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This study focuses on the praeceptor amoris, or teacher 

of love, as that persona appears in English poetry between 

1500 and 1660. Some attention is given to the background, 

especially Ovid and his Art of Love. 

A study of the medieval praeceptor indicates that ideas 

of love took three main courses: a bawdy strain most evi-

dent in Goliardic verse and later in the libertine poetry 

of Donne and the Cavaliers; a short-lived strain of mutual 

affection important in England principally with Spenser; 

and the love known as courtly love, which is traced to 

England through Dante and Petrarch and which is the subject 

of most English love poetry. 

In England, the praeceptor is examined according to 

three functions he performs: defining love, propounding 

a philosophy about it, and giving advice. Through examin-

ing the praeceptor, poets are seen to define love according 

to the division between body and soul, with the tendency 

to return to older definitions in force since the trouba-

dours. The poets as a group never agree what love is. 

Philosophies given by the praeceptor follow the same 



division and are physically or spiritually oriented. The 

rise and fall of Platonism in English poetry is examined 

through the praeceptor amoris who teaches it, as is the 

rise of libertinism. Shakespeare and Donne are seen to have 

attempted a reconciliation of the physical and spiritual. 

Advice, the major function of the praeceptor, is widely 

variegated. It includes moral suasion, advice on how to 

court, how to start an affair, how to maintain one, how to 

end one, and how to cure oneself of love. Advice also in-

cludes warnings. 

The study concludes that English poets stayed with 

older ideas of love but added new dimensions to the prae-

ceptor amoris, such as adding definition and philosophical 

discussion to what Ovid had done. They also added to the 

use of persona as speaker, particularly with Donne's dra-

matic monologues. 
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CHAPTER I 

INTRODUCTION 

Love poetry has a long and honorable heritage. In 

western culture it is as ancient as the Greeks but as cur-

rently vital as the lyric of popular songs. In the English 

Renaissance love is a particularly strong theme in a large 

body of poetry. Variations on the theme are almost in-

finite, and love poetry has provided the substance for a 

wide variety of critical study. An aspect of love poetry 

that has piqued the interest of critics is the nature, 

posture, and general characteristics of the poetic persona, 

the "voice" which the poet adopts to convey his sentiments. 

The persona takes many guises, usually one that reflects 

the lover himself. A less familiar role but an important 

and venerable one is that of the praeceptor amoris, or 

teacher of love. Critics, especially those writing on love 

poetry as a whole and those focusing on well-known love 

poets, are inclined to acknowledge the praeceptor in a 

cursory fashion, but full critical treatment of this par-

ticular persona is rare; as yet, no systematic study of 

the praeceptor amoris in English Renaissance lyric poetry 

has been done. 



The detailed study of the praeceptor amoris undertaken 

here will be of value for several reasons. It will cast 

light on Renaissance ideas of love and demonstrate how 

they changed over the course of the 160 or so years that 

make up the period. It will also aid in understanding the 

way the men of the English Renaissance perceived and used 

the concept of the persona. In a somewhat lesser vein, it 

will also reveal the continuity and persistence of tradi-

tional patterns of love and courtship. 

This study will focus on the love lyric of the English 

Renaissance, roughly from 1500 to 1660. Most of the poems 

selected for study are freestanding, but some were origi-

nally dependent on their context in prose fiction or drama. 

The poems will be examined in their historical context and 

seen in relation to important prose tracts such as Andreas 

Capellanus1 The Art of Courtly Love. The study limits 

love to romantic love, the attraction between men and women 

that has its basis in sexual desire. It is a love that is 

not solely Aristotle's eros, but a love which at times in-

cludes the spiritual qualities of Spenser and the Petrarchan 

sonneteers. Poems of purely spiritual or heavenly love 

are excluded. 

As the title of the study indicates, the emphasis is 

placed more on persona than concept. A persona is generally 

considered a mask through which the poet speaks, a 



personality different from his own that he dons to aid his 

words and ideas in some way. These personae can take 

several forms, sometimes even the guise of a historical 

figure. These figures are arbitrary on the part of the 

poet. What is known about them beforehand or what is per-

ceived about them in the context of the poem contributes 

to understanding the poem in a way that the words them-

selves do not. A case in point in the present study is 

Nicholas Breton's use of Machiavelli in The Vncasing of 

Machavils Instructions to his Sonne: With the Answere to 

the same (1613). 

Another type of persona is a character invented for 

the context of the poem, one who is named in the poem, but 

has no particular existence outside it. A prime example is 

Spenser's Colin Clout. He is Spenser's variation on a 

pattern or tradition, a musical shepherd and rustic lover, 

one who within the pastoral tradition is known automati-

cally as an expert. Such a speaker may be known from 

tradition, as Colin Clout is, or from aptronyms, such as 

Sidney's Geron (old man). The tradition or the name 

tells the reader how to accept the speaker and his words. 

A third kind of persona is one created purely by the 

words of the single poem. He has no previous existence 

in history or in literature; he can be seen in light of 

no established tradition; he may even have no name. Only 



his words reveal him. Whether he has a name or not, he is 

clearly present, in contrast with the personae in some 

poems. At other times only the position as general as that 

cited by George Wright demonstrates the presence of a per-

sona: "In all poems it is a persona, not a poet, who speaks 

the actual words."1 

One of the more stereotyped of traditional personae is 

the praeceptor amoris, the focus of this study. As a per-

sona, the praeceptor is much like a stock character in 

drama. He is a stock figure, like the braggart soldier, 

but within that type can vary as much as Shakespeare's 

Falstaff and Jonson's Bobadil. He can take on some of the 

features of other personae. What makes the praeceptor 

amoris distinct is his pedagogical intent. He functions 

as a teacher, albeit a self-appointed one. As a teacher, 

his missions are three: defining his terms, expounding a 

philosophy, and giving counsel. 

As regards these functions, the most important is the 

giving of counsel. In this function the praeceptor falls 

within the tradition that gives body and substance to the 

whole range of love-counsel, the primary exemplar being 

the Roman poet Ovid and in particular his books The Art of 

Love and The Remedies for Love. The importance of Ovid 

cannot be overemphasized in any study of the precepts of 

love. All others who take it upon themselves to be teachers 

of love fall under his shadow. 



There are certain almost invariable marks of the 

Ovidian praeceptor. For one thing, he makes a direct 

verbal promise to teach. Such a promise may or may not 

be fulfilled, but once made, it marks the speaker as prae-

ceptor amoris. Less obvious is the familiar, even intimate 

tone of the implied dialogue and relationship. The praecep-

tor amoris of any age or language is seldom if ever formal. 

Still, his comments may be marked by imperatives, urgency, 

and admonition. And a final distinction is the language, 

principally word choice. As the praeceptor uses a familiar 

tone, so he uses plain speech. A precept must be under-

stood. High-flown rhetorical language or elaborate metaphor 

such as that sometimes used by Petrarch and his followers 

takes the force out of a precept, perhaps rendering it un-

recognizable as a precept. In order to be known as the 

praeceptor amoris, a persona must employ concrete, idiomatic 

language. There are, of course, exceptions to the criteria 

just noted, but they will be dealt with as appropriate in 

specified instances. 

Ovid, for all practical purposes, limits the function 

of his praeceptor to the giving of counsel. Yet logic sug-

gests that other functions are presupposed. Definition 

should come first, followed by philosophy. Only when a 

teacher is sure of what love is should he give advice and 

counsel. Definition is the most elementary function of the 
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praeceptor, and it is examined first in this study. A poet 

who sets out to define love is a praeceptor amoris no mat-

ter how well or ill he meets the criteria set out thus far. 

Identification of the praeceptor amoris is simple when he 

makes a definition; the signalling phrase is "love is. ... " 

Of course, a poet may let his readers know he is defining 

love by other means; for instance, the title alone tells 

us that Marvell's "Definition of Love" is a definition. 

The praeceptor may also be found expounding a philoso-

phy. Based on some understanding of the nature of love, 

the praeceptor attempts to explain how love arises or works. 

Occasionally, especially in metaphysical poetry, a poet 

will go so far as to attempt a synthesis of the spiritual 

and physical aspects of love. Though delineating a 

philosophy is a major function of the praeceptor amoris, 

a philosophical poem on love in general is not always in 

his voice. This distinction will be clarified as the study 

proceeds. 

As important as definition and a philosophy of love 

may be to the praeceptor, he generally follows Ovid's lead 

in concentrating on advice and counsel. Much of this is 

given in response to the lover's real or implied question, 

"How do I gain love?" Ovid gave extensive advice on how 

to attract the opposite sex. He advised lovers and would-be 

lovers how to behave before and during an affair; he gave 



warnings of various kinds; he advised lovers how to keep 

love alive; he gave advice about how to perform the sex 

act. He even gave advice involving curatives for love. 

As this study will show, his English Renaissance counter-

parts follow him closely in these details. 

There is, however, a significant distinction. By most 

standards Ovid is an amoral poet. For instance, he is not 

above giving advice on how to trick a husband or guardian 

(as does John Donne). English Renaissance poets, however, 

owing to a dichotomy between the physical and spiritual 

aspects of love as they saw it, tend to give moral advice. 

Their advice often concerns something peripheral to love, 

usually marriage or lechery. 

Everything considered, English Renaissance poets have 

broadened the scope of Ovid's precepts. The Renaissance 

praeceptor takes on added functions. The latter praeceptor 

may combine all the functions. Taken in the aggregate, he 

becomes a more subtle and more complex configuration. 

A distinction should be made in the beginning of this 

study between teaching by precept and teaching by example. 

Use of examples is permissible to illustrate a precept. 

Ovid himself gives many and frequent examples. However, 

example alone only implies precept. Sir Philip Sidney, for 

example, may intend to impart the principles of Petrarchan 

love in his sonnet sequence Astrophel and Stella, but 
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Astrophel is the persona, and Astrophel does not deliver 

precepts. He acts. He writes verses, he visits the lady, 

he begs for a kiss, he complains that she does not return 

his love, and so on. What he does is set an example; hence 

poetry such as that in Astrophel and Stella and other of 

the myriad sonnet sequences is not included in this study.2 

A final distinction should be made between a poet 

teaching love and one merely talking about it. Not all 

love poetry is spoken in the voice of the praeceptor amoris. 

If a persona speaks directly to someone about love, then he 

is likely to be a praeceptor even though the rest of the 

poem might not appear to involve precepts. His role, of 

course, is made clearer if he sets out to define, if he 

attempts to synthesize his precepts into a philosophy of 

love, and if he offers solicited or unsolicited advice or 

counsel about love. 

The present study examines those functions in detail, 

after some examination of the background. Two early 

chapters are given to the praeceptor in Antiquity and 

during the Middle Ages and early Renaissance. Remaining 

chapters not only examine the functions of the praeceptor 

in detail but trace changes in the ideas of love. English 

Renaissance poets will be seen not to agree in all respects 

with their predecessors, their definitions tending to ac-

cept love as either sensual or spiritual and basically 

paradoxical in practice. 



NOTES 

George T. Wright, The Poet in the Poem: The Personae 
of Eliot, Yeats, and Pound, Perspectives in Criticism, 4 
(Berkeley: Univ. of Calif. Press, 1960), p. 7. 

2This idea is noted but not followed by B. P. Harfst 
in "Astrophel and Stella: Precept and Example," Papers on 
Language and Literature, 5 (1969), 397-414. 



CHAPTER II 

THE PRAECEPTOR IN ANTIQUITY 

The focus of an examination of the praeceptor amoris 

in antiquity must necessarily be on Ovid and in particular 

his books The Art of Love and The Remedies of Love. How-

ever, Ovid was the last poet of note in a particular tradi-

tion of poetry. Since he is the culmination of the tradi-

tion in a sense, some attention must also be paid to his 

predecessors and to the tradition. 

The tradition is generally called elegiac; the word 

refers to the poetic form employed for such lyrics as love 

poetry. In the classical tradition a poem written in 

distichs of a line of dactylic hexameter and one of 

pentameter is an elegy.1 The subject of the poem is of 

no importance. Elegy, as usually understood by scholars in 

the field, refers to love poetry written by Ovid and his 

predecessors; elegist refers to the poets and to any Greek 

or Roman predecessors they may have had. These terms are 

so used here. 

As to the elegiac tradition, Ovid's most notable 

poetic ancestor is Gaius Valerius Catullus. Two others 

whose works have survived are Albius Tibullus and Sextus 

Propertius. The works of another poet, Cornelius Gallus, 

10 



11 

are lost, though he is known to have worked in the same 

tradition. Horace, though he wrote some love poetry and is 

treated here, is known more as a satirist and critic and is 

frequently considered outside the tradition that begins 

the voice of the praeceptor amoris in western literature. 

However, there is a continuity of theme and idea, as well 

as manner, and Horace occasionally uses the earlier poets' 

themes and ideas if not their manner, and it is the con-

tinuity that is important rather than individual differences 

or correspondences in treatment. 

Ovid's The Art of Love, the first extensive manifesta-

tion of the voice of the praeceptor amoris, is the culmina-

tion of a long line of love poetry which begins, for prac-

tical purposes, with Catullus. Undoubtedly, the tradition 

is much longer, but works of Greek predecessors are only 

scantily preserved. Names that have come down as possible 

precursors of the Roman elegists are Mimnermus, Antimachus, 

Philetas, Hermesianax, Alexander of Aetolia, Phanocles, 

and Callimachus. Some scholars dispute whether the Romans 

of the first century B.C. were indebted to these earlier 

poets and to what extent. It was usually presumed that 

Catullus, Tibullus, Propertius, and Ovid had followed the 

so-called Alexandrian school closely. 

A. A. Day summarizes the view and takes issue with 

it.2 There is, he says, "clear evidence of the Hellenistic 
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epigram, of the pastoral, of new comedy, of the learned 

elegy of the Alexandrians and, not least, of life itself."3 

He also makes much of the rhetorical studies that were so 

large a part of Roman education.4 

Georg Luck, without quarreling with Day by name, re-

turns to the Alexandrians as a direct influence on the 

Roman elegists. He considers specious Day's contention that 

the Romans were not following the Alexandrians because there 

are no instances of specific correspondence. Lack of cor-

respondence is due to lack of surviving poetry. Moreover, 

the Romans "were no translators, nor were they imitators in 

a superficial way. They were involved in a process of 

creative adaptation."5 Thus with the presumed Greek 

originals, now lost, the Roman elegists can be seen to have 

drawn their inspiration from the whole world around them, 

including available literature and their own imagination 

and experience. 

On a general level, correspondences between Romans and 

what we know of the Alexandrians is close. Mimnermus, the 

eldest of the Alexandrians, wrote Nanno, the name of a 

Lydian flute girl whom he loved.6 Antimachus had his Lyde, 

who may have been his wife;7 Philetas had his Bittis.8 

Hermesianax dedicated his work to a woman called Leontion.9 

Catullus has his Lesbia, Tibullus his Delia and Nemesis, 

Propertius his Cynthia, and Ovid his Corinna. Questions 
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of specific correspondence, imitation, and influence aside, 

Ovid's Loves are the last, at least the last that have 

survived, of a poetic tradition that may be very long 

indeed. 

Besides the possible love elegies of the Alexandrian 

school, at least one Latin poet contributed to the elegiac 

tradition, Cornelius Gallus. His works are lost, but he 

seems to have written poetry to or about a lady he called 

Lycoris. A collection of mythical love stories was given 

to him by Parthenius of Nicae for him to draw on.10 

Gallus was slightly younger than Catullus, the fore-

runner of the elegiac tradition. Most scholars agree that 

Catullus was sincere and serious when he wrote his poetry. 

His Lesbia has been identified as Clodia, the sister of 

one Publius Clodius and wife of Quintus Metellus Celer.11 

Enough is known of Clodia and Roman mores of the time to 

cast some light on the thoughts and ideas that underlie 

the love elegy as a form. 

Lyne notes that Greek "ways of pleasure" were intro-

duced into Rome about the middle of the second century 

B.C.12 The Greek type of courtesan formed a demi-monde 

in Rome, accomplished in social graces--music, dancing, 

and the like--and became a happy alternative to the mere 

brothels on the one hand and to Roman marriage on the 

other, which existed for dynastic and social purposes.13 
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The result over the years was a change in Roman womanhood 

from veiled wives fit only for bearing children to forward, 

relatively emancipated creatures who adopted the ways of 

the earlier courtesans. As the courtesans of the second 

century B.C. maintained affairs with several men, so the 

matrons of the first carried on flirtations with men other 

than their husbands. Such a one was Catullus's Lesbia; 

such another was (possibly) Ovid's Corinna. 

Not much of Catullus's work has survived. What re-

mains is a body of 116 poems, not all of them poems of love 

for a mistress. Depending upon who is counting, twenty-five 

to thirty poems belong to the Lesbia group. 1 " From this 

small number of poems springs a long line of western verse. 

What Catullus really contributed, according to Kenneth 

Quinn, was the introduction of the poet's personality into 

the poetry. Like other Catullan scholars, he takes Catul-

lus ' s poetry to be the sincere thoughts of the poet, trans-

muted into verse.15 Here the identification of Lesbia with 

Clodia becomes important; the tracing of an actual love 

affair is then the ground for following poets who adopt 

the pose of the Catullan lover with more or less sincerity. 

Chronologically, the next poets cannot be easily 

separated. Both Tibullus and Propertius were born shortly 

after Catullus's death; both of them picked up his themes 

in love poetry. They consider themselves not merely 
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passionate lovers but also constant and loyal ones. Their 

beloveds, like Catullus's, have been identified, though by 

no means as positively. Propertius's Cynthia was named 

Hostia; Tibullus's Delia was Plania.16 Identification is 

less important than with Catullus's Clodia, save that it 

still gives credence to the poems and the assertions of 

faith and love made by the poets. It may aid in under-

standing why the women treated their lovers cruelly. Delia 

is certainly a professional,17 but there is disagreement 

over the status of Cynthia, who is probably a courtesan 

but may be a married woman.18 Such a change in the women, 

from matron to courtesan, would go far toward explaining 

the poets' rivals in love, the mistreatment of the poets 

by the ladies, and the growth of a convention reflecting 

genuine sentiments. That the younger poets were influenced 

by the elder one is both apparent and well-documented;19 in 

addition, all the elegists work from similar social sur-

roundings --the comedy, rhetoric, and so forth mentioned by 

Day--and also, possibly, from the same Greek models. In 

the case of Propertius and Tibullus, there was probably 

competition. Hubbard notes a "likeness"20 between the two 

and states that Propertius is "challenging comparison" with 

Tibullus in one of his elegies.21 

The result of all this treatment of a poet's love for 

a particular type of woman is that the work of the youngest 
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elegist, Ovid, treats their love themes purely as a con-

vention. Ovid adopts all the motifs of the older poets 

in his Loves and even extends them; there are three books 

of the Loves, originally five, quite a bit more than the 

other poets wrote. As far as Ovid's Corinna is concerned, 

no one thinks her real; Sullivan calls her "an imaginative 

composite if ever there was one."22 Sometimes she appears 

to have a husband; once she has a lecture from a bawd.23 

She might be a courtesan or one of the relatively emanci-

pated wives mentioned earlier; as a composite, she can be 

both, with other types thrown in as well. 

Horace, an older poet than Tibullus or Propertius, treats 

the love theme as lightly as does Ovid, though in a differ-

ent manner. With Horace, the lightness is more obvious; he 

too once spent the night on a lady's doorstep (Epodes 11), 

but his inability to leave seems to have been due more to 

wine than love. Moreover, the incident embarrassed him. 

Finally, Horace writes of many girls; the elegists may write 

of a variety of women, but their hearts obviously belong to 

only one. As Lyne says, "Sense, scorned by the grander 

Elegists, led Horace to profess a cheerful sexual catho-

licity, the reality of which we have no reason to doubt."2^ 

The poetry of the elegists can be seen as evolving 

in steps from love elegies written in all sincerity and 

forming a small part of the total corpus of work to love 
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elegies as a convention and as an end in themselves, mocking 

their own form and ideas with lighthearted irony. What the 

convention leads to is The Art of Love, an extended treatise 

spoken in the person of the praeceptor amoris. 

