body and her eyes burn with rage; Rage is thogale and crunches bones of
maimed men and

His lockes were Snakes bred foorth in Stigian®ten

After her, Dispaire makes her apparition; she ehsaudesperate elf, that
delightlesse liude, still stabbing of her $&lf

Now it is Woe's turn, who looks like Death hersbdcause

all in blacke, within her hands did beare
The fatal torches of a Funerdll,

In addition, her cheeks are wet for her eternaingryher hair is messy, and her
voice is shrill in a dreadful way.

Last but not the least is Wan-hope's turn, whaeésgnted by the poet as a “poore

68 This aspect will be dealt with in chapter 5.2te$ dissertation, concerning Morality play.
69 T. LodgeOp. Cit.p 27

70 Ibidem.

71 Ibidem.
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soule”. She might be the least dangerous and thst mmarmless of the five,
according to Lodge
Wringing his armes as robbed of his witts

Much in the same way as Cupid, these five ghostSaative” characters: they are
responsible for Scylla's second and physical metphasis and the evil spell on
her shelter. One after the other they inflict thedr Nymph” their hellish wound;
however, “poor” only in this case, since the namaivho is witnessing the scene,
is worried for her. They are much more “active” ewban their mistress, who
commands them to make the magic, and, obviouslgt madictive and brutal in
their doings, although necessary for the situation.

Thetis, Venus, Cupid, Ate and the ghosts are adharacters, as | have already
said: each of them cooperates in Glaucus's recoaeadyScylla's punishment in
some way.

Nevertheless, they are just a few of all Lodgearatters: apart from the main
ones, many other figures intervene. Some of theni'@assive”, some others are

just quoted or remembered.

3.3Scillaes Metamorphosi%s passive Deities

Among all the Deities added to the original plot te English poet, | have
distinguished between “active” and “passive” chteex since my analysis of
active ones has just been completed, now | wilspgaghe passive ones, trying to
give my personal opinion about their function i tstory and the metaphorical
meaning Lodge has assigned to them.

3.3a) The sensible and attentive Nereids

The first mythological figures the reader finds &laucus's Nymphs: even before
their master, they make their apparition on Lodge®sne, in order to meet the
narrator's sadness. Unlike Glaucus, who reproatinesalthough kindly, they try
to rescue this unhappy man, by comforting and chgédrim up.

Afterwards, when Glaucus is telling his story, tlikythe same, behaving as a sort
of guardians: each time a character dear to themdset, they come

72 Ibidem.

50



spontaneously and unconditionally, to give himrtielp and support.

In Ancient Greek mythology, there are many mythscesning the Nymphs, since
there are many groups of different ones. They ar@mDeities, belonging to
nature or to heaven, but they are generally beeevareatures, and commonly
well-disposed towards men. As a matter of fads in their honour that so many
writers and poets dedicate their works, invokingpination from them.

They are universally known as beautiful virgin neaid, ready to get married; they
benefit mankind and make nature fecund. The Neratle are present here, are
the beautiful daughters of Nereus and Doris ang tapresent the most beautiful
and pleasant creatures of the sea. According tooHiethey are fifty, they have
pearls in their hair and they move on dolphinbamkby means of chariots pulled
by Tritons. Moreover, they usually live in a silyealace, inside the depths of the
sea, apart from the cases when they reach theceurfaorder to help sailors who
have gone off course.

Thus, they are naturally kind, they do not hampensi lives, as many Gods
usually do instead. Lodge represents such creawbhes are always ready to
provide for the common good. When Glaucus is sadhifo unattainable love, his
circle of Nymphs always helps him, so that Lodggssa

The Sea-god Glaucus [...]
For whome the Nimphes a moffie coate did frame,
Embroadered with his Sillas heavenly n&fne

The Nymphs also charge themselves with curing Giswftom his illness,
together with Thetis, who personally

On hillie toppes the wonderous Moly found,
Which dipt in balmie deaw she gan to straine,
And brought her present to recure his wd(ind

Or even Clore, whodathered Amaranthus flowér; and Nais Aiax

blossom in that stowre,

Some chafe his temple with their lovelie hands,

Some sprinkle water on his pale wan cheekes

Some wéepe, some wake, some curse affections handes
To sée so young, so faire, become so weake

73 lvi.,p7
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To conclude, there are many passages throughout ptteen where the
magnanimity and the kindness of the Nymphs is repkeand restated, in
particular when it is Glaucus who is speaking andeulining their generosity
towards other people. All that the Nereids do ifétp their neighbours: the most
painful effort for anybody is nothing for them, @mparison with their fondness
and unselfishness. At any rate, there is only ogmph who is wicked and, for
that reason, isolated from the rest and it thabigously Scylla.

3.3b) Lustful God Bacchus

Also Bacchus is mentioned by Lodge, approximatelyhea beginning of the
poem, with his love affair with Nais, one of theNghs of Glaucus's circle. Even
though the God of rapture is only quoted herehst It personally decided to put
him among the “passive” Gods, this fact is of giegtortance for what concerns
the meaning of the whole epyllion.

Since Lodge's intention is to write a Petrarchtstys thus a Platonic and pure
myth of love, the interference of the most lustmd sinful God is a paradox.
Being Bacchus the extreme personification of passibimpulsiveness, and of all
that is irrational, his presence here unsettleggetsdwhole pure and chaste aim to
describe a mythological story, which is actuallypume most of the times, from a
modest and virtuous point of view.

In this sense, the future most famous epyllia byldMee and Shakespeare might
have taken inspiration from that quick and temppgdlusion to passionate love.
On the one hanHero and Leanderon the other handenus and Adonisave then
shown to the Elizabethans two similar but at th@es@ime different aspects of
lust, which deeply charmed the readers. Probablgdby so many works openly
Petrarchan, the two playwrights tried to test ts@m of passion, that fascinating
field which was proper of Ancient myths, challernghe so long and deep-rooted
tradition of Petrarch; considering their successytwere clearly right.

3.3c) The sea taxes: Tritons and Dolphins

Another mythological figure added by Lodge is thr@oh: the poem is rich with
these creatures who, together with dolphins, adrdmes of the other characters.
Unlike the Nereids, who, although not decisivetfa plot of the story, have some

76 Ibidem.
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particular tasks to carry out, Tritons are only rgea with taking the main
characters from one place to another; or else, #reywitnesses of the events.
This is the case of Scylla's psychological metamoss where they are
“members of the audience”, as | would like to saw;of the ghosts' attack on
Scylla's shelter, where they see what is happesmmbare frightened and horror-
struck like other Detities.

According to mythology, Triton is the son of Nep#ythe God of the sea, and of
Amphitrite, one of the Nereids. Even though Gregkhology speaks about him,
he is already present in Phoenician culture. Hallysbrings with him a sea shell
horn, thanks to which he dies down the tempestsaandunces his father's arrival
to sea inhabitants. Besides, he is famous for hglpason and the Argonauts in
finding their course again.

Generally speaking, Triton gives birth to many otfetons; they now stand for a
large group of sea Deities, who, as a rule, folldeptune where he goes. Like
dolphins, they are sea Gods' servants and messersgace they carry them on
their backs or pull their chariots within the segths.

The last sea creature Lodge introduceSaillaes Metamorphosis the dolphin:
at the end in particular, the dolphin takes Glauand the narrator back to the
thicket of the beginning. Dolphins have always hagteat metaphorical meaning
in mythology, and the most famous myth concernivegrt is that of Arion. He is a
Greek citharist and is known for having inventeé tfithyramb in Bacchus's
honor. He is the favorite artist of the Corinthayt and one day he succeeds in
convincing his master to travel from town to towmprder to show the world his
talent.

Herodotous told that Arion arrives in Sicily, whdre becomes rich through his
art. While he is going back from Taranto, sailoemito rob and kill him, with the
purpose of stealing his belongings. Moved by pihbe sailors give him the
possibility to decide how to die, whether by suécithroughout an honourable
burial, or being thrown away into the sea. He dsksing for the last time, before
killing himself. He sings in Apollo's honour andpidg so, many dolphins
approach the ship, drawn by the tune.

He plunges into the water, where a dolphin savesdnid carries him to Neptune's
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temple on his back, as dolphins usually do with nWvgéhen he lands, he forgets to
send the dolphin back to the sea, so the animaltdare. Once he has got back to
Corinth, he tells the tyrant his story, so the kgiges the command to bury the
animal and to build a monument in its honour.

Later on, the ship on which Arion has travelledchess Corinth. The king wants to
interrogate the sailors about Arion: they sweat tiemhas died and he has been
buried by them. But the tyrant, aware of their iemmands them the next day to
swear, in front of the dolphin monument, that tteag telling the truth. In the
meantime, they will stay in prison.

The tyrant asks Arion to hide inside the monumentil the following day,
wearing the same clothes he wore the day sailed to kill him. When they
swear before the monument that Arion is really déedcomes out of it and the
king, when the lie is so revealed, condemns thkrsato be crucified on the
dolphin sepulchre. Then God Apollo, so pleased wition's talent, takes both
him and the dolphin to heaven, where they beconeegreups of stars: the Lyre
and the Dolphin constellations.

In terms of general iconography, dolphins have wgdvdeen depicted as
benevolent creatures, naturally kind and friendsnen. As a matter of fact, the
myth of Arion, one of the most famous on dolphiagplicitly underlines their
sociable and heart-kind tendency.

Another famous myth concerning dolphins is describg Homer and it is linked
to Apollo: one day, the God of Art jumps on a sbfCrete sailors, changing her
course towards Crisa, where the Delphi temple waelduilt. The name Delphi
hides within itself the word dolphin, obviously.

Finally, there is a last myth about dolphins whistof note: that of Bacchus. It
belongs to the hymn to Bacchus by Homer: the Ganhithe shore, when all of a
sudden a pirates' ship arrives and captures himoe $hey believe he is the prince
they are looking for.

However, his captivity does not last, he breaksdi&ins and, magically, a wine
river flows on the ship, the sail becomes a virledtigrape bunches and finally
an ivy grows all around the mainmast, as well ew tige oarsman. At one stage,

Bacchus metamorphoses into a lion, which throughrdar, scares the sailors and
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they plunge into the sea, suddenly metamorphogdediishoal of dolphins.

It apparently seems that the metamorphosis could dieine punishment: on the
contrary it is an act of pity by Bacchus: the Gasles them, though killing them.
They are regenerated just like the plants andsfrgiowing all over the boat. In
addition, they now have the possibility to do soowbgood, much in the same
way as dolphins usually do for men.

As a consequence, the metamorphosis here is & Batchus's benevolence, not
a punishment at all: he changes those men's aténd character, he improves
their previously wicked nature into something hetsomething good, almost
holy, in a sense.

They now swim all around the God, totally kind amappy in their new shape,
ready to do other people good when the occasidrbeifavourable.

What links this myth to Lodge's poem is its endlpims are swimming all
around God Bacchus, much in same way as dolphims @l around Glaucus,
forming a circle. Thus, the reference by Lodgehis particularity of Bacchus's
myth is evident.

As one might notice, this is exactly the kind ofatte&ind creature Lodge
introduces: the dolphin is ready to accompany Glawmnd the narrator when they
need to. Then, a group of them celebrate their enastestored happiness with
other characters, well-disposed and friendly to &Sodmmon joy.

In brief, Lodge's cast is varied: there are somdsaGsho act as round characters
and who are charged with important tasks- Thetemug, Cupid, Ate and the
ghosts- then there are some flat characters, ssidneaNereids, the dolphins,
Bacchus and the Tritons who, although just mendoaed with no significant
roles within the story, are important as frametheftale. They cooperate in giving
the poem a particular meaning and a metaphoricahtyeeven though they do
not act so much during the plot.

Tritons, dolphins and the Nereids support main attars in their actions,
thoughts and reflections. They arrive where thennthiaracters are not able to;

they are charged with such enterprises that na ptieéagonist could undertake.
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4. The absence of Circe as an attempt to avoid sékust

All the myths mentioned by Lodge are stories ofetofrom the first to the last,
they recall some erotic situations, each of whiets @n Olympian Deity in love
with a mortal person, apart from the reference ngdica and Medoro's love in
Ariosto's Orlando Furioso,and God Bacchus who is in love with a Nymph.
However, they are only quoted in order to respeetauthor's intention, which is
to tell a chaste mythological tale.

In accordance to that idea, sorceress Circe, orieeomain characters of Ovid's
poem, is absent from the scene and Lodge's chseide line with his will to
describe a sort of Platonic love. In my opiniornge #ibsence of Circe is directly
connected to that, because she is a lustful woordp,driven by her passions.
Circe has always been described as a malignanéress; queen of witchcratft,
from the Classic Era onwards, during the Paganqaiityt. Given the fact that she
belongs to a divine lineage, critics have often Wdficulty in recognizing her
birth as a Goddess, because her magic powers $leoaselves through particular
herbs, potions and her magic wand. She is considasethe founder of great
dynasties, a symbol of erotic soliciting; goddegseincarnation, a prostitute, a
murderous wife and lastly a disillusioned loVeMost of all, she is systematically
hostile to travellers, and the episodeédafysseyperfectly clarifies this aspect.
Circe, through the help of her potions, changes mi@nanimals: very similarly to
the Olympian Gods, she makes metamorphosis. IM@amorphose®eities
transform people into other animate beings, animmalensters, or plants, Circe
employs herbs and potions to do the same thing.

Ancient authors were not very precise whether alstwet was a Goddess, like
Calypso, the other immortal woman loved by Ulyssasher being a mortal
woman with magic powers. However, changing is a growf hers in this
occasion, not of a Goddess. Through her magicierepulates men, she submits
them to her will. The witch:

avvelena l'uomo di piacere offuscandone la capatitianificazione e
autocontrollo, destinandolo cosi ad una vita aréstd in preda a istinti e
pulsioni irrazionali’®.

77 M. Bettini, C. FrancdQp. Cit, p 87
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Thus, the miraculous plant given by Hermes to Wgssaves hifithis flower
more generally rescues the King of Ithaca from whiate represents, that is, the
irrational part of the mind. One might say that ghéhe personification, or better
the mythological symbol of the Dionysian instinigden in each of us.

To present the character of sorceress Circe apdegent her in all her aspects, it
is useful to make a distinction between Olympiand§sopersonalities and
capacities. In his study on the function of Cirae FPascoli'sFanciullino,
BazzoccH{ divides Deities in this way: on the one hand theeethe benevolent
and magnanimous Gods, such as Diana, who is chavgleconnecting human
beings with the not human creatures, with whattexi®yond the boundaries of
the physical sphere and with those who are nayuirdédindly towards men. On the
other hand, there are wicked Gods, vengeful andl @mes, not very kind with

mankind, and Circe is of this sort.

4.1 The female Vampire and the witch

Firstly, | will analyse the similarity between Gé's character, the female vampire
and the witch: since all of them have always besprasented as examples of
impulsiveness and lust in action, it could be ie$ting to compare their nature,
underling what they might have in common and, thhay they are similar in
many aspects.

Historically, the conception of womanhood has cumily changed throughout
the centuries: the woman was regarded as an angelgdhe Dolce Stil Novo,
where many Italian Poets and writers sanctified tlean she became a vampire,
during the Gothic and the Decadent periods, addcewith all the worst epithets
of nastiness and brutality.

Briefly, women have gained different attributes aracteristics from ancient
times until now, alternating positive and negatimeages: they were once a
projection of God, of the holy world, real Saffitshus examples of perfection on

earth. Then they suddenly become children of Eviizens of Hell, men-eaters

79 Hermes, the God of wind, gave the “moly” floueUlysses. It was a miraculous plant that
would safe him from Circe' s perilous charm. Thel®@@s aware of the sorceress Circe's
malediction, of her way of punishing and submittmgn, so he decided to help the hero.

80 M. A. BazzocchiCirce e il Fanciulling Firenze, La Nuova ltalia, 1993, p10

81 Glauco defines Scilla as a “Saint” line 175l ddge,Scillaes Metamorphosis, Op. Cit.
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actually, with the only purpose of ruining livesraén.

Being conceived ofas a “vampire”, the woman was frequently paintedaas
diabolic creature, surrounded by demonic essenaoes capable of the most
obscure enchantments. In particular, according dth lGothic and Decadent
writers, she used to steal men's lives: a cleameplais Stoker's invention of the
three wives of Dracula.

In the moonlight [...] were three young women, ladiBstheir dress and

manner. | thought that | must be dreaming whenal ggem, for though the

moonlight was behind them, they threw no shadowthenfloor. They came

close to me and looked at me for some time and thieispered together

[...]- Two were dark, and great dark, piercing eybsat seemed to be almost
red [...] the other was fair, as fair as can be, vgthat, wavy masses of
golden hair and eyes like pale sapphires. [...] Atee had brilliant white

teeth, that shone like pearls against the rubyheir tvoluptuous lips. There

was something about them that made me uneasy, kmgmag and at the

same time some deadly fear. | felt in my heart eked, burning desire that
they would kiss me with those red Iis.

Here, the three vampires seduce the Earl's gu&sigipg him into a sort of
trance: they are marvellous, so he is enthrallethby beauty, by the third one in
particular, who really looks like an angel. Tharikstheir hypnotising powers,
they would succeeded in killing him, or at leasasting” him, if their master did
not stop them just a moment before.

Women vampires most generally cooperate with thrapiee in bleeding people
dry, men and children in particular, so they aremm@ges of death: through their
sensual appearance and magic powers, they catchnmeair trap, without any
possibility to escape. Those monsters, as thasargpresented them, reduce men
to slavery, finally leading them to death.

Circe is blond herself, looking like an angel ontleaand she reduces men to
slavery through her sensual powers, as we will bas she might be herself in
that trio who tempted the Earl's guest.

Women of this sort proliferated in XIX century liggure; Stoker, Baudelaire,
D'Annunzio in Italy are just a few example of tletfine this literary genre had, a
European redundancy that is felt still nowadays.

However the vampire is not the only representatbrvicked women. Another

82 B. StokerDracula, The World's Classic, Oxford, 1983
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famous daughter of Evil is the witch: together withtan, she is the result of what
iIs “natural” using a Leopardean definition, she imstinctive, unthinking,
impulsive, totally devoted to the sensory parthed mind, and completely driven
by her passions. Circe is a witch in a sense: sheational, spontaneous and
provided with magic powers, as a witch is.

Thus, the witch is totally bent towards the phyksithe natural constituent of
mankind. Therefore, quite the opposite person thet sand rigorous Christian
Religion required. This is the reason why Witch4thbecame a common practice
during the Middle Ages: all that was unknown, myistes, sensory and not
justifiable by religion was condemned and rejedbgdthe Church for coming
from the Devil, and witches were labelled as beioggto this category.
Consequently, those women who did not follow a tfas$ life, were usually

tagged with witchcraft and condemned to be burthetake.

4.2 The Solar and divine origin of Circe

One of the most important differences between Gwadd Lodge's stories is the
absence of the famous sorceress or witch as on# sag.

