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Abstract

‘Dissembling’, derived from courtiers’ practice of sprezzatura. has the rhetorical
ability to present one ostensible meaning/intention while simultaneously harbouring

another meaning/intention. In this thesis, I suggest that three Elizabethan writers —

Lyly, Greene, and Shakespeare have selected this deceptive act as a means to amplity
their writing. Lyly exerts the art of dissembling with the intention of enriching his
writing verbally. The art enables him to write fiction of love, while he presents his
works as either didactic treatises or encomiastic writings. As far as Greene’s art of
dissembling 1s concerned, it 1s a class-conscious one. In his courtly love romances.
Greene explores both strengths and weaknesses of women as a way of reflecting his
interest in both of the two different social positions of courtiers and shepherds. In his
social pamphlets where he depicts middle-class traders in the framework of the prodigal
son story, Greene attempts to marry the uneducated with the learned. Greene’s tries at
theatrical devices with the intention of lifting the boundary between reality and illusion
in his plays help Shakespeare to gain an insight into the attainment of dramatic
moments in his plays. Shakespeare, by dint of his art of dissembling, takes to
multiplying the dissembling of the courtly and the lowly. the clite and the non-elite.
reality and 1illusion which Greene has achieved throughout his career. [n
Shakespeare’s good hands. Greene’s art of dissembling 1s enriched by a movement
towards ‘bafflement’ in both poetic and dramatic terms.

An exploration of the way in which the art of dissembling 1s handed down from
Lyly through Greene to Shakespeare encourages us to reconsider a connection between
courtly culture and popular culture, the significance of Greene on the I lizabethan
litcrary scene, a most neglected of the major Elizabethan writers, and the relationship of
Shakespeare to Greene.



Introduction

The thesis is concerned with three topics for discussion: firstly, it explores the witty
way in which three Elizabethan writers, John Lyly. Robert Greene. and William
Shakespeare, amplity their writing by dint of the art of dissembling: secondly. it attempts
to reconsider the part which Greene has played on the Elizabethan literary scene. the most
prolific yet the least studied of the major Elizabethan writers: thirdly. it proposes to revise
the view of the relation between Greene and Shakespeare, a bitter rivalry on account of
the notorious invective against Shakespeare in Greene’s "upstart-crow’ passage.

| shall start with the second point. Greene is well known for the first professional
writer in England, so to speak, a manual labourer who earns his livelihood by his pen.'
During the period between the 1560s and the 1580s in Elizabeth's reign. a number of
youths, educated in universities and in the Inns of Court to become civil servants, were
more or less involved in poetic writing. What sets Greene apart from such elite writers,
in spite of his education at both Cambridge and Oxford. ts his lack of a history of service
at court. Hence the characteristics of Greene’s works are easily associated with the
‘popular’ taste of ordinary readers.” From the beginning of his career, Greene produces

the kind of work to cater for a female readership. In his first romance Mamillia:

Mirrour or Looking-glasse for the Ladies of Englande (1580-3), tor example. he urges
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" For accounts of the figure of Greene being a professional writer, see Edwin Haviland Miller, The
Professional Writer in Elizabethan England: A Study of Nondramatic Literature (Cambndge, Mass.:
Harvard University Press, 1959); Phoebe Sheavyn, The Literary Profession in the Elizabethan Age, 2™ edn.
(Manchester: Manchester University Press, 1967); Sandra Clark, The Elizabethan Pamphleteers: Popular
Moralistic Pamphlets 1580-1640 (Rutherford, NJ: Fairleigh Dickinson University Press, 1985).

* Books devoted to surveys of Greene’s literary career tend to emphasise ‘popular’ elements in his works
above all else. See. for example, John Clark Jordan, Roberr Greene (New York: Columbia University Press,
1915): Ren¢ Pruvost. Robert Greene of ses Romans (1558-1592) (Panis: Belles Letters, 1938). A possible
exception is Crupt’s. see Charles W. Crupi, Robert Greence. Twayne's English Authors Series (Boston:

Fwavne, 1986).



gentlemen readers to consider "how unmeete women are to have such reproches layed
uppon them, as sundrye large lipt felowes have done’.” This attitude of Greene leads to
his reputation for being a writer to cater to the vulgar taste of uneducated female readers.
He 1s tamous as a prolific writer too. In his detence of the dead Greene against Harvey,
Thomas Nashe says: ‘In a night and a day, would he have yarkt up a Pamphlet as well as
in seaven yeare, and glad was that Printer that might bee so blest to pay him deare for the
very dregs of his wit’.* Nashe praises Greene’s facility for writing, albeit in a suppressed
manner; but his words are cited as indicative of Greene’s unscrupulous way of exploiting
the lucrative print market by churning out the poor kind of reading. Greene’s pamphlets
largely consisting of a number of worn-out topics and phrases are considered to be proof
of his obsequious attitude towards an undemanding readership.” Amongst other things,
his confession of repentance in his quasi-autobiographical repentance pamphlets at the
later stage of his life and his untimely death in penury and despair serve to generate an

impression that his career venture has ended up in failure.

Historians and literary scholars have been made alert to the relation between “elite’

culture and “popular’ culture since Peter Burke’s ground-breaking Popular Culture in

' Robert Greene, Mamillia: A Mirrour or Looking-glasse for the Ladies of Englande in The Life and
Complete Works in Prose and Verse of Robert Greene, M. A. in Fifteen Volumes, ed. by Alexander B.
Grosart (New York: Russell & Russell), vol. II, 106. All the references to Greene’s non-dramatic works
are to this edition, hereafter parenthetically specified with volume and page number in the text.

l'or an carly account of a connection between the female taste and Greene’s readership, see Louis B.
Wright, Aiddle-Class Culture in Elizabethan England (1935, reprint, Ithaca, NY: Cornell University Press.
1958). especially chapter XIII, ‘The Popular Controversy over Women', 465-507. Suzanne Hull points out
that Mamillia is the tirst English romance with only a woman’s name 1n its title. See Suzanne Hull, Chasie
Silent & Obedience.: English Books for Women, 1475-1640 (San Marino, Calif.: Huntington Library. 1982),
78.
* Thomas Nashe, Strange Newes, Of the Inicrcepting Certaine Letters in The Works of Thomas Nushe. S
vols. ed. by Ronald B. McKerrow (Oxford: Basil Blackwell, 1958), vol. I, 287.
> Some critics argue that Greene referred to Greek romances for his familiar topics and themes. See
Samuel | . WoltY, The Greek Romances in Elizabethan Fiction (New York: Columbia University Press,
1912): .. C. Pettet. Shakespeare and the Romance Tradition (London: Staples, 1949); Walter R. Davis,
Idea and Act in Elizabethan Fiction (Princeton: Princeton University Press, 1969).  For Greene’s
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Early Modern Lurope was published in 1978.° A significant trend in recent criticism
towards a better understanding of an interaction between the different cultures is critics’
awareness of the cultural impact of the press: they pay attention to the function of print to
realise a heterogeneous and volatile niche rather than to cause a straightforward cultural
change from manuscript to print, from exclusivity to publicity. and from multiple forms
to a fixed form.”

Some critics have called into question the authenticity of cultural imperatives of
‘literary’ texts and ‘literary’ authorship by drawing attention to the involvement of
various materials, the press in particular. in the process of shaping them.® On the other
hand, such historians as Margaret Spufford and Tessa Watt have argued on the grounds of
contemporary records of items in elite reading diets that popular materials like broadside
ballads and chapbooks were enjoyed among a wide range of readers from the uneducated

to the elite by virtue of the intervention of print.” As far as Greene's printed works are

- . pplipy = il e S i S
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borrowings from his own works, see Allan H. Maclaine, ‘Greene’s Borrowings from His Own Prose
Fiction in Bacon and Bungay and James the Fourth’. Philological Quarterly 30 (1951), 22-9.

° Peter Burke, Popular Culture in Early Modern Europe (London: Temple Smith. 1978).

" For an account of print as a generator of a volatile niche. see, for example, Alexandra Halasz, The Market
Place of Print: Pamphlets and the Public Sphere in Early Modern England (Cambridge: Cambridge
University Press, 1997); for an account of print as a symbol of an epoch-making change, see, tor example,
Walter Ong, Orality and Literacy: The Technologizing of the Word (New Y ork: Methuen, 1982).

" For accounts of the relationship of print to ‘literary’ authorship, see Wendy Wall, The Imprint of Gender:
Authorship and Publication in the English Renaissance (Ithaca: Cornell University Press, 1993); Arthur F.
Marotti, Manuscript, Print, and the English Renaissance Lyric (Ithaca: Cornell University Press, 1995);
Jeffrey Masten, Textual Intercourse: Collaboration, Authorship, and Sexualities in Renaissance Drama
(Cambridge: Cambridee University Press, 1997); Richard C. Newton, ‘Jonson and the (Re)-invention of the
Book® in Classic and Cavalier: Essays on Jonson and the Sons of Ben, ed. by Claude J. Summers and Ted-
Larry Pebworth (Pittsburgh: University of Pittsburgh Press, 1982); Joseph Lowenstein. “The Script in the
Marketplace™ in Representing the English Renaissance, ed. by Stephen Greenblatt (Berkeley: University of
California Press. 1988). 265-78: and Timothy Murray, Theatrical Legitimation: Allegories of Genius in
Seventeenth-Centuryv England and France (Oxford: Oxford Untversity Press, 1987). With respect to the
questioning of the authenticity of Shakespearean texts, see Margreta De Grazia and Pcter Stallybrass, “The
Materiality of the Shakespearean Text', Shakespeare Quarter(y 44 (1987). 255-83, and Margreta De Grazia,
Shakespeare Verbatim: The Reproduction of Authenticity and the 1790 Apparatus (Oxtord: Oxtord
University Press, 1991).

> Margaret Spuftord. Small Books and Pleasant Histories: Popular Fiction and Ilts Readership in
Seventeenth-Century England (Cambndge: Cambndge University Press, 1981). and Tessa Watt. Cheap
Print and Popular Picty, 1350-1640 (Cambridge: Cambridge University Press. 1991).



concerned. Lort Humphrey Newcomb has recently pointed out that Greene's pastoral
romance Pandosto was In circulation to the accompaniment of a change ot its textual

form from a prose romance to a broadside ballad or a chapbook. In the course of the

textual transtormation, Newcomb suggests. the work addressed three tvpes of readers —

gentlemen, gentlewomen, and men and ladies in service. The main purpose of her
argument is to explore the process in which ‘popular’ authorship has been generated
through the mediation ot the intentions of an author. especially those of publishers and
readers in the print market."” This critical tendency has tried to solve the problem of the
bifurcation between literary/elite culture and popular culture.