Ovid is the first of the love poets to adopt the per-

sona for such an extended poem, but others use it occasion-

ally. Kenneth Quinn calls it "a familiar theme of the 

elegiac poet."25 The voice in earlier poets is not very 

clear, however, and only in Propertius is it fairly ex-

tensive. For practical purposes, the Greeks may be ignored 

in this study; as near as can be told through translations 

of selections of a fragmentary body of verse, they seldom 

adopt personae. Even Sappho, priestess of love that she 

is, appears to be Sappho, speaking of love and not teaching. 

As Lyne would have it, she is a "personality" rather than 

a persona.2 6 

The same might be said of Catullus, the more so because 

his poetry is so sincere and the biography of his Lesbia 

is known. With Tibullus the case is less clear: the per-

sona that emerges is one that spans the entirety of his 

work and is easily taken to be the poet himself. Horace 

is a similar case; we know Horace--he is a nice little fat 

man with grey hair who likes to sit in the shade and drink 

wine. 

A common thing for the Roman poets to do when they 

want to teach is create a character within the individual 
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poem to give the precepts. Horace does this in Satires 

2.4, "Lecture notes on Food." The speaker, Catius, has 

"some new precepts that will be an improvement on 

Pythagoras and Socrates . . . and the learned Plato." He 

then gives such advice as "Remember to serve only eggs 

that are oval," and "You may cure a hangover with fried 

shrimps and African snails."27 

He creates similar personae for his love poems, and 

seldom if ever holds a subject through the length of a long 

poem. Satires 2.3 and 2.7 have love as a theme, but 2.3 

is short. Among the several objects of satire the lover's 

willingness to be dominated by an irrational female is 

given comparatively short treatment. One Damisippus is 

the speaker. Davus, Horace's slave, is the speaker of 

2.7. The object of the satire is someone's desire for a 

married woman; Davus points out that a prostitute is better 

and that it is foolish to run the necessary risks to be an 

adulterer. 

Satires 1.2 is as close as Horace gets to the praecep-

tor amoris. The theme of the satire is the golden mean. 

In the matter of love, he recommends "freed-women" over 

matrons and prostitutes. The one causes the lover too much 

trouble and danger; the other costs him money and reputation, 

As in 2.7, most of the poem is given to a recommendation 

against adultery. 
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In his more purely lyrical poetry, Horace does not 

adopt the pose of praeceptor amoris. He will give advice 

on occasion to the girls: 

Never, never look to find 
A faithful heart in him whose rage can harm 
Sweetest lips. . . . 

(Odes 1.13) 

'Tis time for you to quit your mother, 
Ay, now, 'tis time to seek another--
A husband, Chloe. 

(Odes 1.23) 

He will give advice to the boys: 

Soon she will come; time's mad career 
Draws years from thee to give to her; 

Soon boldly, when she needs a fere, 
For thee will Lalage bestir. 

(Odes 2.5) 

(The person spoken to here, as well as the speaker, may be 

Horace; Lalage also appears in Odes 1.22 and Horace cer-

tainly poses as her lover there.) At other times he teaches 

by example rather than precept, as in Odes 1.33 with its 

mixed-up lovers or Odes 2.4 with its Homeric parallels for 

Xanthias and his love for his maid. 

Catullus does not speak in precepts at all. Like 

Horace, on occasion he will give advice, or even address 

himself (poems 8 and 76) ,2 8 but he simply does not lecture 

about love. Whatever later poets may have drawn from him, 

the praeceptor amoris is not a part. 

Like Catullus, Tibullus has a personality that per-

meates his entire body of poetry. He sets it up carefully 



20 

in his first poem; he is a farmer and a friend of Messalla. 

(L.l has a short address to Messalla.) He also is in love 

with a woman named Delia. The poetry that he writes for 

her fits easily into the tradition of the other elegists and 

with Horace, too. Like Horace, when Tibullus teaches love 

he does it with a character. In 1.4 Priapus gives advice. 

His advice is concerned with pederasty, a theme common to 

all the poets under consideration except Ovid. The poem 

is fairly extensive, seventy-two lines in Latin, and the 

teaching is done by precept. One thing of importance that 

Tibullus adds is the promise that lovers can learn from him: 

So let him [Titius] listen to his dear; but do 
ye throng to my school whom some crafty lad with 
many wiles treats ill. Each of us has his proper 
glory. Let slighted lovers seek advice from me; 
to all my doors are open. A time shall come when 
round the master of the lore of Venus shall crowd 
the attentive young and take the old man home. 

(1.4.75-80) 

Tibullus promises to be a teacher of love, but in verse at 

least, he does not deliver. 

One who did deliver was Propertius. Like Tibullus, 

he promises that lovers can learn from him (1.7),29 but 

the voice of the teacher is stronger in him than in Tibullus. 

Like Horace, he gives occasional bits of advice in longer 

poems; 1.13 will serve as an example: 

You're doomed, you're damned; you'll die upon her 
threshold. 

Use any tactics now, man; what's the odds? 
You still may win her, love has changed you so, 
and go content where she would have you go. 
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But these are only four lines from a translation of thirty-

four. In 1.10, he gives a short lesson to Gallus, after a 

promise to teach. At other times, he gives a very short 

lesson, as when in two lines of 2.14 he says, "Cold 

shoulder her who scorns you, and, I promise, / In all you 

have dreamed of you'll succeed," or as in the four-line 

total of 2.18 he advises the lover to suffer in silence. 

Before Ovid, Propertius is the elegist who speaks 

most in the voice of the praeceptor amoris. But the ele-

gists were not really interested in teaching by precept; 

they were interested in the emotion of love, in the tradi-

tion started by Catullus. Each treats it in his own way, 

adding to and taking from Catullus's ideas, although with 

Tibullus and Propertius there may have been some competi-

tion.30 They are important to the present work because, 

however sincere they may have been about Delia-Plania and 

Cynthia-Hostia (Tibullus1s Nemesis in Book 2 is not histori-

cally identified), their poetry turned Catullus's emotional 

outpourings into a poetic convention, a convention that 

was picked up by a younger, less sincere, and more sprightly 

poet. 

Ovid continues the tradition in his Amores, or The 

Loves. Like earlier poets, he has a love object, and like 

them he lets things other than love intrude into the se-

quence. Two of the most salient examples are 2.4, in which 
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he describes all the types of girls who appeal to him (all 

of them), and 3.9,31 a lament for Tibullus. Hardly any-

thing Ovid does in The Loves is new. He will expand on the 

themes of his predecessors: Lesbia's sparrow becomes Corin-

na's parrot; the illnesses of Delia and Cynthia become 

Corinna's auto-abortion; the elder poets attack cosmetics, 

and Corinna's hair falls out because of dyeing and curling. 

He will delete their themes; the pederasty evident in Ca-

tullus, and even more so in Tibullus, gets only a line in 

The Art of Love and none at all in The Loves.32 Above all, 

what he does with the convention is destroy it with a 

snicker. Ovid is, as Lyne points out, "a member of the 

anti-romantic reaction."33 

Throughout The Loves, the persona could be taken as 

Ovid, just as the personae of the earlier love elegies ap-

peared in the guise of the respective poets. Probably, 

though, the speaker, the "I" of the dramatic monologues, 

is as fictitious as the Corinna whose face we never see. 

After a lapse of 2000 years, the question is how much of 

the material in The Loves is convention, how much is 

imagination, and how much is experience may be considered 

moot. What is important is that the poet who undercut 

the elegiac tradition and reduced romantic love to ab-

surdity took upon himself, after several years, the role 

of praeceptor amoris. 
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The Art of Love is, at least according to the speaker, 

a book of instructions. Ovid sets himself up as an expert 

at the outset: 

Thanks be to Venus, I too deserve the title of master. 
Master of Arts, I might say, versed in the pre-

cepts of love. 
(p. 105) 

Venus is responsible for his knowledge. In Book 3 he says 

so: 

0 girls, receive my instruction, 
Granted by Venus' grace, granted by warrant of law. 

(p. 154) 

Also he claims experience as his warrant to instruct: 

. . . , if you are wise, avoid the mistakes of your 
teacher, 

Let my experience help, save you both time and 
expense. 

(p. 135) 

Take it from me, what I know took many lessons to learn. 

(p. 177) 

If anyone doubts Ovid's expertise and experience, he 

can refer to The Loves, which is an older work. Indeed, 

there is much material common to both works. His advice 

in Book 1 to use a little force is an expansion of the re-

lation in The Loves 1.5 where he tore Corinna's dress off; 

his advice--none too clear--about the love object's hand-

maid has its source in The Loves 1.11, where "Nippy" is 

seen to help the lover and 2.7-2.8 where the lover first 

denies sexual involvement with Corinna's maid Cypassis 

and then uses his earlier peccadillo to blackmail Cypassis 
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into going to bed with him again. The hair-pulling epi-

sode of The Loves 1.7 is noted with negative injunctions 

in Books 2 and 3 of The Art of Love. The secret signs 

between the lovers (writing with wine on the table, turn-

ing the ring) are given as advice in The Art of Love and 

as deeds in The Loves; so is the business at the chariot 

races. 

Other examples exist, but as L. P. Wilkinson notes, 

The Loves as we have it is a revised edition, and it is 

quite possible that borrowing from one work to enhance 

another goes both ways.34 At any rate, The Loves and The 

Art of Love are companion pieces, and The Loves provides 

Ovid with his authority to set himself up as a teacher of 

love. 

As a lecturer, Ovid is quite well-organized. He sets 

out what he intends to do: he will tell how to find the 

right girl, how to win her, and how to keep her. He fol-

lows his plan well, Book 1 covering the first two items 

of his partition and Book 2 the third. 

After he has extolled the number of beauties Rome 

has to choose from, he tells his reader where to go. 

Places include the many shrines, the forum, the theater, 

and the hippodrome; he has something to say about each 

and why it has girls to choose from. Parties are good, 

too, but the advice is to be careful; "Judgment of beauty 
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can err, what with the wine and the dark" (p. 112). He 

also tells when to go, or, more specifically, when not to 

go. One should not go to see his girl on her birthday 

or on any day when she could expect a present. Winning 

her includes persuasive rhetoric (p. 119), flattery (p. 

124), and the advice to "cheat these little cheats . 

deceive the deceivers" (p. 125). Ovid also has advice on 

the lover's personal appearance (pp. 120-21). 

The purpose of Book 2 is announced early: "What you 

have won by my art, art must instruct you to hold" (p. 130). 

Ovid advises against love potions and spells (p. 133) and 

in favor of culture. A successful lover should know two 

great languages (p. 133) and "place little reliance on 

beauty" (p. 134); he should follow the lady's wishes, no 

matter how uncomfortable it makes him (pp. 136-37) and 

take risks for her (p. 137), even if the risk is only 

slipping in past her guards or husband. He also advises, 

"Sleep on the ground at her door" (p. 146), an action 

taken by all the other elegists, including Horace. 

On the other hand, he advises against trying poetry; 

it is not held in very high esteem in a town where every-

thing is mercenary, except perhaps by a very few "bright 

girls with a real education" (p. 138). Above all, one 

should not read poems of one's own (p. 145). (This advice 

is given to the poet by Apollo.) Finally, he advises a 
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lover worn out by other women and under necessity to per-

form again not to take Spanish Fly (p. 142) but to keep 

himself fed on scallions, eggs, honey of a certain type, 

pine nuts, and oysters in season (p. 143). 

For Book 3, Ovid leaves his announced scheme; he has 

covered it all. Book 3 is addressed to the women, despite 

an imagined cry, "Are you furnishing serpents with poi-

son, / Turning the mad she-wolves loose on the innocent 

fold?" (p. 153). Fair is fair, though, and besides, Venus 

commands him. Book 3 relates closely to the other two 

books, Ovid frequently instructing the girls how to react 

to boys following the instructions he had already given. 

Advice on playing games is given to both sexes. Girls 

are advised to go to the shrines, the theater, or the 

races to find lovers, who, having read Book 1, are there 

looking. He warned the men about drinking too much and 

losing their judgment of beauty; he tells the ladies that 

they will look better to those who have been drinking. 

Precepts about arousing jealousy and being hard to get oc-

casionally are about the same for both sexes. He tells 

men to sleep on the porch; he tells women to make them 

sleep there. 

One element Ovid adds in Book 3 is physical instruc-

tion. He lists several positions, most of them recom-

mended according to the girl's characteristics and 
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appearance. This instruction is the last item in the book, 

save for an injunction to the girl not to ask for presents 

at such a time and Ovid's usual announcement that he 

is through with a section of his poem. 

Even in Book 3 it sometimes looks as though Ovid is 

still helping the men, as when he tells the women, "They 

will deceive you at last, but what have you lost by it? 

Nothing. / Taking a thousand joys, still they take nothing 

away" (p. 155). Concerning the book as a whole, it must 

be kept in mind that the girls Ovid has in mind are pro-

fessionals, members of the demi-monde that Lyne and Wilkin-

son speak of. All the references to money and presents 

should make that quite clear. Ovid is not giving instruc-

tions about how to get a prostitute; anyone with money 

can do that. Getting one without money takes art. 

It is a long way from the impassioned, sincere, 

poetic outcries of Catullus to the ironic mockery of Ovid. 

As the voice of the praeceptor amoris is established, it 

becomes the voice of laughter, almost of satire. Certainly 

by the time of The Art of Love the subject is a poetic 

convention rather than the expression of a deeply felt 

emotion. Sullivan notes, "After Ovid, one must reiterate, 

there is no elegiac love poetry in the classical period 

worthy of the name."35 He seems to feel that Ovid killed 

love poetry. If that is true, he killed it by undercutting 
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individual conventions in The Loves. Then he buried it 

with his lecture. That it will be reborn will be seen in 

the quantity of love poetry that comes after. 
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CHAPTER III 

THE PRAECEPTOR DURING THE MIDDLE AGES AND 

RENAISSANCE 

After Ovid, there is a hiatus in surviving western love 

poetry for over a thousand years. To be sure, some scat-

tered examples exist in the Greek Anthology, and in a few 

Anglo-Saxon poems, such as "The Wife's Lament" and "The 

Husband's Message." For all practical purposes, late An-

tiquity and the early Middle Ages are bereft of love 

poetry, at least of surviving love poetry. Many reasons 

might be postulated: change in aesthetics, loss of manu-

scripts, increase in illiteracy, or others. Whatever the 

reasons, no love poetry of any consequence survives in 

western Europe from the beginning of the Christian era 

until the twelfth century. 

Love poetry reappears suddenly at just about the be-

ginning of the twelfth century with the troubadours of 

southern France. Just why and how vernacular poetry, and 

especially the poetry of courtly love, reappeared when it 

did, where it did, and as abruptly as it did are questions 

that have been of major concern to scholars. This body of 

scholarly work concerning the rather sudden reappearance 

of written work is important to this study in that it 
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provides a context. Theories of origin, as listed by one 

scholar, are Chivalric-Matriarchal, Hispano-Arabic, Crypto-

Cathar, Neoplatonic, Bernardine-Marianist, Spring Folk 

Ritual, and Feudal-Sociological.1 All that needs to be 

noted here is that no single theory is exclusive of the 

others by its nature; it is probable that all these in-

fluences combine in some degree to produce the troubadour 

love lyric of the twelfth century. 

Guillaume IX, Duke of Aquitaine (1071-1127) is usually 

regarded as the first of the troubadours. Little of his 

poetry survives, but that which does exhibits a strong per-

sona who frequently acts as praeceptor amoris. Guillaume's 

persona appears in three lines of development: the first is 

a bawdy, earthy kind of poetry that is best represented by 

the Goliards and Francois Villon and later in the Renais-

sance libertine tradition; the second shows a reciprocated, 

mutual attraction that is evidenced mostly in the German 

minnesingers and then disappears until Spenser; the third 

is based in what is now called courtly love and can be 

traced from the troubadours through Dante and Petrarch and 

on into the Renaissance. It is this last line of develop-

ment that leads most directly to the development of English 

love poetry. 

Guillaume almost always sets up a dramatic situation 

that exhibits a strong persona who invites attention to 

himself and addresses his audience directly: 
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My companions, I am going to make a vers that is 
refined. . . . 

I will make a vers of exactly nothing. . . 

I want everyone to tell 

whether there is good color to this v e r s . . . . 2 

It is in such situations that the praeceptor amoris might 

be expected to speak; Guillaume says directly that he is 

about to tell about something: 

But I shall tell you about cunt, what its law is, 
as one who has done badly in this matter and suffered 

worse: 
as other things diminish when you take from them, 

cunt increases.3 

Guillaume goes on to "prove" his point by a chop-logic 

analogy to a forest, which, he says, grows two trees for 

every one cut down. 

Poems of lust and earthiness are much in evidence, 

though rarely spoken in the person of the praeceptor 

amoris. When the praeceptor speaks, a recantation is 

likely to ensue, putting the poem into the courtly love 

tradition rather than the bawdy one. Though the transla-

tion is prose, here is the troubadour Raimbaut d'Orange: 

iii. If you wish to win ladies and if they make 
you a base, mean reply when you want them to 
do you honor, you begin to menace them; and 
if they give you a worse response, hit them 
with your fist right on their noses; and if 
they are harsh, you be harsh! With great evil 
you will have great peace.4 

Raimbaut gives further advice on the treatment of women and 

the deportment of men, but he negates it at the end of the 
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poem; he promises that he will not do as he says but will 

treat the ladies with honor and courtesy. In short, he 

promises a courtly example. 

Further examples of bawdry are mainly found in the 

poetry of the Goliards, but the voice of the praeceptor is 

rare. It can be seen in two poems attributed to Hugh of 

Orleans, which teach not about love but about women. In 

one, "Consolation for the Poet," the poet asks himself 

why he is concerned over the loss of a wench; he goes on 

to tell what wenches do that makes them undesirable com-

pany. The poem is obviously in the vein of Ovid's Remedies 

for Love; the woman is like one of his courtesans, grasping 

and avaricious. The second, "The Wench," is a rather de-

tailed description of an assignation with a prostitute. 

It shows her wiles when she is attempting to impress a 

lover and then the changes when she gets a different lover. 

Neither picture is attractive.5 

Poetry in the Goliardic tradition such as that cited 

has not survived well. After the Goliards, and before the 

advent of libertine verse of the Renaissance, the earthy 

tradition is seen mostly in the poetry of Francois Villon. 

Villon does not speak much in the voice of the praeceptor 

amoris, preferring to put precepts into the mouths of 

characters, as in "The Ballade of the Old Prostitute to 

the Daughters of Joy."6 In effect, though the bawdy 
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tradition continues in the Middle Ages, the voice of the 

praeceptor has faded. 

The second strain of love poetry, that of a shared, 

mutual affection, has the shortest life. It can also be 

seen in the poetry of Guillaume IX: 

Such others go around talking and talking big of love, 

but we have a morsel of its bread, and a knife.7 

The phallic pun places this poem in the bawdy tradition as 

well, but the lines quoted indicate that the speaker pro-

pounds a reciprocal arrangement between himself and the 

woman; if a piece of bread is divided, it is partaken of 

by two. 

A similar idea appears in a Latin poem which begins, 

"I will love if I am loved / and equally."8 The poet tells 

what he wants in a woman, and twice demands that she love 

him first. He refuses to deal with haughty women and also 

refuses to "debase" anything "higher placed," presumably 

with reference to the noble woman who is the love object 

of so many medieval poems. This poem, like that of Raimbaut 

d'Orange quoted earlier, has a recantation. The first four 

strophes are addressed to no one in particular; the last 

is directed to a woman, and the poem ends: "Please, oh 

seize the penitent / and lock him in your chamber." The 

last strophe also contains an apology to the lady, who, it 

now appears, has been the object of the poet's instructions. 
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The minnesingers likewise have a desire for shared 

love. Hartmann von Aue, the voice of experience, rather 

than pronouncing a direct precept, says: 

I have one mind with ladies: 
as they treat me, I treat them; 
because I get more for my time 
with just plain women. 
Wherever I come, there they are in droves, 
and there I find one that wants me, 
and she is my heart's delight. 