According to ancient Greek and Latin mythology,c€irs the daughter of Helios,
the God of the Sun and of Perse, one of the Titsesler most frequent function
is connected with magic and sex, and in particuldn the sensual influence of
magic on love relationshifé.In this sense, she is the essence of the loss of
identity: men are literally captured by her natle her powers, so that they lose
themselves. Those heroes who meet her on theiaveagot able to resist and this
is the reason why she is frequently connected wlifivion, towards which those
unlucky men were inevitably doomed.

Circe is a Heliade, like her sisters Phaethusa,dedim and Aigle, she has all the
characteristics of brightness. As we know fr@udysseyshe has blond hair, light
blue eyes, so she looks like an angel; she ownbealleatures of a holy, celestial
creature, just as a Goddess deserves. Very sitnilaer sisters, she is an example
of femininity

[...] that sisterly helpfulness and goldenness of ngpawvomen, which the

83 C. SegalOp. Cit., cap 6
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Greeks perceived in the sun in addiction to Hefatsterhood [..%.

Vial®® quite totally agrees with Kerényi, saying that

Si le Soleil possede un pouvoir métamorphosant Bépisode de Phaéthon
démontre dramatiqguement I'étendue, il est ausgrdad-péere et le pere des
deux magiciennes dédétamorphosegviédée et Circe. Une évidente parenté
unit la magie, motif récurrent dans I'ceuvre ovidienet la métamorphose.
Toutes deux operent, comme I'écrit C.P. Segal,a«éimite de l'ordre du
monde, au point ou le désordre et I'irrationnelemt dans I'ordre».

By these words the reader comes to understandvihlatiraws Circe 's episodes
near all those where magic is the protagonist, e/iee stories develop thanks to
magic intervention, on behalf of Gods most of @lprder to punish mankind. In

addition, this French author also states that magic

[...] offre cependant un angle d'interprétation daumbént intéressant, d'une
part parce que, comme I'écrit C.P. Segal, elletitaas en particulier dans le

cas de Médée, «un instrument qui sert a explagrcbmplexités et les

contradictions des sentiments humains » autremiéresl passions, d'autre
part parce que, langage a part entiére doté deaabulaire, de sa syntaxe et
de sa vie propre, elle se définit comme un refketla création poétique

ovidienne, travail de transformation d'un matérig@iéroclite, dont chaque
élément peut étre remede ou poison, en une makiaremonieuse et

efficienté®,

Much in same way as lunar Goddesses, also Sun Gsekl@re sanctified and
worshipped. Their sun-like qualities seem to belamghe world of faeries. As a
consequence, Circe is universally known as theesess ofOdyssey moreover,
according to Kerény® reports Circe's house is the place where dawrois, b
where her father Helios wakes up.

The sorceress, together with Calypso, representsatthetype of femininity*,

the remote figures of women. Circe is so beauttiat Penelope herself is jealous
of her husband's love affair with férwhen she sees the Goddess to give her

husband's ashes. In addition, she is universathykrfor her beauty:

Telemaco si era alzato immediatamente, reggendual'fra le braccia, ma

84 vi,p 2

85 H. Vial,La Métamorphose dans les Métamorphoses d',(Rads, Les Belles Lettres, 2010, p
71

86 Ivi,p 73

87 K. KerényiOp. Cit., pp 6-7

88 M. A. BazzocchiCirce e il Fanciulling Firenze, La Nuova ltalia, 1993, Introduction p X

89 M. Bettini,Op. Cit.,p 13
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non era riuscito a gridare. Mentre lei, quella dosuolla porta, aveva gridato,
anzi aveva cantato, non si sarebbe potuto dir@a s®@de che giungeva alle
loro orecchie era grido o canto, solo che era litapid'oro, una voce che
dorava e inargentava, come un raggio di sole chesse mischiato a un
raggio di luna. Non era umana, eppure lo era. Tetenavanzava verso di lei,
tenendo l'urna tra le braccia, mentre Penelope,gtioacchi sbarrati dallo
sgomento, la osservava da dietro la stanga di*ferro

Penelope is jealous because, seeing fire in Ciege's, she understands that she is
the matron not of men's hearts only, but also omew's mind; the widow is
divided between consternation and regret, melagcltasid remorse. Those

feelings struggle without pity:

come a riva le onde quando la risacca le sbatteeyso il largo, ora verso la
spiaggid™.

4.3 Circe in the ancient literature

4.3a) Circe in theDdyssey

Readers are familiar with Homer@dyssey where the Goddess-woman is a
malignant creature, as beautiful as demoniac.

Ella era la stregaronta a umiliare i viandanti di passaggio e arad al
mondo umano per volere maliggﬁo

According to Homer, she is the witch of Aiaie, a dMerranean Island, who
metamorphoses her captures into wild animals, badepisode of Ulysses is the
most famous: all his sailors are transformed ings.pln addition, she makes her
magic with the help of “pharmakon”: with this woldpmer meant those strange
and obscure herbs she knows very well, which changsan people's appearance
into something else, and make men lose their idestas human beings.
Fortunately, Ulysses receives Hermes' help agémesmagic of Circe: he is not
changed into an animal, like his companions, bexafsthe moly, the divine
flower the God gives hiffi. It is a very particular plant with a black roetdawhite
flower, very famous among the Ancients and usedt$omedical properties, as is

evident, because also mentioned in books of meslicin

90 Ivi, p 19
91 Ivi,p 21
92 Ivi, p 25
93 Ivi, p 37
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In the famous passage, where Ulysses and his coomzaawrrive at Circe 's realm,
they immediately find lions and wolves ready to seshe them. Very strangely,
they seem subdued by her, in a very unusual waguon wild animals. However,
they are victims of an enchantment by the Goddeks, instructed them to act as
cheer dogs when new men arrive. Their behaviounsdbat of Cerberus, which
welcomes dead people with thousands simpering wdyan they reach Hell,
inviting people to enter and not allowing them toayit any more.

Therefore, Circe is universally known as the mawbtie, of deceptioff; in her
reign nothing is real, nothing is what it lookseliend those unlucky people who
happen to reach her dwelling are destined to strifen thousands of pains.

The reign of Circe is collocated near the Hadesyéign of the dead people:

La Circe ovidiana trasforma Scilla in un mostrceodo [...] e trasforma Pico
e i suoi compagni in animali; usa anche la magiaesfp appare gia nella
metamorfosi post-omerica: ma quelle di Ovidio sotrasformazioni,
renovamen permanente di forma, morte non competaavvivenza larvale
dellio o forse anche immaginario accesso a pet@ndi vita o di vite
continuaté.

To conclude, Homer underlines a certain mysticidnthe Goddess, which is
included in the herbs she uses. This fact underlagein her being a powerful
sorceress, who submits men through her magic amicaiglants; even though
one should not forget that she is, at the same, tthed woman in love with
Ulysses who helps him against the danger of thesteos Scylla and Charibdys.
The archetype of femininity wraps a daughter ofl Ewvirevengeful creature who
lives at the end of the world, half way betweenveeaand hell and a woman in
love, as well. So this unintelligibility, this ohstty is emblematic in the herbs she
uses for her enchantments, it deals with the waofldhe unknown, of the
uNCconscious.

The same kind of herbs is used to metamorphosdaSayb a sea monster: as a
matter of fact, the poor girl is transformed into heorrible creature in
Metamorphoses a dreadful wild beast. | would venture to sayt thweer
metamorphosis is the result of the obscure desiréise sorceress “al quadrato”;
she is the expression of her powers at the nth pamd her twin Charybdis is the

94 M. Bettini, C. Francd] Mito di Circe, Torino, Einaudi, 2010, p 33
95 P. Fornardyietamorfosi con Ovidid_eo S. Olschki, Firenze, 1994, p 66
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victim of the same operation.

The Goddess is the Queen of magic, the matron @it wvehobscure, unknown,

what common people cannot manage with. Moreoverctmntrivance she uses is
seduction, temptation, so the most extreme, phlyaité unreasoning means. It is
probably appropriate to compare her to BacchusGihe of Bacchanals, emblem
of sexuality, of impulsiveness and transgressidre iS a sort of feminine version
of him; she seduces her victims, promising themhilgbest earthly pleasures; so
Circe is definitively able to give way to the prim@l instinct, hidden in every

man. As a consequence, Ulysses fights and defeistotiginal danger by that

particular herb which might represent rationality:

e il moly donato a Odisseo da Hermes e simboladealjione, parte divina
dell'anima umana, che preserva l'uomo dal cadémmaidi quelle tentazioni
attraverso il controllo delle pulsioni desiderdhti

This is the only way to avoid Circe’s fatal influmnof on men.

The metamorphic power of Circe is therefore theresgion of irrational instincts
and will which take the upper hand on people's siimites and heresies stir up,
destroying the rational part of men's souls. Irs thiay, they lose their human
component, looking like animals.

This is what Circe does, she makes people forget being human beings, with
the limits that this condition implies, reducingth to the same level as beasts. It
is a sort of addiction, as if they reach a psychicl state where they can free
their hidden impulses without any control on theimey run riot. Thus their
inhibitory brakes lose efficacy, as if they weredanthe influence of drug, in a
sort of addiction.

Following what | said, it is appropriate to setd@iramong “femmes fatal€d’ she

is detached from any possible connection with tleeldvof men, she dominates
them indeed. As a matter of fact, in her brief tieleship with Ulysses, from
which a son is born, Telegonus, sex is not the ovdapon she uses; on the
contrary, to sex “psychological dominan¥&is added.

In Virgil's Aeneid at the beginning of Book VII, Circe is even mevieked than

96 Ivi,p 97
97 Ivi, p 119
98 Ibidem.
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in Odysseyif on the one hand, for Homer she is a refinedked Goddess who,
through her magic wand, transforms male foreignets animals and submits
wild beasts like faithful lap dogs, on the othendidor Virgil she is the Cruel
Goddess, with capital letters, who wickedly imprnisosavage beasts that
unrelentingly try to wriggle themselves out of thehains. Here they are her own
slaves, they are in prison, whereas in Homer theyedatively free, they can walk
in the garden and follow her where she goes. Orcamgrary in Virgil, they are
segregated, so that their hate, their wish of teleis enlarged in such a way that
they complain all day long, they struggle agaihsirtcompulsion, craving for the
freedom they have lost, at the time that they detid comply with the Goddess's
invitation. Exhausted, desperate, and resigned, ringret their human past, when
they were free as men and they curse the day tbegpted Circe's sensual
courtship.

4.3b) Circe inMetamorphoses

As far as Ovid's poem is concerned, just beforebdéginning of Book XIV the
poet describes Glaucus's metamorphosis, from a tbaa sea God, whose
“purification of the lowest human instinct$takes place, according to Segal.

La gola aveva appena assorbito quel succo mistgrios
che improvvisamente sentii dentro di me un'agitagio

e in petto il desiderio travolgente di un‘altraumat

Non potei resistere a lungo. ' Addio, terra, addlsi.

‘Mai piu ti cerchero!" e con tutto il corpo mi taifsott'acqua.
Gli dei del mare mi accolsero, onorandomi come {0,

e pregarono Oceano e Teti di togliermi cio che ditaie
potevo ancora avere.][...]

E di colpo fiumi scendono da ogni parte

e mi rovesciano addosso un diluvio d'acqtid.”

Even though he has been purified from the lastegaaf a human being, he
remains a lustful creature, as his love for Scigllaexual and physical, not chaste.
Thus, the general theme of the poem, which is disé and passion of Gods, is
confirmed. Since the majority of changes deals wdnsformation from the
highest to the lowest degrees, the presence ot @oes hand in hand with this
idea

Circe, l'antitesi del senso augusteo del limitd|'atdine e della devozione

99 C. SegalOp. Cit.,p 103
100 A. Golding,Op. Cit.,Book XIlllI, lines 944-955
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patriottica & un importante esempio di metamonesso il bassd”.

In Ovid's epic poem she is described very unmdigifwith cruel epithets only:
she is a daughter of the devil here in a senseysé® magic only for her personal
purposes. As a matter of fact, she metamorphosg$aSeto a monster out of
jealousy, because she is refused by Glaucus, sactkeinder the pressure of the
envy for that beautiful young girl who won in comging the Sea God's heart.
Being rejected and humiliated by a common mortainan, she cannot stand the
slight. Circe is half a Goddess, half a sorcerassmmortal being in any case, so
the defeat is unbearable, she cannot stand thatdamary girl may be ahead of a
Goddess. This is the reason why she punishesvarby transforming her into a
monster; she decides to chastise her by effacimgobauty, by deleting those
marvellous characteristics that made her dear @Rlmve her, as many other
men did.

The reader comes to know that Scylla was much wdgyechen, she used to tell
the Nymphs Nereids the stories of her pretendedseapecially how she used to
say no, how cold and aloof towards them she wast@mards Glaucus she makes
no exception. She behaves precisely like the celttbd woman loved by
Petrarchists.

The Goddess uses metamorphosis for her own purposkgsn a way, that is far
from being deserved.

Books thirteen and fourteen go back to the reipasfsion, of magic and violence,
stopping the epic programme of the poem; for thason, Glaucus's travel from

Eubea to Italy is parallel to that of Aeneas, Inait tof the Triton

e ispirato dafuror, e conducduror o ira, ancor piu grandi e distruttivi, cioe
alla crudele trasformazione di Scilla in mostmb opera di Circ&?

VEDI SE SPOSTARE IN OMERO As opposed to what Ovalras, for Homer
there is also the other side of the woman in Greersonality: she is not the
demonic sorceress any more, she gains the feattitese itself, becoming very
similar to Calypso.

This is the reason why she is preoccupied for ldi§sdestiny: she tries to save his

101 C. SegalOp. Cit, p 104
102 Ivi, pp 105-106
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life from the dangers he could run up against,atritay passion, by love, like any
other mortal woman for a man.

The Goddess warns Ulysses about all the dangersidjet meet on his way:

among Sirens, perilous rocks and obscure sea cesatwo monsters are of note,
which the Hero should not underestimate and fortwt is to say Scylla and
Charibdys. Scylla lives in a cave, on the edge steeep high ground and she
captures and eat all kinds of beings, dauphinsdsea, sailors, without making
distinction between them, among what she findsipgs®sar her hideaway:

Non pensi Ulisse di poterla affrontare con armi nejanon perda
tempo: Scilla non & un mostro qualunque, € invalbiée e invincibile;
andra ben se essa si portera via soltanto sei gmipao per testa,
senza avere il tempo di sferrare un altro attacootate. Sofferto il
primo assalto, cerchino dunque con tutte le foriziiggire veloci e,
passando oltre, invochino Krataiis, madre del nopsperché sia
benigna e trattenga la figlia dal lanciarsi di no@entro la nave®

Much in the same way as Calypso, who suffers forseis' departure from her
island, she loses her divine features and detdwmself from the human world, in
order to behave as a common woman in love. Ingbise, one might make a
comparison with Venus in Shakespeak&sus and Adonisyho loses her mind
because of love. Finally, she loves Ulysses so midt she agrees to free his
companions from the tragic state in which she masgipusly reduced them.

4.3c) Circe's fairy nature inPlutarch

Even though Homer's and Ovid's descriptions of &Cace the best known, there
are other less popular ones, like that by Plutavdho tries to rescue Circe 's
pessimistic popularity. If Homer and Ovid depict“anil Circe”, Plutarch shows a
benevolent sorceress, a kind of “fairy”: accordioghim, those magical mixtures
are happiness elixit¥"

Thus, she was not only the horrible projection waf which transformed Scylla
and Charibdys into two terrifying monsters. Accaglto Plutarch, she was a sort
of fairy, a source of joy and wellness to be digaeh As a consequence, her main
ambivalence, the fact of having been conceivedpinosite ways, lets the reader

understand that she is an ambivalent creaturemdsgaous as her herbs: both

103 Ivi, p 84
104 M. Bettini, C. Francdp. Cit.,pp 30-33
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forgiving and wicked, she is a complex, prismatgufe, keen on transforming
people and transforming herself at her pleasurde &b be malevolent and
benevolent now and then, she drugs her victimstlaed, having been moved to
pity, regenerates them with life.

Pascoli would have agreed with this picture: comsidy that mythological
archetypes have not a pre-established meaning iwdiks, they take positive or
negative nuances as far as the author's necessitingention are concerned. For
him, Circe is not the witch to be dominated and wamUlysses has to do, but she
is a benevolent guide to life and nature's mysteri&#he warns Ulysses about
Sirens, she teaches him the stratagem to escapenthrtal dangerf®®

Ascoltate: Circe non e piu, per me, la maga cheegtid gli uomini, ma la dea

che ammansa le fiere. Questa faccia sola io vedo,do lei. Essa é la figlia

del sole: la luce, dunque. Tesse una gran tela.gdiade sua tela immortale:

una tela lucida, morbida, bella, di quelle chedassn cielo. E questa che tela
sara? Quella del pensiero umano: la tela in cuditm € il noto e il ripieno € il
nuovo; la tela che non si sa quando ella fu piegatasubbio, ma si sa bene

che non ne sara spanata I¥ai

Briefly, Circe represents for Pascoli both the dedive sorceress and the

beneficial goddess.

4.4 Circe in comparison with Hippolyta, Medea anénus

4.4a) Circe and Hippolyta

Circe's dwelling palace is a feminine residéfiGewith not definite terrestrial
coordinates, as Ulysses makes the reader underdianduse when he and his
crew reach the Goddess he says

[...] we do not know where the darkness is nor theisa, nor where the Sun
who shines upon people rises, nor where he 35}}88[__

As a consequence, the perdition, the damnatiomefsbrceress exactly reflects
the state of the place: this sense of nothingnessmptiness, of confusion
between what is real and what is not, plunges @lysasto a state of illusion: he is

not able to recognize realness, he is carried abwayevents and sensual

105 Ivi,p 5

106 G. PascoliQpere tomo II, p 2094, in M. A. BazzocchGirce e il Fanciulling Firenze, La
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distractions. In fact, he discovers only at the é&mat he spent a whole year in
Circe 's company.

It is important to say that the sorceress is surded only by her handmaids, the
Naiads, just like a Roman matron, or Goddess Diaithh her Nymphs of the
wood, or like Hippolyte with the Amazons. Circegaim is made of women only,
as a consequence eroticism is multiplied.

Those women do not need men by their side, theycampletely self-sufficient
without the assistance of male people, not belantggncommon civilized society,
where woman is submitted to man, dependent on rtais. clear that their
personal opinion, their “idea” of themselves sttbeg them, thus they are really
strong in a mono-sexual community.

In this sense, they remind us of the Amazons, ar@mies and murderers of men:
those strong and powerful women used to live ahaland to fight against men;
they were like men in their behaviour and standdiridsing, they went to war like
men. In spite of this, they remained women, thweytfell in love and gained
feminine characteristics again. As a matter of,fadten Hippolyta was defeated
by Theseus, she then fell in love with him. Eveoutih she was the queen of the
Amazons, the strongest of them, the most beawtifdl powerful, feared by every
man, destiny punished her at the end, making Heinfdove with the king of
Crete. The most invincible of Amazons was won by @h the most powerful
men. Consequently, she became like any other womdaye with a man. Circe
is a “a cruel and vengeful Queéffaimost all the time and in all myths
concerning her.