But | suggest that hints for solutions to the problem of the bifurcation between elite
culture and popular culture can be found in Greene's works themselves, not in external
agents. What struck me at an early stage of my research was the tigure of Greene
assuming a deliberate posture of double-dealing. Cliceronis Amor. the title ot one ot his

pastoral love romances. which depicts the imaginary love story of Cicero, an idol of
humanists, purports to convey the two tenets of the work —the humanistic and the anti-
humanistic. Ilis self-alleged name "a second Ovid’ indicates his awareness of learned

tradition in spite of his predominant image as an unsophisticated writer. The “scholler-

like Shepheard” which Nashe labels the protagonist of Greene's pastoral romance

'Y Lori Humphrey Newcomb, Reading Popular Romance in Early Modern England (New York: Columbia
University Press, 2002). For other accounts of the volatility of popular texts, see Mark Thornton Burnett,
Vasters and Servants in English Renaissance Drama and Culture (New York: St. Martin’s. 1997): Mark
Thornton Burnett. *Popular Culture in the English Renaissance™ in Writing and the English Renaissance, ed.
by William Zunder and Suzanne Trill (London: Longman. 1996). 106-22: Nigel Wheale. Writing and
Society: Literacy, Print and Politics in Britain 1390-1660 (New York: Routledge. 2000); and Garrett
Sullivan and Linda Woodbridee. *Popular Culture in Print’ in The Cambridge Companion to English
Renaissance Literature. 1300-1600. ed. by Arthur F. Kinney (Cambridge: Cambnidge University Press,

2000).



Menaphon also points to his double nature of learnedness and simplicity.'' [ take the
doubleness of Greene to have a bearing on a critical attitude of mind that his humanistic
education has nurtured mainly in rhetorical exercises. The attitude is in turn relevant to
the art of dissembling.

In humanistic education during the Renaissance, rigorous rhetorical training was
carried out in the exercises of reading, writing and speaking.'” Its method was to drill
students Iin pros and cons examinations of a variety of exemplary Latin sententiae
excerpted from the classical works of humanist idols such as Cicero, Terence and Ovid.
The surface reason for an encouragement to the mastery of rhetoric consisted in
humanists’ interest in producing a new generation of the elite with the gift of dealing with
copious language. Yet the project entailed a much more practical intention of making the
intellectual elite acquire an ability to deploy convincing persuasions on the political stage
of diplomacy. The practical purpose caused humanists to devote their attention to an
exploration of moral wisdom in classical texts rather than an appreciation of their artistic
value. However. the excitement of young imaginative students who encountered classical
texts through the rhetorical training was such that they underwent verbal as well as
mental amplification. The split between the humanistic ideal and its real truit manifests

itself in ways of reading Ovid. While humanists provided moralised renderings of

e, o Nl e b iy e R

" The phrase ‘a second Ovid’ is from Greenes Vision in Life and Works of Robert Greene, vol. X1, 274,
while the phrase ‘scholler-like Shepheard’ is from Nashe's preface to Menaphon, vol. V1, 9.

'* My knowledge of humanist education in the sixteenth century is indebted to the following cnitical works:
1. W. Baldwin. William Shakspere's Small Latine and Lesse Greeke. 2 vols. (Urbana: Umversity of lllinois
Press. 1944): Madeleine Doran, Endeavors of Art: A Study of Form in Elizabethan Drama (Madison:
University of Wisconsin Press, 1954). Richard A. Lanham, The Motives of Eloquence: Literary Rhetoric in
the Renaissance (New Haven: Yale University Press, 1976); Sister Minam Joseph, Shakespeare s Use of
the Arts of Language (New York: Methuen, 1966). Jane Donawerth, Shakespeare and the Sixteenth
Century Studh of Language (Urbana: University [llinots Press, 1984). Anthony Grafton and Lisa Jardine,
From Humanism to the Humanitics (Cambridge. Mass.: Harvard University Press, 1986). Peter Mack.
Eli=abethan Rhetoric: Theory and Practice (Cambridge: Cambridge University Press, 2002).
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Ovidian myths — a good example is Arthur Golding's translation of Ovid’s

Metamorphoses in the direction of didacticism, imaginative students like Lvly, Greene
and Shakespeare have given creative readings to inspirational Ovidian episodes.

When such 1maginative students launched out into poetic writing, they were
occupied with amplifying their writing while, because of the humanistic environment in
which they were trained in writing, at the same time being worried about the moral
limitations on artistic creativity; they had to overcome the problem of the division
between their true intention and their outward attitude. For Lyly, Greene, and
Shakespeare, the art of ‘dissembling’ served to solve the problem.

‘Dissembling’ originally had a relevance to the quality of a courtier. In The Arte of
English Poesie (c. 1585), George Puttenham describes the figure of a courtier that will be
given the greatest credit: ‘he could dissemble his conceits as well as his countenances, so
as he never speake as he thinkes, or thinke as he speakes, and in any matter of importance
his words and his meaning very seldome meete’."” He exhorts courtiers to assume
deceptive attitudes in which they dissociate outer expressions from inner intentions.
Puttenham wrote the treatise for courtly-poets who were engaged in writing as a way of
reflecting courtly habits and practices. Therefore, he elucidates a variety of rhetorical
fisures which reflect courtiers’ characteristic of dissembling. The rhetorical figure
Allegoria. because of its shared characteristic of dissembling, is called "the Courtier or
figure of faire semblant’.'® His account of Allegoria is thus: *And ye shall know that we

may dissemble. | meane speake otherwise then we thinke, in earnest aswell as in sport,

under covert and darke termes. and in learned and apparent speeches. in short sentences.

e

! George Puttenham, The Arte of English Poesie, ed. by Gladys Doidge Willcock and Alice Walker
(Cambridge: Cambridge University Press. 1936 repr. 1970), Bk. Tl1, Ch. XXV, 299,




and by long ambage and circumstance of wordes, and finally aswell when lye as when we
tell truth’."” Rhetoric has the ability to present two different things, such as words and
Intent, seriousness and amusement, sophisticated style and simple style, lies and truths. in
an indistinguishable way. The art of dissembling is a deceptive trick of presenting an
ostensible thing/intention while internally thinking of another thing/intention.

l.yly, who was engaged in poetic writing in the same courtly environment as
Puttenham, cultivated the deceptive function of rhetorical figures. In this sense. his art of
dissembling is a verbal one. By dint of the art of dissembling. Lyly can pretend to be a
writer of didactic treatises in the very act of seeking to amplify his writing in such a way
that he. in Euphues: The Anatomy of Wit. draws the figure of Euphues pretending to be a
repentant scholar while intending to be an enthusiastic lover. When Greene started
writing in Lyly’s shadow, he followed his example in exerting the art of dissembling.
But he employs the art not as an exhibition of courtly practice but as a way of reflecting
his double positions in terms of social class; he is certainly not of noble birth, yet

6

becomes a gentleman with a university education.'®© By virtue of his art of class

dissembling. he can make an ambiguous presentation of elite culture and non-elite culture
in the process of rewriting Lyly’s works in his love romances. In his social pamphlets, he

has attcmpted to marry the humanistic with the uneducated by narrating professional

" Ibid.. Bk. 111, Ch. XXV, 299,

" Ibid.. Bk. 111, Ch. XVIII, 186.

'® For Greenc's biographical information, see Crupi, esp. 1-35. Crupi emphasises that Greene achieved a
social ascension to disregard his origins and to acquire ‘bohemian’ and ‘aristocratic’ perspectives: ‘Greene
seems to escape his Norwich origins both by defying bourgeois attitudes in his personal life and by
identitving with the older attitudes of nobility and gentry in his writing”, 23-4. | suggest that Greene has
retained the tension between bourgeots attitudes and noble attitudes. Brenda Richardson has challenged the
traditional account of Greene's lite by arguing that Greene’s father is very likely to have been a cordwainer
turned into innkeeper who probably spent a period tn Y orkshire. But this does not ¢ive much difference to
Greene's ambiguous stance with regard to class.  See Brenda Richardson. *Robert Greene's Yorkshire
Connexions: A New Hypothesis®, Year's Work in English Studies 10 (1980). 160-80.



tricks of mechanics in the context of the prodigal son story. While capitalising on
Greene’s brilliant achievements of fusions of high culture and low culture. Shakespeare is
mainly intent on cultivating the art of dissembling in his own field of drama.
Shakespeare believes in the effect on the minds of the audience of the theatrical
dissembling of illusion and reality which is achieved by theatrical devices like disguise
and a play-within-the-play. Shakespeare lets Orsino use the word ‘dissembling™ in
Twelfth Night when he has been hoodwinked by the disguised Viola (Cesario) into
thinking that her/his twin brother Sebastian is really Cesario, and believing that Cesario
had a nuptial contract with Olivia: ‘O thou dissembling cub!” (V. i. 164)"" | have already
suggested that the writers’ motive for employing the art of dissembling derives from a
split between what they are supposed to read and what they teel in encountering the
works of classical authors, particularly those of Ovid. My analysis of the art of
dissembling in Lyly. Greene, and Shakespeare will be therefore made in conjunction with
my exploration of their individual ways of reading Ovid.

The art of dissembling works like a charm especially when Lyly, Greene, and
Shakespeare deal with the literary motif of the prodigal son story. In The Elizabethan
Prodi¢als, Richard Helgerson has taken notice of repeated appearances of the motif in a
number of Elizabethan prose romances. He suggests that their manner of presenting the
prodigal son story is a function of the way in which humanist schoolmasters used the
motif to instruct their students. In school the parable was employed to convey the
didactic message that if young students behaved in a wayward manner with total

disrecard for the serious and conservative precepts of teachers and fathers they would end

e gy

‘7 G. Blakemore Evans ed.. The Riverside Shakespeare (Boston: Houghton Mifflin Company, 1974). Al
the references to Shakespeare's plays are to this edition, hereafter parenthetically specified with Act. Scene.




up in deep repentance. In a concrete way. students were warned against wasting time on
the kind of pleasurable and profitless writing in spite of their masters” emphasis on
didacticism. The image of prodigality and the practice of profitless writing overlap each
other: the writers “had wasted their youthful time on the poetry and fiction of love just as
their protagonists waste time on love itself’. Hence, as Helgerson suggests, many ot the
l-lizabethan prose works featuring young prodigals’ romantic experiences start with their
rebellion against their father figures and end with their repentance, as if to imply that theyv

are regretting having fallen in love and having written fiction of love simultaneously.