A lofty goal beyond my reach--frankly, who needs it? 

Though Hartmann does not directly advise his listeners to 

the same course of action, the passage is indirectly a pre-

cept; he even gives an experience to support his position, 

just as Ovid had: 

In my experience it happened once, 
I said to one of these ladies: 
"Lady I have set my mind 
to loving you." 

Then I was looked at askance.9 

Another German, Walther von der Vogelweide, is more 

direct, giving a definition of minne: 

Minne is minne if it gives pleasure: 
if it causes misery, it isn't right to call it minne--
then I don't know what it should be called. 
If I guess right 
what Minne is, say, "Yes": 
Minne is one joy between two hearts. 
If they share alike, there is Minne: 
but if it isn't shared, 
one heart alone cannot contain it.10 

Hartmann and Walther seem to be reacting against the 

conventions of courtly love. Hartmann's reference to a 

"lofty goal" and Walther's mention of something that causes 
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misery almost without doubt refer to the conventions of 

courtly love. Those conventions make up the third strain 

of medieval love poetry. It is the most common by far, 

the most far-reaching, and the one from which most Renais-

sance love poetry derives. Like the other two, it can be 

found in the poetry of Guillaume of Aquitaine. The persona 

emerges distinctly in the following poem, though not in the 

guise of the true praeceptor: 

I shall make a new song 
before the wind blows and it freezes and rains. 
My lady is trying me, putting me to the test 
to find out how I love her. 
Well now, no matter what quarrel she moves for that 

reason, 
she shall not loose me from her bond. 
. . . I become her man, deliver myself up to her, 
and she can write my name down in her charter. 

for without her I have no life, 

If I do not get help soon 
and my lady does not give me love, 
by Saint Gregory's holy head I'll die, 

I'm afraid the pain will prick me to death 
if you don't do right by me for the wrongs I cry 

against you. 

For this one I shiver and tremble, 
I love her with such a good love; 
I do not think the like of her was ever born 
in the long line of Lord Adam.11 

This poem exhibits many of the conventions of courtly love: 

it is a poetry of abject service, of lifelong devotion, and 

°f utter faithfulness. The man shivers, trembles, and 

threatens to die for love. The woman is the receiver of 

the devotion, the cause of the ills, and is always 
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married. The courtly love ideal thus begins early and is 

almost literally set in stone by the time of Andreas Capel-

lanus. 

Andreas The Art of Courtly Love, a prose piece, is 

the most complete work on the ideas behind courtly love 

poetry. The bulk of Andreas' book is taken up with examples 

of how courting should be conducted between men and women 

of various social classes j he has a "middle class," a no-

bility, and a "higher nobility." This leads to six kinds 

of people, men and women of each class, and by the time 

the possible combinations are exhausted (Andreas does not 

exhaust all possible combinations), the reader might think 

he knows all that it is possible to know about courtly 

courting. But Andreas takes additional time to settle 

some of the thornier questions, such as whether a man can 

leave his beloved for another woman and whether his first 

love is obliged to take him back if he wants to come back.13 

Besides giving sample conversations and solving a few 

problems, Andreas codifies the rules of courtly love in 

thirty-one precepts.11* These rules as codified owe some-

thing to the Romans, something to the troubadours, and 

something to raw sex. They show, if they do not actually 

form, the basis for medieval and later love poetry. Thus 

Andreas Capellanus, writing in prose, is the foremost 

example of the praeceptor amoris during the Middle Ages. 
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In poetry, the voice of the praeceptor is discernible but 

not well-defined. The tendency is for poets to put pre-

cepts in the mouth of a character, as Villon does, or to 

teach by example in a narrative poem. 

Occasionally, however, the voice can be heard in 

more purely lyric poetry. It is in evidence in France, 

both Langue d'oc and Langue d'oil; in Germany; in England; 

snd in Italy. From Marcabru, a poet who flourished in 

the south of France during the earlier twelfth century, 

comes a comparison of love and lust: 

And I say: whoever settles down with Lust 
wars against himself; 
for afterwards, when his wallet is empty, 
Lust shows such fools its cruelty. 

For Love has the meaning 
of emerald and sard, 
it is the top and root of Joy, 

and whoever does not hasten to it 
bears the name of fool.15 

Between Marcabru and Ugo Catola a dispute develops. They 

address each other by name; Marcabru takes a position 

against love and Ugo Catola defends it. They say little 

that needs to be repeated, since their positions are all 

that matter in a dispute, but occasionally a precept will 

creep in. Of course, the mere fact of a dispute indicates 

the presence of the praeceptor amoris, and here there are 

two, pro and con. They simply do not say much. For se-

veral stanzas, they discuss Samson and his love; then 
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Marcabru tells Catola that love "secretly switches the 

dice and advises him, "When you've made a good throw, 

watch out." He cites Ovid to prove not his point but his 

position: 

Catola, here Ovid teaches us, 
and the way things go confirms it, 
that love looks down on no one, dark or light 
in fact prefers to come to the scum of the earth.16 

Similar verse forms exist in the north of France, but 

in an example of a jeu-parti like that just cited, Colin 

Muset acts as advisor to Jaques d1Amiens. Jaques complains 

that he has served his love faithfully but has received 

nothing but tender looks in return and suspects that even 

the looks are not sincere. Colin answers him thus: 

Jaques d'Amiens, stop this craziness. 
Flee false love, 
and never trust in looks that promise: 
whoever trusts in them is a fool. 
Since you find her heart a liar, 
if you go on loving her, you will know grief 
and bitterness often, and worse than I can say. 

After a short remonstration with Jaques about jealousy, 

Colin advises him that money is always necessary for a 

lover, whether the lady is noble or middle class. Jaques 

honors ladies who look at a man's worth rather than his 

purse and promises to return to his old love, "the best 

ever begged for love." Colin's reply is a bit of advice: 

Jaques d'Amiens, I, too, am going back, right now, 
to fat capons in garlic sauce, 
and cakes as white as flowers, 
and to the good wine above the dregs. 
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I have given my love to good eating, 
and to big fires in the cold. 

You do the same and live the good life.17 

Colin Muset, it will be noted, sounds much like a Goliard, 

while Jaques d Amiens sings in the courtly tradition; the 

two traditions, existing side by side, tend to balance 

each other. 

The poets of Germany picked up the ideas of courtly 

love about the same time as the poets of northern France. 

In German, this love is called minne and is somewhat dif-

ferent from that sung in France and Italy. For one thing, 

the German poetry used in this study appears to have more 

of a requirement for reciprocated love. Olive Sayce gives 

the major differences. There are several Provencal verse 

forms missing from German lyric, such as the jeu-parti and 

the chanson de toile, and the pastorelle is rare. She 

also notes that there is no tornada (envoi), very infrequent 

use of the senhal (private name for the beloved), and no 

trobar clus ("closed poetry," verse written so that it can 

be understood by only a few who know the special referents 

of the words). 8 Above all, she adds, "There is certainly 

no evidence whatsoever in the German lyric to substantiate 

the idea of an adulterous relationship."19 

Another practice of the minnesinger that distinguishes 

him from his French counterparts is his use of the prae-

ceptor amoris. Defining terms is one of the major functions 
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of the praeceptor; one should at least be able to tell what 

he is talking about. Strangely enough, though, only among 

the Germans are many definitions found. The Germans like 

to make definitions, or at least try to make definitions. 

Walther von der Vogelweide's definition of minne has already 

been quoted. Another definition comes from Burkhard von 

Hohenfels; his is rather more metaphorical than Walther's: 

Minne follows a strange track 
searching for the trace of Loyal ty— 
she comes in friendship to the one who fosters it. 
She becomes wonderfully pleasant, 
she plays out his joys before him--
she wants to bring forth what he desires, 
she can draw with thoughts the image of 
his joy upon his senses: 
it is a prize no man can win 
who has not first won Loyalty.20 

P®^haps the last word in the definition of minne should be 

given to Friedrich von Hausen: 

What may that be which the world calls Minne, 
which makes me feel continual pain 
and deprives me of so much sense? 
I don't think anyone can really find it out. 
If I could claim that I had seen it, 
the cause of so much sorrow come my way, 
then I would believe in it ever more.2 

The Germans, at least in the role of praeceptor amoris, 

tend to look for a relationship with their ladies more on 

equal terms than do the French and Provencal poets, and they 

try much harder to define their terms. 

Also in the northern tradition of definition is the 

following anonymous English poem of the thirteenth century, 

"What Love is Like": 
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Loue is sofft, loue is swet, loue is goed sware. 
Loue is muche tene, loue is muchel kare. 
Loue is blissene mest, loue is bot yare. 
Loue is wondred and wo, wi£ for to fare. 

Loue is hap, wo hit have]?; loue is god hele. 
Loue is lecher and les, and lef for to tele. 
Loue is doutiinjpe world, wi]D for to dele. 
Loue make]? in f>e lond moni hounlele. 

Loue is stalewarde and strong to striden on stede. 
Loue is loueliche a ]?ing to wommone nede. 
Loue is hardi and hot as glouinde glede. 
Loue make|) moni mai wi]? teres to wede. 

Loue had his stiuart bi sti and bi strete. 
Loue make]? moni mai hire wonges to wete. 
Loue is hap, wo hit hauefc, hon for to hete. 
Loue is wis, loue is war and wilfful an sete. 

Loue is ]?e softeste ]?ing in herte mai slepe. 
Loue is craft, loue is goed wi]? kares to kepe. 
Loue is les, loue is lef, loue is longinge. 
Loue is fol, loue is fast, loue is frowringe. 
Loue is sellich an ]?ing, wose shal so£ singe. 

Loue is wele, loue is wo, loue is gleddede 
Loue is lif, loue is de]>, loue mai hous fede. 

Were loue also londdrei as he is furst kene, 
Hit were J>e wordlokste £ing in werlde were, ich wene. 
Hit is I-said in an song, so]? is I-sene, 
Loue cornse]D wi]? kare and hende]? wi£ tene, 

Mid lauedi, mid wiue, mid maide, mid quene.22 

In plain unmetaphoric language the poet delineates the para-

doxical qualities of love. 

The Albigensian crusade, most scholars agree, killed 

love poetry in Provence, along with several thousand of its 

practitioners. The tradition of courtly love was carried 

on in Italy, however, but with some changes. There had 

already been some traffic between the Langue d'oc and 

northern Italy, but the crusade against the Cathars 
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increased it by driving later troubadours to take refuge in 

Italy and even farther south in Sicily. Italian development 

is usually dated from the reign of Fredrick II.23 

Italian poets early in the history of Italian poetry 

mainly take over the ideas of the troubadours; the old tra-

ditions of fin' amors are seen in Italian poetry, but the 

earthiness is gone. Even more noticeable, and akin, is the 

extent to which the Italians carry their metaphors. Guido 

delle Colonne is one of the early ones to speak in the voice 

°f the praeceptor; the voice can only be that of the poet, 

but the precepts are not very clear: 

He can be called a picture of snow 
who does not feel the heat of love: 
he may be alive but does not know what joy is. 
Love is a fiery spirit 
that cannot be seen, but only through sighs 
makes itself felt--in one who loves.2" 

Guido starts with an image of fire and water: fire can 

alter the character of water (boil it), but only if there 

is an adequate vessel; otherwise, Guido says, the water 

will either evaporate or put out the fire. Love is the 

fire, the poet the water, the lady the vessel. Later, the 

poet employs an image of a magnet (lodestone). Air, he 

reports, is necessary for the lodestone to operate on the 

iron. The magnet is love, the poet the iron, the lady the 

air. Through his conceits and also through his precept, 

it is evident that what Guido is interested in is love and 

not the lady. 
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Bonagiunta Orbicciani is likewise interested in the 

emotion rather than the lady. As praeceptor, he says: 

For I wanted to tell in song 
how Love makes everyone better, 
because Love flowers, 
glows, has vigor 
beyond every other pleasure, 
yearns for joy, 
makes every other virtue grow.25 

The voice of the praeceptor is apparent in Guido 

Guinizelli, though not very informative: 

Love seeks its dwelling always in the gentle heart, 
like a bird in the green of the forest; 

did nature create love before the gentle heart, 
or the gentle heart before love--

and love takes its place in the gentle heart 
as naturally 
as heat in the brightness of fire. 

The fire of love takes hold in the gentle heart 
like the virtue in a precious stone, 
to which no power comes down from the star 
before the sun has made it a noble thing; 
for after the sun with its force 
draws everything vile in it away, 
the star gives it power. 
Just so, once nature makes the heart 
capable, pure, and noble, 
the lady, like a star, fills it with love. 

Love stays in the noble heart in the same way 
fire stays on the point of a torch; 
it glows there freely, bright and subtle, 
nor would any other way befit it, it is so proud. 
But a vile nature 
stops love, as water stops 
the burning fire, through coldness.26 

Guinizelli goes on to note that if the sun shines on mud, 

the mud remains mud and the sun is not diminished; the mud 

is an ungentle heart, the sun is love. Here, as in other 
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Italian poems, the lady has a minimal part in the poem; 

all Guinizelli says is that she should 

bestow, once she shines in the eyes 
of the noble man, that desire 
which never ceases to obey her.27 

The end of the poem is a recantation. God, says Guini-

zelli, demands all praises, and he has erred in praising a 

woman so highly. By his recantation, he makes theologi-

cally acceptable a troubadour commonplace wherein the 

lover compares his lady to an angel, or perhaps claims her 

as heaven itself, or says that she is worth more than 

heaven. 

Another Italian poet who employs the praeceptor 

amoris is Guido Cavalcanti. His poem, "Donna Me Prega" 

( A Lady Asks Me") is widely discussed by scholars, par-

ticularly in that it is an exposition of his theory of 

love. This poem is perhaps one of the most obvious mani-

festations of the praeceptor since Ovid, but Cavalcanti's 

thought and tone are far removed from Ovid. 

A lady asks me please to speak 
of an accident that is often cruel, 
and so unmerciful, it is called love: 
to speak so that even one who denies it will sense 

the truth. 
And now I speak to those who understand, 
for I do not think that one whose heart is base 
can follow such an argument: 
because unless I can use the methods of natural 

philosophy 
I am unwilling to demonstrate 
where it dwells and who created it, 
its influence and potency, 
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its essence, its effects, 
the pleasure which gives it the name of love, 
and whether it is visible.28 

Cavalcanti does in the remainder of the poem what he 

promises in the first strophe. The resultant theory is 

amply discussed by James Shaw.29 Cavalcanti, according to 

Shaw, is talking about the fin' amors of the troubadours.30 

Cavalcanti's love is "an irresistible passion for a woman, 

a passion born of the union between imaginative worship 

of a cherished ideal of feminine charm and the latent 

sensual appetite that will not be denied."31 The problem 

faced by the Italian poets, here represented by Guinizelli, 

Cavalcanti, and Dante, is, according to Shaw, the "incom-

patibility of sexual and supersensuous love." It is 

Dante who solves it.32 

Dante's solution, of course, is to be found throughout 

the body of his works. He acts as the praeceptor amoris 

only once in the person of the poet, in chapter twenty 

°f the Vita Nuova. The poem, a sonnet, is derivative of 

the longer poem by Guinizelli already quoted (Guinizelli's 

name does not appear in the Italian): 

Love and the gracious heart are a single thing, 
as Guinizelli tells us in his poem: 
one can no more be without the other 
than can the reasoning mind without its reason. 
Nature, when in a loving mood, creates them: 
Love to be king, the heart to be his home, 
a place for Love to rest while he is sleeping, 
perhaps for just a while, or for much longer. 
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And then the beauty of a virtuous lady 
appears, to please the eyes, and in the heart 
desire for the pleasing thing is born; 
and this desire may linger in the heart 
until Love's spirit is aroused from sleep. 

A man of worth has the same effect on ladies.33 

Most scholars do not like the poem; Musa, for example, 

observes that besides being derivative, "anybody could 

have written the tercets" except perhaps for the last 

line, which is "sheer bathos."34 Dante's defenders mark 

this poem as part of his "transition from courtly love to 

a mystical, apocalyptic atmosphere, previously unknown in 

the secular lyric."35 The sonnet, spoken in the voice of 

t h e praeceptor amoris, is Dante's first poetic statement 

of a love that has changed from a principally sexual desire 

to the very way to heaven. His Beatrice at the end of The 

Divine Comedy, gazing eternally upon God, is the major in-

fluence on succeeding love poets. 

Francesco de Sanctis says of Beatrice as she appears 

in the Vita Nuova that she is 

more like a dream, a phantom, a heavenly ideal, 
than a definite reality. . . she lives chiefly 
in Dante s imagination, coexisting and mixing 
with the ideal of the troubadour, the philoso-
pher, and the Christian: a mixture made in per-
fectly good faith--undoubtedly grotesque, but 
not false nor conventional.36 

It is this ideal of love, centering on this kind of woman, 

that Petrarch takes and changes in his own way. If it is 

correct to say that Dante took the woman of the troubadours 
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and spiritualized her, turning her into a heavenly being, 

placed next to God, then Petrarch took this woman and put 

her back on earth in the person of his Laura. De Sanctis 

puts it thus: "Dante raised Beatrice up in the universe 

and made her its voice and its conscience; Petrarch sank 

the whole of the universe in Laura, and made his whole 

world of Laura and himself."37 Morris Bishop adds, "For 

the first time since Catullus he sang a completely human 

love. He rejected the stylized posturings of the trouba-

dours, the philosophical and allegorical tendencies of 

Guinicelli [sic] and Dante, the mystic idealism of the 

stilnovisti. In short . . . he brought woman down to 

earth."3 8 

Petrarch is clearly essential to any thorough dis-

cussion of love poetry. Difficulties arise in the context 

of the present study, however. The first is that the per-

sona that emerges in Petrarch's work arises out of the 

whole body of poetry--Bishop calls the Rime Sparse "an 

autobiographical novel in verse"39--rather than out of any 

single poem. Another is his language. Teachers should 

speak plainly, and Petrarch does not. His language is 

rhetorical, figurative, and far from straightforward, 

as in this example from number 182 of the Rime Sparse: 

Love inflames my heart with ardent zeal and 
makes it shrink with icy fear; and he 
makes my mind uncertain which is greater, 
the hope or the fear, the flame or 
the frost.4 0 
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Such metaphorical language as that, and such conceits as 

love personified as a god with golden and leaden arrows 

(from Ovid) do not teach, though they may be well under-

stood . 

Petrarch speaks more to the purpose of this study in 

a sonnet excluded from the Rime Sparse. That Petrarch is 

acting as praeceptor amoris is even more obvious given the 

knowledge that he is answering a question posed by Antonio 

da Ferrara, whether hope or love comes first. Petrarch 

says : 

I believe that at the same moment Love 
and Hope are born within the heart, and 
that neither can stay there without the 
other, in the beginning. 

If the yearned-for good with its presence 
satisfies the soul later, then, it seems 
to me, Love lives on alone and his 
sister dies.k1 

Petrarch does not speak much in the voice of the 

praeceptor amoris. and since his influence is so great, 

the tendency of succeeding poets is not to speak much as 

praeceptor either. Though the voice fades for a time in 

poetry, a couple of developments in love theory need to 

be noted. One is Italian Neoplatonism. As a philosophical 

system, it is well known, but its poetry is not. It is 

said to begin with Petrarch,1"2 though little of Plato's 

writing was known and more was discovered only during 

Petrarch's lifetime (much of it by Petrarch himself). By 



52 

the beginning of the sixteenth century, though, Neoplaton-

ism was a dominant force in European thought, and it has 

a great influence on the conceptualizing of love. 