Circe is generally recognized as the witch of fapigho, thanks to some strange
potions or magic foods, transforms people into afsm Moreover, her
spontaneous and unprompted tendency to sexualigsidied by animals which
live by her side, under her control: their aggnessiature, as we know that they
are all wild creatures, reflects perfectly the aggiveness of their mistress. In this
sense, she is a primordial creature. Bettini'snitedn is enlightening here:

Donna non sposata, la cui sensualita non e soggettantrollo maschile.
Quindi il suo essere & pericolosamente vicino aldéura selvaggia, non

109 M. Bettini, C. Francdp. Cit., p 74
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sottomesso alle regole culturdli

Therefore, she belongs to those Greek divinitie vdevote themselves to
girlhood forever, like Artemis and Athena who refdgo get married, in order to
be faithful to their vocation. She cannot even khabout leaving her status of
mistress, of independence, which reminds Hippaytharacter. In this way, she
resembles a real man, she has all the featuresmafacommander, of a chief.
The fact of domesticating wild animals stresses {int: under her role of
commander, they act like slaves, like dogs. Shagmap animals like soldiers, in
addition to imposing her will on them by magic. Sw could be considered as a
matron from an erotic point of view, but also a coamding officer from the point
of view of subjugation.

For all these reasons, Circe could be seen as aERBNT and upright woman,
yet she is now and then shady and ambiguous, agel &dlready explained before.
Bettini's words are perfect in describing her deutdture:

Anche quando i poeti la implicheranno in storiaudianissima passionalita,
di amore e gelosia, la figlia del Sole non perdeg il suo tratto di alterita
irriducibile, il suo stare in bilico fra mondi diks, il suo confondere le soglie
fra umano, divino e animale e la sua contiguitaledorze del cad$'.

4.4b) Circe and her nephew Medea

Ovid handles Circe's character in two other famwauasks, the Ars Amatoria
where she is mentioned together with Medea, andRbmedia amorisvery
similar to MetamorphosesAnother famous Circe is to be mentioned: Apollonius
TRADUCI wrote The Argonautsn Il century a. C.:

The Argonauts are sent to Circe' s dwelling forel®wwn will, because of
Medea's fault, who betrayed her father and helpsdnlin killing her brother, for
the boy's own love. When the sailors arrive at Agd@nd, they see the Goddess
doing a rite of purification, surrounded by wilddbe These creatures are half
men, half animals, foul beings, terrifying in theppearance, never seen before by
men’s eyes, with a man's body and a beast's head.

Once again, Circe is the undisputed mistress afsbéar reign looks like that of

110 Ivi, p 141
111 Ivi, p 208

69



primordial chaos, where creatures start to take #tape from the mud and are
not formed yet. Probably, she is Mother Nature eosely. If on the one hand,
Mother Nature brings living beings to life and theees them into the world, on
the other hand Circe takes living beings from tlegldvand pulls them back to an
inferior state of evolution, ensnaring the unfoeteinto a limbo without return.
Thus, it is a kind of evolution backwards.

Nevertheless, making a comparison with her niecdeédethe difference between
her magic and Circe's is its nature: the first is@ence”, consequently it is the
result of an acquired knowledge Medea has leaamh fner grandmother Hecate,
whereas Circe's own magic is “more an ‘@ft"She has had those magic powers
since her birth, nobody showed her the ropes ofienégs part of herself, of her
own essence. At any rate, Medea is much less diatb@n Circe: in fact, the
princess of Colchide uses magic with very speaifientions. She has recourse to
magic, with the only purpose of punishing firstlglias and secondly Jason, who
after her help in looking for the Golden Fleecetrdgs her love preferring king
Creon's daughter to her.

Consequently she uses witchcraft in these two calsesvenge; on the contrary,
Circe is wicked by nature, or probably as a reactmthe catastrophic condition
into which Goddess Venus once plunged her. As daemaf fact , the reader
should not forget that she was once victim of achantment acted by the
Goddess of love. Furious with Helios since he dened her adulterous love
affair with Mars, Venus took revenge on the Godh&f Sun. She punished him,
sickening him with Love; not satisfied, she alsmighed his five daughters with
the same illness. Ovid, who quotes this story igll&s myth, paints her as a
figure implacably destined to unhappy loves. Herdmmnation was to madly fall
in love with men or strange living beings who woulat return her love.

4.4c) Circe and Venus

Magic is a sign of the greatness of the goddesis & consequence of being
divine; also other most known Goddesses are mag\aius, for example,
domesticates wild animals on her own, and thisgpa@anformation is part of the
theme dealt with imThe Hymn of Aphrodit&his work is quoted by Kerényi, who

112 K. KerényiOp.Cit., p33
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says that “for Homer she is the golden ohé&.”

The rapturous sexual desire that overwhelms thed€sxlof Love is very close to
Circe's, both for Ulysses, which is the most famamsl well-known among
readers and writers, and for Glaucous, the sulgkaty study. One might soon
notice the similarity of both passages dealing whit Goddesses' falling in love,
since the description of their feelings is almbst same: on the one hand Circe is
consumed by a devastating sentiment, which leadsohmadness. Thus, famous
Eighteenth century philosophers would have takendoadition as a proof to
demonstrate their theories about passions. Stgether with Descartes, and
also Hobbes in some way, might have enhanced thlame for irrational
passions, taking Circe 's episode as an argumenbfayiving way to private and
innate passions, because they are dangerous: thegewfrom the straight and
narrow, reducing men to madness and lowering tleethé level of animals. On
the contrary, Hume would have probably sustainedce® state of mind,
inasmuch as being a woman and made of passiongjogsenothing but going
along with her own wishes:

Circe [...] sayd thus: It were a better way

For thee to fancye such a one whoose will and wtietsre

Is bent to thine, and whoo is sindgd with selfsdyred of fyre.

Thou woorthye art of sute to thee. And (credit nteeu shouldst

Bee woode in deede, if any hope of speeding gize ttouldst.

And therefore dowt not. Only of thy beawtye lykingve.

Lo, | whoo am a Goddesse and the imp of Phoebw® bra

Whoo can so much by charmes, whoo can so muchrbg$iedoo vow
My self to thee **

On the other hand, Aphrodite's falling in love wimchises is as strong and
heartbreaking as Circe 's, so that the readeresdmtiite sorry for her inner pain:

And when she saw him, Aphrodite, lover of laughstre loved him, and a
terrifying desire seized her helart

This description is very similar to Venus's dedime Adonis, in Shakespeare’s
Venus and Adortis
Sick-thoughted Venus [...]

113 Ivi, p 46

114 A. GoldingOp. Cit., Book XIV, lines 33-3M™on & Ovid translated by Golding?

115 This quotation is taken fro®oddess of Sup 48, even though the original one is
Homer'sThe Hymn to Aphrodite
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Being so enrag'd, desire doth lend her force
Courageously to pluck him form his horse. [...]
Even as an empty eagle, sharp by fast,

Tires with her beak on feathers, flesh and bone,
Shaking her wings, devouring all in haste,

Till either gorge be stuff'd or prey be gone;
Even so she kiss'd his brow, his cheek, his chin,
And where she ends she doth anew b&gin.

According to this author, the magic of Circe is natevil one: she comes from an
elect line, her parents are of noble origins, theispowers are to be considered as
the result of this divine origin. Very similarly ©lympian Gods, she is provided
with magic.

In particular, Kerényi underlines how Venus andc€iare similar in their making
use of magic: they both submit animals, both ofrthemploy enchantments in
loving contexts, and they are brilliant in using grwafor amorous purposes.
Namely they are able to seduce their victims, imheotto oblige them to do what
they want. As a matter of fact, when Adonis refusedave sexual intercourse
with Venus in Shakespearé/enus and Adonisshe is indignant as nobody has
ever rejected her love and her company. Even Maesgreat God of War could
not resist her:

O! Pity — gan she cry — flint-hearted boy:
'Tis but a kiss | beg; why art thou coy?

[...]

| have been wood'd, as | entreat thee now,

Even by the stern neck in battle ne'er did bow,
Who conquers where he comes m every jar;

Yet hath he been my captive and my slave,

And begg'd for that which thou unask'd shalt have.”

Equally, Circe has never been refused by a man;eftisode of Glaucus is
probably the only one the reader knowsMietamorphosesThe reason why she
gets back at Scylla is precisely this: she cantemidsthe refusal by Glaucous,
hence she gives way to her anger by avenging fiemseghe poor maiden. One
might say that, following this line of argument, evh Venus and Circe have many

things in common, Venus would be the first sorcgtés

116 Harden Shakespeaxenus and Adonistanzas 1-10 SISTEMARE
117 Ibidem stanzas 16-17
118 K. KerényiOp. Cit.,p 10
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Sorceress Circe has always been remembered, franeHanwards, as the:

incarnazione della lussuria, della passione, deicple dell'abbandono al
piacere sessuale. Inoltre, essa riveste una plargconportanza per Ovidio,
perché & uno strumento di metamorfosi, in partieoldella metamorfosi
dall'umano al bestiale.[...]. Circe € in Ovidio wimbolo di passione
pericolosa e corrosiv.

In Metamorphoseshe is an active character, she is the motivataogor of
Scylla's misfortune:

in Ovidio, invece, il suo potere ha un raggio a@laz molto maggiore, e Circe
si muove oltre la sua isola incantata dove la tmovgli uomini di Ulisse, per
invadere lagrata quiesdel rifugio ben protetto di Scift&.

It is her own wickedness that leads to the tragid. €©n the other hand Homer
describes her not as an entire devil, as a vamgdiee.reach is smaller, she does
not act spontaneously if she is not provoked byesexternal causes. In addition,
she is sincere in her helping Ulysses, she is aamom love, worried about her
lover's destiny.

Circe's vengeful tendency is not only direct tovgandbmen. Also some men who
refused her, finally had to encounter a similagitand; the myth of King Picus
Laurentes is of that soft.

As one comes to understand, Circe has negativerésatshe is never described as
a good woman, apart from a few authors who attednjatgpresent her as a normal
woman, with general merits and faults, only driveyn her feelings, just as a
mortal woman is. As a consequence, according tothene might find some
nuances of kindness, of good temperament, in hention to safeguard Ulysses
against monsters and Gods' opposition.

At any rate, Circe is generally remembered as #styrand sensual sorceress who
acts in order to satisfy her own wishes, eveni# theans to damage other people,

and this is the case of poor Scylla, obviously. Hos reason, Lodge wisely

119 C. SegalDp. Cit., pp107-108

120 Ivi, p 109

121 According to Ovid, he was a beautiful manghbby all the Nymphs of Latium, but his
heart was devoted only to one woman, the Nymph @aared he was intentioned to marry her.
One day, during a hunt in the wood, he met Circe whusually had gone there to harvest
some herbs for her potions. She immediately loveddut he did not return her love, so she
revenged by transforming him into a woodpeckersTisian aetiological metamorphosis, since
such a bird species had never been seen beforeeHiants, who looked for him while he was
furiously flying among the branches, were metarhoged into beasts too.
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decided to efface her from his own cast of charactentended to write a

Petrarchan and Moral epic poem.

In the same way as a child, Circe's unique preatoup is to gain what she best
desires. From a psychological point of view, we tmigay that she resembles
those children who, in their first years of lifentl to behave in a very egoistic and
possessive way towards what they want; everythengnitheir possession and
nobody can contrast their will. At this point, | uld make a comparison between
a child and Circe: both of them are selfish, doraimgy and overbearing.

Therefore their sole aim is to get what their mimg@oses on them.
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5. The function of the narrator

A significant role inScillaes Metamorphosis played by the narrator; thus the
following pages of my dissertation will be dediahte it. | will compare Lodge's
narrator to Ovid's, Marlowe's and Shakespeare's,om@rder to demonstrate how
much Lodge has changed from Ovid and how much hddame seminal foHero

and Leandées andvenus and Adonsnarrators.

5. 1 Ovid's and Lodge's different narrators

Ovid describes Scylla's myth in the third person: afparh a few passages where
the characters speak themselves about their sttmegatin poet brings his poem
to its end, through an impersonal narration. Tla@eeno parts where he expresses
his own point of view; he limits himself to carm tiis epic discourse, letting his
heroes behave and say what they want.

However, being a highly respectable poet, he is &blinterrupt the narration of
Anchises and Aeneas's voyage, with the purposeeslbhg the story of poor
Scylla, without damaging the final result. In adzft it is Ovid again who, when
he has finished speaking about Scylla's tragic metphoses, goes back to the
story of the Trojan enterprises, coming back topgbem'’s main story.

On the contrary, Lodge buildScillaes Metamorphosi®n a very different
structure: he inserts another character, in additiothe main ones, who | have
already spoken about, that is to say an “inneratar. Unlike Metamorphoses
where Ovid himself is both the narrator and theness of facts, Lodge takes the
decision to introduce another person charged wilcibing and reporting
Scylla's and Glaucus's adventures, from a closent pif view. He inserts a
character who is directly involved in the plot amdo sees with his own eyes what
is happening to the protagonists.

For this stylistic device by Lodge, | would arguett Scillaes Metamorphosis
could express a certain need of the poet of a itevaty reality. Even if the story
is totally invented, since it rediscovers an arcieyth, and myths are almost
entirely invented stories, as well as their protagis, who are fictitious just as the
story in which they are involved, the poet's iniimtis, nevertheless, to write a

myth as real and plausible as possible.
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The fact that Lodge introduces one more member hdw the task of relating
what is happening and most of all who will writee titory of Scylla to make the
world aware of her malignancy, is specifically datempt to render his poem real,
likely, believable, in a sense. The narrator reacBaucus's realm with a specific
reason: his task is probably the most important aneomparison with those of
the other characters. He must instruct the world women, most of all, about
how to behave with men. Consequently, all that de learn and assimilate from
Glaucus's depressing example will be useful forkimehnot to do the same, and
not to have anything to do with women of that sort.

Moreover, the poem deals with an unknown narrdb@rreader cannot understand
who he is, nor from where he comes and why. Thigata's characteristic @nce
again the neutrality of his nature and task, sd tleis free to analyse and
comment on facts from his personal point of viewd @afso to give his personal
opinion on the matter.

We are immediately plunged into Lodge's thicketha beginning of the poem,
but there are no indications about what we are ggdo read, nor about the
characters who are going to be described. Evergthdus Glaucus himself who
adopts the narrator as his proper minstrel, sotthatould have some limitations
as far as writing about his topic is concerned ke a poet towards his patron,
the narrator does not evade denouncing his owrppsatment and his proper
pain at the time that Scylla is undergoing her metghosis into a rock.

The poet is very sad for her pain and sufferingictvime finds unbearable: Scylla
is fighting, crying, reacting against her punishméitthough this is deserved, in
the narrator's eyes she remains a maiden whofexisigf.

These five at once the sorrowing Nimph assaile,
And captive lead her bound into the rocks,
Where howling still she strives for to prevaile,
With no availe yet strives she: for hir lock€?..

The scene recalls a hunt, where Scylla is the anelythe ghosts are the hunters: it
seems a lions' hunt, when the lionesses attack tle¢éénceless prey until they
succeed in killing and eating it. As a matter aftfat would not be wrong to

compare Scylla'being overwhelmed by the ghosts as a predators,; Bunte a

122 Wi, p. 27
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few lines before the poet calls her:

The tender Nimph attained unawares,
Fares like the Libian Lionesse that flies
The Hunters Launce that wounds her in his sh&res

However, Lodge here refers to Cupid's “hunt”, bpersonally think that the two
metamorphoses encountered by Scylla are very simiidar as the method and
the procedure in which they are carried out areeored.

Or else, one might think about a fight of Titanse tway the fight is told, the
passion the narrator expresses while he is speakingell as the solemn tone by
which he describes the scene, underline the magstyalmost the rarity of the
fact. This is the reason why | speak about an ameouwof Titans: it is as if
abominable and overall forces were fighting to deat

To conclude, if Scylla was firstly the hunter pacellence, the primordial hunter
who usually gives chase to men's hearts, if onehimitgfine her as that, the
situation is now reversed. She changes courserartseahat vast group of people
who love, instead of making somebody fall in lowte moves from being a
“femme fatale”, who does not care about men's rigslito a common woman,
who happens to fall in love with a man one day simelis not returned.

Ovid himself speaks about Scylla's habit to refade men who woe her.
Nevertheless, this aspect of the main characteairerin the backgrounih the
Latin poet, for his only preoccupation is Scyllaslpless character against the
invincible sorceress Circe.

Probably, also this characteristic of Scylla's esrgpn Circe's character: the
sorceress has always been a men-eater, she do@gendtnow what love is, apart
from when she falls in love with Ulysses. Cruekfastablishes that Ulysses will
not truly love her, but he just takes advantagbearfsensual company for a while.
As a matter of fact, he abandons her as soon earhe

Scylla's and Circe's respective fallings in love &ué?* and exactly for this

123 Ivi., p. 23

124 It is obvious that speaking about “true loired mythological setting is relative. The
majority of times, love is “induced” by Cupid's @nference, thus it is an act of magic; for this
reason, it would not be proper calling these fghim love as true, generally speaking.
However, for myths' ideology, love was generateChypid, it was him who gave way to real
loves. As a consequence, Scylla's and Circe'sfgehre true and real in this context.
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reason, they are unattainable: thus, they reseltitht punishment for such vain
women. They have made so many men suffer for lothegn so frequently, that
what Scylla encounters first with Glaucus and tivith Ate's followers, as well as
Circe's abandonment by Ulysses, is correct:

The narrator is in pain for Scylla's desperate sading

The waters howle with fatall tunes about her,

The aire dooth scoule when as she turnes withim the

The winds and waves with puffes and billowes skt
Waves storme, aire scoules, both wind & waves begim..*%>.