T'he world of fiction and the world of reality meet in the end. The Elizabethan prodigal
son story 1s the paradigm of the repentant prodigal. not the biblical parable of the
Prodigal Son which focuses on paternal forgiveness by means of the events of the joyful
rcception by the father of his erring son, the killing of the fatted calf, the bestowal of the
best robe. and the placing of a ring on the prodigal’s hand and shoes on his feet."®

But, as | will show 1n full detail in Chapter 1. the art of dissembling enables Lyly to
continue to write on love while presenting the pattern of the L:lizabethan prodigal son
story in which FEuphues seeks after love with a disregard for a grave counsellor’s advice
and rcturns as a repentant scholar. A secret shift in the semantic meaning of the word
‘net” opens up a possibility that Lyly develops the story in both directions.

Although Greene i1s well known for a man of repentance, my readings emphasise
that he has been a wicked son all the time without coming back in repentance. While he

sets up the pattern of the I-lizabethan prodigal son story in his writing. he 1s absorbed in

. rmrt —— e o— E——— —— —_ —_— e - — . - — e e e — o —— ——— r— . —
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Line number in the text.
'"® Richard Heleerson, The Elizabethan Prodigals (Berkeley: University of California Press. 1976), 4. He

focuses on five [lizabethan writers who he thinks followed this paradigm - Gascorgne. [yly, Greene,
[.odee. Sidney.



exploring such images as ‘mutton’ and ‘porridge’ which are associated with the
prodigal’s wayward behaviour in the parable of the prodigal son. notably the prodigal’s
intercourse with harlots. For Greene, the prodigal son story is the paradigm of the
prodigal. Though Helgerson traces the pattern of the Elizabethan repentant prodigal
across (reene’'s entire career which starts with writing love romances and ends with
repentance pamphlets, | insist that Greene thought of assuming a repentant posture at the
time when he was meditating on changing his main literary topic from women to
bourgeois members of society. His pretension of repentance in social pamphlets enables
him to turn to deceitful, unfair practices of men of mechanical arts and serves to present
their prodigal way of seeking after monetary gain in the framework of the prodigal son
story. It is a major literary achievement that Greene has added new elements of sexuality
and lowliness to the humanistic motif of the repentant prodigal. So it is that | completely
disregard Greene’s posthumous pamphlets, The Repentance of Robert Greene and Greens
Groatsworth of Wit. 1 think that these pamphlets, which inevitably make the figure of
Greene as a man of repentance fixed in our mind, run counter to what he intended to
pursue in his career."”

When the motif of the prodigal son story as the paradigm of the prodigal was
passed into Shakespeare’s hands, he did not depend on the split over the biblical parable
of the prodigal son between what young students were supposed to read and what they
were willing to read. Rather. his interpretation of the prodigal son story in the direction

of the pursuit of prodigality makes him turn to other biblical stories which can be in a

L el
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' Critics have recently called into question the authorship of Greene's Groatsworth of Wii. In his
‘Introduction’ to Greene's Groatsworth of Wit (1592), for example, D. A. Carroll develops a convincing
argument that there was large involvement on the part of Henry Chettle. See Greene's Groatsworth of Wit
(1592), ed. by D. A. Carroll (New York: Binghamton, 1994), esp. 1-3_.
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certain sense interpreted as messages of approvals of prodigality. Love’s Labour’s Lost
relies on the story of the Crucifixion and Resurrection of the body of Christ. In The
Winter’s Tale, the parable of the stray sheep is a contributory literary strand in the
characterisation of Autolycus. Even when Shakespeare is away from the parable of the
prodigal son itself, he nevertheless keeps the tension between prodigality and repentance
alive: in each instances, death and life, and sinner and innocent sheep are dissembled with
each other.”

As my analysis manifests itself, 1 take a clearly different direction to the New
Historicist reading. It emphasises the negotiations between social, cultural institutions
and poetic writing. It 1s an attempt to probe by way of literary texts into the Elizabethan
culture under the rubric of power.”! The literary convention of the prodigal son story can
be considered to be the epitome of the negotiation between cultural business and poetic
writing. While writers are aware of the tension between society and self, however, they
metamorphose such a tension into an essential strand of their poetry. At the last stage of
their artistic creation, they draw a line between social power and poetic power.

| propose that Shakespeare is an appreciator of Greene's art of dissembling, not a
rising playwright looking askance at the down-and-out Greene. The harmonious
presentation of ‘literary/elite’ culture and ‘non-elite’ culture is of great concern to
Shakespeare as well. For that matter, it takes the form of the traditional debate between
art” and -"nature’, as is exemplified by the discussion on cross-fertilisation in 7The

inter's Tale. From Ben Jonson’s ‘small Latine, and lesse Greeke’ onward. an i1dea that

ah—

= —
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V Aq far as | am aware. critics have not necessarily noticed Shakespeare’s handling of the theme of the
prodigal son story. l.eah Scragg discusses the figure of Hal detaching himself trom the motf of the
prodigal son story. See Leah Scragy. Shakespeare s Alternative Tales (London and New York: 1.ongman),

6-29.
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Shakespeare 1s a man of natural talent with no reliance on artistic skills has been
gradually shaped. In the terms of Milton in ‘L’ Allegro’, Shakespeare is “fancies childe’.
Both Jonson and Milton put stress on Shakespeare’s facile talent for writing: Jonson savs
that Shakespeare is never involved in ‘blotting out’ his lines: Milton. in his * What neede
my Shakespeare’, celebrates the superiority of Shakespeare's ‘easie numbers™ over “slow-
endeavouring Art’. Extremely curious is the fact that the words of these two writers are
very similar to those of Nashe given to Greene in his preface to Menaphon. Nashe
praises Greene by saying, ‘but give me the man. whose extemporal vaine in anie humor,
will excell our greatest Art-masters deliberate thoughts; whose invention quicker than his
eye, will challenge the proudest Rhetoritian, to the contention of like perfection. with like
expedition. What is he amongst Students so simple, that cannot bring forth (trandem
aliguando) some or other thing singular, sleeping betwixt everie sentence?’ ?* Yet
Nashe’s emphasis on Greene’s talent for facility, extemporaneity. and simplicity is made
In his comparison of Greene with ‘Art-masters’. This does not mean that Greene lacks in
artistic skills. The same phenomenon accompanies the debate between “art’ and “nature’
over Shakespeare. The fact that Shakespeare looks like ‘fancies childe’ betokens his
unfailing attachment to ‘nature” while he intends to be an artist of considerable skill and
artistry. ‘T'he attachment to ‘nature’. | hope to show, is to a certain degree presented as his
adherence to Greene’s literary achievements.

| here point out two major contributions resulting from a revision of the

relationship of Shakespeare to Greene. | hope to enrich our sense of the courtly aspects
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' Its pioneering work is Stephen Greenblatt, Renaissance Self-Fashioning: From More to Shakespeare
(Chicago: University of Chicago Press, 1980).

** Nashc, *To the Gentlemen Students of both Universities’ attached to Menaphon in Prosc and Verse Of
Robert Greene, vol. XTI 1T,



in Shakespeare’s plays. [t has been often argued that Lyly’s courtly drama had an
important influence on Shakespearean drama written for popular theatre.”> But it has not
been fully recognised that Lyly’s courtly drama had been enriched by the time it got to
Shakespeare through the intervention of Greene’s attempt to marry an interest in
verbosity with an interest in humanity. Shakespeare then elaborates the courtly aspect
enriched by Greene in his plays. 1 gradually unfold this process, for one thing. by tracing
the handling of theatrical cross-dressing in three writers from Lyly's Gallathea through
Greene’s James [V to Shakespeare’s The Two Gentlemen of Verona.

Secondly | hope to show that Greene has carried great weight in the course of
Shakespeare’s dramatic career, not only in terms of the narrative construction of The
Winter's Tale. Apart from the fact that Greene’s Pandosto and some episodes of cony-
catching pamphlets are primary sources of The Winter's Tale, the connection between
these two writers has escaped critics’ notice. In the course of my argument, | will prove
that Shakespeare has expressed his awareness of Greene in some other plays. Amongst
other things, | suggest his early comedy Love’s Labour’s Lost was written in the shadow
of Greene. With regard to the relation between Greene and Shakespeare in terms of The
Winter's Tale, Greene has been considered to merit attention in the light of ‘source-study .
Firstly, 1 attempt to renew ‘source-study’ of the past by pointing out a wide range of
works of Greene to which Shakespeare alludes, except for Pandosto and the approved
episodes of cony-catching pamphlets. But my approach does not end at the level of

source-hunting as traditional ‘source-study’ tends to do. | am intent on establishing a

“* For instance. Marco Mincoff, ‘Shakespeare and Lviv', Shakespeare Survev 14 (1961), 15-24:. G. K.
Hunter, John Lvlv, 298-349: and Leah Scragg. The Metamorphosis of Gallathea: A Study in Creative
Adaptation (W ashington: University Press of America, 1982).
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mental connection between Greene and Shakespeare rather than a literal one by
suggesting why Shakespeare adopted such a variety of works of Greene at the particular
point 1n his career when he was about to retire from the theatre.

Chapter | starts oft with a reading of John Lyly’s courtly romances, Euphues: The
Anatomy of Wit and Euphues and his England, and his court drama. My reading of
Lyly’s works consistently stresses the figure of Lyly being a literary prodigal. In
Euphues, 1 will show that Lyly seeks to create the fiction of love by capitalising on the
ambiguous meanings of words related to the image of bait-fishing such as ‘stale’.
‘gudgeon’, ‘fish’, and ‘net’, while ostensibly presenting the pattern of the Elizabethan
prodigal son story. In Euphues and his England, Euphues develops his imaginary love
story with Elizabeth, while assuming a humble and sober stance as an encomiast as well
as a sertous scholar. The deceitful narrative structure hinges on the dissembling of the
implications of ‘back’ and ‘glass’. | will then focus on his courtly play Gallathea, in
which I will show the theatrical dissembling of two cross-dressed girls promotes Lyly’s
verbal dissembling, thereby the audience i1s allowed to probe into the ambiguity of love. 1
will start an analysis of Greene’s romances by making a comparison between Lyly’s
‘Euphues’ Glass’ and Greene’s mirror in Mamillia: A Mirrour or Looking-glasse for the
Ladies of Englande. While in Lyly a glass 1s used for dressing-up, in Greene it is used to
rcflect women as they are, that is, both strengths and weaknesses of women. In pastoral
love romances Pandosto and Menaphon, | observe that Greene explores the double nature

of women as a way of reflecting his concern with the diverse classes of courtiers and

shepherds. His literary attempts to depict shitting views on women and shifting positions
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in terms of class are made in such a way of marrying high life in Lyly's works with low

life which Greene explores in his pastoral love romances.