Robb notes that there was "a huge lyric literature" at 

the time, with Petrarch as its guiding influence."3 Unfor-

tunately, its poets are not well-remembered and the precepts 

of love are, as in the case of Andreas Capellanus, carried 

mainly in prose. An important thinker on Neoplatonic love 

is Pietro Bembo, whose Gli Asolani was widely known. His 

thought was also disseminated through Baldassare Casti-

glione's The Book of the Courtier. Much of Book Four of 

The Courtier is put in the mouth of Bembo as a character; 

he discourses for an entire night on love. Here is his 

definition of love, taken from "the ancient sages": 

Love is naught but a certain desire to enjoy 
beauty; and as^desire longs only for things 
that are perceived, perception must needs al-
ways precede desire, which by its nature 
wishes good things, but in itself is blind 
and does not perceive them.1*'* 

This beauty, Bembo says, "springs from God," and 

after some considerable discussion of how the ideal 

courtier is to act toward his lady--and here all the old 

troubadour ideas of service, honor, and reverence for her 

are brought in--he brings up the ladder of love. Contem-

plation of the beauty of the lady leads to contemplation 

of all beauty, contemplation of universal beauty leads to 

love of all things beautiful, and beauty's emanating from 
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God leads to a direct love of God. The result is that love 

of a particular lady leads to the highest good. It sounds 

very much like a rethinking of Dante. 

Concurrent with Bembo's Neoplatoriism is a rejection of 

what he calls "vulgar love": " . . . the courtier, feeling 

himself caught, must resolve on shunning wholly every strain 

of vulgar love, and thus enter on the path of divine love, 

with reason for guide.'"*5 There are other examples, enough 

to make it plain that the love of the Renaissance Neopla-

tonists is directed toward something other than the ladies 

of whom the poets sing. Dante's divine lady, brought back 

to earth by Petrarch, has been almost removed from considera-

tion. She is only a means to an end. 

In France, the situation was different. There is not 

much poetry worthy of note between the troubadours and 

Villon; there is not much after Villon until the advent of 

the Pleiade, of whom Pierre de Ronsard is the best repre-

sentative. At least one scholar has observed that Ronsard 

was antagonistic toward Neoplatonism.*6 Toward Petrarch, 

however, the feelings were different; another scholar notes 

"a nest of Petrarchs, each with his Laura.'"*7 But the 

principal influence on the Pleiade was the old Roman elegy. 

Robert Hallowell has pointed out the elegists' importance 

to Ronsard's love poetry.14 8 Ronsard abandoned Petrarch 
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as a model about the same time he is reported to have said, 

"Either he took his fun with his Lauretta, or else he was 

a great nincompoop to love and get nothing.111,9 

Ronsard does not often speak as the praeceptor amoris. 

but one of his Sonnets for Helen shows, in fairly clear 

language, his predilection for the physical side of love: 

What though the spirit of man, by Plato taught, 
claims springs in heaven and immortal sources 

without the body all the rest were naught, 
and vain to praise the blood's celestial courses. 

For all our virtues--hearing, sight, and thought 
are bodily; and the wise sense endorses 

our actions only to perfection brought 
by matter working through the natural forces 

But you adore the spirit and profess, 
mistaking for the truth the shape of error, 

to find in bodily passion nothing less 
than love's pollution and the devil's mirror. 

That is to sin like Ixion, who vowed 
to feast upon the wind, and loved a cloud.50 

Ronsard's desire for the physical is evident, though 

the sonnets are in imitation of Petrarch. A little later, 

he avows the absoluteness of love: 

Love knows no middle course, 'tis absolute 
and will have naught ('tis known) of half or third. 

I love and would be loved at the heart's root, 
for love close knit with love by Time's not'stirred 

but stakes forever on a single suit. . . . 51 ' 

Ronsard rejects Neoplatonism and ultimately rejects 

Petrarch, though he draws much from him. He makes love much 

more of an earthly thing than had Dante, Petrarch, and 

their progeny but retains its absolute power and stead-

fastness. This development is evident in his poetry; it 
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is partly a consequence of increasing adherence to the 

Roman elegists noted by Hallowell.52 

It is temporally a long way from the "first trouba-

dour Guillaume of Aquitaine, to the last formative in-

fluence on English Renaissance poetry, the Pleiade. Spa-

tially, the distance is great also, encompassing not only 

France but Italy and Germany as well. The idea of love 

as it came from Ovid undergoes a great many changes, with 

Ronsard returning it almost to where Ovid left it. 

As seen in the voice of the praeceptor amoris, the 

idea of a reciprocal, shared love dies early, and after 

the troubadours is observed only in the minnesingers. A 

rather bawdy strain continues through the Goliards and ap-

pears heavily in Villon but is not easily found after the 

mid-fifteenth century. In fact, the earthy aspect of the 

praeceptor amoris and of love poetry is largely absent from 

European poetry for well over a century before Villon and 

as long after. The bawdy seems to appear sporadically and 

in the main to be hidden behind courtly love and its suc-

cessors . 

Courtly love is the fin' amors of the Provencal poets. 

It is a system, its strongest manifestation being The Art 

of Courtly Love. It is sung by the trouveres of northern 

France as well as by the troubadours of the south, by the 

minnesingers, and, most important here, by the Italians. 
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They are the ones who alter it into the form taken up by 

the poets of the English Renaissance. 

The voice of the praeceptor is all but lost by the 

Italians. When a poet wants to teach about the nature of 

love, he is likely to say something like this: 

Love does not exist in itself as a 
substance, but is an accident in a 
substance. . . . I say that I saw it 
coming; and since "to come" implies 
locomotion, and since, according to the 
Philosopher, only a body may move 
from place to place by its own power, 
it is obvious that I assume Love 
to be a body.5 3 

With such ideas to express, it is no wonder that Dante chose 

prose rather than verse to express them. Neoplatonic ideas 

such as the definition by Bembo quoted earlier are equally 

complex and the medium of choice is once again prose. The 

result of the complexity is that poetry becomes rhetorical 

and metaphorical, based on antithesis and oxymoron, with 

such things as sonnets to the lady's ungloved hand and to 

the glove that came off it as well.5" What the poets talk 

about from Dante onward is the lady. 

For the troubadours, she was on a pedestal, real but 

unattainable, worthy of all service and devotion. With 

Dante, she becomes ethereal, the way to heaven, seated next 

to God himself, and even more unattainable because of the 

death of the earthly personage. With Petrarch, she becomes 

more of a real woman, but is still unattainable because of 
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the accident of death. The more earthly woman as love ob-

ject is still present for the Neoplatonists, but she has 

become only a means to an end, the end being heaven. The 

Neoplatonist lecturer Bembo does not even seem to care 

whether she is attainable; he merely says that the courtier 

had better not attain her. 

Ronsard returns to the ideas of the Roman elegists. 

He is somewhat younger than the first English Renaissance 

poets, but his espousing of the elegists' ideas and his 

recognition of love and the body as legitimate parts of 

human life have their effect. Also, it is with him that 

the voice of the praeceptor amoris returns to European 

poetry. 
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CHAPTER IV 

THE ENGLISH RENAISSANCE PRAECEPTOR I: 

DEFINITIONS 

The voice of the praeceptor amoris begins almost with 

the advent of the English Renaissance, but weakly; the voice 

is not particularly strong in Wyatt and exhibits itself in 

Surrey in only a few lines of "Suche waiward waies hath 

love that most parte in discorde." It quickly is heard in 

greater quantity, and by the latter half of Elizabeth's 

reign almost everywhere one looks in lyric poetry one 

finds the praeceptor. Poets once again believe they have 

knowledge about love to be communicated rather than merely 

some ineffable emotion, probably of divine origin, to be 

rhapsodized. 

The most elementary thing a poet speaking as praeceptor 

can do is define his term, and it is this basic task that 

manifests itself most readily in the definitions of love 

noted by C. R. Baskervill. Baskervill is interested pri-

marily in the difference between sensual love (desire 

arising from the senses) and love "guided by reason."1 

Most Elizabethan poems (metaphorical, ornate, embel-

lished) define love arising from the senses and have no 

clear personae; the voice is a singing voice and the poems 
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are written to convey an impression, a sound, rather than 

to convey information. They are in a direct line of de-

velopment from the anonymous thirteenth-century lyric 

quoted earlier, "What Love is Like," with its softness, 

sweetness, and paradox. Examples taken at random of this 

type of poem include Robert Jones's !!Love is a pretty 

frenzy," Thomas Ford's "What then is love?," and John 

Ward s "Love is a dainty."2 This last is probably the 

least flattering to love, metaphorically comparing it to 

something to eat, such as a small piece of candy or a 

spiced lark's tongue. It tastes good and is desirable, 

but it lasks substance. The poem is quite conventional, 

moving through six lines to a personification which por-

trays a god who devises torments for one "That scorns 

his laws, his rites, and Love despiseth." Love is treated 

as 'A gentle power, a feeling fine and tender," and the 

beloved causes pains to the lover. 

In a similar vein is Thomas Lodge's "I'll teach thee, 

lovely Phillis, what love is." Ultimately, the speaker is 

trying to tell Phillis that he loves her; twice he uses 

her as a simile: 

It is a vision, seeming such as thou, 

It is a shape of pleasure like to you.' 

Lodge s referents for love in the two lines quoted (a 

vision, a shape of pleasure) are nebulous. Others are no 
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more concrete: Love is "a doubled grief, a spark of plea-

sure," and "a power." 

He is clearer in his observation that love is fleeting 

The vision flies as fast as it assaults mine eyes"; the 

shape of pleasure "meets the eye and seen on sudden dies." 

Moreover, when we become old and lose the power to love, 

we reprove those who still have it and still love. Love 

is something we want, according to this speaker, and once 

we have it, we repent our gain. It is "begot by vain de-

sire"; i.e., we cannot fulfill it. 

For Lodge's speaker, then, love is intangible, fleet-

ing, desirable above all things, and the result of desire 

impossible to fulfill. Love causes both grief and plea-

sure, and more grief than pleasure. It is painful to want 

to love, painful to love, and painful to lose love. In 

sum, love is irrational: "It is affection that doth reason 

miss." For Lodge's speaker, its only real referent is 

Phillis. 

Samuel Daniel starts in a similar direction with "Love 

Is a Sickness. He departs from his definition after the 

first two lines (and two others in the second stanza), how-

ever; his interest lies in the sexual aspect of love. The 

sickness will not be cured, but is likened to "a plant 

that with most cutting grows / Most barren with best using." 

The common Renaissance sexual pun on using is present; with 
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use, or sexual activity, love itself is unproductive. With 

abstinence (cutting in the sense of cutting out) love grows, 

because desire is always present. The refrain supports 

this interpretation: 

More we enjoy it, more it dies; 
If not enjoyed, it sighing cries, 

Hey ho. 

The second line is none too plain; it should be the lover 

who sighs and cries, but the first is clear enough in the 

thought that a love affair should not be consummated, or 

at least not consummated too often. 

The second stanza supports and carries the idea of 

love as a sexual union further. "Love is a torment of the 

mind ' parallels "Love is a sickness full of woes" and tells 

us little. But the lines "And Jove hath made it of a 

kind, / Not well, nor full nor fasting," indicating 

moderation, thus make it clear that for Daniel's speaker 

love is a sexual union with sex to be taken in moderation. 

Thus love will "grow with cutting" and sigh for more 

rather than die of a surfeit. 

Conventional is the word to describe most of the 

Elizabethan definitions such as those just cited. These 

poems use the same figures, images, tropes as do poems 

not written in the person of the praeceptor amoris. 

Others, however, seem to take the position that love is 

something that exists inside or outside of people and can 



66 

be analyzed. This distinction has little to do with the dis-

tinction made by Baskervill; the distinction between sensual 

love and reasonable love is about the same as the distinction 

between love and lust, spirit and flesh, that had been made 

since the Middle Ages. This dichotomy will be investigated 

later. For present purposes the distinction is made between 

conventional songs and poems that attempt to address a prob-

lem. The difference is primarily one of language; the same 

thoughts, such as love's paradoxical nature, conflicting emo-

tions felt simultaneously, and so on, are found upon examina-

tion. Yet there is a difference in treatment. As an exam-

ple, here are portions of two by Robert Greene. First, 

Menaphon's Song" from Menaphon: 

A bitter sweete, a follie worst of all 
That forceth wisedome to be follies thrall 5 

(11. 13-14) 

Greene has already contrasted sweet with sour in his dis-

cussion and goes on to pleasure that causes pain, sweet 

that brings sorrow, and short joys that bring lengthy woes. 

One entitled "Sonnetto" runs: 

What thing is Loue? It is a power diuine 
™!at ^ a^ n e s i-n vsj or else a wreakefull law 
lhat doomes our mindes to beautie to encline 

(11. 1 -3) 

Moreover: 

Loue is a discord and a strange diuorce 
Betwixt our sense and reason, by whose power 
Asmadde with reason we admit that force, 
Which wit or labour neuer may deuoure 

(11. 7-10) 
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After some conventional imagery (e.g., "Tis now a peace, 

and then a sudden warre"), Greene concludes: 

a s e c r e t hidden and not knowne, 
Which one may better feele than write vpon 6 

(11. 23-24) 

While the definition lacks precision and clarity, it is 

easy to see in Greene's poem that the speaker considers 

love an object that can be defined, though he ultimately 

does not even know whether it is something in the human or a 

part of natural law. Beyond that, he knows that it is 

"sensible" (pertaining to the senses) and not "reasonable," 

but reason requires him to accept it (1. 9), insane though 

it is. He also calls it a "will" and a "desire," so that 

the indication is that love is something internal. 

For Edmund Spenser, on the other hand, love is 

external: 

For Loue is a celestiall harmonie, 
Of likely harts composd of starres concent 
Which ioyne together in sweete sympathie, ' 
To worke ech others ioy and true content, 
Which they haue harbourd since their first descent 
Out of their heauenly bowres, where they did see 
And know ech other here belou'd to bee. 

Love for Spenser is thus derived from heaven, has been in 

existence since the lovers were part of the world soul, 

and is mutual. This last quality is important in sug-

gesting what the poets mean by love in the Renaissance. 

Greene, in "Sonnetto," ignores mutuality. So do most of 

the writers of the short, soft, sweet, metaphorical 
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definitions. For them, however, and for most of the poets 

not writing in the person of the praeceptor amoris (the 

Petrarchan sonneteers are the prime example), love is 

strictly a one-way affair, all love and service and devo-

tion on the part of the lover and indifference, contempt, 

or even hatred on the part of the beloved. It is the same 

thing that caused Horace to sleep on the doorstep (Epodes 

1.11) and Ovid to address the doorkeeper and the door 

(Amores 1.6). It is the same thing that the poets had 

talked about since the days of the troubadours, trouveres, 

and minnesingers, though after Dante and Petrarch the lady 

had the poet's best interests at heart when she scorned 

him. 

Mutual love is rather unusual in English Renaissance 

poetry, or in European poetry as a whole, for that matter. 

™tien t h e PraecePtor amoris sets out to define love, he 

generally, as in the Elizabethan definitions cited, tends 

to ignore the object of his love. Among the Elizabethans, 

Spenser is almost alone in defining love as a mutual at-

traction. One well-known poet who deals with love as a 

reciprocal emotion is John Donne. Thomas Thornburg calls 

The Extasie" a definition of love. 8 If so, it is a 

roundabout definition; the persona never says, "Love 

is . . . " as do the poets who write the more obvious 

definitions. This persona does not even appear to be the 

praeceptor amoris until line 35 when he says: 
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Love these mixt soules, doth mixe againe 
And makes both one, each this and that!9 

Otherwise, he is merely repeating his experience with the 

woman to a third party. That he is trying to teach this 

third party what love is does not become evident until 

near the end of the poem. Donne's actual subject is the 

relationship of the soul or mind to the body and the rela-

tionship of the soul and body to love. Thornburg inter-

prets the poem to mean that love "is the ecstasy itself."10 

"The Extasie," if it is a definition of a mutual love, 

is not the only definition Donne wrote. He tries an un-

usual definition with "Selfe-Love,"11 which is done en-

tirely by means of negative statement. Saying what some-

thing is not is a legitimate method of definition, but 

carried to an extreme it leaves the persona with a con-

clusion most people would not want to reach. The conclu-

sion is one of Donne' s typical reversals; the title that 

gives it away is an addition enclosed in brackets in 

Grierson's edition. 

Selfe-Love" is considered as a definition here because 

of the strategy of definition employed in the poem. It 

does not look like a definition of love so much as a de-

finition of love that is acceptable to the persona. He 

gives a list of kinds of love that do not please him, 

balancing each with its opposite and telling his reasons 

for all. He does not like a lover who has no choice but 
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to love (the usual type of Renaissance lover) because that 

lover has no control over his own will. He does not like 

the opposite, one who can love at will, out of resentment 

and perhaps envy: that lover can escape, whereas the 

speaker might be caught. He decries the practice of 

loving only attractive women because everyone does that 

(it may be the competition to which he objects); he dis-

ables the judgment of a man who can love homely women. 

He dislikes a wit, "for he / Will make me his jest or 

slave." He dislikes one who pays his mistress because 

that makes her a slave, and on the other hand one who 

does not pay believes his mistress to be worth nothing. 

The speaker's logic is faulty, as can be seen upon 

examination. His dialectic is actually the fallacy of 

either-or," and he has failed on several other points as 

well; he has apparently been only partially trained in 

logic. He knows something about dialectical reasoning, 

but nothing about fallacies, and he has set out with a 

strategy of definition only to talk about his dislikes. 

He argues against himself; the object of his dislike at 

first ( he that cannot choose but love") becomes the 

speaker himself immediately following: "When I am caught 

[i.e., cannot choose but love] he can be gone." Even his 

dialectic breaks down. He cannot balance the wit; there 

are ellipses for his reasons concerning the fool. 
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Furthermore, the wit and the fool as well have nothing to do 

with love. The speaker's problem is that he has accepted 

his own faulty logic. His bad dialectic leads him to con-

clude that the only acceptable form of love is self-love. 

The reader concludes that people who carp against love de-

serve what they get. 

A definition of love that is more obviously a defini-

tion is Andrew Marvell's "The Definition of Love." The title 

indicates that the poem is a definition, yet the only recog-

nizable words of definition are in the last stanza: 

Therefore the Love which us doth bind, 
But Fate so enviously debarrs, 
Is the Conjunction of the Mind 
And Opposition of the Stars.12 

The poem itself looks like a plaint, with fate's "iron 

wedges" and so forth, and because of the apparent discre-

pancy between the title and the poem, critics have devised 

many explanations to make the two fit. One has even gone 

so far as to suggest that the title may be misapplied.13 

One need not assume so. What appears as a plaint is 

actually a description; the speaker--who is none too clear--

is defining his term by description, as Rosamund Tuve points 

out• What bothers the critics is the first person pro-

nouns. The poem begins "My love is . . . and if some 

concrete persona is assumed, we may wonder who he is and 

furthermore who the woman is; she is not named or even 
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referred to by a singular pronoun. She has no existence 

in the poem outside the speaker. 

She must exist, however; the speaker could not use 

the plural without her. It is just that he does not know 

where she is or perhaps even who she is. She is necessary 

for love to exist, though, even if she neither returns love 

or hate nor knows of the speaker's love or even of his 

existence. 

The speaker in Marvell's poem has defined love in its 

ideal form, not necessarily as it exists between two flesh-

and-blood people.15 The pronoun difficulty can be solved 

by taking "My love" to mean not "the love that I feel" but 

"the love that I am defining." As Angela Dorenkamp ob-

serves, the word definition is used in a mathematical 

sense.16 That it is mathematical and not something else 

(e.g., Platonic) is evident from the extensive geometrical 

metaphors. Love as it appears in the poem is ideal and 

perfect, the main images being a sphere and parallel 

lines. Mathematical definitions are concerned with the 

ideal and perfect; no perfect sphere, least of all the 

earth, exists in nature and no line can be drawn per-

f e c t ly straight. In mathematics, and in Marvell's poem, 

perfection is known, but in both cases it does not exist; 

neither a mathematical definition nor Marvell's "The 

Definition of Love" is an attempt to define an existent 
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phenomenon; both are definitions before the fact. That 

which exists in nature, love or lines, can be seen to 

be similar but cannot be the thing according to definition. 