The event is so oppressive for everybody, that

The Sea-man wandring by that famous Isle,
Shuns all with feare dispairing Scillaes bowre;
Nimphes, Sea.gods, Syrens when they lift to smile
Forsake the haunt of Scilla in that stolffe

5.2 The narrator's humanity against the Gods' egoism

At this stage, the narrator comments on what he.dde is shocked by Gods'
indifference to Scylla's sufferance. They are happydrinking Ambrosia in
Neptune's dwelling, conceited and egoist in thesavenly hobbies, so that
everything that occurs outside their lives is urnom@nt; the poet is simply
disgusted by such a spectacle

Thetis reioyst to sée her foe deprest,

Glaucus was glad, since Scilla was enthrald,;

The Nimphs gan smile, to boast their Glaucus rest:
Venus and Cupid in their throanes enstald,

At Thetis beck to Neptunes bowre repaire,
Whereas they feast amidst his pallace falre

The Gods do not care about mankind's lives. Theysarselfish and egoist that
they are even able to enjoy themselves when somyedisd is suffering.
Nevertheless, the narrator is a man, he is mdhag he is able to feel sorry for

Scylla's tragic condition. He can “sympathiZ&with her. He is so in tune with

125 T. LodgeQp. Cit.p. 27

126 Ibidem.
127 Ivi, p. 28
128 According to Humesreatise on Human Natuigook Ill, men are usually able to feel

sympathy. In Hume's theories, this word standsrfen's ability to share other men's state of
mind, sadness and melancholy in particular. Soabk&oon as a person close to us suffers, we
are so in tune with him that we start to be disotate and uncomforted on our own.
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the unlucky Nymph, that while other charactersameising themselves, he says

Alonely | apart did write this storie
With many a sigh ad heart full sad and s6tie

The poetis sadder than ever, when he becomes aware that l@gemaster
Glaucus is not different from other Deities. As s@s he stops loving, he returns
to his original nature, that is to say being ananimgy God, uninterested in people's
problems and interested in himself only. The probthat is given by his being
glad of Scylla's new condition: even though she kel punished and tortured for
the rest of her life, Glaucus does not utter a wandorder to help her and
convince Thetis and Ate to restore her beauty,ttegevith her happiness.

Being a poet, an artist, and for this reason, @lpged person, through his art he
describes the world and nature: he is the only whe knows what art is and,
especially, he is the only chosen person who ie etbtatch what lies beyond the
boundaries of reality. All that is metaphysicafintscendental and spiritual belongs
to his domain: he can understand what common peagpieot. If common people
are superficial and material, so that they do menecare about important values,
the poet is in direct connection with questionsdmelreality.

Consequently, the poet really loves, hates, sufershis own and for other
people's sufferings, whereas people do not, aeaatIpretend not to, since unable

to really deal with such feelings.

5.3 The influence of Lodge's narrator on Marloweand Shakespeare's

The narrators in Marlowe'slero and Leanderand Shakespeare\¥enus and
Adonisare notable for the analysis $€illaes Metamorphosssnarrator. If on the
one hand, Lodge introduces an inner narrator, wheocharacter of his poem and
who personally and spontaneously comments on waakehs, since he is present
in the story, Marlowe's and Shakespeare's arelThety do not belong to the plot
of the poems, they start to speak all of a sudaghput having been introduced
by a particular character.

Moreover, the functions of the three narrators heirt respective works are

different one from the other: Lodge's is neutragriwe's is ironic, Shakespeare's

129 T. LodgeQp. Cit.p. 28
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is almost steamy, audacious, till nearly, sometjrtesching upon the obscene.
Even though the poets' personal way of commentingother characters'
behaviours is different, each of them showing ecipeeintention and opinion,
Lodge's commentator influenced the other two, asploiem was the first to be
published.

Bacchus's story about his seduction of Nymph Nathe only direct reference to
lust in Lodge's poem, apart from those implicitgzages about Vulcan’s myth and
Joves's love affairs. Nevertheless, Marlowe now Hreh depicts some veiled
erotic scenes, for example when Hero pretends toopuairs. Also the central
scene which contains God Neptune's courtship toderais of that sort: the God
is literally struck by Leander's beauty, so thatsheats to woe him: the declared
homosexuality of this part dflero and Leandeladds some more hints of the
subtle eroticism to Marlowe's epyllion. In additjadhe most explicit one occurs at
the end of the poem, when within the dark, Hero bednder look one for the
other:

His hands he cast upon her like a snhare:

She, overcome with shame and sallow fear,
Like chaste Diana when Actoeon spied her,
Being suddenly betray'd, div'd down to hide her,
And as her silver body downward went,

With both hands she made the bed a tent. [...]
To touch those dainties, she the harpy play'd
And every limb did, as a soldier stout,

Defend the fort, and keep the foeman out; [...]
Again, she knew not how to frame her look,
Or speak to him, who in a moment took

That which so long, so charily she kept; [...]
But as her naked feet were whipping out,

He on the sudden cling'd her so about,

That, mermaid-like, unto the floor she slid;
One half appear'd the other half was'fid

Shakespeare on his own enlardgsllaes Metamorphosss quick reference to
erotic love to the extreme, exaggerating this aspecfinds in Lodge, till he
dedicated to it the whole work. There is not a higere Shakespeare does not
refer to lust in action, and his narrator deephgsses this sensual tendency. He

does not waste his time sidestepping his poingregeices to passion and lust are

130 C. MarloweHero and LeanderTorino, Giulio Einaudi Editore, 1965, lines 74668
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everywhere ivenus and Adonis

With this she seizeth on his sweating palm,

The precedent of pith and livelihood,

And, trembling in hr passion, calls it balm,
Earth's sovereign salve to do a goddess good:
Being so enrag'd, desire doth lend her force
Courageously to pluck him from his horse. [...]
Even as an empty eagle, sharp by fast,

Tires with her beak on feathers, flesh and bone,
Shaking her wings, devouring all in haste,

Till either gorge be stuff'd or prey be gone;

Even so she kiss'd his brow, his cheek, his chin,
And where she ends she doth anew begin.
Forc'd to content, but never to obey,

Panting he lies, and breatheth in her face,

She feedeth on the steam, as on a prey,

And calls it heavenly moisture, air of grace;
Wishing her cheeks were gardens full of flowers
So they were dewd with such distilling show&ts

Thus, both Marlowe and Shakespeare have taken Laslgan example for their

works, but they go further than that, giving theaems their personal touch, as
any considerable artist.

Finally, Lodge's neutrality is useful to make tleader able to elaborate his own
idea about the poet's teaching aim: showing hisihe's bad temperament and the
right punishment for such a character, one mighs@wlly understand Lodge's

thesis.

On the contrary, Marlowe's irony and Shakespearescenity are so clear and
visible, that probably a reader of Lodge would spéend the same curiosity in

catching the poet's hidden opinion. They are sa apeheir ideas that nothing is

left out or assigned to the reader's free integpicet.

5.4 The narrator's speeches

The first time Lodge's narrator speaks is duringiy little pause Glaucus makes,
at the beginning of the poem, when he has notestand tell his past love for
Scylla yet

Herewith his faltring tongue by sighs oppressed.
Forsooke his office, and his bloud resorted
To féede the heart that wholly was distressed,

131 W. Shakespeardenus and Adonj§orino, Torino poesia, 2007, lines 25-66
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Whilst pale (like Pallas flowre) my knée supported
His féeble head and arme, so full of anguish,
That they which sawe his sorrowes gan to langtfish

Here, Glaucus is in company with his circle of Nyme@nd the narrator, just met.
Just from this first quotation, his good natureeiiarkable: the narrator is feeling
sorry for poor Glaucus, who is visibly consumed axthausted by his sensual
memory. The newcomer offers his cure and attentionsis new friend, who is

still suffering because of Scylla.

Then, during Glaucus's report on his experiendey &is coming to Isis's island,
the sea God falls asleep once again and the namatosays:

Alas woes me, how oft have | bewept

So faire, so yong, so lovely, and so kinde,
And whilst the God upon my bosome slept,
Behelde the scarres of his afflicted minde,
Imprinted in his yuorie brow by care,

That fruitlesse fancie left unto his shidfe

The reader sees the similarity with the previousagph by the narrator. He
underlines another time his sadness for Glaucugs$, gvhich is a wrong and
unworthy bad mood.

The narrator totally shares Glaucus's resentmen®dglla, and we understand it
by his stressing the poor sea God Glaucus's stateno. However it is implicit:
there is no mention about a “wicked, malignant wait”eScylla by the narrator
himself, he makes other characters say that. Ogam dis neutrality and will to
make his poem as real and plausible as possildisptayed.

Moreover, now comes his proper task as a poet, dhabvoking the Muses'
assistance. These lines represent Lodge's “poeiicghe epyllion, since the
classical invocation to the Muses occurs in evetgworthy epic poem

My wandring lines, bewitch not so my sences:

But gentle Muse direct their course aright,
Delayes in tragicke tales procure offences:

Yeeld me such feeling words, that whilst | wright
My working lines may fill mine eyes with languish,
And they to note my mones may melt with angfﬁéh

132 T. LodgeQOp. Cit.p. 12
133 Ivi, p. 19
134 Ivi, p. 19
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The desire of realism, of which | have spoken a pages before, is here clearer
and more undeniable than ever. He says “my wandmeg, bewitch not so my
sences”: he is praying his lines not to deceive, lainad obviously his readers, with
falseness. He hopes his senses will not be infeetand driven by passions; his
aim is to remain as impartial as he can, not righkm be blinded by passions as
other characters are, Glaucus in particular.

Reality, impartiality and neutrality are his mostportant values; betraying them
would be the worst sin he could ever commit, angetsonally think that he
succeeded in being faithful to his original intenti

Thus, after having prayed his own lines, he makssndlar request to the Muse,
as unique inspiration for artists: “But gentle Mudieect their course aright”.
Consequently he invokes thienmortal and holy Muse to help himself in
honouring his aims and wishes, the Muse is prageassist a mortal man, with
mortal and, therefore, limited capacities to beagisvright, not to fall into the
snare of unreality, of falseness and passions,wéooner or later drive respectful
men to madness.

The narrator says that he is aware that “Delayedragicke tales procure
offences”, consequently he asks for help, in ord#rto fall into the pedantry of
heavy and tragic tales.

The following speech by the narrator occurs aft&auGus's recovery, when his
happiness is eventually restored. Our inner nariatihere when Cupid strikes his
arrow, and among all Deities glad for Glaucus's gwy regained, the poet is
satisfied himself, feeling a deep joy within hinfsel

To sée the Nimphes in flockes about him play,
How Nais kempt his head, and washt his browes:
How Thetis checkt him with his wellday,

How Clore told him of his amorous vowes,

How Venus praisd him for his faithfull love,

Within my heart a sodein ioy did mave

This reaction by the narrator states again his mitmahe shows to be kind-
hearted, understanding and capable of sympathyn@@laucus's whole sadness,

the narrator is sorrowful himself, and as soonhes God feels happy, the poet

135  Ivi, p. 22

83



starts to feel the same; this characteristic isoatnopposite to those of all the
other characters, unique in its own nature.
The poet comments on Scylla's sudden psychologiedhmorphosis, beginning
to speak, within Scylla's declaration of love

Oh kiss no more kind Nimph he likes no kindnes,
Love sléepes in him, to flame within thy brest,
Cléer'd are his eies, where thine are clad withdoles;
Frée'd be this thoughts, where thine must tastestnr
Yet nill she leave, for never love will leave her,

But friuteles hopes and fatall happes deceavEher

In this passage, the narrator is describing Glduang Scylla's states of mind,
stressing the opposition which divides them. Logenow an old feeling for
Glaucus, it “sléepes in him”, but it “flame withthy brest”, that is to say that of
Scylla. The sea God has now come to his own sefisesfrom his madness, his
eyes are finally clear and he can “see” again.

In this sense, the poet conceives love as madpassion is a misleading feeling,
it drives people to folly, till they lose their owidentity. This aspect of love is,
however, less expressed than Platonic and pure Vavieh is felt by Glaucus for
Scylla and stated almost in every page of the poem.

Now, if Glaucus's eyes and thoughts are free frassion, those of Scylla are
infected with “love-madeness”. She will never fihdr original peace again, she
will complain and struggle for this overwhelmingnsement, which will never
abandon her. In her punishments, Scylla looksdilsinner in Danteferna she
has been wicked and guilty for almost all her Ids, a consequence what she is
going to bear is the deserved punishment for askosk

The following quotation occurs after Scylla's rumiaway from Isis's island,
when all the Deities are interested in her readiolove and the narrator is still in
Glaucus's company

Thetis in pompe upon a Tritons back

Did poast her straight attended by her traine;
But Glaucus frée from love by lovers wrack,
Séeing me pencive where | did remaine,
Upon a Dolphin horst me (as he was)

Thus on the Ocean hand in hand we padsse

136 Ivi, p.24
137 Ivi, p. 25
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Thetis, Glaucus and the narrator are on Tritond'doiphins' backs, therefore the
importance of these two sea creatures is namedagaie.

To conclude, two more quotations by the narratke falace in the poem: the first
just after Scylla's metamorphosis, the second whennarrator sees thgods'
behaviour as far Scylla's destiny is concernedstlljr the poet is directly
addressing the Nymphs, to make them aware of Sdituation: if she had not
shown herself to be proud and vain, she would aweheceived such a treatment.
Then he reflects upon other Deities’ ways of betwvi

Cruel Scylla encounters real Passion, a sort bélation and there is no Nymph
who does not risk to finish like her. Her punishinéh not a particular or
extraordinary one; on the contrary, her story sthocbme in useful as an
admonition for all the other Nymphs. What the nmrasays is significant and
touching, it proves his thought without dispute

Nimphes, sea-gods, Syrens when they list to smile
Forsake the haunt of Scylla in that stowre:

Ah Nimphes, thought I, if everie coy one felt

The like misshappes, their flintie hearts would tfiel]**®

The second and last quotation illustrates whatiddtto explain before: the
humanity and the capacity of sympathy by the pakich is totally opposite to

Gods' uncaring tendency:

Thetis rejoyst to see her foe desprest,

Glaucus was glad, since Scilla was enthrald;

The Nimphs gan smile, to boast their Glaucus rest;
Venus and Cupid in their throanes enstald,

At Thetis beck to Neptunes bowre repaire,
Whereas they feast amidst his pallace faire.

[...] Alonely I apart did write this storie

With many a sigh and heart full of sad and Sdtie

The poet is the only one who is able to feel comijpasfor the chastened Nymph,
despite her previous wickedness. His natural kiegmaight recall the Christian
precept of pardon: like a man of the Church, hethadaculty to forgive a sinner,

giving him the possibility to set his own mistakeght.

138 Ivi, p. 27
139 Ibidem.
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6. Scillaes Metamorphosis's cultural and literary conéxts

This final chapter of my dissertation will deal kithe cultural and literary

contexts: | will start with the stylistic devicessad by the poet, such as
mythological references and famous literary quotetj after that | will pass to the
literary models Lodge referred to.

6.1 Images, metaphors, isotopies and literary qumas in Lodge

The poet's style shows great mastery in dealin wigh language, metaphors,
and quotations from famous mythological episodssyall as from contemporary
Renaissance authors. From the first line to the tass first English writer of
epyllia displays such an ability in writing in vetsthat there is not a line in
Scillaes Metamorphosisghich does not touch and enchant the reader wath it
beauty and sweetness.

The way in which Glaucus's grief is described, lloéy and evil image the sea
God gives of his “Saint Scylla”, the many pathdttlacies Lodge presents and
how Nature itself shares its characters' feeling$ sensations: all these lyrical
devices cooperate in making the poem beautifulraadsellous both to read and
to listen td*°.

6.1a) Lyrical descriptions

To start with Lodge's numerous descriptions, thenpas literally invaded by
natural images, where Nature shows her presendanwihe story thanks to
pathetic fallacie¥’. Flowers, plants, the sea, waves, the wind andynudher
natural elements are the settings of the storyitantharacters. In this harmonious
and peaceful atmosphere, all the members of Lodgelsepic poem give their

personal contribution to the perfect outcome ofstuoey.

140 | venture to say “to see and listen” becausgge’s way of writing is so clear and
immediate, that the reader has the impression fardsent in the story. We feel almost next to
Glaucus who is lamenting for Scylla, to the namratbo is contemplating the facts from a
corner, just as we were first in the thicket arehtlon Isis's island with them. Moreover, the
natural descriptions are so precise and in ddtailit seems they are occurring in front of the
reader's eyes.

141 According to John Ruskin, who have afterwaaised its name, pathetic fallacy is a
common concept in Renaissance works, poetical iorearticular. It describes the capacity of
natural elements, both inanimate objects suchagghnd flowers and animate ones such as
animals, to come to life and share men's feelithtgsugh personification. Lodge’s poem is
pervaded by this idea.
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Unlike Ovid, Lodge disseminates his work with fareotomparisons, popular
quotations and common attributes, inserting manshoiggical references. | have
personally decided to mention and analyse the nmogbrtant and significant
ones, those to which the author has evidentialgrgimore relevance, making a
new comparison with Ovid's settings and descriggtion

Metamorphoses clearly less poetical and romantic tieillaes Metamorphosis
even though Ovid created a gorgeous epic poem,ewhaiural descriptions are
present just as settings and natural changes afhthiacters, Lodge's descriptions
and pictures are duplicated in comparison with Ovid

Firstly, Lodge's setting is more articulated thhaattof Metamorphoseshe Latin
poet sets his Scylla's myth on the Zancle shoreeldping it on the Tyrrhenian
shores, where Circe's dwelling is located. Thug, mmyth has a sea setting,
characteristic of the south of Italy: the readesssihe sunny shore, watered by the
blue Tyrrhenian sea, at the back of a mountainrshie¢he sea. Besides, there is
Scylla's favourite cavern, in which she takes reférgm the Sicilian sun during
the hottest hours of the day.

As for Lodge, he starts the story in a thicketfead, even though the sea and the
water dimension are copied from Ovid. He openspbism in that remote place,
then he moves to Isis's island, then to SicilyWith no reference to the shore of
Zancle and finally to the original thicket agairheTstory develops as in a circle:
as a wheel, where all the points finally join, treious steps of the story unite
themselves, and Lodge's tale comes to its firsatlon, till the place where the
myth begins coincides with the one where it ends.

Therefore, Lodge decides to locate Scylla's mytthbo a sea and in a river
setting. Although explicit references to the se#tireg are given firstly by
Glaucus's mentioning his own daily voyage to Saailshores, with the purpose of
wooing Scylla, and secondly through Scylla's rugnaway from Isis's island,
where Lodge describes the way she swims far frahglace of mishap, the sea is
present everywhere in Lodge, also implicitly. lalsost a character of the plot.
Just from the beginning, the description of Glalgtiscket is presented in detail,
opening Lodge's vast field of lyrical descriptioasd quotations: as soon as the

narrator complains in the first lines, rivers ariceams welcome his grief, by
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retiring their tides and paying attention to hisiémnt:

Walking alone (all onely full of griefe)

Within a thicket nere to Isis floud,

Weeping my wants, and wailing scant reliefe,
Wringing mine armes (as one with sorrowe wood);
The piteous streams relenting at my mone
Withdrew their tides, and staid to heare me g’r‘t?ne

As the reader can notice, this description is #feofirst pathetic fallacy of the
poem. As a matter of fact, sin&eillaes Metamorphosisverflows with lyrical
and natural descriptions, it happens that sombeshtare pathetic fallacies, at the
same time. This is the reason why we see natueahezits sharing a particular
character's state of mind, through wonderful imadgethe poet.

There are four different pathetic fallacies in Wigole work and each of them has
a proper meaning as far as that passage of thg istmoncerned. Here, in the
passage just quoted, its function is to introdimeibner narrator and to give the
reader the idea of his state of mind, just fromlibginning. What he and sea God
Glaucus, who is going to appear from the waterehavcommon is their being
afflicted for some unhappy reasons: these factsgairg to be explained by
Lodge in a moment.