Chapter 11 deals with Greene’s social pamphlets —cony-catching pamphlets and A4

Quip for an Upstart Courtier. In the prefaces of these social pamphlets, Greene professes
to be a new-born penner of repentance pamphlets, a repentant writer who, with remorse
for his profitless writing, is intent on making a contribution to the commonwealth by
disclosing the protessional abuses of the underworld criminals and middle-class artisans.
While he presents himselt as the Elizabethan repentant prodigal, he nevertheless
characterises cony-catchers and men of mechanical arts as wicked children who, relying
on their professional sleights, seek after commercial profits which enable them to have
prodigal life. The presentation of the dissembling of repentance and prodigality indicates
that the humanists’ motif is released from the hands of the elite and is adapted for the
stories of lowly people turning on the pursuit of prodigality. 1 will put emphasis on
Greene’s unique way of handling the literary motif by a comparison with Nashe’s
depiction of the prodigal in Pierce Penilesse.

In Chapter 111 where I shift my attention from Greene’s prose works to his dramatic
works, | examine Friar Bacon and Friar Bungay and James IV. In Friar Bacon and
Friar Bungay, | establish a connection between Bacon’s glass and "Euphues’ Glass’. |
also point out that Bacon’s glass functions as an instrument for setting up a play-within-
the-play. [ then suggest that Bacon’s action of breaking his glass with a repentant mind
rather pertains to Greene’s creative act of dissembling in courtly, humanistic, and
theatrical terms. In James 1V. 1 observe the way in which courtly practice carried out in

the Scottish court is revised bv way of a conv-catcher’s involvement in the court. 1he



revision i1s made 1n the direction of multiplicity. as is exemplified by the dissembling of
the verbal and the sexual, words (verba) and things (res). | then consider the play s three
theatrical devices, especially Dorothea’s disguise in its relation to cross-dressing in
Lyly’s Gallathea.

With Chapter [V | turn my attention from Greene’s works to Shakespeare’s plays.
After a brief survey of the influence of Greene on Shakespeare's two early comedies. The
Taming of the Shrew and The Two Gentlemen of Verona. | concentrate on Love's
Labour’s Lost. | suggest that Love’s Labour’s Lost is structured in the fashion of
Shakespearean Eucharist. The ritual which consists of words (verba) and things (res) is. |
hope to show, a token of Shakespeare’s awareness of Greene’s achievements and a sign
of Shakespeare’s improvement on Greene's art of dissembling. | also trace the way in
which both courtiers’ sonnets and the play’s theatrical devices are gradually enriched
under the influence of Shakespeare’s Eucharist.

The thesis ends with Chapter V turning on The Winter's Tale. 1 pay attention to the
term “trifles” as Shakespeare’s allusion to Greene’s works. In my analysis of the first part
of the play, I follow the process of Greene’s works being dismissed as “trifles’, while
establishing the affinities between Greene’s works and women or children. In the

pastoral scene and the subsequent final scene, | direct my attention to the three Ovidian

moments — Perdita’s disguise as Proserpina. Autolycus’ thievish act, and the statue scene
—where Shakespeare with the assistance of Ovidian inspiration 1s involved in elaborating

Greene’s works. “trifles .
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The art of dissembling which Lyly, Greene, and Shakespeare have chosen for
themselves to amplify their writing takes us by surprise in such a way to enrich things

before our eyes by its characteristic of multiplication.
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Chapter |
Lyly and Greene’s Romances

John Lyly’s highly acclaimed Fuphues: The Anatomy of Wit (1578) has a
storyline which 1s at first glance typical of the Elizabethan prodigal son story.
Euphues leaves his native Athens (‘the nurse of wisdom™) to inhabit Naples (‘the

nourisher of wantonness’)." He rejects the serious advice of Eubulus to indulge his

wanton mood. He fulfils his selfish desire by stealing Lucilla from Philautus. to the
detriment of the strong bonds of male friendship. After suffering through the betrayal
of Lucilla, however, he repents of his prodigal way of life in which he has been at
women's service. Thus he returns to his old place Athens to devote himself to

philosophy and divinity as a repentant scholar.

All the same, Euphues does not have so straightforward a structure as the

[Lizabethan prodigal son cycle of ‘rebellion-guilt-repentance™. Together with an

admonition about Euphues’ staying at Naples—a court more meet for an atheist than

for one of Athens. for Ovid than for Aristotle. for a graceless lover than for a godly
liver’ (33-4). Eubulus provides the lesson that the development of fanciful *wit™ should
be guided by moral ‘wisdom’. The shaping of “wit’ i1s by simile compared to the
moulding of clay: “The potter fashioneth his clay when it 1s soft,...so the tender wit ot a
child, it with diligence 1t be instructed in youth, will with industry use those qualitics in

his age’ (35).  With a strong distaste for the idea of moulding clay into a uniform shape.

——r

' John | vIv, Euphues: The Anatomy of Wit in Euphues: The Anatomy or Wit und Euphues and His
England, ed. by Leah Scragge (Manchester: Manchester Unmiversity Press, 2003), 83.  All subsequent
references to two Euphues books are to this edition, hereatter parenthetically specified with page number
In the text.
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on the other hand, Euphues contends that two shapes serving for two contrary purposes
can be moulded out of one lump of clay: ‘There is framed of the self-same clay as well
the tile to keep out water as the pot to contain liquor’ (38).

The disesteem for Eubulus’ fatherly advice on the part of Euphues could be
regarded as that for the process of composition which humanist schoolmasters imposed
upon their young students in the sixteenth-century educational institutions. Rigorously
rhetorical training in humanist education provided a secure base for its high
achievement in producing a number of men of distinguished eloquence. General truths

in exemplary sentences and adages collected from classical works were argued from the
opposed angles—argued in utramque partem—for the purpose of promoting verbal

amplification.” Despite their encouragement to examine the pros and cons of various
subjects, however, schoolmasters ultimately drove their students to atfirm moral
wisdom stored in such a collection of exemplary phrases. Euphues' selection of
Naples for his place of abode seems to indicate his wilful preference to being "a
graceless lover’ over ‘a godly liver’ (33), that is, a wooer over a scholar.  But it could
be interpreted in another way: Euphues’ resolution to stay in Naples is an indication of
his hearty dislike of the contemporary pedagogical way of restraining creative

imagination by putting on it a bridle of moral wisdom. He wishes to give free rein to
his imagination while fostering a habit of questioning matters in utramque partem=—2

temperament nurtured by rhetorical training at a scholarly institution in Athens.

In this respect. the designation of Naples as a court for Ovid 1s especially

illuminating: for Ovid is an cxemplary classical writer who provides, apart from moral
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" Joel B. Altman considers this critical attitude reflected in the structure of the Tudor drama. See Joel B.
Altman. The Tudor Plav of Mind: Rhetorical Inquiry and the Development of Elizabethan Drama

(Berkeley: University of California Press. 1978).



lessons, a rich store of stimuli to consider a single subject antitheticallv. as is illustrated
by the myth of Actaeon and Diana in which the hunter Actaeon becomes the hunted and
that of Narcissus and Echo in which the beautiful boy Narcissus who falls in love with
his own 1mage reflected in a glass of water is unsure whether he woos or is wooed.’
The beliet that there is nothing “but that hath his contraries’ (43) permeates through
|.yly’s works. If'it is the nucleus of them, then the initially presented contrast between
Athens and Naples could be the cornerstone of his ever-extending style fraught with
multifarious antitheses. For that matter. Ovid has set an important precedent for
exploring the extremes of every single object.

The aspect of ‘potential doubleness™ in the prose style of Euphues, originating
from the belief that there is nothing “but hath his contraries’, is thrown into starker relief
by a device of ‘dissembling” while Euphues undergoes a painful ordeal in Naples.
When Euphues, fallen in love with Lucilla, 1s determined to choose amorous
relationship rather than faithtul friendship, he murmurs: “Let Philautus behave himself
ncver so craftily, he shall know that 1t must be a wily mouse that shall breed in the cat’s
car; and because I resemble him 1n wit, I mean a little to dissemble with him 1n wiles’
(59). Imtially, Luphues and Philautus become the most intimate friends. Euphues
sclects Philautus as his best friend mainly because he sees in him “the very image of
Euphues™ (44). Philautus also gives weight to their resemblance and thus savs. “And
seeing we resemble (as vou say) each other 1n qualities, 1t cannot be that the one should

ditter from the other in courtesy” (46). But Euphues makes dissemblance out of

' Jonathan Bate discusses the split between verbal “wit’ and moral *wisdom' in Euphucs and its relation
to sixteenth-century readings of Ovid.  See Shakespeare and Ovid (Oxtord: Clarendon, 1993). esp. 32-3.
' This is Jonas A. Barish's term for describing LvIv's antitheses in his essayv “The Prose Stvle of John
[vIv, ELH 23 (19506). 19.  Banish makes a point ol indicating an interaction between [.vIv's antithetical
stvle and his sense of the world.
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resemblance; as a wily mouse proves a most fatal enemy of a cat while friendlily
whispering 1n 1ts ear, so Euphues becomes a most wicked traitor while simultaneously
behaving as a closest friend.

Euphues’ covert change of behaviour is enhanced by a cunning shift in the
semantic implication of ‘shadow’. When Philautus for the first time takes Euphues to
his love Lucilla’s house, he half 1n jest introduces Euphues as his “shadow’: *I was the
bolder to bring my shadow with me,.. . knowing that he should be the better welcome for
my sake’ (47). By saying so, Philautus implies that Euphues should be welcome on

the grounds of the same image (‘shadow’) shared between them, although coming along

without an invitation. The meaning of ‘shadow’ 1s then twisted in the mouth of
Euphues who plans to win Lucilla in a rivalry with Philautus: ~As Philautus brought me
for his shadow the last supper, so will I use him for my shadow till I have gained his
saint” (55). ‘The latter ‘shadow’ in this context has another sense of “protection’.
[cuphues, as 1s implied by the word “shadow’. has done a secret turnaround, 1n order to
relegate Philautus into a merely convenient friend who enables him to visit and woo
|ucilla.”

Like the practice of gquestioning matters in utramque partem, “dissembling’ 1s an
attempt to derive two separate implications from a single notion or word. But, unlike
the humanist practice, ‘dissembling” i1s a deceptive way of secretly thinking about
another sense/intent while offering an ostensible one. The examples of “dissembling’
abound in Lvlv's works: they can be found. apart from changes of behaviour and ot

meanings of individual words. evervwhere 1n their antithetical structure, which consists

" For implications of *shadow, | am indebted to the definitions in OED. See “shadow’, sb. 8a and 12a,
respectively.,



of 1socolon (successive phrases or clauses of the same length). parison (successive or
corresponding members of the same form), and paromoion (similarity of sound between
words or syllables) such as alliteration (similarity at the beginning) and homoioteleuton

(similarity at the end). Yet another example is the dissembling of ‘resemble’ and

‘dissemble” —a perfect one that highlights the deceptive practice of "dissembling’ of

making a slight difference while simultaneously capitalising on a resemblance.