What Marvell has done is have it both ways. He can have 

the one-way love of the troubadours and Petrarchans: fate's 

"iron wedges" and so forth keep the lovers apart; they 

cannot meet unless the very poles of the earth do. On the 

other hand, he can have the "celestiall harmonie" of 

Spenser; love involves the "conjunction of the minds." 

Both kinds of love are involved in his definition. What 

is important to this study is that he has set precondi-

tions m a definition. Love cannot be called love unless 

it meets the preset conditions; "The Definition of Love" 

is a definition before the fact. 

The definition before the fact applies as well to 

Donne's "Loves Deitie."17 The speaker here has discovered, 

or is m the process of discovering, that there are cer-

tain preconditions which must obtain before love can be 

called love. At the beginning, he desires to talk to the 

old lovers ghost" not to hear precepts, but to hear con-

firmation for what he believes to be true: that love was 

originally the attraction between man and woman, active and 

passive (1. 12) that brought them together to consummate 

their love. He does not believe that a lover would bother 

with a woman who scorned him, and he does not believe that 
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the god of love in his early days (i.e., before the poets 

began writing) would do other than put those opposites 

together that belonged together. 

The speaker complains that the god of love is a crea-

tion, as indicated by line 20, "ungod this child againe." 

As a god, though, he has overstepped his bounds (11. 15-18). 

He thus has a dual existence as a creation and as an inde-

pendent, controlling god, and in the latter manifestation 

has decreed that love must be one-sided from the perspective 

of the man. Custom, the custom of several centuries of 

poetic tradition, allows that to be love. 

Through the first three stanzas, the speaker is in 

love with a lady who does not love him in return. This 

situation is initially intolerable to him; he cannot under-

stand that a deity would torment him so. He wishes first 

to find that he is correct in his assumption that the god 

of love has usurped his power or that the poets have usurped 

it for him, and second to relieve him of that power. The 

poets gave such power to the god of love, and they should 

be able to take it away. 

The last stanza, though, has Donne's characteristic 

reversal. The dual existence of the god of love is gone; 

he becomes strictly a god, no longer a poetic creation. 

He is capable of making the speaker "leave loving" (1. 24), 

a fate the speaker considers worse than unrequited love. 
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He may also be capable of causing the lady to love the 

speaker when she already loves someone else (1. 26). The 

word falsehood (1. 27) thus takes a dual meaning: if the 

lady were to love the speaker, she would be false to her 

first love. N. J. C. Andreason takes this to mean that 

the speaker realizes that the lady's actions are for the 

best, since morals are upheld.18 This is to assume, 

a P r i o r i > that the speaker is talking of some concrete, 

identifiable woman; however, the refrain lines of the 

stanzas do not support the existence of such a person. 

The subject of the poem is love in the aggregate, not 

the speaker's love of a particular woman, as indicated by 

the change in the end lines: 

I must love her, that loves not mee 
(1. 7) 

T ... It cannot bee 
Love, till I love her, that loves mee 

(11. 13-14) 

x -i l j i , it: c°uld not bee 
l should love her, who loves not mee 

(11. 20-21) 

The second refrain makes clear that the object is unimpor-

tant; if the lady were the same woman, the speaker would 

be forced into a construction such as "It cannot be love 

until she whom I love, loves me." 

Since the speaker's love object can change, the mean-

l n g o f f a l s e h°od is not so much that she might be false to 

the first lover as that love itself would be false; there 
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would be no love if feelings were mutual. The persona of 

"Loves Deitie" accepts, at the end of the poem, the defini-

tion of love current from the troubadours through Dante 

and Petrarch and continuing through the English Renais-

sance: love, to be love, must be unrequited and, in intent 

at least, adulterous. The lady is always attached; any-

thing else is not love. It might be added that the speaker 

of "Loves Deitie" has not so much formulated a definition 

as he has discovered an old one. 

In the main, poets of the English Renaissance who at-

tempted definitions of love stayed with the traditional 

poetic renderings of love. Spenser is the only important 

exception in lyric poetry, and it is probably under his 

influence that poets begin to remove the precondition of 

adultery. Nevertheless, that precondition is still present 

as late as Donne's "Loves Deitie." Furthermore, the lack 

of reciprocity in love remains evident in practically all 

definitions. 
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CHAPTER V 

THE ENGLISH RENAISSANCE PRAECEPTOR II• 

PHILOSOPHIES 

Defining terms may be the most fundamental thing the 

praeceptor amoris can do, even though his definitions are 

sometimes arbitrary and not always successful. Another 

important purpose served by the voice of the praeceptor 

is expounding a philosophy: the praeceptor. especially 

during the Renaissance, knows that he must have a philo-

sophy on which to base his precepts. Pre-Renaissance 

poets had not bothered much with philosophy. Ovid could 

expect literate Romans to have much the same background 

he had (the same religion and so forth) and hence to under-

stand him. Andreas Capellanus could expect the same from 

European Christians, but Castiglione could by no means 

count on such a universal knowledge of Plato at the time 

he wrote The Courtier. Thus it is by the time of the 

English Renaissance that the praeceptor finds it necessary 

to expound a philosophy of love as part of his teachings. 

The philosophies of the praeceptor are rather easier 

to grasp than his definitions, since he will usually 

espouse to some degree either a spiritual aspect of love 

or the physical. It is by no means either spiritual or 
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physical, but the dichotomy between the soul and body, 

spirit and flesh, love and lust, had existed for many 

years, and all the poets are associated with it in some 

way. A "spiritual" poem may partake of Platonism, Chris-

tianity, or some combination; it may ignore the sexual 

aspect of love; it may be moral without specific relation 

to Christianity or to any other system of belief, though 

in the context of the English Renaissance the moral system 

can be seen to be Judeo-Christian. "Physical" poems, on 

the other hand, are not associated with a specific body of 

philosophy, unless libertinism is considered a specific 

philosophy. Louis Bredvold, for example, notes that 

John Donne has in Montaigne a predecessor for his combina-

tion of naturalism and scepticism.1 There is thus some 

context for poems in which the praeceptor amorJ* espouses 

the physical aspect of love, whether moral, immoral, or 

amoral. 

In view of the widely accepted duality in love, the 

praeceptor may try to create a synthesis, to reconcile the 

"evil" of the flesh with the "good" of the spirit. This is 

the interpretation usually given to Donne's "The Extasie."2 

Finally, though it is unusual, a poet may be able to ig-

nore the duality normally observed and treat love separately 

unto itself, without regard to morals or pleasure. 
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The dualities--soul and body, spirit and flesh, love 

and lust--are roughly synonymous. They can be detected as 

far back as the Greek division between Aphrodite Urania 

and Aphrodite Pandemos, but they come into western Chris-

tianity through Augustine, who is the chief proponent of 

the idea of the goodness of the spirit and the evil of the 

flesh. Augustine's thoughts on the matter have roots in 

Platonism and Neoplatonism,3 and through him poets of the 

English Renaissance can be seen to be drawing on a thousand 

years of Christian tradition imbued with Platonism and over-

laid with the Renaissance rediscovery of the Greek philoso-

phers, especially Plato. It is no surprise that spiritual 

philosophies expounded by the praeceptor are heavily Pla-

tonic and heavily Christian. 

Considering the influences of Platonism, Neoplatonism, 

and Petrarchism, which was itself quite Platonic, the 

English poet who is most thoroughly immersed in these con-

cepts is Edmund Spenser. His emblematic definition of love 

will serve as an illustration of what Renaissance poets 

thought of the duality of love: 

For Loue is Lord of truth and loialtie 
Lifting himselfe out of the lowly dust' 
On golden plumes vp to the purest skie! 
Aboue the reach of loathly sinfull lust 
Whose base affect through cowardly distrust 
b W e wings, dare not to heauen fly 
But like a moldwarpe in the earth doth ly." 
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Spenser's Platonism is evident here; love leads to heaven, 

actually goes there itself. Its opposite is lust, which, 

mole-like, cannot leave its dirty burrow. 

Spenser seldom acts as praeceptor amorj r i n delivering 

his philosophy. He certainly has a philosophy, but it is 

most often delineated by example and allegory in The Faerie 

Queene, or more indirectly in the Fowre Hvmnes. He sets it 

up mythically in Colin Clovts Come Home Againe. lines 837 

893. (This passage is also taken as definition.) The 

salient point in all of this is that love is opposed to 

lust, to which, we have seen, Spenser applies the adjec-

tive disloyall (1. 892). As his poetry makes clear, Spen-

ser's Platonism is actually a Christian Platonism. A more 

purely Christian view of love is not evident in the voice 

the praeceptor amoris; poets writing as praeceptor tend 

to assume Christianity, as does Spenser, rather than lec-

ture on it. It needs no definition or explication. Thus 

it is that when a poet philosophizes as praeceptor amorns. 

and preaches a spiritual kind of love, he almost always 

has Platonism as his theme. Donne, John Hall, and Lord 

Herbert of Cherbury all have poems on Platonic love in 

the voice of a praeceptor. Herbert's "Platonick Love," a 

poem of five ten-line stanzas, is the clearest manifesta-

tion. 5 
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The poem begins as a dramatic monologue, though the 

"madam" addressed in the first line disappears after that 

line. The speaker is obviously an older man. He begins 

by denying that love is merely "sport but for the Idle Boy 

[Cupid], / Or wanton Youth"; it can, he continues, "enter-

tain / Our serious thoughts." His mind is still on "wanton 

youth m the second stanza. He denies that what youth 

knows is love, calling it a "passion" and that passion a 

disease. Affection is the goal, which cannot be attained 

but by loving Woman. By Woman, Herbert means not just a 

human female but an abstract. Youth, that is young men, 

loves "the sex," women as biological and therefore sexual 

creatures. What they should love, according to the persona, 

is womankind as a spiritual ideal. Loving women as physi-

cal creatures results only in pleasure, not true love. 

True lovers, on the other hand, check their desire 

for pleasure. Herbert calls it "appetite," which leads 

only to delight." True lovers transfer sensual desire 

into the soul. Here he employs an agricultural metaphor; 

transplanting desire into the soul will "spring a love 

eternal. The crop grown in the more fertile soil will 

be larger as well as of better quality. 

Besides the increased yield, Platonic love has other 

advantages: time and distance, should the lovers be parted, 

do not affect it, nor do any other changes in their lives. 
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Their love is constant; Platonic love itself guards against 

ignoble thoughts, becomes a virtue, and is thus its own 

reward. 

Moreover, the lovers are as one; one's thought is the 

other's will. They can know only "frailty," not "ill." 

Such a union, such a state, creating new joy and greater 

happiness, grows without limit: 

Being equally inlarg'd^h'the'L^esLI 
Transform and fix them to one Star at list. 

It will be seen that Herbert's feet are hardly on the 

ground, his only concrete imagery being the growth of the 

crop in stanza four. Other references are to souls, vir-

tue, constancy, joy, and similar abstracts. It is a long 

way from Spenser, who in making concrete a similar meta-

physic used allegory and myth but who failed to employ the 

voice of the praeceptor amoris. 

With Spenser, Platonism imbues the creative mind. It 

suffuses his works and appears well-thought out and sin-

cere. Herbert's poem, on the other hand, is lifeless, an 

exercise in turning into rhyme a way of thought that had 

become fixed and stylized. The difference is one of time 

and circumstances, and the circumstances deserve attention. 

The historian Lawrence Stone, among others, has noted 

the salaciousness of the court of James I.6 Such blatant 

promiscuity led, under Charles I and particularly with Queen 
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Henrietta Maria, to "a serious effort to sublimate" it7 by 

creating what Stone calls a "cult" of Neoplatonic love, 

which m turn led to a body of literature similar to Her-

bert's poem. James Howell wrote to a friend in 1634 of 

a love "abstracted from all corporeal gross Impressions 

and sensual Appetite, but consists in Contemplations and 

Ideas of the Mind, not in any carnal Fruition." He went 

on, "This Love sets the Wits of the Town on work. »e 

This court-Platonism is not and was not thought to be sin-

cere. As an attempt at sublimation, it may have improved 

the appearance of the court under Charles, but there are 

indications that Platonism at the Caroline court had become 

"a means to an improper end."9 According to Harrison, 

"Platonic love . . . meant either a love devoid of all 

sensual desire, an innocent or hopeless passion, or it was 

a form of gallantry used to cloak immorality."10 This 

fashionable Platonism had also oversimplified the philoso-

phy; Platonic love was no longer a love based on a philo-

sophical system but merely a love without sex. The result 

is that when the praeceptor amoris speaks, he is likely 

either to jeer at Platonic love or to attack it as false. 

Two poems m which the praeceptor takes a stance 

against Platonic love are by John Cleveland and William 

Cartwright. Cleveland's "The Antiplatonic" jeers; Cart-

wright's "No Platonique Love" is an attack on a perceived 

falsehood. First, Cleveland: 
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For shame, thou everlasting wooer, 
j saying grace and never falling to her! 
Love that's in contemplation placed 
is Venus drawn but to the waist.11 

Cleveland's sexual orientation should be obvious, with only 

the top half of the goddess involved. The feast image of 

the first two lines becomes fire—the "lovers" are called 

salamanders--then stone, and then, quite frankly, a bed. 

There is much more to the poem, but the idea is the same: 

love involves sex. 

William Cartwright develops much the same line of 

thinking in "No Platonique Love." Unlike Cleveland, Cart-

wright's persona claims to have tried Platonic love. His 

first stanza is a direct address to a Platonist; in his 

second he sets himself as an example: 

TeA1jmu n° m o r e o f Minds embracing Minds 
And hearts exchanged for hearts? 

- r 1 ^ ?PiriJs meet, as Winds do winds, 
mix their subt lest parts; 

A £WO P^odi'd Essences may kiss, 
And then like Angels, twist and feel one Bliss. 

1 that silly thing that once was wrought 
To Practice this thin Love; 

1 SirfM vfr°m SS X tC> S o u 1 , ^ r o m S o u l t o Thought; But thinking there to move, 

Fr™ 5 r o m T h o uS h t to Soul, and then 
From Soul I lighted at the Sex agen.12 

His difficulty is that Platonic love has changed since 

Spenser first espoused it; for Spenser, sex was implied, 

not explicit. It was more explicit for Donne in poems 

such as "The Extasie," but when sex was eschewed alto-

gether love was left with nothing but a philosophical 
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sublimation, which simple biology can overrule, as it has 

for Cartwright. 

Roughly contemporary with the reaction against Platonic 

love and with the denigration of Platonic love into mere 

asexual relationships is a recrudescence of courtly love 

games, which had been buried since the time of Sir Thomas 

Wyatt, except for a dim presence in the Petrarchan verses 

of the later Elizabethan era. Petrarch himself had con-

nections with the courtly love tradition, but such connec-

tions as he had were almost eradicated in his English fol-

lowers by the Platonism that came through other Italian 

writers and through Spenser. The particular idea that re-

appears is not explicit in Andreas and his predecessors, but 

it is implicit; the praeceptor amoris of the late English 

Renaissance makes it explicit. The idea is sexual modera-

tion, keeping love alive by granting not too much, perhaps 

nothing at all, but playing the game as though a sexual 

affair is intended. 

This concept has been treated before, in Daniel's 

Love is a Sickness." Although Daniel treats it indirectly, 

it receives a full exposition from Sir John Suckling, twice, 

and from Henry King. Suckling's poems are both titled 

Against Fruition"; King's is "Paradox: That Fruition 

destroys Love."13 King's poem verges on the Platonic, at 

least as Platonism was known and practiced, but what he is 
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really closest to is the "pure" love discussed by Andreas 

Capellanus. King was a churchman, Bishop of Chichester, 

and his poem reflects Christian morality in conjunction 

with an obvious praise of love. A few examples will suf-

fice to demonstrate the tone and thrust of the poem: 

Preserve^^fo^t bl°°d t e m p t s n o t t o taste, preserve a stock of love can never waste-
When easy people who their wish enioy 
Like prodigals at once their wealth destroy 

(11. 7-10) 

Turtles themselves will blush, if put to name 
he act, whereby they quench their am'rous flame 

(11. 49-50) 

He ends, fairly plainly.-

?? lose my argument then. I dare say 
(And without Paradox) as well we may 
Enjoy our Love and yet preserve Desire 
As warm our hands by putting out the fire 

(11. 109-12) 

King's message, as praeceptor, is that love is spiritual, 

moral, and will last so long as sex is not introduced, but 

that once the relationship is sexually consummated, love 

is no more. 

Suckling speaks in quite a different tone. For one 

thing, the moral element is gone. The message is similar, 

but all this persona wants to do is maintain the feeling. 

The first poem, number 40 in the Oxford edition, is more 

obviously the voice of the praeceptor amoris: 

Stay here fond youth and ask no more, be wise 
(1. 1) 
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The reasons given against consummation are enveloped in se-

veral metaphors, including food (stanza 2) romantic stories 

and drama (stanza 4), and wealth (stanza 5). There is 

even a refutation of the counterargument that reproduction 

is necessary (stanza 3). 

The second poem of the same title, number 41, is less 

obviously spoken by the praeceptor amoris. though there is 

a definition in metaphor: 

Love's a Camelion, that lives on meer avre 
And surfets when it comes to grosser fare 

(11. 5-6) 

The praeceptor is less metaphorical toward the end of the 

poem, when he says: 

But keep us Fasting if you'l have us pray 
!?istrfsse- h o l d ^ e power you have, 

By still denying what we still do crave: 
In keeping us in hopes strange things to see 
ihat never were, nor are, nor e're shall be 

(11. 22-26) 

Such a statement may be thought to be more properly court-

ing advice, but the poem in its entirety is intended to tell 

why the recommended action is to be taken; it is to keep 

love, the emotion the lover feels, alive. He will lose 

that feeling if the relationship is consummated, and it is 

within the power of the lady he addresses to keep it alive 

in him. 

Suckling's precepts are secular and courtly, King's 

Christian and moral. Cleveland and Cartwright are not so 

much teaching a kind of love as offering a caveat against 
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a currently fashionable kind. The philosophies of these 

four £raece£tores can be called "spiritual" even as 

Spenser's Colin Clout preached a spiritual love. Con-

currently, however, with all of them are several manifes-

tations of the praeceptor amoris expounding the physical 

aspect of love. It is not mere lust that they preach, 

which, as Spenser says, "like a moldwarpe in the earth 

doth ly." it is the doctrine that love between men and 

women is sexual in its nature. As such, it changes, ends, 

shifts its object—it is almost exactly what Ovid taught 

in The Art of Love. 

Lyrics of this type are widespread, but the praecep-

tor's voice is not common in them. Songs of seduction, 

for example, make up a large part of this body of poetry 

but are not considered here. The speakers in such poems 

may have adopted the persona of the praeceptor amoris as 

a guise, but it is only a guise. Their object is something 

other than teaching, and their precepts are suspect. 

This body of poetry may be loosely called "libertine," 

though it precedes the libertine philosophy of the late 

seventeenth and eighteenth centuries. In the poetry of 

Donne it has been called "naturalism."1* The poets take 

natural law as their basis. Morals do not follow biology; 

the poetry is not moral. The end of love is physical con-

summation; the poetry is frankly sexual. From the literary 
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standpoint, the ideas come directly from Ovid and the 

elegists without being strained through Petrarch and the 

Renaissance Neoplatonists. 