The second pathetic fallacy comes soon after tist, fivhile Glaucus and the
narrator are taking comfort from their respectiang: Glaucus has just finished
urging the narrator not to lament about his indigant griefs, which are nothing
in comparison with his own. After that, Fair Thetisives on scene “ Vpon the
silver bosome of the streant&®

But (loe) a wonder; from the channels glide

A sweet melodious noyse of musicke rose,

That made the streame to dance a pleasant tide,

The weedes and sallowes néere the bancke that groes
Gan sing, as when the calmest windes accorde

To greete with balmie breath the fleeting fdfdle

Much in the same way as the previous one, thisepatfallacy shows some sea
elements: here, streams are dancing, weeds amvsadire singing, all of them

because of a music coming from within. Again, mad fantasy are everywhere

142 T. LodgeQOp. Cit.p. 7
143 Ivi.,, p. 8
144 Ibidem.
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in Scillaes Metamorphosists story, its characters and living beings aletre
result of the poet's endless imagination. That mpushich makes the sea flora
dance and sing, is not announced, it starts exdmtlynagic, not played by
anybody. Like inThe Tempestwhere Ariel's music suddenly starts and the
characters listen to it almost dazed, unable teetstdnd from where that sound
comes, in Lodge's poem music is a sort of indepandssence, beginning and
finishing at its own pleasure.

The next passage represents the third pathet&cjallGlaucus is going to start
telling his story and while he is speaking, he axpd how Nature reacts to what
he is saying:

The flouds doo faile their course to see our crosse
The fields forsake their greene to heare our griefe
The rockes will weepe whole springs to marke oasdo
The hills relent to store our scant reliefe,

The aire repines, the pencive birds are heavie,

The trees to see us paind no more are leavie.

Ay me, the Shepheards let their flockes want fegadin
And flockes to see their palie face are sorie,

The Nymphs to spie the flockes and shepheards mgedi
Prepare their teares to heare our tragicke storie:
Whilst we surprisde with griefe cannot disclosenthe
With sighing wish the world for to suppose tH&in

The reader sees this beautiful countryside sitoatichere the floods stop their
natural course to listen to the characters, jushadields forget to maintain their
colour green and the rocks cry for them, at theesame. All the natural elements
are personified and their common activities are stopped for a more important
and tragic reason, that is to say Glaucus's stdrgy are so shocked by the cruel
event happened to Glaucus, that continuing thammon works is impossible.
Even the shepherds do not feed their flocks anymmmree Glaucus's instructive
story is of great importance.

Furthermore, in these lines there are some hingastbral poetry: among rivers,
tides and all the sea protagonists, some charsiotsriof this genre are inserted
through the quotation of shepherds, who were tlegagonists of this lyrical
genre; then, this long description by Lodge is atdevant for what he is going to

write after that. He is mentioning the myth of Verand Adonis, with plausible

145  Ivi.,p.10
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reference to SidneyArcadia The next lines are enlightening:

He that hath seene the sweete Arcadian boy
Wiping the purple from his forced wound,

His pretie teares betokening his annoy,

His sighes, his cries, his falling on the ground,

The Ecchoes ringing from the rockes his fall.

The trees with teares reporting of his thrall:

And Venus starting at her love-mates crie,

Forcing hir birds to hast her chariot on;

And full of griefe at last with piteous eie

Seene where all pale with death he lay alone,
Whose beautie qualid, as wont the Lillies droop
When wastfull winter windes doo make them stoop:
Her daintie hand addrest to dawe her deere,

Her roseall lip alied to his pale cheeke,

Her sighes, and then her lookes and heavie cheere,
Her bitter threates, and then her passions meeke;
How on his senseles corpes she lay a crying,

As if the boy were but new a dyit

First of all, mentioning Venus stands for an apttion to her further coming on
scene; as a matter of fact, we already know theabslongs to those Deities who |
personally called “active”, thus she is going tpegr and satisfy Thetis's request.
Secondly from the myth of Venus and Adonis, ancragthology created that of
the garden of Adonis, which is recalled also bydO@Quoting this particular story
was a common practice for poets: most famous Hnétisnaissance writers used
to insert it within their poetry. Spenser and Slspleare are just a few who
normally recalled to their readers Venus's dear boy

This myth*” was one of the most visited and well-known onéwesit deals not
only with metamorphosis, but also with an idea ebirth hidden in it, poets
usually referred to this famous story, in ordegiee redundancy to their works,
being the myth so popular, and to pay homage taeanaevriters who firstly
oriented them towards the great world of mythology.

Cinira and Myrra's son, born of incest, is chanaseel by an incredible beauty.

146 Ibidem.

147 This long reference to the myth of Venus andrsl might have two explanations: firstly,
it might be an introduction to the myth of the Gamf Adonis, which is what | am supposing
here, even though there is no clear reference kast of the times, quoting Venus and
Adonis's story stands for a digression about thel&waof Adonis, which hides the idea of
metempsychosis. Secondly it might be a great metaphGlaucus's love, which is so deep
and true, that to make his readers understandtéasity, Lodge has to refer to one of the most
famous and strong ones. (((This aspect of lovelwlsubject of analysis in chapter 6.3)))
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Naiads looked after him, after Lucina gave himtbiitom his mother's womb,
who was already metamorphosed into the famous Eae.Venus, who once is
unintentionally struck by the passion arrow of Ben while he is embracing her,
falls in love with Adonis, a mature and beautifuhm The Goddess usually warns
her beloved about the dangers wild animals couldedo brave men, and while
they are lying under a poplar together, she tells the myth of Atalante and
Hippomenes, in order to show him that bravery irpprty used gets tragic
results.

Unfortunately, those warnings by Venus are uselsssthat as soon as Adonis
finds the occasion to hunt a boar, he succeedgtinghthe animal; however, the
boar reacts to the offence and mortally strikestster. Venus, who has just gone
away to reach her favourite location Cyprus, whiee Bears her dear Adonis's
complaint immediately goes back to him, finding himortally wounded.

Being desperate and wretched, she makes a proevse. year, from that damned
place which has deprived her of her beloved, temesof Adonis's death will be
repeated in the future, with the purpose of remmgdhe world of the Goddess's
eternal grief. From Adonis's blood, a flower willogy, with the proper colour of
pomegranate, which will live for just a few daysdafiom which the Roman
anniversary of the Garden of Adonis will derive.

The myth of the Garden of Adonis is a story of regjation: every year, those
flowers are born and last very little. Even thodgtonis dies, he does not really
die, he will continue his life under another shapmgce life moves from one
flower to another, making Adonis gain immortalithe idea of metamorphosis, or
better “metempsychosis” is precisely that: nothdigs, but changes its nature
from one shape to another, making life last foreVhus, one might venture to say
that Lodge's lyrical mentioning this myth is theedi substitution of Ovid's lyrical
reference to of the Golden A& in his version of Scylla's metamorphosis. Both

myths deal with regeneration, but in particulathwatnatural regeneration acted by

148 The myth of the Golden Age belongs to classicliures. According to mythology, there
would be three different ages or eras on earthGitlden which is the first and richest, the
Silver and the Bronze ones. During Golden Age, oead to live pacifically, in contact with
Mother Nature who spontaneously gave men her friaéee, natural elements offered
themselves to men for their nourishment, since there created by Nature exactly for this
reason. In brief, referring to the myth of the GaidAge means to represent a natural setting
favourable and well-disposed to mankind
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creation. It happens spontaneously.

If on the one hand, during the Golden Age natusgléehuman race through its
fruits, which grow spontaneously from plants, oa tither hand the same idea of a
nature acting on its own is contained in the gardieAdonis. The point is that
both myths concern this idea of a never-ending éfeen though in the Garden of
Adonis life literally passes from one creature tother, whereas in the Golden
Age this idea of a “soul” moving from one beinganother is not expressed. In
any case, the myth of the Garden of Adonis is atdiging in describing this
mythological issue of regeneration: as life movesmf one being to another,
singular beings die, but life still exists.

Just as the Golden Age offers its riches to meraydwand continuously, in the
Garden of Adonis flowers continue to be born peraky every year, standing for
life, which eternally regenerates itself.

Whereas Ovid recalls the Golden Age to his readbasiks to a reference within
the description of the Cyclops' land at the begigrof Book XIV, Lodge changes
his subject, although maintaining the Ovidian iddathe immortality of life.
Living things die, but their souls still continue éxist in the shape of some other
beings.

To conclude with pathetic fallacies, there are toch occur near the end of the
epyllion, just after Scylla's psychological metaptwsis. The first shows Scylla
desperate as her love is not returned by Glaucysame: she is crying and the

grass desires to cheer her up:

And fixing eye upon the fatall ground

Whole hoasts of flouds drew deaw from out her eyes;
And when through inward griefe the lasse did found,
The softened grasse like billowes did arise

To woe her brests, and wed limmes do daintie,
Whom wretched love had made so weake and fafhtie

Nature suffers for her pain with her: through thmasg, it feels in harmony with a
creature who is in pain. Like other pathetic fakacjust quoted, also this one
states again the capacity of Mother Nature to feghpathetic towards its

children. As the narrator feels sorry for Scyllstate of mind during her second

149 Wi, p. 25
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metamorphosis, nature shares the Nymph's etertiaésa.

The last pathetic fallacy describes nature compreéing Scylla's sufferance,
when she has just left Isis's island to go bacgitily, and she is complaining on
the rocks:

Eccho her selfe when Scilla cried out “O love!”

With piteous voice from out her hollow den

Returnd these words, these words of sorrow, (“ne’lo
No love (quoth she) then fie on traiterous men,

Then fie on hope: then fie on hope (quoth Eccho)

To everie word the Nimph did answere so.

For every sigh, the Rockes returnes a sigh;

For every teare, their fountaines yeelds a drop;

Till we [Glaucus, the narrator and sea creatureksst the place approached nigh,
And heard the Nimph that fed on sorrowes sop

Make woods, and waves, and rockes, and hills admire
The wonderous force of her untam'd déesire

If on the one hand, grass is kind to Scylla anelstto comfort her, on the other
hand echo seems not to be so. It is interesting toesee how echo is personified:
defined as a Nymph, Eccho repeats what Scylla sdgsssing what more than
anything else makes Scylla suffer. “No love!” Ecalepeats: thus, the possibility
that Glaucus might return her love and want Scyiida him again is excluded,
and the fact that Eccho continues to say it, alrddses Scylla to madness.

To finish with lyrical descriptions, if Ovid spendme lines to describe also
Glaucus's metamorphosis, Lodge totally dedicatesséif to Scylla's, stressing
that his only preoccupation was her change of miAtko her physical
metamorphoses are left behind by the English mbstegarding Scylla’'s state of
panic during the first metamorphosis.

Besides, whereas Ovid delights his readers in ptiegethe description of Circe's
dress during the pronunciation of her magic, wittlelightful attention to colour
gradations and to the Goddess's charm, Lodge sréaséead more and more
similes and metaphors about Glaucus's desperatimh Sxcylla's ambiguous
character. But most importantly, as Ovid hesithefere naming Glaucus's love as
only a carnal passion, with no affection that cogédbeyond that, Lodge on the

contrary does not vacillate in making it an idead &latonic one, together with all

150 Ivi., p. 26
131 |mitazione di Ovidio libro 11l dove Eco ripete parole di Narciso. Espediente poi usato spesso
in poesia e nel teatro (es: Webster, The Duchebtadf)
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the joys and pains it concerns.

6.1Db) Literary quotations

A further consideration to make deals with therditg quotations made by Lodge
throughout his poem: one after the other, homage®te contemporary writers
are paid, together with many references to mythsichv nevertheless are so
numerous that quoting all of them could be usesess boring: consequently |

have made a selection from them, respecting the idaas Lodge expresses. At
any rate, it is important to say that just a few direct and explicit, whereas the
majority of them are only suggested or of a mimopartance.

To start with Sidney, a vague reference to Arsadia could be traced, when

Glaucus is complaining with the narrator aboutdfffiction, near the beginning

of the poem

He that hath seene the sweete Arcadian boy
Wiping the purple from his forced wound,

His pretie teares betokening his annoy,

His sighes, his cries, his falling on the grotiAd

Calling Adonis “Arcadian boy” might remind the reaf the famougrcadia by
Sidney. Although European Renaissance poets usdebtovith the famous theme
of Arcadia in their works, | have personally immegdly thought about Sidney,
firstly for the common origin which links Lodge a&idney, being both English,
secondly for their being contemporary and belongm@ueen Elizabeth's court.
For this reason, it is probable that the two peedse close to one another and thus
they could have access to their respective works.

The most explicit quotation concerns Ariost@dando Furioso soon after the
probable reference to Sidney, Lodge makes anothaular quotation for his XVI
century public. Glaucus is still speaking about bifortunate story, and the
following reference to Ariosto is interesting todamliine once again Glaucus's
condition:

He that hath vewd Angelica the faire

Bestraught with fancie nere the Caspian springs:
Renting the tresses of her golden haire,

How on her harpe with pitious notes she sings
Of Rolands ruth, of Medors false depart,

Sighing each rest from center of her heart.

152 Ivi., p. 10
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How now she writes upon a beechen bow

Her Medors name, and bedlam like againe

Calls all the heaven to witnes of his vow,

And straight againe begins a mournefull straine,
And how in thought of her true faith forsooken

He fled her bowres, and how his league was broken

Beautiful Angelica is wooed and loved by many mamong whom there is also
Roland. Unfortunately for him, the maiden doesnetiirn his love, but she falls in
love with Medoro, Roland's enemy; she will succaeanarrying him, causing
Roland's anger and his famous madness.

Here, Angelica's sadness as well as Roland's painviedoro's false depart are
mentioned in order to give prominence to Glauccisaracter. He is a God, who a
common Nymph dares to challenge; he is such an rigpo Deity that he
witnessed all these “historical facts” during hfse.IHe has seen the Arcadian boy
die in Venus's arms; he has witnessed AngelicaMedoro's falling in love and
what has happened to them until their marriageha® suffered for Roland's
broken heart and his consequent madness.

This long quotation by Lodge, which actually congés for a few more in&¥’
means nothing but Glaucus's “popularity” and reteeaamong Olympic Deities.
To finish with literary quotations, the last is theesumable reference to Tasso's
Amintg near the middle of the poem. | personally thihkttLodge is referring
here to the Italian author; even if in Tasso thenntharacter will not become a
star, as Lodge says in his poem.

Aminta is a pastoral, thus its genre could perfectly agreith Scillaes
Metamorphosiswhere it fills the epyllion, through many differtereferences: for
this reason, also the reference to SidnAysdia could carry weight, belonging
itself to the pastoral genre.

Aminta is a shepherd, who happens to fall in ot whe Nymph Silvia, but he is
not requited. Following Daphne's suggestion, hesgoghe fountain where Silvia

usually bathes. When the maiden is attacked bytya 80 wants to rape her,

153 Ivi., p. 11

154 Aye me who markes her harpe hang up againef theowillowes watered with her
teares,/ And how she rues to read her Rolands p#iffeen but the shadowe of his name
appears;/ Would make more plainings from his egdkee/ Than teares distill from amber
weeping tréelbidem.
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Aminta intervenes and succeeds in saving her. Hewelisrespectful Silvia runs
away without thanking him: as soon as Aminta fiadgeil of hers which is spoilt
with blood, he is afraid that she has been killgdvblves.

Extremely desperate and afflicted for her suspedéadh, he throws himself down
from a rock. Silvia, who is actually alive, awaré Aminta's desperation and
suicide, realizes that she loves him too; she e=mbim where he lies, still alive,
since a bush has saved his life. They finally getriad.

There is another, however remote possibility abibig reference to a certain
“Amyntas™>> mythology quotes the myth of Aminta, who is famdor having
stolen the reed-pipe from Sileno. Nevertheless, evan here Aminta will be
transformed into a star, and it would not have segse for Lodge to call him
“poore Amyntas”

Upon her head [ of Venus] she bare that gorgeoow/ @,
Wherein the poore Amyntas is a starre;

Her lovely lockes, her bosome hang adowne

(Those netts that first insnar'd the God of wafrd)*°.

Since in this myth Aminta is a thief, the posstiilhat Lodge is referring to it is
excluded right from the start: moreover, Lodge does give further pieces of
information about it, so we are not able to statevhich Aminta the poet is
referring.

6.1c) Isotopies

To conclude this section, a last analysis has taddme: the isotopies which
underlie Lodge's epic poem.

The poet presents two main groups of isotopiesrettee those concerning
“liquidity”, then those referring to “red and whitevith all their ins and outs.
They take turn with one another, making the metapab setting ofScillaes
Metamorphosisnore and more fascinating and marvellous.

The isotopy of liquidity is connected with “waterit is linked to the water
dimension, showing a vast circle of metaphors, Wwhiecall a moist field of
poetical expressions. Before entering in the prepaay of them, it is important to
say that the whole story is set in a “damp” loaatias we have already said, from

155 Ivi.,p. 21
156 Ibidem.
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the beginning rivers, tides, sea and river Deitiesie out of their dwellings and
enter the scene, still wet

The Sea-god Glaucus (with his hallowed heares
Wet in the teares of his sad mothers dye}T...]

It is the same with sea creatures, who appear ebeng in the plot: sea and river
Nymphs

[...]in hope to sée their vowed loves,
Gan cut the watrie boasom of the tide,
As in Cayster Phoebus birds doe gitie

Also Dolphins, Sirens and Tritons overrun the whsiery and intervene in it,
each one with a specific charge to deal with. Glaus a sea God; Thetis is the
Queen of the Sea, Ocean is her King and undispuiaster of the entire sea
realm; and Scylla herself is a sea Nymph.

Just from the main characters, the reader seestl®wea is present in Lodge's
epyllion: it is one of the primordial creaturesradture, together with Earth, Sky
and the Night.

In addition, the peculiarity of tears is linkedttee water field of images: they are
symptom of pain, that sufferance felt by each attarawho is close to Glaucus
and who is conscious of his suffering. Many Deitiggat various times

Looke in my mothers [Thetis] Christall face, famaide,
There read the storie of my [ Glaucus] bitter state
My teares her silver floatings have alaid,

Her troubled lookes foreshowe my wretched fate:

If not for me, yet mourne her bitter wéeping

And pittie him whose heart is in thy kéepifig

Through their tears and the act of crying itséigyt are put in contact with their
own source of life; which is precisely water. Ottbe they are connected with the
biggest earthly expanse of water, which is juststb@. Tears are their personal and
natural element, which makes them indefinite. Asomsequence, they seem
almost iridescent, unpredictable, unstable anchangeable.

From the first lines “liquidity” is traceable

157 Ivi,p.7
158 Ivi,. p. 25
159 Ivi,. p. 29
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And when my teares [ the inner narrator] had céeest stormie shower
He dried [ Glaucus] my chéekes, and then bespakesbj
As when he waild | straight forgot my w&

After a few lines, we hear Glaucus speaking like th

Take moist from Sea, take colour from his kinde,

Before the world devoid of change thou filfde

Therefore, it is Glaucus himself who underlines gineatness of the sea element:

he urges the narrator to “take moist from the Sewl] colour from his kinde”,

which means to take inspiration from the water @emand to describe its

innumerable beauties, before it might change amdhis way, might risk to lose

all its riches.