[t 1s worth stressing here the influence of Ovid on the practice of ‘dissembling’ as
well.  For a justification for his conduct of ‘dissembling, Euphues refers to Ovidian
gods who by means of disguise change into a variety of shapes in order to gain their
loves: ‘Did not Jupiter transform himself into the shape of Amphitryon to embrace
Alcmene; into the form of a swan to enjoy Leda; into a bull to beguile lo; into a shower
of gold to win Danae? Did not Neptune change himself into a heifer, a ram, a flood, a
dolphin, only for the love of those he lusted after? Did not Apollo convert himself into a
shepherd, 1into a bird, into a lion, for the desire he had to heal his disease? If the gods
thought no scorn to become beasts to obtain their best beloved, shall Euphues be so nice
in changing his copy to gain his lady?” (79) Disguise is a perfect example of
"dissembling” as i1t enables a god to take another form while he 1s a god 1n actuality.
As cach of the gods disguises himself several times in a row, so Euphues dissembles his
words and behaviour 1n quick succession.

As the term “shadow’ by itself evokes a touch of sneakiness, ‘dissembling’ 1s, by
its exploitation of treachery and deception, something of a practical strategy to gain
promotion in life. In fact. Euphues justifies the practice of “dissembling’ by saying

that “he that cannot dissemble in love is not worthy to hive’ (79). This phrase 1s a

variation on a proverb including a tip for a worldly success — he who cannot dissemble
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cannot rule’. Indeed, ‘dissembling” was for courtier-poets the secret of success in a

courtly environment.

It 1s widely agreed that a correlation between courtliness and poetry had been

maintained at the Tudor court. In his book Poetry and Courtliness in Renaissance
England, Daniel Javitch accounts for the court’s important role in nurturing poetic
works: *a basic reason why these artifices were so esteemed was their resemblance to
the artifices courtiers themselves sought to display in their conduct™. Javitch contends
that the rhetorical qualities in poetry exemplified by ‘ornamental features”, “deceptive

verbal tactics’, and ‘playful motives’ were compatible with the courtly inclination

characterised by Castiglione’s sprezzatura—a courtly way of making an easygoing and

nonchalant pose so as to hide efforts and difficulties.” In her more localised analysis of
the semantic shift of ‘courtship’, Catherine Bates also makes explicit an association

between courtliness and poetry at the court of Elizabeth I. Bates pays attention to the

fact that 1t was not until the sixteenth century that the modern sense of “courtship’™ —

‘'wooing someone’ —evolved from an older sense — "being at court’. The double

meanings of “courtship’, Bates suggests, enabled courtly poets to make their frustrations
in wooing the Queen reflected 1n the depictions of vicissitudes of love in their poetry.
In this light, Lyly could be engaged in exploring ‘the highly ambivalent relation
between licit and illicit sexuality”.  Lyly's ever extending debate style. to give one
cxample, gives to Euphues and 1.ucilla in Fuphues, “a further opportunity to tlirt with

cach other, thereby demonstrating their “endless™ discourse 1s simply a means to

wlio
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Danicl Javitch, Poetry and Courtliness in Renaissance England (Princeton: Princeton University Press,
1978). 0. lor a correlation between courtliness and poetry, see also Louis Adrian Montrose.

‘Celebration and Insinuation: Sir Philip Sidney and the Motives of Elizabethan Courtship’. Renaissance
Drama 8 (1977), 5-35.
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achieve an improper end’. The endless discourse on flirtatious love between Euphues
and Lucilla, in turn, echoes a sense of failure and frustration on the part of Lyly in his
attempts to court the Queen.’

The close affinities between courtliness and poetry in the sixteenth century have
been rendered intelligible by George Puttenham’s The Arte of English Poesie, a
contemporary book for courtiers which prescribes courtly norms as well as rhetorical
figures. To learn the art of poetry, Puttenham suggests, is to master the art of living as
a courtier. Puttenham elucidates the affinities between courtliness and poetry by
means of the term °‘dissemble’: ‘he could dissemble his conceits as well as his
countenances, so as he never speake as he thinkes, or thinke as he speaks, and that in
any matter of importance his words and his meaning very seldome meete’.® A courtier
who would be given the credit 1s one that can dissemble his thinking or behaviour in a
way of dissociating his outer expression by words from his inner meaning in mind. As
this 1s a treatise on the art of rhetorical figures, the dissociation of verbal expressions
from internal mind on the part of courtiers is immediately related to the deceptive
tunction of rhetorical figures. One example is the rhetorical figure Allegoria: ‘every
speech wrested from his owne naturall signification to another not altogether so naturall

s a kind of dissimulation, because the wordes beare contrary countenance to th’intent’.’

Another example that befits an illustration of the association between courtliness

and poetry is the rhetorical figure Paradiastole —in Puttenham’s English translation, the

Curry-favell. Puttenham’s account of the rhetorical figure 1s as follows:

i e —— —— e —a— e ——

" Catherine Bates, The Rhetoric of Courtship in Elizabethan Language and Literature (Cambridge:
Cambridgee University Press, 1992).  For a discussion on Lylv's Euphues. see 93-110, especially 101.
’ George Puttenham, 7he Arte of English Poesie. BK. 111, Ch. XXV, 299,

’ Ibid.. Bk. I1l. Ch. XVIII, 186.



But 1f such moderation of words tend to flattery, or soothing, or excusing. it
is by the figure Paradiastole, which therefore nothing improperly we call
the Curry-favell, as when we make the best of a bad thing. or turne a
signification to the more plausible sence: as, to call an unthrift, a liberall
Gentleman: the toolish-hardy, valiant or courageous: the niggard, thriftie: a

great riot, or outrage, an youthtull pranke, and such like terms: moderating
and abating the force of the matter by these verses of ours, teaching in what
cases 1t may commendably be used by Courtiers.
Elsewhere in the tract, on the other hand, Puttenham applies ‘a curry favell’ to an
account of courtly behaviour:
...and after the same rate every sort and manner of businesse or affaire or
action hath his decencie and undecencie, either for the time or place or
person or some other circumstance, as Priests to be sober and sad. a Preacher
by his life to give good example, a Judge to be incorrupted, solitarie and
unacquainted with Courtiers or Courtly entertainments, & as the Philosopher
saith Oportet judice esse rudem & simplicem, without plaite or wrinkle,
sower 1n looke and churlish 1n speech, contrariwise a Courtly Gentleman to
be loftie and curious in countenance, yet sometimes a creeper. and a curry
favell with his superiours.”
Puttenham characterises a typical courtier as high-minded yet servile. “A curry favell

therefore implies a coward under the cover of a noble-minded man. Puttenham’s 1deal

courtier is required to fashion a more respectable man out of a less recommendable one.

Besides being courtly manners, Paradiastole —the Curry-favell—1s a rhetorical tigure

which facilitates a semantic shift within a single word like in such cases as “unthrifte’
and ‘liberall’. “foolish-hardy’ and ‘valiant or couragious’, ‘niggard’ and “thrittie’. and "a
great riot or outrage’ and ‘an youthfull pranke’.

For all their enlightening introduction of the culturally important habit observed
at the Tudor court, all of these three accounts of an association between courtliness and
poctry stand on the same assumption that "dissembling’ is a habit unique to the court.

What | would like to declineate by drawing simultaneous attention to the humanist
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practice of questioning matters in utramque partem and the courtly practice of
"dissembling’ 1s that, because of their common purpose of exploring two meanings in a

single subject, they are dissembled with each other, just as so are ‘resemble’ and

"dissemble’ because of their similarity in verbal sound (homoioteleuton—similarity at

the end of words). To put 1t another way, this is the dissembling of a habit of
amplifying poetic expressions and a habit of elevating a social standing, that is. the
dissembling of verbal facility and social mobility. Given this, the practice of
"dissembling’ could outlast the court in which an association between poetry and
courtliness was observed since Lyly’s works, while apparently couched in courtly terms.
could be considered the fruits of his unfailing interest in literary amplification, that is to
say, independent pieces of poetic art. [ believe that Lyly's works, thanks to this
artistically self-reliant characteristic, appealed to the writers of later generations, Robert
Greene and Shakespeare in particular, who were involved in poetic writing as a way of
retlecting their respective tensions between verbal facility and social mobility outside
the courtly environs.

That the humanist practice of questioning matters in utramque partem and the
courtly practice of ‘dissembling” are dissembled with each other 1s retrospectively
represented by repeated couplings of a scholar and a courtier in Lyly’s court drama. In

gencral, scholars are described as hungry and impoverished with the little diet they can

have, namely Lenten stutt—fish, whereas courtiers are characterised as proud of their

extravagant clothing.  The coupling of a scholar and a courtier 1s hence presented as

that of “belly’ (the part of body that 1s the special recipient of food) and “back’ (the part



of the body that is the special recipient of clothes)," like in the pair of Molus, page to
the scholar Pandion, and Criticus, page to the courtier Trachinus, in Sapho and Phao:

Criti.  What browne studie are thou in Molus? no mirth? no life?
Molus. 1 am 1n the depth of my learning driven to a muse. how this lent |

shall scamble 1n the court, that was woont to fast so ofte in the
Universitie.

Criti. Thy belly 1s thy God.

Molus. Then is he a deafte God.

Criti.  Why?

Molus. Yor venter non habet aures. But thy back is thy God.
Criti. Then 1s 1t a blind God.

Molus. How prove you that?

Criti. FEasie. Nemo videt mantic& quod in tergo est.

Molus. 'Then woulde the sachell that hanges at your God. id est. your
backe, were full of meate to stutfe my God, hoc est, my belly.
Criti. Excellent. (I11. ii. 1-14)"

Molus, a newcomer to the court, tries to accommodate himself to an extravagant life at
court; he was used to fasting in a scholarly sober life at a university, but now at court
ponders over gaining as much meat as possible to pack his stomach with. But this
does not simply indicate the growth of Molus from an apprentice scholar to an
apprentice  courtier.  Instead, Molus’ growing appetite and Criticus’ growing
self-esteem are on complementary and reciprocal terms. as Criticus’ ‘meat’ 1n the
satchel on the “back™ is expected to satisfy Molus’ ‘belly’. Molus’ “belly” could be
interpreted as a metaphor for a scholar who is “deaf’ to admonitory lessons trom
humanist pedagogues and willing to seek after a prodigal way of reading in the habit of
questioning matters in utramque partem with a view to amplitying his writing.
Criticus’ ‘back". on the other hand. could well be a symbol of a sumptuously dresscd

courtier who is *blind’ to his image reflected in a mirror and continues to dress himselt

' See the definition of “back’ (sb.' 2b.) in OED.
" John 1.vIv, Sapho and Phao in The Complete Works of John Lyly. 3 vols.. ed. by R. Warwick Bond
(Oxford: Clarendon, 1952), vol. 11




up finely (in terms of the fashioning of a courtier, this process can be described as
‘dissembling’). As Molus’ “belly’ and Criticus’ “back’ are conjoined to shape one
body, so the habit of questioning matters in utramque partem and the practice of
‘dissembling’ could be combined in a dissembling way to shape Lyly as a writer. and
Lyly’s works themselves.