Libertine poets who actually philosophize about love 

in the voice of the praeceptor are limited in number; only 

Donne and Herrick do it to any extent. Before them, only 

a couple of lines in England's Parnassus carry the liber-

tine spirit: 

Love staies not long, it is but one yeares bird 

and: 

Love must have change to season sweet delight.15 

Changefulness is not generally associated with Renais-

sance love poetry, and before these two examples it does 

not appear except to be denigrated. Donne develops the 

concept fully in "Confined Love." The object is monogamy 

of women. "Some man," says the speaker, unworthy to be 

possessor / Of old or new love" has made a law that one 

woman might "know" (an obvious pun) only one man. The 

argument against that sort of chastity is the naturalistic 

one: other creatures are not monogamous. Examples are 

the sun, the moon, stars, birds, and beasts; the first 

three are free "to smile where they list"; the living spe-

cies can leave their mates, "lie abroad a night, or take 

new lovers without penalty. The speaker continues with 

rhetorical questions about ships being rigged for travel 
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rather than staying in harbors and houses being built to 

live in, not to be locked up. He concludes: 

Good is not good, unlesse 
A thousand it possesse, 

But doth wast with greedinesse.16 

What he wants is unclear, but it is clear that he does not 

want chastity in marriage, at least not from someone else s 

wife. He sounds like a Petrarchan in love with a married 

lady and disillusioned with Petrarchism. 

Other poems exalting the physical side of love exist, 

but the praeceptor amoris is not often employed in teaching 

libertinism. If the Antiplatonic poems and Suckling s 

poems "Against Fruition" are considered unspiritual, 

though, the praeceptor is far more often employed for an 

earthly sense than an ethereal one. He may, however, be 

used to attempt a reconciliation between the two extremes 
of love and lust. 

As noted earlier, "The Exastie" is frequently taken 

as just such a reconciliation. Donne makes a similar re-

conciliation in at least two other poems in the voice of 

the praeceptor, "Aire and Angels" and "Loves growth." 

Andrew Marvell has one that employs an unusual strategy. 

"Young Love" is interesting because the speaker assumes 

that love and lust are integral; the poem is built on his 

attempt to separate them. 
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The speaker is, if not an old man, at least much older 

than the girl he is speaking to; he addresses her as "little 

infant,"17 a term that can be applied to anyone under twenty-

one. Line 9 indicates that she is actually fifteen--an 

adolescent. The two are playing at love, and the speaker 

knows they cannot do such things much longer because the 

girl will soon understand that sex--lust--is a part of love. 

At the present, he assumes she does not know, and as hinted 

by the second line she does not even know how soon she will 

know. For the present they can play at love in innocence 

without having to tincture their speech with Platonism or 

take morals into account. 

That maintaining her innocence is the speaker's aim 

is evident in stanza II; he likens their play to a nurse 

playing with a child. The image of lamb and kid rein-

forces the thought, in contrast with the "lusty Bull or 

Ram." That he is too knowledgeable in the ways of the 

world is evident also from his strained effort to con-

vince himself that their sport is as innocent as that of 

nurse and child. While his adjective for lamb is snowy, 

wanton, with its sexual connotations, modifies kid, a 

young goat, the symbol of lechery. 

The end of the poem, and end of the game, is a mock 

marriage. Following the metaphor of the infant king 

(crowned in the cradle), what the speaker has done is to 
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thwart future marriage, or at least to pretend to for his 

own peace of mind. The jealousy of line 4 is now ex-

plained as jealousy of future suitors, and though stanza V 

has a hint of death in "time may take / Thee before thy 

time away," what is more imminent is the girl's marriage. 

Ironically, if the girl is fifteen, she probably 

already has some idea of sex; even if she does not, her 

father has hinted that it is a concomitant of love by his 

attempt to separate them into love and lust. Moreover, 

by his perhaps unconscious use of wanton and by his admis-

sion in lines 11-12 that she will ripen for lust, he 

encourages the ripening process. His effort to keep his 

daughter young and innocent has backfired, and the only 

innocence he has protected is his own. 

Other poems of love's philosophy exist, but with pur-

poses varying from those of the poems discussed thus far. 

Such a poem is Donne's "A Lecture upon the Shadow." The 

speaker is not interested in love or lust, although the 

relationship under discussion appears to be a sexual one. 

What he is interested in is the way the relationship 

works, the way love works. 

The speaker sets himself up as praeceptor amoris in 

the first two lines, promising a lecture "in loves 

philosophy.1,18 He uses the day's passage as his major 

metaphor; as the sun ascends, light increases and shadows 
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shrink. It is now noon and shadows are at their shortest. 

The lovers' morning shadows are their "disguises," those 

tricks used to hide their affair from others. At noon, 

their love is free and open; they need no evasions, sub-

terfuges, or lies. They have attained love in "the high'st 

degree," even as the sun has attained its highest degree. 

The speaker departs from his directional metaphor at 

line 14; the first shadows, the tricks and disguises, were 

for others, but if the sun simply continues, as it will, the 

literal shadows will be reversed and not fall as the 

speaker's metaphorical shadows will. The persona warns 

that the metaphorical shadows to follow are the lies, 

evasions, and subterfuges the lovers will practice on 

each other. 

The question is the seeming inevitability of the de-

cline of love. The choice of the metaphor of daylight seems 

to indicate that the speaker considers a decline in the 

quality of their love as inevitable as the sunset. How-

ever, his departure at line 14 ("Except our loves at this 

noone stay") indicates otherwise. The sun declines, but 

the word except shows the possibility, however slight, 

of love's not following the sun's example. This possi-

bility is reinforced by the concluding couplet: 

Love is a growing, or full constant light; 
And his first minute, after noone, is night. 
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Though the speaker uses the words light, noon, and night, 

he has actually abandoned as a metaphor the passage of 

the sun with its resultant shadows. In a day's time, 

afternoon will be as long as morning; the earth's diurnal 

rotation is inevitable. In love, however, afternoon is 

night; there is no decline but an abrupt end. 

This discrepancy (the lengthening of the shadows 

versus the abrupt end of love's day at noon) opens mutually 

contradictory possibilities for the poem. If the speaker 

considers no discrepancy and therefore the inevitability 

of love's decline, then he becomes a world-weary man ac-

cepting the fact that no love can be true, ideal, and last-

ing. On the other hand, his "except" and his departure 

from his metaphor point to a very intense, earnest lover 

who believes that he and his lady can maintain their love as 

it stands at the time of the poem. It will require much 

faith, but the sun stood still for Joshua,19 and Donne and 

his readers, the speaker and his listener, would know this. 

His expectation would not be too unreasonable. Besides, 

lovers do not measure time as others do. 

Moreover, and perhaps more importantly, "A Lecture 

upon the Shadow" deals with a theme that Donne deals with 

elsewhere: lovers as a microcosm, a world unto themselves. 

The lovers can control their world regardless of what oc-

curs in the macrocosm. In "The Sunne Rising" the speaker 
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notes that he could blot out the sun by closing his eyes; 

in "The good-morrow" a lover observes that love "makes one 

little roome, an every where." Those two are spatial; "A 

Lecture upon the Shadow" has regard to time. The point is 

love's power over the universe. 

Besides the "impassioned warning"20 and the world-weary 

resignation, other possibilities exist. Since the speaker 

has departed from his metaphor of gradual decline and gone 

all the way to "night," he may be using the metaphor to 

break off the relationship; however imperceptibly, the 

shadows have lengthened while he was talking, and further-

more have never been entirely absent. He has thus length-

ened the metaphorical shadow himself. 

Whatever the interpretation of this speaker as a per-

son, as praeceptor amoris his purpose has been to explain 

how love and its growth patterns work. Unless the lovers 

continue their complete honesty, love is no more and the 

affair is ended. 

The praeceptor amoris as philosopher, it has been seen, 

usually expounds his philosophy from two basic standpoints. 

Love for him is sometimes a strictly spiritual arrangement, 

as seen in Platonic or Christian thought, or it is physical. 

These two views can be reconciled and were by Spenser 

(though not speaking as praeceptor amoris) and by Donne. 

An understanding of this old dichotomy and its reconciliation 
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or lack of reconciliation is necessary to the main purpose 

of the praeceptor's advice, for whatever advice he gives 

will proceed in some way from these philosophical stand-

points . 
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CHAPTER VI 

THE ENGLISH RENAISSANCE PRAECEPTOR III: 

COUNSEL 

The major purpose of the praeceptor amoris is to give 

advice, to counsel his listeners in the various ways of 

love. Logic indicates that a teacher ought to know what 

he is talking about and that definition of terms and the 

establishment of a philosophic base are essential prere-

quisites to counsel. Such is not the case, however; the 

self-appointed praeceptor, more often than not, dispenses 

his counsel without benefit of definition or a consistent 

philosophic base. The praeceptor amoris as a poetic voice 

is not a logical development, and because advice is often 

given before definition (and the poets as a group never 

know exactly what love is) or a coherent philosophy, their 

advice varies widely, as does the persona himself. Advice 

given in the person of the praeceptor is not always based 

on love as a manifestation of something spiritual or 

sensual, internal or external, slight or magnificent, 

earthly or heavenly. What is to be examined here is what 

the poet, speaking as praeceptor amoris, admonishes his 

listeners to do. 
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The praeceptor amoris, teacher of love, is a persona 

which the poet puts on, but once a poem is determined to 

have been written in the person of the praeceptor, wide 

variations are possible. He may be a character in a ten-

tative narrative and known from other sources, as is 

Hobbinol in Spenser's The Shepheardes Calender. He may 

be a dramatic, clearly discernible person as in the poetry 

of Donne. He may be a named character but without the 

hard edges of Donne's dramatic poetry. (An example is 

Sidney's Geron in The Countess of Pembroke's Arcadia.) 

Finally, he may be only a vague singing voice impossible 

to imagine even though he talks concretely and dramatically. 

The counsel he gives varies as greatly as his charac-

ter . In keeping with the dichotomy between love and lust 

discussed earlier, the praeceptor may advise his listener 

or listeners, specified or unspecified, male or female, to 

avoid lust or sin or to marry. He may give warnings to 

those in love, warning men about women's ways or women about 

men's ways. He may warn false lovers of the consequences 

of their actions. None of this is against love in general 

nor intended as a cure--it is just friendly advice. 

The praeceptor may also give outright instructions, 

either for wooing or for behavior. (Sometimes the latter 

instructions are for the purposes of courtship, sometimes 

not.) Such instructions may be given as from a lover to 
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his mistress, an experienced or knowledgeable man to one 

less so, or merely a poet to anybody listening. Instruc-

tions on behavior are more often given to a woman, but not 

always: Suckling even instructs his rival how to behave 

in their love triangle. At any rate, instructions in 

courtship and behavior are the most obvious manifestations 

of the influence of Ovid's The Art of Love. And, just as 

Ovid gave cures for love, the praeceptor amoris of the 

English Renaissance gives cures, along with general advice 

not to love. 

The praeceptor amoris of the English Renaissance is 

clearly a variegated character. He varies in the concrete-

ness of his speaking voice; he varies in his audience; he 

varies in the type of counsel. The unifying thread in 

the variations is that he gives advice. 

One of the earliest advisors in English Renaissance 

poetry is Sir Thomas Wyatt. The best example is "If thou 

wilt mighty be" from Tottel's Songes and Sonnettes. This 

poem is not a love poem, but a poem of moral suasion. It 

is not written against love, but against lust: 

If thou wilt mighty be, flee from the rage 
of cruel will, and see thou keep thee free 
From the foul yoke of sensual bondage.1 

It is lust, says the poet, that makes emperors slaves; they 

can rule the world and remain slaves to their own wills. 

As usual in the Renaissance, will is used in the sense of 
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sexual desire, and this usage, together with "Except foul 

lust and vice do conquer thee" (1. 14) makes the avoidance 

of sin the strongest point in Wyatt's poem. Man can be 

as noble as the moon and stars if he will but keep free of 

the wrong kind of love, mere lust. 

John Lyly, in an untitled poem, reflects a similar 

idea. 

0 loath that Loue whose fynall ayme is Lust 
Moth of the mynde, Eclipse of Reasons light 
The graue of Grace, the mole of Natures Rust 
The wracke of witt, the wronge of euery wight. 

In sum an euill, whose harmes no tonge can tell 
in which to Liue is death, to dye is Hell.2 

The poem is little more than a Renaissance definition, not 

of love but of lust. Lyly's idea is the same as Wyatt's, 

but he has carried it further. He tells less about it than 

Wyatt does, in spite of extending it by six metaphors in 

three lines. In sum, lust is an evil, and the praeceptor 

admonishes mankind to abjure it. 

One good Christian way to avoid the sin of lust is 

to marry, a course which the English praeceptor frequently 

advises. He may, of course, not have morals particularly 

in mind; a prime example is Herrick's well-known carpe diem 

poem, "To the Virgins, to make much of Time." Herrick ad-

vises the maids to marry before their beauty fades, lest 

they miss the opportunity and remain spinsters all their 

lives. More in the moral vein is George Turberville's "To 

his friend Nicholas Roscarock to induce him to take a wife." 
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The poem is in twelve stanzas of six lines each and is 

divided into four parts. The first stanza is the address 

to Roscarock; in it we learn that the speaker is an older 

man who now considers himself wiser, at least wiser than 

he was in his "raging prime," 

And riper age with reasons learned lore, 
Well staied hath my wits that went so fast, 

And cools the heat that hent my brest of yore.3 

In stanza two, he announces that his subject is marriage, 

and we learn that he has recently been married himself. 

Stanza three praises marriage and reflects that the speaker 

"wasted so my prime / In wanton wise and spent an idle 

time." 

Beginning with stanza four, the speaker changes his 

perspective. He shifts his pronoun from thou to you, and 

it is plain that the person addressed has become plural. 

Turberville's transition is almost too subtle to catch; 

the persons addressed may be the "sundry gallants," "my 

London mates" of lines 19-20, though when he mentions 

them, he is still talking to Roscarock. Then he excoriates 

their practices of chasing loose women and cuckolding 

husbands for a jest. He recommends that they "marry 

wives" lest time bring repentance and revenge in kind: 
Revolt in tyme, least time repentance bring, 

Let each enioy his lawfull wedded mate, 
Or else be sure, your selues in time shall sing 
The selfesame note, and rue your harmes too late, 
For commonly the wrong that we entend 
Lights on our heads and shoulders in the end. 
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He reverts to thou in stanza nine, and invents an ar-

gument against marriage for Roscarock. Perhaps Roscarock 

cannot find one both beautiful and rich enough; in such 

case, the speaker advises marrying for money, and in fact 

marrying "an aged grandame." The reason for marrying an 

old one is that she will be easy to satisfy sexually: 

Right glad if she might sit at Venus messe 
Once in the moneth. 

It is not so with a younger one, whose 

rage must haue redresse, 

As oft as pleasure pricks hir lims to lust. 

There is no indication in tone, especially in the first 

and last stanzas, that this poem is anything other than 

what it purports to be: advice from an unspecified persona 

to someone, perhaps Nicholas Roscarock, to get married. 

The speaker sets himself up as someone who should know 

what he is talking about, an older man who has wasted his 

youth and only found out that he had wasted it when he 

married. He seems to have married one of the older women 

he praises so highly: 
A sacred yoke, a state of mickle praise, 
A blessed band, belikt of God and man, 
And such a life, as if in former dayes 
I had but knowen, as now commend I can, 
Good faith I would not wasted so my prime, 

In wanton wise, and spent an idle time. 

The second part of the poem is troubling. How, for 

one thing, did the speaker get from thou to you, and where 

did the plural come from? Who is being addressed in the 
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plural? Only guesses can be made as answers; the part 

from stanzas four through eight makes the poem look at 

first glance as though the speaker is afraid that they, and 

more particularly Roscarock himself, will cuckold him. 

That does not seem to be the case because of the proba-

bility that he has married an undesirable woman and because 

of his praises of his own married life as well as of mar-

riage in general. The last stanza with its praise of 

marriage and advice against single life is couched in 

general terms and reinforces the idea that the poem is 

what it claims to be in the title: an inducement to marry. 

Another poem encouraging marriage, and one with even 

stronger moral overtones, is King's "Love's Harvest." It 

is an admonition to abstain from sexual activity until 

after the wedding. The offstage persona is addressed as 

"fond lunatic"; the speaker is unclear and may be a gener-

alized poetic voice or, less likely, the intended bride 

of the "lunatic." The poem is in two stanzas, with the 

first employing a financial metaphor: 

Love's fruits are legal use; and therefore may 
Be only taken on the marriage day. 

Who for this interest too early call 
By that exaction lose the principal.1* 

Sex is seen to be the interest on a bank account or loan; 

love or Christian morality would then be the principal. 

Since there may be a pun on principal, as the principal 
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actor in a play, a secondary meaning of losing one's wife 

is also possible. 

King picks up the idea of fruits in the second stanza: 

Then gather not those immature delights, 
Until their riper autumn thee invites. 
He that abortive corn cuts off his ground, 
No husband but a ravisher is found: 

So those that reap their love before they wed, 

Do in effect but cuckold their own bed. 

Whether a man can cuckold himself is debatable, but it is 

clear from King's diction ("abortive corn," "ravisher," 

"cuckold") that he is giving moral advice. The pun on 

principal and the use of the word cuckold also make this 

poem a warning against the misuse of the betrothal. 

It is obvious from the nature of the warning given by 

King that warnings are not necessarily directed against 

love. They may serve several purposes, in fact, and if the 

praeceptor amoris issues a warning, it is usually not a 

warning against love so much as it is a warning against 

abusive practitioners of love. Some caveats become broad 

indictments of the real or imagined deceits of the opposite 

sex. George Gascoigne warns men against women in "The Re-

cantacion of a Lover": 

. . . Womens vowes are nothing els, but snares of 
secret smart: 

Their beauties blaze are baites which seeme of 
pleasant taste, 

But who devoures the hidden hooke, eates poyson for 
repast: 

Their smyling is deceipt, their faire wordes traines 
of treason, 

Their wit alwaies so full of wyles, it skorneth rules 
of reason.5 
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Thomas Campion, on the other hand, warns the ladies of 

men's boorishness: 

Never love unless you can 

Bear with all the faults of man.6 

He gives as faults jealousy without cause, hasty speech, 

flirting, dissembling in courtship, leaving the ladies for 

other pursuits (hunting and hawking), and not conversing, 

probably meaning "not talking to their wives." 

The persona meting out advice can be as difficult to 

discern and as indistinguishable as his counterpart else-

where. Campion's persona is no more than a singing voice 

directed toward all the women who listen. On the other 

hand, Gascoigne is quite careful about his persona, pointing 

back to his own love poetry to show what he had to recant. 

He even alludes to the first line of "A straunge passion 

of a Lover" to prove that it is himself talking. This 

technique is not a new device; Ovid had employed the same 

pose a millennium and a half earlier at the first of The 

Art of Love with his claim that he had learned from ex-

perience . 

A posture different from Gascoigne's and Campion's 

is taken by George Turberville in "To a fickle and vncon-

stant Dame, a friendly warning." Ths speaker is the lady's 

lover; he warns her that if she leaves him, she proves 

herself fickle, and when the new lover finds her fickle 

he will chase her away and she will have nothing. The 
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poem is couched entirely in the metaphor of a falcon, 

though the persona professes concern that the new lover 

will "thinke his Fawlcon will a Bussard prove."7 

Thomas Stanley takes a track opposite Turberville's 

and more in line with Gascoigne in his "Counsel," warning 

a chaste lady against the wiles of would-be lovers. He has 

taken a cue from Ovid in line 6; men are to be excused for 

"perjury" in their flattery and promises because the con-

dition of love allows such things. However, all that men 

give—wealth, jewels, verses--is only bait for their snares, 

"lent to make thee poor." Stanley's advice is not to listen 

to them, for 

Who would keep another's heart 
With her own must never part.8 

Stanley's poem, as well as many of the others cited, is 

closely associated conceptually with the Christian and 

Christian-Platonic philosophy already considered in other 

poems. The poems of counsel might be thought of as "ap-

plied philosophy." 