The sea, which represents one of the most significaetaphors of life;

“physically” divides Glaucus and Scylla, since heam one day towards that

shores, where he suddenly met her and fell in Mitd her; then, he always

swims towards Sicilian shores, in order to woe her

How oft have | (too often have | done so)

In silent night when everie eye was sleeping,

Drawne neere her cave, in hope her love were wpn so
Forcing the neighboring waters through my weeping
To make the windes, who did afflict her dwelling
Whilst | with teares my passion was a telling

When midst the Caspian seas the wanton plaid

| drew whole wreaths of corral from the rockesf2.]

This fact is similar to Marlowe'slero and Leanderin which the Hellespont

stands for the natural boundary between the lovers

On Hellespont, guilty of true love's blood,

In view and opposite two cities stood,
Sea-borderers, disjoin'd by Neptune's might;
The one abydos, the other Sestos hight.

At Sestos Hero dwelt; Hero the fair [...]
Amorous Leander, beautiful and young,

(Whose tragedy divine Musaeus sung)

Dwelt at Abydos; since him dwelt there none
For whom succeeding times make greater rtfdan

160 Ivi,. p. 25

161 Ibidem.

162 Ivi,. p. 16

163 C. MarloweQp. Cit, lines 1-54
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In Ovid'sMetamorphosethen, Glaucus swims towards Circe's dwelling wité t
purpose of asking for help. Finally, Brillaes MetamorphosiGlaucus swims far
away, in despair for Scylla's refusal and he readhe island of Isis, who is
herself a river Deity and lives in a moist locatitmgether with her circle of river
Nymphs. In addition, Venus is born from the searfpaccording to the myth of
her birth.

The sea is a great metaphor also in Ovid: botMatamorphosesnd Scillaes
Metamorphosisit represents the primordial essence, from whicdmynGods,
primordial creatures themselves, were born. ltdgdor a real “cradle” in Lodge's
plot, where among all the Gods belonging to theewdimension, even their King
Ocean is quoted

Which when they smile, present unto the eies
The Oceans pride and yuorie paratfite

or also here, when Glaucus is complaining

| spied from farre by helpe of sonnie beames
A fruitefull lle begirt with Ocean streamés

or finally, when Glaucus and the inner narratorragehing Scylla's rock, after her
psychological metamorphosis

Séeing me pencive where | did remaine,
Upon a dolphin horst me ( as he was)
Thus on the Ocean hand in hand we pa%se

QUA SIMOLOGIA PETRARCHISTA

164 T. LodgeQp. Cit.p 15
165 Ivi.,p. 17
166 Ivi., p. 25
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6.2 The presence of Morality play

Among all the literary models of Lodge's $tillaes Metamorphosishere is one
that stands out for its great importance, thatis,morality play.

Rage, Vain-Glory, Fury, Despair and Woe remind teader of that particular
medieval genre, which used to personify vices artdes as real men, in order to
instruct the public, believers most of all, withri3tian precepts and teachings.
During the Renaissanc®&jorality plays or Moralities were very common, their
aim was didactic and religious and English writenslertook this genre, from the
end of the XV century to the beginning of the XVéntury. One of its
particularities was to be written in vulgar langaamd in verse.

Moralities come from the so-called macabre dance, which tedahe idea of
death into men's life, as well as the fear of beaiimgers. In any case, men had the
possibility to save their souls, through a certape of redemption, offered by the
theme of the voyage together with a rite of puaifion.

This kind of plays was allegorical and refined as ds style and language were
concerned: the plays tried to reflect and analyehuman condition on earth.
They were philosophical, religious and spiritualrksy with the only purpose of
helping and guiding men on the right way and givangnodel of exemplary life to
them. They could be considered as a combinatidmobyf representations and old
Mystery Plays, but what is different from these tgenres is that they introduce
the idea of man dealing with moral values and steyw how man should behave
when he has to face sins and overcome temptations.

Fundamentally, Morality plays staged religious,risgggal and moral precepts.
However they were detached from the Bible, no na@gicting Christ's Passion
or Saints' examples, but preferring men as subjecttheir plots: in particular,
they dealt with man against cardinal virtues aneirticontrary sins -unbelief,
desperation and hate- which all come from the seagital vices.

Thus, they made use of allegorical figures as nvadliauthors used to do, to
represent abstract ideas, much in the same wdaeaShurch did in that period.
Generally speaking, they staged universal themed) as the idea of death, of
solitude, of earthly frailty, the fight between gband evil for the possession of

man's soul. The most important sin depicted by Mas is Vice, it is a real
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character of this genre, indeed:, whose functido iepresent men's vices: in this
sense, virtues are obviously expression of holingesreas vices are symptom of
evil.

6.2a)Richard IlI' s ghosts of dead Kings

ShakespeareRichard Ill presents Vice among its characters; King Richakd Il
being the villain of the story, is attacked by augy of ghosts, who were old Kings
he killed, as well as some other characters whoesged his guilts. As the King is
dominated and almost slave to his desire for thent of England for himself,
these ghosts come on stage with the purpose diténgng the villain and making
him aware of his countless crimes. The first whteenthe scene is Prince Edward

To K. RichLet me sit heavy on thy soul tomorrow.

Think how thou stab'st me in my prime of youth

At Tewkesbury; despair therefore, and die.

To Richmonde cheerful, Richmond, for the wronged souls
Of butcher'd princes fight in thy behalf;

King Henrey's issue, Richmond, comforts tfiée

Then the next ghost is that of King Henry the Sixth

To K. RichWhen | was mortal, my anointed body
By thee was punched full of deadly holes.

Think on the Tower and me: despair and die!

To Richmond/irtuous and holy , be thou conqueror:
Harry, that prophesied thou shoudlst be King,

Doth comfort thee in thy sleep. Live and flourisff!

These two warnings are just a few, in comparisah ali the other ones that come
just after them: there is one by Clarence, one byem®, Grey and Vaughan

speaking all together; then Hastings's one, follbveg the one of two young

Princes, Lady Anne's and finally by Buckingham's.

Much in the same way &cillaes Metamorphosssghosts, the dead Kings have
the task of punishing the villain, in a sense: loe dne hand British Kings want to
make King Richard understand his objectionable,aatel how wicked and

malignant he was in murdering his own brothers ae@hews, for the only

167 W. ShakespearRjchard Ill, The Arden Shakespeare, London and New York, Mathn
1981, Act V, Scene lll, p. 315. For a competentezaf the “great Bard”, it is useless to say
that inRichard Il Richmond is the good character who is chargetheaénd of the play, to
avenge those unfortunate ones who have died beoad&ehard's wickedness, and to bring
peace to Britain, as well as its own rightful king.

168 Ibidem.
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perverted desire to become king:

To K. Rich Dream on thy cousins , smother'd in the Tower:

let us be lead within thy bosom, Richard,

And weigh thee down to ruin, shame, and death;

Thy nephews' souls bid thee despair and die.

To RichmondSleep, Richmond, sleep in peace, and wake in joy;
Good angels guard thee from the boar's annoy.

Live, and beget a happy race of kings;

Edward's unhappy sons do bid thee floutfSh.

On the other hand Ate's ghosts really punish wll&cylla, not just limiting
themselves to frightening her, but really chasgsier, with no possibility to go
back. King Richard is aware of his nearby death,Heuwill not die at the hand of
the ghosts, whereas Scylla's beauty and vanitly, wil

6.2b The similarity of Lodge's ghosts to Dryden aDdvenant's

Another famous example of ghosts coming from theldsworld, charged with
punishing a particular character, will later beagisby Dryden and DavenantThe
Tempest, or the Enchanted Island. A Comedg of the most popular XVII
century adaptations ofThe TempestHere the two playwrights, apart from
modifying Shakespeare's comedy from many diffepeits of view and adding
many characters in their cast, introduce four teging ghosts.

Alonso, Antonio and Gonzalo are speaking aboutange music and unknown
voices they hear:

Gonzalo Musick!and in the air! Sure we are shipwrackttbe Dominions of
some merry Devil.

Antonia This Isle's inchanted ground, for | have heard

Swift voices flying by my Ear, and groans

Of lamenting Ghost£".

All of a sudden, this Chorus of Evils appears am stage, reproaching the sinful
characters about usurpation and the abandonmetheohfant Prince. Besides,
they do not speak, they sing, recalling to the jgubliel's song to sinners ifhe
Tempest:

Where does proud Ambition dwell?
In the lowest Rooms of Hell.
Of the damn'd who leads the Host?

169 Ivi.,p. 317
170 Dryden and Davenarithe Tempest, or the Enchanted Island. A Comealydon, Lynch,
1670, Act ll,scene I, p. 17 METTI INIZIALI NOMI
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He who did oppress the mbst

They are four Devils, who one after the other raplpbAlonso and Antonio, for
being both usurpers of their own brothers. Firgtly Pride who enters

Lo! I am here, who led their hearts astray,
And to Ambition did their minds betry.

Secondly, it is Fraud's turn

And guileful Fraud does next appear,

Their wandrin steps who led,

When they from virtue fled,

And in my croocked paths their course did stéer

Finally, Rapine in Murder's company arrives on gcen

Rapine From Fraud to Force they soon arrive,
Where Rapine did their actions drive.

Murder: There long they cannot stay,

Down the deep precipice they run,

And to secure what they have done,

To murder bend their wa¥.

Pride, Fraud, Rapine and Murder have to scare t®sgers, since usurpation is
one of the most serious sins of ambition. As atage of Morality Plays, they
suddenly come on stage to make the characters staddrtheir faults, to realize
that their thirst of power is totally wrong. As Waow, the ghosts succeed in their
enterprise, so that rightful Kings will be resto@dtheir thrones.

Dryden and Davenant wanted to make their adaptafidine Tempesmarvellous
and enchanting, all their modifications to Shakespe comedy follow this
intention by the playwrights: thus, their contrilomt to reinventing Shakespeare
got results. The introduction of some common characof Morality plays
follows this XVII and XVIII general tendency.

The reader sees all of a sudden these horribletghlow themselves on the
malignant protagonists, and after that the “victimisange their behaviour. They

start to act in a correct way towards other pe@wid the happy ending is so

171 Ibidem.
172 Ivi,. p. 18
173 Ibidem.
174 Ibidem.
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announced. This is not what happens with King Rithewever, who will die at
the end, even though the rightful heir to the tleramll reign from that time
onwards, and thus the theme of death is obscuratidbizappy one of legitimate
restoration.

As for the vain Nymph, the discourse is similart uth some substantial
differences. she acts wickedly and egoisticallypsamuently she has deserved
Ate's drastic punishment. However, she has noekiinybody or tried to steal
anybody's throne or power. Her fault is having sam’ to a God's courtship. Her
sin is insignificant in comparison with Richard,tAnio and Alonso's ones: she is
not a murderess, nor a usurper. She is only awaman, with an arrogant way of
behaving towards men.

In this sense, Lodge is probably exaggerating asetopunishment; but in any
case, defeating a God was a grave fault to be paithr as myths were concerned.
Rage, Vain-Glory, Fury, Despair and Woe plunge oyll&'s shelter and afflict her
with such a pain that it will torment her for thest of her life.

Much in the same way as Shakespeare and DrydeDavehant, the interference
of Morality play characters stands for an admonifior sinful and wicked people,
who in view of a life of crimes and faults, wouldopably change their evil way
of behaviour for good. Almost guardians of holy ces and champions of
goodness, as soon as a person makes a mistakeptheyin front of him to teach
him the proper behaviour of a respectful man.

Unfortunately, Scylla will never have the posstilyilio remedy her faults, even
though she has been prayed and implored so mangstithat her final

punishment is inevitable.
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6.3 Petrarchistic Ideals

Together with Morality Play, there is another légr model which stands out in
the poem: Petrarchist Ideals. SinEeillaes Metamorphosiss fundamentally
based on the examples of ideal love of Petrarchddrus followers, there are
many references to these poets in narrating GlaaadsScylla's adventures.

6.3a Saint Laura and Saint Scylla

The English poet takes inspiration from Petrarcbisception of a pure love, with
no references to carnal passion, apart from sonedvieints at Gods' raptures, for
example in the story of God Bacchus and the Nympls.NGlaucus's love is not
physical desire, or better not only, because hae$irfg is more similar to that of
Petrarch for Laura, where nothing but Laura's lesdghand perfection are the
lover's concerns, than to that of Bacchus for Naisgf Venus herself for Adonis:
both of them mythological loves, essentially phgsend carnal ones.

From the beginning of the epyllion, the sea Godsdoet get tired of repeating
that his beloved is a “Saint”, so that her nameni®ng Olympian Gods

The Nimphes a mossie coate did frame,
Embroadered with his Sillas heavenly nafhe

Glaucus keeps repeating how beautiful Scylla isy hmuch he loves her; however
the consciousness of an ill and unfortunate semtinsewithin him

[...] For cruell Silla nill regard my truthl...]
Scilla a Saint in looke, no Saint in scorning;
Looke Saint-like Scilla, least | die with mourniyy

Together with heavenly and Olympic epithets coniogrihis fair Scylla, there are
many different contrasts about this idea of lovent love to hate, from life to
death, the writer ranges over a variety of figusdsch continually underline the
duplicity of Glaucus's love as well as that of $&'glcharacter, from the sea God's
point of view.

All the images he uses, for example the famousaR#tan isotopy of red and
white, the idea of love as a mortal wound and cotatkto these the theme of love

as burning fire, finally the description of his tedd as a cruel Saint, all of them

175 T. LodgeQp. Cit.p. 7
176 Ivi., pp. 10-12
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belong to Petrach's own range of metaphors.

In particular, Lodge's intention to depict a sabmit cruel Scylla is what
distinguishesScillaes Metamorphosisom Ovid's version of the myth: as | have
already said, Ovid's Scylla is only a victim. ThEobtr maiden” undergoes Circe's
wickedness and that is all: there is no deeperhmggical study of her soul, the
reader cannot profile her apart from her inner felaen she sees her body become
a monster, whereas in Lodge he can. There are ddds of her personality in
Lodge's poem, so her double nature of saint arldseperfectly depicted.

According to Forster

In the fifteen and early sixteenth centuries Pelrarinfluence throughout
Europe had been great; he was seen as a Christmanist, whose concern
was the development of the human personality ioraence with the wisdom
of the Ancients and within the framework of Chastireligion. [Woman] sets
on a pedestal, and we are introduced to a worldhith women dominate,
seen through the eyes of men who languish and Hlore

Thus, Petrach represented a model for so many ,piheiis Petrarchan pieces of
writing could be found all over Europe: Englandamee, Spain and Germany are
just a few countries where Petrarch left his ownkmin the Italian poet's idea,
Laura stood on a higher level than himself: she Wwadeloved, his unique reason
for living, his source of life.

Much in the same way as Petrarch, Glaucus's onlgecaf life is Scylla: he is
completely submitted to her, her love is his onbnhaern, more than any other
thing. Her affection is the only value of note, fom.

As we already know, there is almost no line ine¢pgllion where Lodge does not
stress Glaucus's total indifference for what happsmund him: apart from his
dear Scylla, the rest of the world might even dies, he would not notice it.
Scylla is a divine creature in Glaucus's mind, lshg become a sort of symbol of
holiness for him: like Laura for Petrarch, Scyll& ¢onnected to heaven for
Glaucus, she is a direct projection of the Virgimry] in a sense, even from her
physical appearance

Scilla hath eyes, but too swéet eyes hath Scilla;
Scilla hath hands, faire hands but coy in touching;
Scilla in wit surpasseth grave Sibilla,

177 L. ForsterThe Icy Fire London, Cambridge University press, 1969, p 1
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Scilla hath words, but words well storde with ghiig'"®.

Glaucus underlines the sweetness of Scylla, haibesahe fairness of her hands,
and exalts her wit, which enormously exceeds tlglSione: all these are signs
of his great amorous dependence on her. Neverfhdlesse are “coy hands” and
her “words storde with grutching”: her double natuher being both holy and
damned are here presented.

One of Petrarch's peculiarities is his desire & di

Just as the masochism of the love is completedhdyrmputed sadism of the
lady, so the necessity of death is complemented tbgath wish, Petrach says
that if he thought that death would end his sorrbesvould kill himseff”.

Like the Italian Poet, also Glaucus desires to siigge his love is not returned by
Scylla and his feeling is so aching and violengtttlying is the only possible
escape from it

Wretched Love let me die, end my love by my death;
Dead alas still Ilive, flie my life, fade my love.

Out alas love abides, still | joy vitall breath:

Death in love, love is death, woe is me that davegf’.

“Love is death” for desperate Glaucus, since hisus has firm resolves. Loving
is no more beautiful and touching, it gains som&acmalignant and evil
nuances, until making the person who loves deseghj in order not to feel this
cruel sentiment anymore. It is a sort of dialoguthviLove itself, speaking to it
directly and pretending that damned Love is théeramy, the dangerous essence
against which the poet has to fight.

Fundamentally, Forster maintains that behind Pdtrarstatements, a mortal man
with physical impulses is hidden: Laura is for hanneal being, a woman made of
flesh, so her beauty torments him and drives hirméolness. Therefore, his only
chance to contemplate her in a chaste way is tafglber various physical
characteristics, from eyes to hair, lips, skin, @l them expressing both her
physical and spiritual divinity.

The same might be said for Glaucus, who continualheats to the readers almost

178 T. LodgeQp. Cit.p. 12
179 L. ForsterQp. Cit.,p. 19
180 T. LodgeQp. Cit.p.16
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the same ideas as Petrarch, for what concernsdyita'S numerous inner and
outer qualities.

In any case, Petrarch's question was an existeotial and Forst&t' deeply
explains this paradox: the Italian poet was awha¢ love is not a virtue in itself,
because like for any other man, his love is passam since passion is sinful
according to Christian religion, he had alwaysdrie find a point of contact
between the Church's common precepts and his buramg passion.

However, the result in poetry was not always wha boped: there are passages
where this state of mind is traceable, so manygifetrarch fell into melancholy
and resignation, conscious that he happens to keistiad sin.

The Petrarchan paradox might not be appropriat&fauncus: even though the sea
God is literally frustrated by his love for Scylla,personally think that this
particular awareness of Petrarch's is not presen&dillaes Metamorphosis.
Although Glaucus is desperate, anguished and cggmtelsy his feeling, Lodge
does not stumble upon veiled passionate referefbespoet pays attention not to
fall into ambiguous thoughts.

Lodge imitates Petrarch in all his other images aretaphors: in the physical
description of his beloved through holy comparisoinsthe exaltation of her
intelligence, wisdom and grace, even if Glaucusage sincere than Petrarch in
showing Scylla's defects and “cruelty”. If Petrarcalls Laura “dear enemy”
poetically speaking, depicting her as a cruel worfnam a stylistic point of view,
Scylla is really wicked: her cruel nature is nag tlesult of Lodge's stylistic way of
writing, it is the reality of facts.