At a glance, the dissembling of Molus’ ‘belly’ and Criticus’ “back” seems to be
what G. K. Hunter calls ‘the rhetoric of the divided mind’,"” Lyly’s style created out of
a balance between humanist and courtier:

And in the end, the Humanist’s and the courtier’s interests pointed in
different directions. The Humanist admired peace, good government and
the placid life of study; the courtier must praise war and honour. The
Humanist 1nherited the learned tradition of misogyny. and the courtier the
medieval conventions of Courtly Love...He [Lyly] balances misogyny
against adoration, ‘places’ his flattery by its exaggeration, and throughout
remains witty enough to avoid being identified with any of the views he
puts forward."
When youths like Lyly who were provided with humanistic education pursued their
career 1n a courtly environment, not in an academic one, they had to inevitably confront
a situation which caused a self-conflict. Given the social background, Hunter claims.
‘'wit’ 1n Fuphues performs a pivotal role in playing humanist off against courtier:

"l-uphues tastes the pleasures of the metropolis, but he soon returns to his university.

ablc to see such a life for what it 1s, and so to advise Livia to abjure the court. His

15

vision of courtly love is sympathetic. but again detached by wit".”” But the Humanist's

and the courtier’s—to be precise, the Humanist-oriented and the courtly-minded —

interests equally centre on literary amplification. And “wit’ serves to present the

" G. K. Hunter, John Lvly, 51
" bid.. 31-2.
S 1bid.. 31
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antithesis between humanist and courtier in an ever-extending debate style so as to

enhance the aim of literary amplification, not to settle on either side. That the
supposedly contrary elements of scholar and courtier share the same purpose of literary
amplification 1s evidenced by the fact that both of ‘belly’ and ‘back’ are signs of
prodigality. In Campaspe, Diogenes expresses his laments for the corrupted manner of
Athenians: ‘back Gods in the morning with pride, in the evening belly Gods with
gluttonie!” (IV. i. 31-2)." In the opinion of the philosopher leading a quiet life in a
secluded tub, those who are proud of their sumptuous clothes and those who are greedy
for food are the joint instigators of the deterioration of Athens. In terms of literary
practice, a scholar like Molus who worships ‘belly’ as his God and a courtier like
Criticus who worships ‘back’ as his God are conjoined to produce a profitless kind of

work 1n the eyes of humanist pedagogues.

As far as Lyly’s two romances are concerned, each of them has been written on
the basis of the dissembling of the humanistic habit of questioning matters in utramque
partem and the courtly habit of ‘dissembling’. Yet in the first romance Fuphues
written more with a scholarly mind, the image of fishing stands out, constantly evoking
an association that a scholar 1s willing to satisfy his empty °‘belly’ with fish. In
contrast, the second romance Euphues and his England (1580) written more with a
courtly mind, relies on the image of ‘back’ as a repository for clothes, by means of
which we are supposed to imagine that the characters 1n the narrative engaged 1n putting
clothes on their “back™ are implying a courtier who is anxious to dress himself up.

At the moment of [-uphues’ decision to stay in Naples in Euphues, the narrator

adds a comment that ‘the fleetest fish swalloweth the delicatest bait, that the highest

i —

ey ——

'® John Lvlv. Campaspe in The Complete Works of John Lyly, vol. 11.
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soaring hawk traineth to the lure, and that the wittiest brain is invei gled with the sudden

view of alluring vanities’ (34). The parallelisation of ‘the fleetest fish’ and ‘“the

wittiest brain’ in this passage is extremely revealing: as the fleetest fish swallows the

most delicate bait, so the wittiest person is subject to love. “Bait’ is a deceitful means

which draws fish with its attractiveness but betrays them into a snare. Through the

same association, love is deceitful by nature in the sense it makes lovers feel happy and
unhappy by turns with its alternate attractiveness and disappointment. Bait’ in this
context 1s a figurative means of exploring the psyche of lovers from the opposed angles.

In a complex mesh of courtship —what Mincoff terms ‘flirtation’"” —in Naples.

consistent allusions to bait-fishing are to the fore. Lovers fish for their counterparts by

means of bait at some times, and lovers get caught in a net, deceived by laid bait at

some times.

In love, Euphues sets up the metaphorical bait of Livia in order to entrap

Philautus. Asked by Philautus a reason for his depression, Euphues “dissemble[s] his

sorrowing heart with a smiling face’ (58)—1n effect, he dissembles his troubled mind in

love with an unwavering mind in friendship—and makes a false confession that he has

fallen 1in love with Lucilla’s friend, Livia. Thus Livia becomes the person, in the
narrator's terms, ‘whom Euphues made his stale” (70). Philautus, one never suspicious
of Fuphues™ dissembling, feels glad that he has got his comrade in love and can visit
Lucilla®s housc together with Euphues to woo their respective lovers, while Euphues

behind his back whispers, *[T]ake heed, my Philautus, that thou thyselt swallow not a

- - el —— -

" Marco Mincoff, "Shakespeare and Lyly ", 16.



gudgeon’ (60)."® The narrator’s remarks immediately following these sarcastic words
of Luphues sound very suggestive indeed: ‘which word Philautus did not mark until he
has almost digested 1t” (60). It 1s not until he realises Livia is only a camouflage which
enables Euphues to develop a secret relationship with his love Lucilla that Philautus
finds the bait laid by Euphues (stale-Livia/gudgeon) bitter.

However, Euphues comes to swallow the bitter-tasted bait in the same manner as
does Philautus. While Lucilla, though only indirectly. shows her amorous inclination
for Euphues, she slips into the arms of her new love Curio. Lucilla then ridicules
Euphues through yet another metaphor of fishing: ‘you...angle for the fishe that is
already caught’ (82). Meanwhile, Euphues summanises his bitter experience of love
through an allusion to a deceptive means of bait (‘gudgeon’) in fishing:

But in my mind, if you be fish, you are either an eel which as soon as one
hath hold on her tail will slip out of his hand. or else a minnow which will
be nibbling at every bait but never biting. But what fish soever you be,
you have made both me and Philautus to swallow a gudgeon. (82)
In Euphues. a probing into the ambiguity of love is intertwined with an imaginative act
of laying bait for catching a fish. Being cautious about expressing their love, both
IFuphues and Lucilla transform his/her ambivalent attitude into their counterpart’s by
blaming cach other for laying bait while each of them pretends to be an honest lover:
IFuphues tells to Lucilla earlier in this romance that women’s beauty 1s “a delicate bait
with a deadly hook™ (49): Lucilla relates to Euphues that “‘men are alwavs laying baits

for women which are the weaker vessels™ (68). By saving so, theyv are both laving bait

for entrappinge each other into his/her love’s net.  The more they lay bait for their

'"® A “stale” is a deceptive means of allurement, or a person or thing held out as a lure or bait to entrap a
person (OED. ‘stale’. sb. 2). A ‘gudgeon signifies bait or something swallowed greedilv (OED.
‘vudeeon’. sh. 2b.), while at the same time indicating a small fish much used for bait (*gudgeon’, sb. 1).
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counterparts. the more opaque and ambiguous their love looks. This is why they can
flirt with each other. For both Euphues and Philautus to ‘swallow a gudgeon'.
therefore, indicates their loss of entitlements to a probe into the ambiguity of love:
Lucilla, by contrast, can retain the dissembling nature of bait (hence retains her right to
an exploration of the ambiguity of love) by narrowly slipping off from a holding hand
(like an eel) or by merely nibbling at the laid bait without being deceived into a net (like
a minnow).

On the surface, Lucilla seems to be emphatically condemned as a sexually light
and loose woman at the stage where Euphues realises that he has been ‘made to swallow
a gudgeon’. Euphues’ misogynous attack on Lucilla appears to be unsparing to the
point of cruelty. Recalling the episode of Vuilcan's net in the fourth book of Ovid’s
Metamorphoses, a story in which Vulcan catches in his invisible net his lustful wite
Venus and her lover Mars 1n amorous dalliance, making his wite the object of universal
derision, Euphues seemingly intends to make Lucilla the public laughing-stock:

But Venus played false! And what for that? Seeing her lightness serveth tor

an example, | would wish thou mightest try her punishment tor a reward,
that being openly taken in an iron net all the world might judge whether

thou be fish or flesh—and certes, in my mind no angle will hold thee, 1t
must be a net. (85)

But there is a continuation of the topic of entrapping lovers in a net between the

courtship at an amorous court in Naples and the heavenly sexual intrigue in Greek

mythology. And. for that matter, the topic is enhanced by verbal dissembling: directly,
the dissembling of “fish” and “flesh’, and indirectly, the dissembling of two implications
brought about by the shared image of "net”— the earthly and the heavenly.  In spite of

the ostensible function of the “net” to give a sensible conclusion to the amorous

experience of the prodigal. a thin “net’ of the finest kind continues to be cast over,
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The dissembling of "fish’ and “flesh’ reminds us of the apprentice scholar Molus’
‘belly” that, in search of food to abate its emptiness. meets ‘meat’ in the satchel hanging
on the “back’ of the apprentice courtier Criticus. By the same analogy. it could be said,
the whole story ot Euphues’ love conveyed by way of a competition in bait-fishing i1s
born of the dissembling of the habit of questioning the topic of love in utramque partem
and the practice of verbal dissembling. Lyly’s unique way of rendering the Ovidian

myth gives assurance to this proposition. Part of the Ovidian episode of Vulcan's net

set off by Lyly i1s how Vulcan fashioned so fine a net—‘extemplo graciles ex ucre

catenas retiaque et laqueos, quae lumina fallere possent, elimat’ —rather than the

didactic message of how Vulcan punished Venus for her adultery.”” Assuredly, Ovid
1s Lyly’s best mentor especially when he seeks to embellish his literary material. and
love 1n particular. Ovidian myths are helpful to Lyly in introducing into his work the
clegant style (especially the rhetoric of verbal dissembling) and learned knowledge

0

which befit the courtly taste.” But the metamorphic characteristic of Ovidianism is at
work here. Lyly’s imaginative rendering of the Ovidian matenal, away from the
humanist-oriented moralistic interpretation, would remind us of Euphues™ initial move
to choose *a court for Ovid® with the aim of observing things from the opposed angles

(its practical example is to create two contrary shapes out of the self-same clay). This

could cast a shadow over Euphues’ ostensible move to go back to a scholarly institution

ey’

" Ovid, Metamorphoses, trans. by Frank Justus Miller, Loeb Classical Library (Cambridge, Mass.:

Harvard University Press, 1916), 2 vols.,, Book IV, Il. 176-8, 190. The l'nglish translation is:
‘Straightway he fashioned a net of fine links of bronze, so thin that they would escape detection of the
cve (191).