Other poems give direct practical advice on how to 

conduct the affair. One such is found in Turberville, 

another direct link to Ovid's The Art of Love. The title, 

"That Louers ought rather at first acquaintance to shew 

their meanings by Pen then by Mouth,"9 reflects an idea 

taken directly from The Art of Love, Book I,10 though it 

is not a direct translation. 
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Turberville's poem is so derivative of Ovid that 

there is little use in going through it at great length. 

Others are not as derivative. A more eclectic poet can 

give extensive advice without simply expanding on Ovid. 

John Lyly wrote "Who loues and would his suite should 

proue," a long poem of detailed advice.11 What she likes, 

he must love; what she loves, he must "Commend it still." 

He must not allow "sharpe answers" to dismay him. Lyly 

provides encouragement, too. He says women's defenses are 

weak and that their "no" is no stronger than men's "yes": 

For mens perswations stronger are 
then womens noes are much by farr. 

(p. 459, 11. 21-22) 

The result of the encouragement is advice to speak one's 

love to the lady, advice that Lyly repeats. 

He also advises giving gifts, and has some specific 

advice for courting specific types of women: 

If bewtifull a Lady be 
with praises great you must hir moue: 
If witty then be wonn will she 
With fine conceites the art of loue. 

If coye she be with prayers sue, 
if proude then guifts must pleade for youe. 

If Couetous she be indeede 
with promises you must assay: 
If wayward then with force proceede. 
but all the fault on bewtie lay: 

And in one instant also vse 
some rare delight with a iust excuse. 

(p. 461, 11. 1-12) 

There is even a speech given to use along with the force, 

and a justification from classical literature, the story of 
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Paris, Helen, and Menelaus. His defense of the use of 

force, with support from the classical story, is that if 

the lady dislikes the wooer, he has not lost anything if 

she dislikes him afterward. He has all to gain and nothing 

to lose. The advice to use force (with a certain type of 

woman) is elaborated at considerable length. The persona 

is a young man with a young man's stereotyped knowledge of 

women: women desire to be courted; a negative response is 

perfunctory; refusals are only to make consent better. 

There are also several stanzas of encouragement to his 

listeners to persevere; then he concludes with his earlier 

advice, which is to speak the suit to her: 

Then if you loue be not afraide 
to beard the best as I haue saide. 

(p. 463, 11. 29-30) 

Once one has "bearded the beast" as Lyly might put it, 

instruction may still be necessary. John Donne provides 

this in Elegy XVIII, "Loves Progress,"12 a poem in verse 

paragraphs. The first is a demonstration that love is 

strictly and only directed toward sex. The second is a 

description of a woman as a world or map, and the third a 

set of instructions in how to make love. The instructions 

are brief; the speaker recommends beginning by kissing the 

lady's feet. This unusual technique has a predecessor in 

a jeu-parti between Thibaut de Champagne and Baudoin.13 

Thibaut poses the question whether one kisses his lady 

first on the mouth or on the feet. Baudoin answers that 
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the mouth is the proper place to start; Thibaut favors the 

feet. Donne's reasons and his poetic technique are far 

different, but the lovemaking technique proposed is about 

the same as Thibaut's. 

Other poems of courting instructions exist, but Donne's 

is very nearly alone in giving instructions about the physi-

cal act itself. Most of the courting instructions follow 

the example set by Ovid early in The Art of Love and kept 

up by intervening poets. The lover must be bold, he must 

praise what his lady praises, he should forget to eat, and 

so on. Poets may also give instructions about how to be-

have to attract a lover, how to behave during an affair, 

and even how to encourage a rival--as with Suckling. 

Donne's debt to Ovid is evidenced also in his Elegy 

VII, Natures lay Ideot," which is connected closely with 

The Loves 1.4. The connection is even more evident in 

Elegy I, "Jealosie," but it is in Elegy VII that the 

speaker claims to be, or at least to have been, a teacher. 

He has taught the lady "the mystique language of the eye 

[and] hand,"14 how to judge her lover's sighs for truth 

or falsehood, how to arrange her flowers to be read as 

messages, and even how to converse. The poem is actually 

a complaint; after he has trained her in the manners of 

love, she is about to leave him and use all her good know-

ledge for the benefit of other lovers. The plural 
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indicates that the speaker is rather afraid he has created 

some kind of monster with his instruction; he meant well, 

at least for himself. 

Those instructions Donne claims to have given were in-

tended to guide behavior during an affair. Robert Herrick, 

in "What kind of Mistresse he would have," tells the ladies 

how they should act and dress in order to attract lovers: 

Be the Mistresse of my choice 
Cleane in manners, cleere in voice: 
Be she witty, more then wise; 
Pure enough, though not Precise: 
Be she shewing in her dresse, 
Like a civill Wildernesse; 
That the curious may detect 
Order in a sweet neglect: 
Be she rowling in her eye, 
Tempting all the passers by: 
And each Ringlet of her haire, 
An Enchantment, or a Snare, 
For to catch the Lookers on; 
But her self held fast by none. 
Let her Lucrece all day be 
Thais in the night, to me. 
Be she such, as neither will 
Famish me, nor over-fill.15 

The poem is so personal that it is difficult to discern the 

voice of the praeceptor. Another problem is that of au-

dience; Herrick, as he so often does, is speaking to no one 

in particular. Yet anyone, especially any lady, who reads 

his verse will be instructed in the behavior of love. 

Suckling's poem of instruction to his rival, already 

mentioned, is probably intended to praise the mistress that 

both men love. The poem is noteworthy in that Suckling has 

chosen the guise of the praeceptor amoris in instructing 



115 

the rival in order to provide a context for the lady's 

worth. To begin with, the two men are obviously not ene-

mies; they just love the same woman. What they are to 

do, according to the speaker's instructions, is complement 

each other. Some things they will do alike: 

Know first then, we will serve as true 
For one poor smile, as we would do 
If we had what our higher flame, 
Or our vainer wish could frame. 

Other things they will act parts in: 

Thou first shalt sigh, and say she's fair 
And I'le still answer, past compare; 
Thou shalt set out each part o'th' face, 
While I extol each little grace; 
Thou shalt be ravisht at her wit, 
And I, that she so governs it; 
Thou shalt like well that hand, that eye, 
That lip, that look, that majesty; 
And in good language them adore: 
While I want words, and do it more.16 

All this the two of them are to do until one of them dies; 

the first to die is to bequeath all his love to the sur-

vivor : 

For no one stock can ever serve 
To love so much as shee'l deserve. 

In the midst of all the instruction, advice, and 

praise, it would be strange if some voices did not rise in 

reaction, especially in view of the fact that praises of 

love so frequently include catalogues of its woes. Indeed 

there are poems in the Renaissance written against love, 

cures for those in love who wish to get out, and dissua-

sions for those who are about to fall in. An obvious 
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attempt to keep listeners from falling in love is Herrick's 

Disswasions from Idleness." The speaker advises his lis-

tener, Play not with the maiden-haire."*' (His primary 

meaning seems to be head hair, but the bawdiness is pres-

ent.) He goes on to enumerate the parts of ladies that 

Petrarchans loved to praise, as eyes, lips, chin, arms, 

and hands; these he calls snares, traps, "toiles," and 

manacles. These traps and bonds are set for all men but 

most of all for the slothful. His advice: 

Live employ'd, and so live free 
From these fetters; like to me 
Who have found, and still can prove, 
The lazie man the most doth love. 

Of course, Herrick is setting himself up as a lover, but 

also as a man who should know and therefore be worthy to 

act as the praeceptor amoris. 

An earlier poem in the same vein, but which does not 

specify what is to be avoided, is Turberville's reply to 

Barnaby Googe's four lines (he calls it two) which tell 

the pains of love. Turberville's advice is 

Let Reason rule where Loue did raigne 
and ydle thoughts eschewe.18 

Far removed from Turberville's Olympian advice is the 

better known song "Why so pale and wan" by Sir John Suck-

ling. The persona is not so distinct as most of Donne's, 

but he is certainly present. He addresses an unspecified, 

indistinct offstage friend who has a bad case of unrequited 
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love. That the speaker is acting as praeceptor amoris is 

obvious in his rhetorical questions: 

Will, when looking well can't move her 
Looking ill prevaile? 

Will, when speaking well can't win her 
Saying nothing doo't? 

and his final exhortation: 

Quit, quit, for shame, this will not move 
This cannot take her; 

If of her selfe shee will not Love, 
Nothing can make her, 

The Devi11 take her.19 

In the final analysis, however, Suckling's song is an ex-

hortation no more likely to be heeded by the suffering 

lover than Turberville1s lines. 

Herrick's, Turberville's, and Suckling's poems could 

not properly be called cures. Though their aim is to get 

someone out of love, they offer no practical advice as to 

how to achieve this end. If Googe were able to "let rea-

son rule where Loue did raigne," he would not be suffering 

from love in the first place. The advice offered by the 

other two poets is too general to be of much use to the 

lovers addressed. There are some poets, however, who fol-

low the example of Ovid and give more specific practical 

advice. In The Countess of Pembroke's Arcadia, Geron ad-

vises Philisides, who is difficult to educate. Even before 

he knows that the ailment is love, Geron knows there is no 

helping someone who wants to be sick. He first pronounces 

some strong words about women: 
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Begin (and halfe the worke is done) to prove 
By raysing up, upon thy selfe to stand. 
And thinck she is a she, that doth thee move. 
He water plowes, and soweth in the sand, 
And hopes the flickring winde with net to holde, 
Who hath his hopes laid up in woman's hand. 
What man is he that hath his freedome solde? 
Is he a manlike man, that doth not know man 
Hath power that Sex with bridle to withhold? 
A fickle Sex, and trew in trust to no man, 
A servant Sex, soone prowde if they be coi'de, 
And to conclude thy mistresse is a woman.20 

After youth rejects the wisdom of age, Geron sets out 

distinct ways that Philisides may effect a cure for love. 

The first thing he should do is read (1. 120), and then try 

to name the lady's faults (1. 121). He should go hunting 

for "fearfull beastes" (1. 123), for birds (1. 124), and for 

foxes (1. 125). He should go herb-gathering and fishing 

(11. 127-28); he should work in his orchard (11. 129-31) 

and tend his bees and his sheep (11. 132-33). In sum, 

Geron's advice is to keep busy. As for the specifics, 

Sidney has borrowed heavily from Ovid.21 Sidney, however, 

has naturalized Ovid's advice by his treatment, substituting 

"fearfull beastes" for "boars," adding fox hunting, and 

stressing the bees and sheep. 

A rather shorter bit of advice is given by Hobbinol 

in The Shepheardes Calender, June eclog.22 He is also an 

older man giving advice to a younger one; his advice is to 

leave the country, leave the hills for the dales. It is 

the exact opposite of Sidney and Ovid, who recommend going 
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where there are fewer people; Hobbinol recommends that 

Colin go where society will take his mind off Rosalind. 

One final poem deserves mention because it derives a 

curative not from Ovid but from Goliardic verse. It is 

Thomas Stanley's "Song: Foolish Lover, go and seek." 

Saintsbury calls it "Donne-inspired," but its advice to 

drink wine and forget love sounds much closer to the 

fun-loving epicurean Goliards and to Francois Villon than 

to even the libertine Donne. A couple of samples should 

suffice: 

We thy borrow'd pride despise: 
For this wine, to which we are 
Votaries, is richer far 

Than her cheek, or breath, or eyes. 

Love, thy power must yield to wine! 
And whilst thus ourselves we arm, 
Boldly we defy thy charm: 

For these flames extinguish thine.23 

The person addressed is the foolish lover; but the advice 

is oblique, lacking the directness that Colin Muset gives 

to Jaques d'Amiens.2k 

As the poems demonstrate, the advice given by the 

praeceptor amoris during the English Renaissance varies 

widely. He may advise his listeners to avoid love or to 

avoid at least unchaste love; the latter advice may take 

the form of advising a more spiritual kind of love or 

advising marriage. The praeceptor may offer advice on be-

havior or even the sexual act. He may warn against certain 
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behavior or even against love itself, as well as against 

the wiles of both sexes. He can tell how to get in love 

or how to get out. As a person, he can be as abstract as 

Sidney s Geron, as real as Donne's speakers, as vague as 

Suckling's, or as indistinguishable from the poet as 

King s. He can be as old as Hobbinol or as young as Lyly' s 

speaker. He can even put on the guise of a woman giving 

advice to her lovers. Poets of the English Renaissance 

assumed a wide latitude in the manner in which they could 

give advice and in the advice they could give. At a 

glance it may seem that the totality of the advice in 

this period is random and inchoate. Nonetheless, closer 

scrutiny reveals that much of the advice and counsel is 

shaped to a degree by an underlying philosophy of love and 

love behavior. In Spenser, Wyatt, and King the counsel is 

framed in the context of Christian Neoplatonism. In Her-

rick, Lovelace, Suckling, and some of Donne the context is 

naturalistic or libertine. 
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CHAPTER VII 

THE ENGLISH RENAISSANCE PRAECEPTOR IV: 

ADDITIONS AND COMBINATIONS 

Giving advice or counsel about love is the main purpose 

o f t h e praeceptor amoris, as preceding chapters have shown, 

but he incorporates other purposes, especially the defining 

of love and propounding its philosophy. He cannot always 

define his terms adequately but continues to labor in the 

attempt. As to philosophy of love, he has two basic stand-

points (love as something spiritual and love as something 

sexual or physical) from which to deliver his various specu-

lations, and on occasion he attempts to reconcile the two. 

Even in giving advice there are conflicts in aim, in au-

dience, and in the nature of the praeceptor. One result 

of such confusion of aims, methods, techniques, and ideals 

is a group of poems obviously rendered in the voice of the 

praeceptor but not obviously falling into the categories 

of definition, philosophy, or advice. The relationship 

of these miscellaneous poems to the categories of poetry 

discussed so far is oblique or peripheral. Yet in them 

the speaker clearly acts as praeceptor amoris, and what he 

says in some way adds to the common store of knowledge 

about love. Some of these poems are closely related to 
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the poems of definition or philosophy. Others may combine 

the purposes of definition, philosophy, and advice or any 

two of these purposes. As a consequence, they cannot be 

arbitrarily classified in the familiar categories. 

A poem may be seen to be peripheral to poems of defini-

tion if it extends knowledge. We learn more about what love 

is by learning a fact about it. Abraham Fraunce extends 

our knowledge slightly in "Loue can abide no law." Only 

the first two lines are precepts: 

Loue can abide no law, loue alwaies loues to be 
lawlesse, 

Loue altereth nature, rules reason, mastereth Olympus.1 

The remainder of the poem is given to classical examples, 

including Hippolytus and Phaedra, Pasiphae (who loved the 

bull and bore the Minotaur), and Jupiter in all his mani-

festations from Ovid's Metamorphoses. The speaker is not 

clearly delineated, yet the first two lines make the prae-

ceptor's presence evident, and the audience has learned 

something about love. 

Another poet whose intention is to teach something 

about love is John Lyly. Like Fraunce, Lyly is not 

strictly defining love, but he is adding to our knowledge 

of its nature. Like the madrigal definitions examined 

earlier, his poem contains the tag phrase "love is," but 

Lyly1s complete phrase is "love is love," which defines 

nothing. The title of the poem is "Naturall comparisons 
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with perfect loue and the first stanza of two is the im-

portant one: 

The lowest Trees haue tops, the Ante her gall, 
The flie her splene, the little sparkes their heate: 
The slender haires cast shadowes, though but small 
And Bees haue stings, although they be not great: 

Seas haue their sourse, & so haue shallow springs, 
And loue is loue, in Beggars as in Kings.2 

The main concept of the first one is rebutted in "An 

Answere to the first Staffe, that Loue is vnlike in Beg-

gers and in Kings." The speaker takes the examples in the 

other poem and uses them to show the contrary; here is a 

sample: 

Compare the Bramble with the Cedar tree, 
The Pismyres anger with the Lyons rage:' 
What is the Buzzing flie where Eagles bee? 
A drop the sparke, no seas can Aetna swage. 

Small is the heat in Beggers brests that springs, 
But flaming fire consumes the hearts of Kings." 

The next three stanzas conclude: 

Light is the loue that Beggers bosome stings, 
Deepe is the wound that Cupid makes in Kings. 

The baser sort scarce wett them in the springs, 
Which ouer-whelme the heads of mighty kings. 

So from the hart, by secret virtue springs, 
Vnlike desire in Beggers and in Kings. 

It appears that the first speaker is interested in love as 

a quality. The second speaker, while not denying the con-

tention of the first, maintains that quantity makes a suf-

ficient difference to justify the claim that love is dif-

ferent in beggars and kings. A difference in quantity as 

great as the differences he sets forth in his examples is 
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enough to make a difference in quality. Whereas the first 

speaker had maintained that love was the same but for mag-

nitude, the second maintains that great magnitude makes a 

qualitative difference. Neither speaker is concerned with 

what love is, only with its existence as a phenomenon af-

fecting human life. On the basis of sheer volume the second 

speaker has won the debate; it would appear that love is 

bigger, better (or worse), and has more to offer for those 

of higher social classes. It is thus a social phenomenon, 

something that has not been learned from the Renaissance 

poets speaking as praeceptor amoris so far, but that was 

recognized and taken for granted.1" In these poems Lyly 

never set out to define love, but we now know where not to 

look for it: in the lower strata of society. 

A final poem that plays ingeniously with definitions 

is John Donne's "Negative Love." This poem is in line with 

those which attempted to define love, or fin' amors, or 

minne. Like them, it ends with the speaker admitting that 

he does not know what love is. Donne's speaker combines 

logic and theology: the unknowable can be expressed only 

in terms of negatives. Donne puts it thus: 

If that be simply perfectest 
Which can by no way be exprest 
But Negatives, my love is so.5 

Donne is not really defining love here; H. M. Richmond 

observes that what he is actually defining by negatives 
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is his ideal woman.6 Walter Gierasch concurs, paraphrasing 

"Though I speed not, I cannot misse" as "Though I do not 

fare well in discovering what stirs my love, I cannot miss 

love itself."7 What Donne's speaker cannot define is what 

he wants: 

For may I misse, when ere I crave, 
If I know yet, what I would have. 

He is willing to say what he does not care about, what makes 

no difference to his love for a woman. The physical, for 

instance, makes no difference: 

I never stoop'd so low, as they 
Which on an eye, cheeke, lip, can prey. 

This couplet echoes his awareness elsewhere of the dissatis-

factions of "sublunary lovers loves." Rejecting other 

ideals, the speaker continues: 

Seldome to them, which soare no higher 
Then vertue or the mind to'admire. 

Virtue and the mind appear to be more worthy love-objects 

than corporality (comparing seldom with never), but the 

speaker obviously considers whatever it is he cannot define 

to be higher and more worthy than what were, up to then, 

the highest objects of desire: virtue and the mind. 

Donne's speaker, then, does not make specific demands 

in the realm of the physical or of the spiritual. What he 

loves is neither sensual nor mental. Having covered every-

thing- -body, mind, soul, and "everything" or "everybody"--

he is left with nothing, and here the praeceptor calls for 
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his own praeceptor. He wants someone "who deciphers best / 

What we know not, our selves" to teach him what his nothing 

is. Since nothing is nothing, it cannot exist and hence 

cannot be taught. Accordingly, the speaker expects no 

answer, and comforts himself with the thought that since 

he has made no demands he will reject none when he sees 

love, and because he has set no preconditions on love he 

will find it. 

While strictly speaking the foregoing poems cannot be 

termed definitions of love, they in some way aid in our 

knowledge of what love is; that is, they contribute toward 

definitions, one of the prime concerns of the praeceptor. 

As already noted, another large body of the poetry of the 

p^&scsptor amoris adds something to knowledge of other 

aspects of love; that is, the poems tell how love works, 

or they concern themselves with physical or spiritual 

aspects of love, or they tell about love through one of 

the adjuncts to love, lechery or marriage being the main 

ones. 