What Lodge does is to adapt a very famous metajyoPetrarch to his
mythological story, changing it from a poetical meato a proper side of a
character's personality.

Petrarch calls this state of affairs“dolendi vohsit®’, which might be translated
into English as “suffering will”: this expressioribectly conveys the doubleness
of his love. His sentiment is pure, as he statesjtlalso passionate; his affection
for Laura is holy, but Laura is beautiful and higtits” against her beauty and the
effect her beauty has on him:

181 L. ForsterQp. Cit.,p. 3
182 Ibidem.
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This and similar conflicts find expression in a wignge of antitheses which
run through his whole poetry and are characterdtiois work. In his finest

poems they express the delicate balance of oppogitecarious and ever-
endangered, which is Petrarch's own personal hater generations were
less interested in the balance than in antithesbgh they endlessly

elaborated and exploited for their own purposess Ekaboration and

exploitation is the essence of Petrarchfém

6.3b Glaucus's personal grief

The external issues, the women's outer beautieswdrerdinate to the internal
ones in Petrarchism, whose concern is the effecbéioved has on the lover. The
doubleness of the “being in love” condition is exgsed in an ambiguous way,
with the purpose of underlining this “bitter-sweture of love*®”,

Poets start to mix pleasure with pain, being dédigho hold these two opposites
at the same time, since their own love is doubld @mtradictory. According to
this dualism, the lady is a “sweet enemy”: as atenaif fact Petrarch very often
calls Laura “dolce nemica”.

In this way, being in love is compared to war asddescribed through a rich
variety of military imagery. The poet and his beddvare literally “fighting” one
against the other: the woman puts up fierce resistaas if she were fighting
against the poet. From the poet's point of views it real conflict against an
invincible enemy.

Moreover, just as Petrarch desires to die, alsaicsis wants to: nevertheless, the
contradictoriness of Petrarch is not preseraillaes Metamorphosisiere, there
is only the sea God with his dramatic grief and #ea Nymph with her
“incurable” wickedness.

Petrarch innovated poetry also from another pofntview: the whole poetical
composition is focused on the lover. Among all mhiétary and abstract ideals in
the poems of the time, he underlined the importaridbe “I” in poetry as well.
Thus, the poet himself starts to be a primary fgun the Petrarchists'
compositions rather than the beloved: the relexaletis now dedicated to him, to
his feelings and sensations which are now of moportance than before.

As a matter of fact, also from that point of vidwgdge's epyllion is Petrarchan:

183 Ivi.,p. 4
184 L. ForsterQp. Cit.,p. 13
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the poet's attention is paid to Glaucus's statmiafl, even more than to Scylla's
character. Although the representation of the Myihph is exhaustive, giving the
reader a complete idea of her character and neiniganything to chance, and
though the epyllion's title focuses on Scylla's anstrphosis, Glaucus's pain is
more relevant than Scylla's personality in Lodgessn.

The majority of lines are dedicated to Glaucusisdat, together with the sadness
of his mother and of the Nymphs: besides, the sed & never alone in his
complaining, always supported and comforted by smdg close to him, whereas
Scylla is alone. She is always isolated from theeotharacters, especially just
after metamorphoses. Her laments come from thdéigiaiocks, the only Nymph
who “shares” her grief is Eccho.

6.3c Scylla's visual beauty

Lodge imitates Petrarch in dealing with Scylla'safiption of external beaufy:
she is so charming and graceful, such a marvele'sreyes, that every night he
reaches her:

[...] To spie a Nymph of such a radiant glancing,
As when | lookt, a beame of subitill firing
From eye to heart incenst a deepe distfihg

Much in the same way as Petrarch, love burns beaafuthe eyes' “action” on it:
Laura was marvellous to look at. Like her, alsolfaag beautiful to be “optically”
contemplated. Just as Glaucus sees Scylla, he buwitis love for her,
consequently Lodge inserts in his poem another genfeetrarchan device: the
connection between eye and heart.

As if it were a link, a string which connects thess, soon as the eyes of the poet
see, his own heart starts loving and, in this lag,path for poetical composition
is opened

Ah had the vaile of reason clad mine eye,
This foe of fréedome had not burnt my heart:
But birds are blest, and most accurst am |
Who must reporte her glories to my smart,

185 Obviously, Petrarch dealt also with Lauraterimal beauty, being his beloved an example
of perfection on earth. However, Lodge takes iragfmn from Petrarch's way of depicting only
Laura's outer beauty, for Scylla is wicked, thus ishnot pure in mind, she has not a spiritual
charm to show, and Glaucus as well as other clegaatways repeats it. She is “beautiful”,
but not “perfect”.

186 T. LodgeQp. Cit.p.14
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The Nimph | sawe and lov'de her, all to cruell
Scilla, faire Scilla, my fond fancies iv&l.

Notwithstanding that, love is a passion, it is megiin action and Glaucus is
conscious of it. He openly says that reason hasdaeed him, and a veil has
obscured his eyes, so his capacity to recogniziéyreand to distinguish good
from evil has disappeared. Glaucus's good sensentwasfailed and, for this
reason, he feels lost himself.

The connection between eye and heart deservesharfueflection. Poets used to
classify senses in a hierarchy, where the five eeifsllowed one another, from
the most spiritual to the most carnal. Sight was highest one, then hearing,
smell, taste and touch followed.

As a matter of fact in hi®aradisq Dante described Beatrice with images all
connected with sight and hearing, the purest sems#3g in direct contact with
God. In this way, somebody who was beautiful “ghsi meant that one was also
holy and divine, an inhabitant of Heaven.

The same is foHero and Leanderwhere Hero is beautiful at sight, so that she
made God Apollo fall in love with her, while Leamdeas attractive to touch

[...] Hero the fair,

Whom young Apollo courted for her hair,

And offer'd as a dower his burning throne,

Where she should sit, for men to gaze upon.|[...]
And branch'd with blushing coral to the knee;
Where sparrows perch'd, of hollow pearl and gold,
Such as the world would wonder to behold.[...]
Some say, for her the fairest Cupid pin‘d,

And, looking in her face, was strooken blind.[...]
Amorous Leander [...]

Fair Cynthia wish'd his arms might be her spherg; [
Jove might have sipt out nectar fri his hand.

Even as delicious meat is to taste,

So was his neck in touching, and surpast

The white of Pelops shoulder. [

Therefore, the fact that Glaucus states that Scy/tlaeautiful at sight” underlines
her holy nature, or better “supposed” so, as | haed to explain up to now. The

Nymph is holy in Glaucus's eyes, so in the eyeth@fperson who loves and who

187 Ibidem.
188 C. MarloweQp. Cit, lines 5-65

111



IS no more able to state what is right and whatreng.

6.3d Holy-like appearance of Scylla

After Glaucus's statement of love as a blindingsjmas Lodge presents the “visual
and bodily” description of Scylla to his readerbeTNymph's intoxicating beauty
is introduced through Petrarchist values: the pgptof red and white, the idea of
her external perfection are here exhibited at kenigirstly, the poet starts with her
hair

Her hair not trust, but scatterd on her brow,
Surpassing Hiblas honnie for the view,

Or softned golden wires; | know not how

Love with a radiant beautie did pursue

My too iudiciall eyes, in darting fire

That kindled straight in me my fond desire.

Within these snares first was my heart intrapped,

Till through those golden shrowdes mine eies dal[sg'®

Scylla's hair is so sweet, that it surpasses Hiibfaich sweetness: this was a place
in Sicily very famous, for its bees and productioihhoney. We immediately
understand the greatness of Glaucus's love anidéaéstic image he has created
in his own mind about his beloved. Moreover, hear lg&“golden wires”, so it is
so blond and fair, that it seems almost made af,gbke most precious metal.
Again, Forster's statements are enlightening: titboa explains that, being the
woman an example of terrestrial perfection, a ebrhcarnation of an “angel” in
mortal shape, the poet cannot express all hertgsain a proper way. This is the
reason why he can offer his readers a definitiorh@f beauties by means of
superlatives and hyperboles, stressing her heaagal\superhuman nature.

His beloved is not a common woman, she is an attged,in order to be described
she deserves holy comparisons, which are notrfitdonmon women: besides, all
the images the poet uses to praise his angel, oe@tt her as an icon of
perfection.

Women's beauties were codified, they belonged taam group of rules from
which poets might take their inspiration

the golden hair, the fine white hands, the bladgkseyhe ebony eyebrows, the
roses and lilies in her cheeks, her pearly teethcbral lips, her breasts like

189 T. LodgeQ©p. Cit.p. 15
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globes of alabast&f.
Scylla's hair is made of gold, so it belongs to own Petrarchist images.

Furthermore, the image of “hair like a snare thaptare him*®* reported by
Forster, is adopted by Lodge himself.

Glaucus compares Scylla's hair to snares: thisesspn marvellously depicts the
((VEDI MEDUSA)) Nymph’s hair as a living being, wdfi literally captures him,
like a trap from which Glaucus cannot escape. Thage of the snare presents
more than any other the idea of the God, who igll{otn possession of Scylla,
physically, since he is like a prisoner entrappettiw her “golden wires” which
are actually “snares” and psychologically, becausas unfortunately conscious
of his condition. He knows he is in her total psssen, thus this golden hair is
both celestial and hellish.

After that, Lodge passes to Scylla's “front” (mewanforehead or face), saying that

An yuorie shadowed front, wherein was wrapped
Those pretie bowres where Graces couched bé?...]

The Nymph's front is compared to the Graces' dagll'Graces” is the Latin
name of Carites, who are the daughters of Jove Eamthomes. The Graces
personify beauty and grace, both physical andtspiriand they live next to the
Muses, even though they often follow Diana, Venus @upid where they go and
sometimes Bacchus himself. They are also famoukdwing tailored Harmonia's
wedding dress, when the daughter of Venus and Marsed with Cadmus.

A common practise among Renaissance poets wasaieepthe woman with
metaphorical and mythological descriptions, in &ddito divine and holy ones,
for example, by making comparisons between herdipd Venus's, or even by
expressing her effect on the lover. Here, accortbhn@laucus, Scylla's front hosts
the Graces themselves, so there is no other mailermight win Scylla's beauty
and grace, not even a Goddess, considering thdlaS'ty’, in Glaucus's own
eyes, the shell which “contains” in itself other ddesses' splendours and
magnificences.

Afterwards, it is her cheeks, nose and lips' turn

190 L. ForsterQp. Cit.,p. 9
191 Ivi,.p. 10
192 T. LodgeQ©p. Cit.p. 15
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Next which her cheekes appeerd like crimson silk,
Or ruddie rose bespred on whitest milk.

Twist which the nose in lovely tenor bends,

(Too traitrous pretie for a Lovers view:)

Next which her lips like violets commends

By true proportion that which dooth insue;

Which when they smile, present unto the eies
The Oceans pride and yuorie paratfite

6.3e Symbolism of red and whiteA SPOSTARE IN ISOTOPIE, QUI SOLO
RICHIAMATO OPPURE PRIMA RIMANDO A QST PARAGRAFO CON
NOTA.

What immediately stands out in this quotation est&ference to the symbolism of
red and white. It is universally known that Pethast poets usually adopt these
colours, in order to compare the heart of the p@et, since burning with love and
red is the colour of love) to that of the belovedhite, since it does not love and it
is “cold”, for not having been touched by passion).

This is a common contrast expressed by the redadniig- symbolism: however, it
might be also used in metaphors like these, whemgé stresses the red on
Scylla's cheeks, or better the “crimson” silk, whis rather purple than red, in
contrast with her skin, made of the “whitest miliiso this general opposition
belongs to common Petrarchist images, where thesnaltion of contrasts, which
covers a whole page in the epyllion, perfectly depBcylla's greatness. As if it
were a picture, Lodge enchants his readers withy“like” Scylla, through a
description which makes us almost see her, anceogsiite her beauty, much in
the same way as Glaucus and other characters do.

Her perfection is stated also by the “proportiori”h@r body, where each part
cannot be more “lovely” and gentle than it is: hese makes a delicious bend on
her face, her lips' smile is even reason of pradeking Ocean himself. Therefore,
more than any other sea inhabitant, even more Tihatis herself, Scylla is the
pearl, the jewel of the water realm

Her pollisht necke of milke white snowes doth shine
As when the Moone in Winter night beholdes them
Her breast of alablaster cleere and fine,

Whereon two rising apples faire unfolds them

Like Cinthias face when in her full she shineth,

193 Ibidem.
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And blushing to her Love-mates bower declineth.
From whence in length her armes doo sweetly spred
Like two rare branchie saples in the Spring,
Yeelding five lovely sprigs from everie head,
Proportioned alike in everie thing;

Which featly sprout in length like springborne fosn
Whose pretie tops with five sweet roses ends.

But why alas should | that Marble hide

That doth adorne the one and other flanke,

From whence a mount of quickned snow doth glide,
Or els the vale that bounds this milkwhite banke,
Where Venus and her sisters hide the fount,

Whose lovely Nectar dooth all sweetes surmbint

The metaphorical comparison between red and whitgili present in this long
quotation, through which Glaucus finishes the edamn of Scylla's greatness, in
Petrarchist style. Moreover, the comparison betweeylla’s white neck and the
whiteness of the Moon, which is personified andapkorically stands for Phoebe
or Diana herself, recalls again the general thefmeomparing the beloved with
Olympian Gods, as | said before.

Then her breast is “of alablaster cleere and fioe"which two apple stay and
delight Love-mates like the face of Cynthia whonglsi in her full, and her arms
seem two branches where “five lovely sprigs” resipely grow, on the top of
which five respective roses bloom, all this in agortioned way. Lastly, the same
is for her flank, which is as white as snow, in gfhiGoddess Venus herself hides
the fount of the divine Nectar.

To conclude his exhausting and disillusioned complahe sea God lets his
listeners know that such a task has to be carngdyp poets themselves, not by

lovers, because:

Lovers must thinke, and Poets must report them:
For silly wits may never conceave them,
Unlesse a speciall grace from heaven consort'tfiem

Therefore, according to Lodge's poetical Ideal pteeavho love are the creators of
love feelings and sensations, whereas poets angethavith reporting lovers'
states of mind: in this sense is thus confirmedHhgothesis that Glaucus, the

man who loves, who feels some “sweet sentimentd, Bke a patron, gives the

194 Ibidem.
195 Ivi., p. 16
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inner narrator the charge of describing his grieétgrally and of making the
world aware of Scylla's malignity, like a court rsiref-*®

Notwithstanding that, Glaucus goes on speakingsa@ons that the exaltation of
Scylla's perfection is useless, she is a cruel gnbath wicked and dear

Aies me, these faires attending Scilla won me:

But now ( sweet Nimphes) atted what hath undon me.
The lovely breast where all this beauties rested,
Shrowded within a world of deepe disdaine:

For where | thought my fancie should be feasted

With kinde affect, als (unto my paine)

When first | woode the wanton straight was flying,
And gave repulse before we talk of tryliig

Scylla is not only a dear rival, from an idealisticd poetical point of view, she is
really wicked: thus, the common image of the belbws a sweet enemy is
extreme in Lodge, who goes so far as to wring Glalscalready broken heart,
uniting and combining different literary genreseatugr:

Tongue might grow wearie to report my wooings,
And heart might burst to thinke of her deniall: [...]
Heart, tongue, thought, pen nil serve me to repent
Disdaine her selfe should strive for to lament mé¢ [
That (cruel) when she sawe naught would begile me
With angrie lookes the Nimph did thus exile m4.[...
When | poore soule with wretched sorrowes wasted,
Exclaimed on love, which wit and reason blitils

An important commonplace is the idea of love ase both Petrarch and Lodge
are masters in showing images like this, 8cdlaes Metamorphosis filled with

it. In this sense, flames are a metaphorical synmdolove itself, like in French
classical tragedy® they stand for burning love, which slowly anderglessly
erodes and consumes the poet's heart.

Glaucus describes his love as fire, as desire, dvamgh he observes a certain

decorum in his complaints. Lodge does not abantienPiatonic and idealistic

196 Seesuprag p ?

197 Ibidem.

198 Ivi,.p. 16-17

199 Racine, one of XVII century most importantriaie playwrights, deeply analysed the
idea of love as a “flame”, although from a negafieint of view; hisPhédre(1677) was a
sinner, she fell in love with her stepson, but wéta felt was not love, it was rather madness.
It was such a tragic and dramatic involvement gihat could not resist and face it: as a matter
of fact, being love a dark passion, an unrestradesire according to the author, it inevitably
leads to death.
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intention he has shown from the beginning of hiskywkeeping the sea God love
as pure and chaste as possible.

His heart is burning, whereas that of Scylla isdcddlank and indifferent to
Glaucus's warmth: hence, the famous opposition detvithe lover's ardour and
the coldness of his beloved is stated. The symiol$ red-and-white, much
employed by ShakespeareManus and Adonjss connected to this aspect.

6.3f The physical movement of love

A further reflection to make deals with the “moverheof love” from one
character to another, which occurs between Glawng Scylla: as soon as
Glaucus is recovered from the “infection” of lo@xylla is “infected” by the same
disease.

Poetically speaking, this constant opposition of thvers, their eternal “not
requited feeling”, which passes from one to theepticcording to Cupid's will, is
obviously tragic. They are destined not to getfiayn their love, or better from
that love which is firstly felt by one and then thye other, since destiny is hostile.
If it is Glaucus who is suffering at first, now ig Scylla's turn, who implores
Glaucus to pardon her and to love her again, lepigis's island after and going
on lamenting from her isolated rocks

Glaucus my love (quoth she) looke on thy lover,
Smile gentle Glaucus on the Nimph that likes thée;
But starke as stone sat he, and list not prove her:
(Ah silly Nimph the selfesame God that strikes thée
With fancies darte, and hath thy fréedome slaine)
Wounds Glaucus with the arrowe of disdaine. [...]
And how she sighes, and sweares shée loves arabsldel
How oft with blushes would she plead for grace [...]
But Glaucus scornes the Nimph, that waites reliefe:
And more she loves the more the Sea-god hatdd. [...
Glaucus (quoth she) is faire:whilst Echho sings
Glaucus is faire: but yet he hateth Scillef’.]

There is another famous “movement of love” in Esigliiterature: that occurring
in A Midsummer Night's Dreandust as irScillaes MetamorphosiSlaucus and
Scylla are subjected to Cupid's magic on them,hak8speare's comedy the four
young characters are “sweet victims” of King Oberand Puck's loving

enchantment. When a character starts to love trsopevho has loved him until

200 T. LodgeQOp. Cit.p.p. 24- 26
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that moment, this person has now fallen in lovéhaiother, as a consequence of
magic. The effect on stage is comic, since nobsdgquited by the person loved
and follows the beloved wherever he goes. What érappn Lodge's epyllion is
very similar, even though not at all comic and icprbut the idea that magic
interferes with men'’s lives and loves is the same.