" For Lyly's indebtedness to Ovid. see Michael Pincombe. The Plays of John Lyly: Eros and Fliza
(Manchester: Manchester University Press, 1996). R, W. Maslen argues that [.vIv relied on the
Metamorphoses when *his “court comedices™ daringly scrutinize the sexual politics ot Llizabeth and her
courtiers in the dazzling hall of mirrors provided by Ovid’s celebrated fables” in "Owvid in carly
l:lizabethan England” in Shakespoare s Ovid: The Metamorphoses in the Plays and Poems. ed. by A. B.
Tavlor (Cambridec: Cambridge University Press. 2000), 13-30, esp. 27.
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as a repentant scholar and make loom large Lyly as a writer engaged in prodigal writing.
For prodigal writing, furthermore, the courtly practice of dissembling 1s propped up by
the humanistic habit of questioning matters in utramque partem only to prove his
linguistic dextenity to be the artistic fruits born from the dissembling of social mobility
and verbal facility.

In Euphues, ‘belly’ 1s a metaphorical sign of the productive work of literary
embellishment, since lovers’ imaginary attempts to catch fish by bait-fishing to satisfy
their hunger represent their exploration of the ambiguity of love, the essential thread
which weaves the story of the romance. In Euphues and his England, ‘back’ 1s the
exact equivalent of ‘belly’, for an act of putting clothes on the ‘back’ is emblematic of
the prodigality of young lovers.

Fuphues and his England evolves by way of a couple of prodigal son stories in
the form of tales within tales inside a broad story of a journey of Euphues and Philautus
to England. The first is a story about Callimachus which Euphues relates to Philautus

on board a ship for England. Callimachus is a prodigal son who feels angry and

resentful at what his late father Cassander left —not expected wealth but only a letter of

admonitions. Against his father’s such sage advice as ‘Wisdom 1s great wealth....It 1s
better to die without money than to live without modesty. Put no more clothes on thy
back than will expel cold, neither any more meat in thy belly than may quench hunger’
(168), Callimachus goes on a travel in order to gain wealth. He is “desolate” (or rather,
desperate) enough to think, ‘I mean to execute my authority and claim my lands in all
places of the world. Who now so rich as Callimachus, who had as many revenues
elsewhere as his own country!” (181) He continuously seeks to be rich and put as

much clothes as possible on his ‘back’ until his return in repentance. The second
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prodigal son story centres round Fidus’ experience of love at court. Fidus, a
gentleman who has been retired from the court, recalls how prodigal he had been when
he was wooing ladies at court. And, here again, ‘back’ as a repository for clothes is a
symbol of his prodigality: ‘I endeavoured to court it with a grace (almost past grace).
laying more on my back than may friends could well wear, having many times a brave
cloak and a threadbare purse. Who so conversant with ladies as 1?7 Who so pleasant?
Who more prodigal?’ (197-8)

The third and last prodigal son story relates to Philautus’ love for Camuilla.
Philautus, who stops his ears to Euphues’ serious advice on manners of behaviour at the
English court, falls into an old habit of pursuing an amorous experience as he did in
Naples. In the exact reverse position of Euphues in The Anatomy of Wit, Philautus
prefers seeking to attain his love for Camilla to maintaining his friendship with Euphues.
Confronted by obstinate rejections of Camilla, Philautus gets desperate enough to turn
to an unfair method of achieving his love, a sorcerer’s magic. Although never
sanctioning such a dishonest gesture, the narrator generalises from Philautus’ conduct
the psychology of lovers: ‘Here, gentlewomen, you may see how justly men seek to
entrap you when scornfully you go about to reject them, thinking it not unlawful to use
art when they perceive you obstinate. Their dealings I will not allow. neither can |

excuse yours® (263). The narrator then continues:

When Adam wooed. there was no policy but plain dealing, no colours but
black and white. Affection was measured by faith, not by tancy: he was not
curious. nor Eve cruel;...Since that time every lover hath put to a link, and
made of a ring a chain and an odd corner. and framed ot a plain alley a
crooked knot. and of Venus's temple Daedalus’ labyrinth. One curleth his
hair, thinking love to be moved with fair locks. another layth all his living
upon his back, judging that women are wedded to bravery,...insomuch that
there is more strife now who shall be the finest lover than who 1s the
faithfullest. (263-4; emphasis 1s added)



With the lapse of time, the way a man woos a woman has undergone a change.
Whereas the exchanges of love were straightforward (‘plain dealing’) at the age of
Adam and Eve, contemporary lovers have strayed into ‘Daedalus’ labyrinth’ where the
exchanges of love are made in a dishonest (‘crooked’) manner since a dissembling
female who deceives her true feeling by her disdainful attitudes stimulates a dishonest
(‘fine’), not “faithful’, way of expressing love on a male’s part. To describe the change

of a way of courting in painters’ terms, contemporary lovers need as many colours as

possible whereas Adam and Eve dealt with ‘no colours but black and white’. In
courtiers’ terms, contemporary lovers need as much clothes as possible to put on the
‘back’. The shaping of a labyrinth of love by such a way that each of the lovers
through his/her dissembling encourages the dissembling of the other is a phenomenon
which we have witnessed in the game of bait-fishing in Euphues. In Euphues and his
England, a lover's attempt of ‘laying all his living upon his back’ i1s depicted in place of
a lover's attempt of laying bait for catching fish to satistfy an empty “belly".

Throughout all these prodigal son stories, Euphues assumes an aloof, or rather,
critical posture. His restrained behaviour as a grave scholar seems to culminate in his
presentation of “Euphues’ Glass for Europe™ near the end of Euphues and his England.
"Euphuces’ Glass for Europe’ is a treatise which Euphues claims has been brought back
irom I'ngland as a treasure. As befits the author’'s sober stance, the treatise has an
apparently serious purpose of instructing wanton ladies in Europe by letting them look
into the mirror of virtue, namely English aristocrats in general and Ehizabcth 1n
particular: *Not a glass to make you beautiful but to make vou blush, yet not at yvour

vices but others” virtues™ (321). In his attempt to describe Elizabeth as the most
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respectable glass, Euphues asserts that he is so daunted by her beauty that he cannot
but adopt a circumlocutory strategy to portray her from the back. But, in view of the
image of ‘back’ as a sign of the prodigality of young love-seekers. the gesture of
humbleness could paradoxically place Euphues among young love-seekers. and
especially among prodigal writers who are engaged in describing a “labyrinth’ of love.
This assumption 1s born out, for one thing, by the fact that Euphues relies upon
painters’ practice for the 1dea of depicting Elizabeth modestly. For one of his models,
Euphues refers to Parrhasius, a painter who for the sake of Alexander ‘framed a table
squared every way two hundred foot, which in the borders he trimmed with fresh
colours and limned with fine gold, leaving all the other room without knot or line’
(332-3) when the painter Apelles, the carver Lysippus, and the engraver Pyrgoteles were
the only artists allowed to portray the king. Parrhasius gave 1t as an explanation for the
uncanny work that the victories and virtues of Alexander are too great for a small frame.
Alexander was so pleased with such words that he allowed Parrhasius to portray him.
In the comparison of himself to Parrhasius, Euphues states that ‘the table of Parrhasius
not coloured brought greater desire to them to consume them and to others to see them.
so the Elizabeth of Euphues, being but shadowed for others to varnish, but begun for
others to end 1t, but drawn with a black coal for others to blaze with a bright colour.
may work either a desire in Euphues hereafter if he live to end 1t. or a mind in those that
are better able to amend it. or 1n all (if none can work 1t) a will to wish 1t” (353). The
implication is that liuphues. by the holding up of ‘Euphues’ Glass™ (Elizabeth).
cncourages us to imagine his communication with Elizabeth by means ot “colours .
clothes. and words. far from worshipping her from afar.

In this respect. an idea of dressing up oneself in front of a mirror i1s of great



importance. The 1dea is hinted by a link between “back’ as a repository for clothes and
‘mirror’.  Placing words on the back in the mirror of Elizabeth could be equal to
putting clothes on a reflected image in a mirror. As Herbert Grabes has shown in his
diligent analysis of mirror-imagery, the number of mirror-tropes in Renaissance literary
texts increases 1n accordance with the wide availability of mirrors as everyday objects.?!
As 1s exemphified by Debora Shuger’s essay, however, it is generally believed that
Renaissance persons did not see in mirrors their own images reflexively but did instead
see such images as saints, friends, magistrates, and Christ by whom they shaped their
selfhood relationally.”” It is such a kind of mirror that Euphues bears in mind when he
ostensibly describes ‘Euphues’ Glass’ as one, ‘wherein you shall behold the things
which you never saw, and marvel at the sights when you have seen” (321). But
‘Fuphues’ Glass’ could be a mirror of the other kind 1in which one. as Narcissus does,
sees his/her image reflected and falls in love with 1it.  If “Euphues’ Glass™ functions in
such a way, 1t follows that as one 1s tempted by a reflected image in a mirror to get
involved 1n dressing oneself up in search of a rather more beautiful image, so Euphues
1s inveigled by his depicted image of Elizabeth 1in ‘Euphues’ Glass™ to occupy himself in
portraying her with increasingly decorative words. [o dress oneself up one way or
another in front of a mirror 1s an endless act of improving on the two 1mages brought
about by a mirror ctfect with a view to creating the most beautiful image imaginable.
In the context of ‘Euphues’ Glass’, an act of creating two images through the

intervention of a retlective mirror could be interpreted in two ways: tirstly. 1t 1s to exert

' Herbert Grabes. The Mutable Glass: Mirror-imagery in Titles and Texts of the Middle 1ge and English
Renaissance, trans. by Gordon Collier (Cambridge: Cambridge University Press. 1973).