6.3g Glaucus's finakcomplaint

To conclude, an interesting quotation occurs invigy last page of the epyllion,
where Glaucus through his own fin@bmplaint,seems tosay farewell to his
listeners

[...] (Fond that | am) all these are faint supposes:
Imperious Love (to shewe his endles power)

My tender and immortal heart encloses

Within the center of her lovely lowre:

That all may sée, Loves prison is her eie,

And Gods must stoope unto his deitie.

Yet (Love) allot prescriptions unto woe;

Els will the sowre excéed the swéete by farre:

Or levell pittie from the lawles bowe,

That sorrowe | excesse, may cause a warre

That may consume, if not confound my life:

And | may séeme to die amidst the strife.

The deafe nill heare: both she and Love together
Have made a match to aggreavate my griefe:

| sée my hell, there rests no hope in either:

From proud contempt there springeth no reliefe,
What rests there then but since | may not gaing her
In piteous tearmes and teares for to complain@'her

Until the end of the poem, Lodge makes the sea @Gawunce his existential
grief: although the story has come to its end,ftimelamental theme of Glaucus's
grief is repeated, being the most important aspedge wants to outline. That of
Glaucus is a lament, a hymn of sufferance, so gchimd torturing that, like

Petrarch, he desires to die because he is conviheg¢dlying is the only way to

escape.

The Sea God's pain and despair, but more genedtalywickedness of Love,

which is personified here, drive men to madnes#lingain love, according to

Lodge, is eventually a punishment, a condemnationis not returned: it is not a

gift, not living in perfect bliss. On the contrary, is Glaucus's’hell”, as he

201 T. LodgeQ©p. Cit.p. 30
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personally says.

“Imperious Love” totally possesses him, his head his mind, in such a way that
not to think or to complain about his dear Scy#lannpossible for him. All that he
can do is to sigh and regret his beloved, perfentlgre that if she had not been so
proud and wicked, they would have lived happilyreafter.

In any case, th€omplaintconcludes the epyllion, through a last hymn toll&tsy
wickedness and Love's own malignancy: at this stdgedesperate sea God has
already recovered, free from his torment and is e to live a peaceful life
from that point onwards, as well as probably td iiallove again, but with an
honest and faithful woman, who will honour him dnsl sincere affection.
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Appendix “The tragic, unworthy, and ruthless metampinosis of

Callisto, lo and Scylla”

This last part deals with the similarity betweenyl¢s, Callisto's and lo's
metamorphoses in Ovid's poem. Since the three msiagiedergo the same kind of
undeserved transformation, | would analyse theetditferent stories, focusing on
the aspect of the vengeful God who drives his ovadmess on an innocent human
being.

Ovid succeeded in making mythology hurffanHis concern dealt with the
importance of characters' feelings and passionsvd® brilliant in lowering the
high level of myth, which generally concerned Gaatsd their stories, and
considering the other side of the coin, that isnan dimension.

This new human perspective changed the generalidstitowards mythology,
focusing also on those main characters who usaaffer from Gods' influence on
them. Thus, one might come into contact with thatestof mind of mortal
characters.

In the case of Scylla's story of metamorphosis bydOthe reader can feel the
character's pain and affliction, therefore he i db understand and share what
she feels. She is panic-stricken, she suddenly tbesg dogs' heads rising from
the depth of water, but at a first glance, she ocammderstand from where they
come; she does not immediately realize that theyart of her own body.

a. lo’'s metamorphosis: between “humour and pathos”

Charles Segal, very similarly to Barkah makes a comparison between Scylla’s,
Callisto's and lo's tales: all of them are subgdtethe Gods' wrath and each of
them changes her appearance, assuming the formmodls. Those stories tell the
experience of some poor mortal beings who suddesiye under the revenge of a
God

senza averlo meritato, e non puo fare altro cheatgre [...] lo e Callisto,
fanciulle innocenti ed indifese, attirano la passidi Giove, e, senza averne
colpa, sono trasformate in una mucca (lo) e inraa'¢Callisto}™.

However, according to Segal, the episode of loifierént from that of Scylla.

202 C. SegalDp. Cit.,, p 10
203 L. BarkanThe Gods Made Fleslvale University Press, New Haven and London, 1986
204 C. Segabp. Cit., p 23

120



Although a myth of undeserved metamorphosis, easdisdwith a different
situation: Inacus, lo's father, has complainedslmme days about his daughter's
disappearance, he does not know where she migiiftdies is dead or not. While
She is coming back home, Jove sees her and soontivaobeautiful Nymph, but
she escapes in a panic; nevertheless, the Kingpd§ Gas “an ace up his sleeve”
and through a thick fog he rapes her. Juno, farfmuser aggressive jealousy, and
not able to find her husband anywhere, suspectartigeenth adultery and goes
on earth looking for him. But Jove, knowing his evifery well, has previously
metamorphosed the girl into a cow, in order to hdeinfidelity. Jove tales Juno
that this cow, a marvellous one indeed, is a darghit the earth, but suspicious
Juno asks for her as a gift. In addition, she ammrgus to keep her under
surveillance, not trusting what her husband sat@ goor maiden

With croppes of trees and bitter weedes now waslally fed,
and in the stead of costly couch and good sofhérbed,

She sate a nightes upon the ground, and on suahdjwhereas
Was not sometime so much as grasse: and oftentyimeesas
Compeld to drinke of muddie pittes: and when skleddivise

To Argus for to lift hir handes in meeke and humbise,

She sawe she had no handes at all: and when shesjid

To make complaint, she lowed out, which did hiagwoay,

that oft started at the noyse, and would have ranvesf®.

As a consequence, her life has been completelysedeShe is all alone, not with
her lovely father any more, totally abandoned ts thonster's care.
Actually, she has never seen her new appearancanegtvhen she once goes to
the banks of the river Inacus where she used tp @daa child in the past, she
mirrors herself in the waters and

Now when she looked in the streame, and sawe hirellched,

She was agast and from hir selfe would all in hase fled™.
Then she meets her father, who initially does aobgnize her

The Nymphes hir sisters knewe hir not yet ownealéther,
Yet followed she both him and them, and suffredrthiee rather
To touch and stroke hir where they list, as onépheaced still
To set hir selfe to wonder at and gaze upon thieir f

The good old Inach puls up grasse and to hir dttatidpeares.
She as she kyst and lickt his handes did shed doettrie tears.
And had she had hir speech at will to utter forthtiought,

205 A. GoldingOp. Cit., Book 1, lines 632-638
206 Ibidem lines 640-641
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she would have tolde hir name and chaunce and hiralpe besougft’.
This metamorphosis, dissimilar to those of thisdkinnites humour and pathos

according to Segal, as her mooing towards her fathech follows this last scene,

will break up the pathetic tone of the story ofstAnimal, which is not really an

animal, and the happy-ending re-establishes thgnati order again. In fact, she

will regain her maiden-like shape at the end.

What is important to stress about lo's myth, i$ leat metamorphosis is described
with the same pathetic tone as that of Scylla,artipular as far as the maiden's
psychological reaction is concerned: she does ealize her body's change at
once, because it happens very quickly. Her fatloer is desperate for his

daughter's tragic punishment, so that the whol@esdakes a sort of vein of

humour, when she is trying to speak and the cow'sames out instead.

Vial agrees with Segal, in stressing the proxinbgyween lo's and Scylla's stories,
and he shares his opinion about how lo's metamasrpl® much more important

psychologically than physically: as a matter oftfae distinguishes a main point
to be studied in Ovid'Metamorphoseshat is her fear of having lost her human
voice:

Elle tenta de se plaindre; ce furent des mugissemgui sortirent de sa
bouche. Elle fut terrorisée par leur son et épotéapar sa propre vofX.

The similarity with Scylla's state of panic is ateaeither of them is able even to
understand what is happening, they do not beconsgeawf their new condition
until the very end of it, when everything is donsdanothing can change any
more. Hence the realization of their new appearasn@most the same: on the
one hand Vial reports lo's awareness in these terms

Et, quand elle apergut dans I'eau ses cornes nesivelle fut prise de terreur
et, éperdue, se fuit elle-méffie

Thus the similarity of the two girls is confirmedhce again, as Scylla herself
escapes at first her body's change.
Unfortunately for Scylla, her companion is luckiban her as she is able to go

back to her human state at the end; whereas oainkeis fatally destined to be a

207 Ibidem Book 1, lines 643-649
208 H. Vial,Op. Cit., p 83
209 Ibidem.
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monster for the rest of her life.
b. Scylla’s metamorphosis : an example of « féméniutilée »
Vial says that:

Si les fluidifications, les pétrifications ou lesetamorphoses en arbres, par
exemple, forment malgré leurs différences des ebkentextuels d'une forte
homogénéité poétique, la transformation en animalbde au contraire, par
nature, le théatre d'une variabilité absolue, refte 'immense diversité des
espéces, et il paraitpriori impossible de déceler des points communs entre
ces textes qui montrent des étres humains chamgésup, en serpent, en
belette ou en singes. Pourtant, leur observatigorofgndie permet de
découvrir, sous la forme de signaux récurrents, parenté fondée sur la
lutte, presque toujours dramatique et violenteinqplique le basculement
dans l'animalité et sur la possibilité, ouverte par travail poétique,
d'entrevoir dans l'instant de ce basculement ¢etteje douteuse, cette zone
incertaine entre 'homme et l'animal qui est pdrg-& principal sujet du
récit.[...] Midas, avec ses oreilles d’ane, et &cyvec sa ceinture des chiens,
incarnent a nouveau dans leur chair danfa duplex née de Salmacis et
Hermaphrodite et symbolisent, comme elle, le caracbxymorique de bien
des métamorphosze1L :

Actually, Midas' transformation is very differemoin that of Scylla, for he is

portrayed as a stupid, as a sinner by Ovid, althdweis the victim of the quarrel
between Pan and Apollo and the consequent unwadaetction of the God of

Arts.

On the contrary, Scylla is a real victim, from @diints of view: of love, because of
Glaucus indignation and Circe's envy for that;if#, las destiny brutally vents its
rage against her and lastly of nature that doespate her. The poor girl is not
able to find a source of relief even at the endfalet, instead of reaching her
original human state again at the end, she woultheemmorphosed once again
into a rock, whiclsailors should be careful to avoid in the future.

According to both Vial and Ofi§,, Scylla’'s myth is an example of “féminité
mutilée”

La métamorphose, dans son déclenchement brutalegt.fl'emblée définie
comme une mutilation [...] qui, parce qu'elle attédalylla dans sa féminité
[...], interdit irrémédiablement & Glaucus de s'énglle tout en imposant a la

jeune fille, pour le seul crime d'avoir été aimée atroce supplic%l

In particular, the author makes a comparison witbtlaer very famous episode of

210 Ivi, pp 231-232
211 B. OtisQvid As an Epic Poet.ondon, Cambridge University Press, 1966
212 H. Vial,Op. Cit.,235-236
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cruel metamorphosis, that of Actédh where the tragic discovery of a new body
unites the two unfortunate destinies. Neither attaraealizes the change until the
very end: however Acteon will endure a more tragnd, he will be eaten by his
dogs which do not recognize him any more.

Scylla would be luckier than the hunter, as shd wit die physically, but
psychologically: she would not be the beautiful gite used to be any more, but
in any case she will have the possibility to reveagainst her divine “murderess”
when she destroys Ulysses' crew, dashing his leoge back home.

Si la métamorphose est souvent, chez Ovide, p&seaimme une forme de
mort, l'expression qui caractérise ici ce que seutenues les jambes de
Scylla est, dans son caractére métonymique, temibht explicite : ce qu'elle
découvre au tournant du vers, ce sont@erbereos rictusgueules béantes
et sardoniques qui placent métaphoriquement laegjdille, tel le chien
gardien des profondeurs infernales, sur le sedieemonde des vivants et
monde des morts : toujours vivante mais morteexrame et subissant une
torture égale a celle des grands damnées des Epdetisipant de I'humanité
et de I'animalité & la fois, Scylla devient aldesibleme tragique de touts les
personnages métamorphosés, condamnés a devenimec@almacis et
Hermaphrodite, umeutrumque et utrumquéees deux derniers vers du récit
offrent, dans un paroxysme de violence, l'imagesifiée a I'extréme de
l'union monstrueuse entre Scylla et les chiens dantfureur (abie)
représente pour elle a la fois une mutilation etelel moyen de rester debout
(statque, extan)ec'est-a-dire de vivf&'

A final interesting reflection by Vial is on thectathat this meddling of damned
dogs could have a sexual meaning, in the developafehe story. They stand for
a real rape to the maiden, that violation the sed Gnnot commit himself. His
sexual impotence is duplicated by the infernal degsce they really grow from
the lowest part of her womb and, step by step te@morphosis takes place, they
run through Scylla's mortified body, reaching ap.tAs a consequence, Vial does
not agree with Segal, who depicted the end of ththmwith a grotesque, ironic
veil.

c. Callisto’s metamorphosis and the “dispossessifithe self”

The other twin of Scylla is Callisto: the threerste are very similar. All of the
characters are changed into something else becalushe two Goddesses'

jealousy. If lo's change is connected to Jovellstavhide his adultery and Scylla's

213 A. GoldingOp. Cit.,Book Ill, lines 194-203
214 H. Vial,Op.cit., p 236
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to Circe' s envy, in the case of Callisto, the \efnfDeity is Juno, burning of
anger and jealousy , for her husband's courtshipeomaiden:

Si lo, parce qu'elle est métamorphosée par Jupibeiserve, méme devenue
génisse, sa beauté, Callisto est transformée, c &, par sa rivale, qui a

tout intérét a la rendre repoussante, voire moes >

The two girls are both destined to a cruel new, Meere their humanity is lost,
together with their original beauty. According toorRarg*® it is a real
“espropriazione del sé”: they are taken away frbeirtfemininity, from their own
humanity. In particular, their beauty is a furtheason for Juno 's and Circe 's
vengeance. The two Goddesses' aim is to disintedjtatally their marvellous
beauty, which on the one hand led Juno's husbartdeoway of infidelity, on the
other hand pushed Circe 's beloved Glaucus to tréfec affection even of a
Goddess.

Callisto is a virgin devoted to Diana. During a humthe wood, Jove suddenly
sees her and his desire burns. Also here, his gupation is with his wife's
reaction:

Sure (he said) my wife shall never know
Of this escape, and if she do, | know the worspwit"’.

After that, he takes the semblance of Goddess Dianarder to try an approach
with the maiden, but he cannot resist her beauty

'O vergine of my troope, where didst thou huntagd

The damsell started from the groung and said: haglddesse deare,
Of greater worth than Jove (I thinke) though Jowasklfe did heare.
Jove heard hir well and smylde thereat, it maddeést rejoyce

To heare the Nymph preferre him thus before hirasalthoyce.

He fell to kissing. Which was as out of square rhggeme,

And in such sort as that a mayde coulde nothirgelbgeseeme.

And as she would have told what she ranged hagaioe,

He took hir fast betweene his armes, and not with@mushame,
Bewrayed plainly what he has and wherefore thataneg'®

From that union, a child is born, Arcade, and Diéinally chases her away from

her group of virgin Nymphs.

215 Ivi, p 241

216 P. FornardQp.cit., p 87

217 A. GoldingOp. Cit., Book?2, lines 423-425
218 Ibidem,lines 429-434
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The problem here is still the same: Callisto andli&are not guilty of the Gods'
unfaithfulness. They have not seduced them, orcdhé&ary they were persecuted
by Jove and Glaucus respectively; therefore theauby is only the motivating
factor of the wooing, and Juno and Circe too jesland furious, give way to their
anger, giving vent to the only thing they couldikgy that is, their physical
appearance. Juno, offended and outraged, metansapher into a she-bear

‘| will bereve thee of thy shape through pride veloéithou were

So hardy to entyce my Feere. Immediately with that

She raught hir by the foretop fast and fiercelgthhir flat

Against the gorunde. The wretched wench hir arnpesiekely cast,
Hir armes began with griesly haire to waxe all reddast.

Hir handes gan warpe and into pawes ylfavordlyrtmg

And for to serve in stede of feete. The lippes thizt ago

Did like the mightie jove so well, with side andriihg flaps
Became a wide deformed motith

Her wickedness goes further, since

And further lest perhaps

Hir prayers and hir humble wordes might causediretent:

She did bereve hir of hir speech. In steade whehswé went

An yreful, horce, and dreadfull voyce out from eetitning throte [...]
Was in hir still in shape of Be&fé

To be sure that she will not ask for the help afthar God to regain her human
body, she steals her maiden voice, giving her anlyanimal cry, to communicate
with the world.

We are far from Arachne's change, which finallyssiMinerva's pity. There the
Goddess was firstly driven by rage, then was mduoquity, and lastly decided to
excuse the reckless woman, by transforming her angpider, instead of killing
her; by so doing, she placed her transformation rgmtinose “substitutive”
ones*.

Finally, Scylla will not be pardoned, like her twinfor her transformation is
permanent; she will not be the beautiful girl slsedito be any more; quite the

opposite, she will forever be sentenced to thiditam. In such tales, much less

219 Ivi, Book 2, lines 474-482

220 Ibidem,Book 2, lines 483-485

221 Metamorphoses of this kind were literally “stituting” the initial death the characters
had been condemned to. Thus, the final change sfandn act of pity, instead of the death
they originally risked.
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happy, sudden metamorphoses could generate “a seénightmare, of terrof?2

In addition, after the change, Callisto runs amanlgl animals, frightened and
disoriented, all of a sudden plunged into a nevityeaot absolutely suitable for
her: here one might compare this randomly roamiitly &cylla's own looking for

a refuge, just after the metamorphosis. The newrsasster desperately seeks for
shelter, completely overwhelmed by confused fesling

Hardie once again restates his colleagues' opinadhsf them agreeing in placing
the three girls’ metamorphoses into “the world eadi”, of malefic nature which
fights against man using a definition by Leopardi:

Scylla is transformedrom a virgin to amonster but if we think of this in
terms of the epic tradition it is the other waymduOvid takes the story of the
monster and turns it into a story of a lovely vitti[...] As the Aeneadae are
driving their course between Scylla and Charybdikat we actually hear
about is not the manly prowess of the hero, butidresformation of Scylla,
from the epic monster whom heroes after Odysseust marrowly escape,
into yet another Ovidian lovely girl, victimized laygod's sexual interest. This
teasing response is almost a form of coitus inpdust to offer us masculine
heroes, and then to retreat. Here, as elsewherseweévid's refusal to tie
himself down and tell us what a man is, what a woisawhat a hero 7§’

To conclude, these three innocent maidens suffealacorporal punishment; they
are changed in their aspect, and mortified in thsyche, tragically victims of that

“sacrifice du corps®*, of that tortured femininity analysed by Vial.

222 C. Segap. Cit., p 28

223 P. HardieThe Cambridge companion to Oyidambridge University Press, Cambridge,
2002 p 104

224 H. Vial,La Métamorphose dans les Métamorphoses d',QRadis, Les Belles Lettres,
2010, p 304
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