2> Debora Shuger. *The 1" of the Beholder: Renaissance Mirrors and Reflexive Mind' in Renaissance
Culture and the Evervdav, ed. by Patricia Fumerton and Simon Hunt (Philadelphia: University of

Pennsylvania Press, 1999), 2141, esp. 57.



the art of verbal dissembling over Elizabeth, an art which. by its dexterous manipulation

of two 1implications, can express the depth of erotic passion: secondly. it is therefore to

create the images of two lovers—Lyly and Elizabeth. At the end of the romance.

significantly, the narrator makes a disturbing suggestion that Euphues, in spite of his
seclusion to Silixsedra, may be a rather constant lover: ‘it would be a hard question
among ladies whether Philautus were a better wooer of a husband, whether Fuphues
were a better lover or a scholar’ (354).

Euphues does not exert his verbal art for the sole purpose of wooing Elizabeth.

though; he 1s also attracted by his own verbal dexterity. This may well be

demonstrated by his ‘JOVIS ELIZABETH’ attached to the ending of *Euphues™ Glass'.

TOVIS ELIZABETH’ turns on a debate between Venus, Juno, and Pallas over who will

possess Elizabeth —its patterned episode is in the sixteenth epistle of Paris to Helen in

Ovid’s Heroides where a dispute over who is the most beautiful between these three
goddesses leads to Paris’ judgement and the Trojan war.” Different to the case in the
mount of lda, the verdict here is given by Jupiter to the effect that Elizabeth should
belong to the greatest god Jupiter since she surpasses all Venus, Juno, and Pallas in her
Integrity ot beauty, power, and intellect. It 1s worth noting here that Paris is dismissed

by Pallas, saying ‘Priamides Helen[a]m adulter amet’ (343); Paris should forfeit his

richt to a verdict and occupy himself with his adulterous affair with Helen —the

outcome of the verdict in the mount of Ida. This 1s an entire confusion 1n terms of
time-scheme.  But this anachronism rather creates an impression that the denouement

of the story of an adulterous relationship between Paris and Helen 1s yvet to be untfolded.

' A detailed comparison between "IOVIS EI IZABETH' and The Heroides 1s made by l.cah Scragg in
the Appendix of her edition of Lyly’s romances. see 355-8.
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completely ignorant of its forthcoming tragic (didactic) conclusion. This is Lyly's way
of reading Ovid especially when he allows his imagination free rein so as to amplify his
writing. IOVIS ELIZABETH’ 1s an elaborate encomium crowned by sophisticated
Ovidian material. But Lyly's reliance on Ovid betrays his aspect different to an
encomiast, a writer on the art of love. ‘Euphues’ Glass’, thus, 1s another treatise which
mirrors the dissembling of social mobility and verbal facility. When Thomas Nashe
satirised a group of writers who, ‘in disguised arraie, vaunts Ovids and Plutarchs
plumes as their owne’ in his preface to Greene's Menaphon, he most probably set one
of his targets against Lyly by reason of his vainglorious display of verbal expertise and

*  But sarcastic terms like “vaunt® and “plumes’ in his criticism

classical knowledge.’
paradoxically convey the image of L.yly as a creative, venerable writer. And Ovid has
been all the time a fittest model for the courtly yet literary aspirant.

For Lyly to write court drama must have been a good opportunity to present
panegyric entertainments to the Queen, but he never sacrificed his concern with literary
amplification by dint of the dissembling of the habits of verbal dissembling and of
questioning matters in utramque partem. In Sapho and Phao (published in 1584). the
exchanges of love between Sapho and Phao, largely modelled on the episode 1n the
fifteenth epistle of Ovid’s Heroides. are rendered attractively tantalising. each of the
lovers being engaged in a dissembling way of expressing his/her love. In Loves
Afetamorphosis (published in 1601 but probably performed in 1586-8). the Ovidian tale

of Lrisichthon. a farmer who hews down a tree dedicated to Ceres where her nymph

Fidelia has been confined. in the eighth book of the Metamorphoses 1s intertwined with

" Thomas Nashe. *lo the Gentlemen Students of both Untversities attached to Robert Greene’s
Menaphon in The Life and Complete Works in Prose and Verse of Robert Greene, vol. X1, 9-28, esp. 11.
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the love stories between dissembling nymphs and amorous foresters.

Gallathea (published in 1585) could be considered Lyvly's best play since the

disguising of two female characters as boys enables to present his favourite theme—10

express amorous passion in a dissembling way — with more piquant relish. (Gallathea

and Phillida are both forced by their fathers to put on man’s apparel so that they can

avord becoming the most unfortunate virgin whom Neptune every five years carries
away as a sacrifice. The two beautiful girls in male disguise subsequently come across
each other and fall mutually in love without knowing the true identity of their love.

The following 1s a conversation between these two girl-boys at one scene, both of them

verging on confessing their illicit feeling of love —a forbidden love pragmatically

because of the impossibility of revealing their identities and morally because of the

accusation of sodomy:

Phil.  Suppose | were a virgine (I blush in supposing my selfe one) and
that under the habite of a boy were the person ot a mayde. it | should
utter my affection with sighes, manifest my sweete love by my salte
teares, and prove my loyaltie unspotted. and my griefes intollerable,
would not then that faire face pittie thys true hart?

Galla.  Admit that [ were as you woulde have mee suppose that you are.
and that | should with intreaties, prayers, othes, bribes, and what ever
can be invented in love. desire your favour, would you not yeeld?

Phil.  Tush. you come in with "admit’.

Galla.  And you with “suppose .

Phil. <aside>. What doubtfull speeches be these? | feare me he 1s as |
am, a mayden.

Galla. <aside>. What dread riseth in myv minde! [ teare the boyv to be as
] am a mayden.

Phil. <aside>. Tush, it cannot be. his voice shewes the contrarie.

Galla. <aside™. Yet 1 doe not thinke it, for he woulde then have blushed.

(11, 15, 17-35)7

The impersonation has caused both Gallathea and Phillida to acquire the characteristic

rr—

* John Ly Iy, Gallathea in The Complete Works of John Lyly.vol 1.
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of Hermaphroditus—‘the effeminate boy’; they betray women’s modesty by “blushing’.

for all the manly garments they wear.*® Out of curiosity about the eroticallv titillating
love in front of each of them and about his (her) true identity (they are both in doubt) at

the same time, Gallathea and Phillida are both engaged in enhancing a state of
dissembling —“the boy is a mayden’ put into effect by a woman's playing a boy —by

adding verbal dissembling such as ‘suppose’ and “admit’. Both of these terms have an
ambiguous 1mplication: what 1s supposed may or may not be true. When Phillida says.
‘Suppose | were a virgin’, she seems to be positive about her love and launch into a
speech about her female self, but her willingness is immediately underplayed by the fact
that she cannot reveal her identity. In all likelihood. her statement will end in a mere
hypothesis. It 1s also the case with Gallathea’s speech starting with “"Admit™.  After

exchanging ‘doubtfull speeches’, they both deduce still the same (yet all the more

opaque) conclusion: “the boy 1s a mayden’.

In another scene where cross-dressed Phillida and cross-dressed Gallathea stand

face to face, theatrical dissembling 1s parallel to verbal dissembling:

Phil. 1 marvell what virgine the people will present. it 1s happy you are

none, for then 1t would have falne to your lot because you are so faire.

Galla. 1f you had beene a Maiden too I neede not to have teared, because
you are fairer.

Phil. 1 pray thee sweete boy flatter not me, speake trueth ot thy selfe, for

in mine eye of all the world thou are fairest.

Galla.  These be faire words, but farre from thy true thoughts. | know
mine owne face in a true Glasse, and desire not to see 1t in a flattering
mouth.

Phil. O would I did flatter thee. and that fortune would not tlatter me.

(IV.1v. 1-12)

“ For accounts of a link between theatrical cross-dressing and the figure of Hermaphrodite, see Phyllis
Rackin, *Androgyny, Mimesis. and the Marriage of the Boy Heroine on the English Renaissance™. PAfLA
102 (1987). 294 l':, | isa Jardine. Still Harping on Daughters: Women und Drama in the Agc of
Shakespeare (New York: Harvester Wheatsheaf, 1983). 9-36. | borrowed the phrase ‘the effeminate
boy’ from Jardine. 17.



Gallathea prefers a glass over men’s words since she regards the former as true and
faithtul and the latter as flattering and deceptive. But she is deceived: for she will
notice that a glass 1s as deceptive as men’s words when she looks into it and finds the
male self mirrored in reality, while retaining the female self in intention. The storv of

Hermaphroditus 1n the fourth book of the Metamorphoses is about half a boy. half a girl.

No sooner does Salmacis see Hermaphroditus bathing in a pleasant spring— ‘a myrrour

pure and clere’ —than she adorns and rapes him. Hermaphroditus plunges into the

spring, sexually assaulted by vehement force. Golding’s translation details: *Ye could
not say 1t was a perfect boy/Nor perfect wench: it seemed both and none of both to

beenc./Now when Hermaphroditus saw how 1n the water sheene/To which he entred in a

man, his hmmes were weakened so/That out fro thence but halfe a man he was

compelde to go™.”’

Gallathea and Phillida, just like Hermaphroditus reflected in a clear
water glass, are both half-boys, half-girls when they reflect themselves 1n a mirror.
I"'urthermore, they are. so to speak, the two 1mages which are created out of one person
standing in front of a mirror. They find themselves neither pertect boys nor perfect
eirls; they feel themselves both at some times and none of both at some times. This 1s
the effect of the theatrical device of cross-dressing.

As regards verbal dissembling. the two cross-dressed girls repeat the word “fair’,
cchoing each other. The situation reminds us of that of Narcissus who falls in love

with his own image reflected from the water. Narcissus says to his own image, "Thou

dost pretende some kinde of hope of friendship by thy cheer./For when [ stretch mine
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C O Ovid's Metamorphoses: The Arthur Golding  Translation, 156, ed. by John Frederick Nims
(Philadelphia: Paul Dry Books, 2000). The Fourth Book. 1. 429,97 and Il. 469-75. 98.




armes to thee, thou stretchest thine likewise./And if I smile thou smilest too™ .

Narcissus thinks of the image as being very cruel since it never turns away but mocks
his courtship by imitation of his behaviour. Likewise, each of the cross-dressed girls
in Guallathea thinks of the other as being very coy; for each of the lovers finds both
friendliness and disdaintulness in the other’s act of echoing the word “fair’. The word
‘fair’ 1s half-true, half-false, a word of dissembling. Thus Lyly’s lovers enter into the
spirit of love through the repeated process of reciprocating the word of dissembling.

In terms of both theatrical dissembling and verbal dissembling, the Ovidian mvths
play the key role: the myths of Hermaphroditus and Salmacis, and of Narcissus and
Echo. As Hermaphroditus and Salmacis are knitted into one, so these two

cross-dressed girls are knitted into one 1n the end; for that matter, their same-sex love 1s

so<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>