Prime examples of the adjuncts marriage and lechery 

are found in Robert Herrick. "No Locke against Letcherie" 

makes its purpose obvious. It is short and needs little 

comment: 

Barre close as you can, and bolt fast too your doore, 
To keep out the Letcher, and keep in the whore: 
Yet, quickly you'l see by the turn of a pin, 
The Whore to come out, or the Letcher come in.8 
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Besides the bawdy pun in the last line, what is notable in 

this epigram is that the speaker considers lechery and 

whoredom the natural state of humanity. It is, perhaps, 

a churchman's way of viewing sex, which is everpresent. 

That this cynical view is not always present with Her-

rick is evident in another short poem, "To Anthea," which 

concerns marriage as an adjunct to love. Herrick has al-

ready been seen to advise marriage in "To the Virgins, to 

make much of Time:" 

Then be not coy, but use your time; 
And while ye may, goe marry: 

For having lost but once your prime, 
You may for ever tarry. 

To Anthea adds to such advice by telling about love and 

marriage. Herrick shows that he considers himself the 

praeceptor amoris in the second line of the poem, "Delays in 

love but crucifie the heart." The persona is proposing 

marriage to the woman, and most of the poem is taken up 

by his convincing arguments. In keeping with rhetorical 

principles, the end is a refutatio, a refutation of an 

argument that she might be using to delay: 

Tell me Anthea, dost thou fondly dread 
The loss of that we call a Maydenhead? 
Come, lie instruct thee. Know, the vestall fier 
Is not by marriage quencht, but flames the higher.10 

It is the praeceptor's view that marriage makes sexual 

desire increase, providing that "vestal fire" is taken to 

mean virgins' desire. (If it means a burning desire to 
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remain a virgin, Herrick is making a joke about wives who 

have headaches and other excuses.) 

In another poem by Herrick the voice is marginally 

that of the praeceptor amoris. As he frequently does, Her-

rick speaks personally and to no one in particular. The 

poem is entitled "Upon Love" and begins thus: 

Love's a thing, (as I do heare) 
Ever full of pensive feare; 
Rather then to which I'le fall, 
Trust me, I'le not like at all.11 

The poets, particularly the Elizabethans, it seems, have 

frightened this speaker. Love is so much trouble that he 

had rather be frightened to death by it than be directly 

involved in it. If on the other hand his terror of love 

cannot frighten him away from it, then, he says, 

. . . the next thing I desire 
Is to love, and live i'th fire. 

This praeceptor, then, considers love an all or nothing 

proposition, with no halfway measures. 

Shakespeare also at times belongs in the group of poets 

speaking as praeceptor amoris and speaking tangentially of 

love's philosophy. His sonnet 151, "Love is too young to 

know what conscience is," is such a poem, at least in its 

first two lines. It sounds as though it might be a defini-

tion but is not. Ultimately it is a poem celebrating the 

physical side of love in bawdy puns, though some of the 

words early show that the speaker considers the actions 

of the flesh sinful: 
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I do betray 

My nobler part to my gross body's treason.12 

And finally he makes an excuse for his lapse of conscience: 

No want of conscience hold it that I call 

Her "love" for whose dear love I rise and fall. 

Shakespeare here follows the old tradition of love 

poetry that allows love as an excuse for moral lapses. 

Earlier examples, as has been noted, include the troubadour 

poets who found it necessary to apologize to God for setting 

their ladies on His level. Petrarch and Dante did similar 

things. They were in deadly earnest, but Shakespeare's 

tone in sonnet 151 is playful. It is quite otherwise, how-

ever, in sonnet 144, "Two loves I have." The usual inter-

pretation is that it reflects a triangle: Shakespeare's 

mistress has given her favors to his friend and will 

probably give him a venereal disease as well. The friend 

was pure and the mistress has corrupted him, as well as 

leaving the poet with his own case of unrequited love. 

As part of a sequence, the poem acts only to flesh out 

a now familiar story. Considered separately, sonnet 144 is 

the voice of the praeceptor amoris concerning himself with 

the old dichotomy between the physical and spiritual, be-

tween sensual and reasonable love. The dark angel is a 

woman to make plain the sexual nature of the love that she 

represents. The "man right fair" is a love of a higher kind, 

one that is not contaminated by lust. That he is spiritual 



132 

is further shown by the line "wooing his purity with her 

foul pride." It is obvious, even out of the sequence, 

that the people are real, not just abstractions. This 

reality does not prevent the poet from using them also as 

symbols or surrogates for the ideas he is teaching as 

praeceptor amoris. In fact, their reality is what he uses 

to show his final lesson: one angel, certainly the man, is 

already in the other's hell. The implication is that the 

woman has seduced him in the real world. The speaker does 

not know this for sure, but he is sure enough to await con-

fidently symptoms of venereal disease in the good angel. 

The lesson is the same one that Herrick teaches: the 

whore and lecher will come together; lust is the stronger 

kind of love. 

As praeceptor in this poem, Shakespeare speaks obliquely. 

His lesson is the inevitable triumph of lust, the victory of 

corruption over purity, sexual relations over intellectual 

relations. Since Shakespeare, from the evidence of this 

poem and others in the sequence, considers lustful relations 

sinful and wasteful, the praeceptor's lesson here is un-

pleasant . 

Obliquity such as that seen in Shakespeare's sonnet is 

one of the tricks of the praeceptor amoris that sometimes 

makes his presence hard to discern. In a similar manner 

John Donne is sometimes oblique in speaking as praeceptor. 
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A good example is Elegy XV, "The Expostulation." The first 

part of the poem is the speaker's castigation of his mis-

tress for her supposed falseness to him. This is followed 

by a rationalization of what actually occurred to make him 

think her false, which in turn is followed by an extended 

curse on someone who has betrayed confidences. Then the 

speaker requests the woman to revive their love. He remem-

bers that when they began their affair, he liked what she 

liked, commended the same actors she did, and inquired of 

her well-being even to the point of impertinence. Then he 

concludes: 

Love was as subtilly catch'd, as a disease; 
But being got it is a treasure sweet, 
Which to defend is harder then to get: 

And ought not be prophan'd on either part, 
For though 'tis got by chance, 'tis kept by art.13 

The praeceptor's voice is heard mainly in the last line. 

As he had done in "A Lecture upon the Shadow," he tells 

how love works. In "The Expostulation" he reminisces 

of their earlier love. Grierson notes of this poem the 

connection between the memories and Ovid's Amores 3.2, 

which depicts the poet and his love at the hippodrome.11* 

There is an even better connection to The Art of Love; 

at the beginning of Book II, Ovid, as poet, says: 

What you have won by my art, art must instruct you to 
hold. 

Seeking is all very well, but holding requires greater 
talent.15 
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Donne's "which to defend is harder then to get" is a close 

parallel to Ovid's line. Donne departs from Ovid in his 

contention that love is caught as is a disease, acci-

dentally, whereas Ovid refers to catching the woman de-

liberately. It is only natural that Donne's speaker should 

proceed as he has. For one thing, love as a disease is a 

strong tradition in the poetry of the English Renaissance. 

For another, he would not want the woman to believe that 

he has exerted all that effort merely to seduce her, that 

he was not sincere in his praise of the things she liked. 

Besides, she might be conversant enough with The Art of 

Love to realize that what Ovid taught was not just how to 

get women, but how to get them cheaply. Had Donne's 

speaker stuck strictly to Ovid, he might well receive a 

worse tongue-lashing than the one he gave at the first of 

the poem. 

Most of the poems of the praeceptor amoris of the 

English Renaissance can be linked, however tenuously, to 

the philosophy of love in one way or another. Even those 

that set out to define are likely to deal with a sensual 

or spiritual philosophy and define love in one way or the 

other. The poems of advice, too, usually, though not al-

ways, take some philosophical position. Though most of 

the poems treated thus far can be categorized, it may be 

that the pinnacle of the praeceptor's art is the combining 



135 

all the means of speaking into one integrated poem. 

Such a poem is Donne's "A Valediction: Forbidding Mourn-

-i-n§• ln brief, advice is given in stanza 2, definition 

in stanzas 3 and 4, and philosophy in stanzas 6 through 8. 

Sequence is of no consequence. What the speaker 

first does is give his advice, which is to love quietly, 

and then he gives reasons. It is not a strict secrecy that 

he advocates, merely that the lovers not advertise their 

love by "teare-floods" and "sigh-tempests." That he uses 

the word profanation indicates the religious nature of 

love, and this nature is what makes it private. The re-

ligious nature is reinforced by the term laity, the indi-

cation being that such a love as theirs belongs only to an 

elect few, a cognoscenti, if you will. 

Just what that love is he cannot say: " . . . our 

selves know not what it is."16 The inability to define 

love exactly is in keeping with many definitions, but 

despite the inability, the speaker can say something to 

aid in the knowledge of whatever it is they have. It is 

not sensual; that is, it is not the kind of love the 

"laitie," the "dull sublunary lovers," have. It is in-

tellectual; it is "inter-assured of the mind." The physi-

cal side of love is acknowledged, however, in the word 

less; these two lovers "care lesse, eyes, lips, and hands 

to misse." They do not completely eschew the physical 
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presence of their beloveds, but they care less than lesser 

people, who depend on physical attraction (eyes and lips) 

and contact (lips and hands). Donne thus has his speaker 

define love as something in the physical-spiritual combina-

tion that he used in integrated philosophies such as "Aire 

and Angels" and "Loves Growth." 

In his philosophy, as Andreason points out, Donne is 

drawing on Christian Platonism.17 The well-known image 

of beaten gold is evidence of this, as is the image of two 

souls as one. The equally well-known compass image makes 

the intellectuality of love even plainer, the lovers 

being joined at the top end, or head. "A Valediction: For-

bidding Mourning" is by a praeceptor amoris who knows what 

he speaks, one who need not merely attempt things but is 

confident in his knowledge and in what is to be done in 

practical matters--such as separation from the beloved--

on the basis of that knowledge. 

Two final poems reveal the praeceptor in a slightly 

different guise. One is Marvell's "Ametas and Thestylis 

Making Hay Ropes." It is a slight, pretty lyric, obviously 

in the pastoral tradition. Ametas is the boy, Thestylis, 

the girl, and they act as praeceptor to each other in an 

amorous sparring match. It is apparent that Ametas has 

been wooing Thestylis and that she has been refusing him. 

To begin, he threatens to quit and tells her why it is 
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necessary for her to love him if she would have him love 

her: 

Love unpaid does soon disband: 

Love binds Love as Hay binds Hay.18 

Thestylis continues his metaphor, actually turning it 

against him: they must twist in opposite directions or 

their hay will not make a rope; if they both think the 

same way, love cannot exist between them. She is the 

lady of the courtly love tradition who must say no in 

order to keep love alive. Ametas is also in the tradition 

and gives her in turn another precept, that love is a weak 

force in a woman's mind. Her reply is cryptic: 
What you cannot constant hope 
Must be taken as you may. 

Ametas takes her reply to mean, "You can take what I say any 

way you want to"; he takes it for an affirmative: 

Then let's both lay by our Rope, 

And go kiss within the Hay. 

This does not follow, either from their metaphorical dis-

cussion of love or from Thestylis' statement. It is, of 

course, what they have been leading to, but the logic of 

the earlier stanzas is gone. Love is illogical, but that 

comes through their example and not through their precepts. 

The other poem of the final pair, "Coridon and Melam-

pus Song," is by George Peele. It also is a dialogue in 

the pastoral tradition. It is found in Englands Helicon 

and according to Rollins's note is from a lost pastoral 
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play called The Hunting of Cupid.19 Given the pastoral tra-

dition, it is likely that Melampus is an old shepherd and 

Coridon a young one. The old shepherd acting as praeceptor 

amoris is thoroughly in keeping with the pastoral; he is a 

man to be believed in matters of love. 

He is to be believed, that is, if he can be understood. 

Melampus is almost Delphic in his answers: 

Cor. Melampus, when will Loue be void of feares? 
Mel. When Iealousie hath neither eyes nor eares. 
Cor. Melampus, when will Loue be throughly shrieued? 
Mel. When it is hard to speak, and not beleeued. 
Cor. Melampus, when is Loue most malecontent? 
Mel. When Louers range, and beare their bowes vnbent. 
Cor. Melampus, tell me, when takes Loue least harme? 
Mel. When Swaines sweete pipes are puft, and Trulls 

are warme. 
Cor. Melampus, tell me, when is Loue best fed? 
Mel. When it hath suck'd the sweet that ease hath 

bred. 
Cor. Melampus, when is time in Loue ill spent? 
Mel. When it earnes meede, and yet receaues no rent. 
Cor. Melampus, when is time well spent in Loue? 
Mel. When deedes win meedes, and words Loues works 

doo proue.2 0 

Melampus1 first answer is plain enough; it is jealousy that 

causes fear. His second is more difficult, being under-

standable if hard is taken to mean heard; love then is 

shriven because it is always heeded during the Renaissance 

and to be disbelieved would indeed be humbling. Melampus' 

third answer, however, is more arcane. It might be better 

understood if "Love" were a personification, as it might 

be from the second couplet, but the first and all the others 

indicate that Peele is treating love as a phenomemon rather 
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than as a wanton boy. But what are lovers' bows? Melampus' 

next answer, concerning swains and trulls, gives the best 

picture, a pastoral scene with shepherds like Spenser's 

Colin Clout and his friends making music for shepherdesses 

like Shakespeare's Mopsa and Dorcas. 

We learn something from the following two couplets, 

that love is best when lovers are at ease and that a lover 

wastes his time earning a reward and receiving none. The 

final couplet would make more sense if the words works and 

words were transposed. As it stands, a lover's deeds mean 

nothing until he has avowed what he has done, or his 

promises mean everything, or Melampus considers words the 

test of deeds, the converse of what all lovers know to be 

true: that lovers can say anything and only their actions 

show truth. 

Brief as this catechism is, it does teach something 

overall. To Melampus, love is inseparable from jealousy; 

it is a thing best suited for idle hours; it is sexual and 

should be reciprocal between men and women; that is, the 

man's love should be rewarded--with a warm trull. 

The miscellaneous poems of the praeceptor amoris 

examined in this chapter have been connected tentatively 

to the more obvious functions of that speaker. Yet those 

connected with definitions are not truly definitions; 

those connected with philosophy are not entirely 
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philosophical. Most of them combine the usual functions 

and some such as "A Valediction: Forbidding Mourning" ap-

proach a synthesis. These miscellaneous poems, taken in 

conjunction with those that fit more easily into a clas-

sification scheme demonstrate the diversity of the voice. 

Any one poem, perhaps any one poet, may speak boldly, but 

taken as a group, the poets find love too paradoxical 

and too subjective an emotion. What remains is that the 

praeceptor always says in some manner what love is, where 

it comes from, how it works, or how lovers are to use it. 

These miscellaneous poems, finally, reflect a tentative 

groping by the poet to extend the range of the praeceptor 

amoris beyond the functions of Ovid and the earlier prac-

titioners . 
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CHAPTER VIII 

CONCLUSION 

This study reveals that the praeceptor amoris has had 

a long history, an international location, and many guises. 

His most important functions--definition, philosophy, and 

counsel—have been examined in some detail. Certain changes 

in the poetic voice and in the teachings themselves are 

evident in the long evolution from Classical times through 

the English Renaissance. Indeed it is only with the Renais-

sance that functions other than counsel come into wide use 

and that the praeceptor takes on more sophistication but be-

comes less certain of his stance. 

Ovid is the first poet,at least the first poet whose 

works have survived in volume, to speak much as praeceptor 

amoris. His The Art of Love is an extensive book of prac-

tical advice, usually regarded as somewhat facetious. He 

had predecessors, to be sure, both Greek and Roman, but 

in surviving works their use of the praeceptor has been 

shown to be small. Ovid is the culmination of a tradition 

and also the last Classical poet to use the voice, very 

nearly the last one whose works acted as a guide in the 

writing of love poetry. Consequently, The Art of Love may 

be regarded as the capstone of Classical love poetry; 
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neither it nor the love elegy was bettered or even imitated 

for over a millennium, though it must be stressed that 

lesser or imitative poetry may simply not have survived. 

With Ovid the voice of the praeceptor is firmly established, 

but in his hands the role is a decidedly limited one. 

After Ovid, the voice of the praeceptor virtually 

disappears until the troubadours of the twelfth century 

bring it to a rebirth. Again, it is not strong, but it 

emerges distinctly with Guillaume of Aquitaine and is 

heard sporadically from other poets of France, Germany, 

and Italy. It never disappears but is largely submerged 

by a poetic style or a theme that is too eloquent on the 

one hand or too complex on the other for poetry, with the 

result that teaching love becomes primarily the function 

of prose. Dante (in the Vita Nuova), Bembo, Castiglione, 

and the Renaissance Neoplatonists teach love in prose works, 

as had Andreas Capellanus earlier when he tried to exhaust 

the topic of courtly love. 

The changes that led to prose as a principal medium 

of expression have been in some small way delineated. 

When Ovid or one of his countrymen used the term love, 

the reference was to sexual attraction. What Ovid teaches 

in The Art of Love is not so much how to approach women 

as how to satisfy one's longing cheaply and easily. With 

the poets of the Middle Ages love is seen to have taken 



145 

three courses, one of which is near Ovid in its bawdiness 

and directness. This strain is seen in Goliardic verse 

and in the poetry of Francois Villon. It exists mostly in 

an undercurrent until the late English Renaissance. In 

England, the bawdy strain does not appear to any great de-

gree until Donne takes it up, mainly in his libertine 

pieces, after which it is important to Cavalier poets 

speaking as praeceptor amoris. 

A second strain, originating in the Middle Ages, de-

velops the view that love is a mutual and potentially bene-

ficial relationship between a man and a woman. The thought 

is seen briefly in Guillaume IX1s verse, in Germany, and to 

a more extended and refined degree in the poetry of Spenser. 

Love as a mutual emotion is rare in the voice of the prae-

ceptor . 

The most important strain of love poetry to emerge 

from the Middle Ages is that which extols courtly love, 

as it is now called. It begins with the troubadours and is 

altered by Dante, further by Petrarch. It is unrequited, 

adulterous in intent, and debilitating. With a tinge of 

Platonism, it is a modified courtly love that is reflected 

in much of the poetry of the English Renaissance. The 

Platonism comes to English poetry by several routes, too 

complex for detailed analysis here, and the routes and 

sources are commingled inseparably, the more so since the 
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degree of adherence varies from poet to poet. Briefly, 

one source of Platonism is found in the Christian religion 

itself. In the domain of letters Dante, knowing Plato im-

perfectly and at several removes, adds to this basis. 

Petrarch builds on Dante, reflecting a Platonism that is 

somewhat less ethereal. A filtered Neoplatonism, largely 

from the Italians, manifests itself in English Renaissance 

love poetry by the early sixteenth century. 

Almost paradoxically, Petrarch is important in the 

development of the English praeceptor amoris, even though 

in the limits set by this study he cannot truly be called 

a praeceptor. He does not speak plainly and straightfor-

wardly but in elaborate metaphor. His followers in 

sixteenth-century England speak so too, of course, so 

that when the voice of the praeceptor is heard, it is from 

someone writing in a tradition more aligned with the Middle 

English lyric quoted in Chapter III, "What Love Is Like," 

than in the European tradition that begins with the trouba-

dours and continues through Petrarch. What Petrarch is 

responsible for in England is an understanding of love 

that is less erotic than spiritual. The object of love, 

the lady, has become more a way to heaven than a way to 

earthly delight. 

As this study makes clear, the traditional functions 

of the praeceptor are limited and easily discernible. One 
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of these is definition. In definitions, the praeceptor 

stays mainly with the old ideas. Love is most often de-

fined as emanating from the man and directed toward a woman 

who does not return it. It is most often defined as pain-

ful, causing sleeplessness, lack of appetite, and all the 

other Ovidian symptoms. It is a disease. Even Spenser, 

who almost alone defines love as a reciprocal feeling 

originating in heaven, notes more pain than pleasure. 

Poets as a group, though, do not know exactly what love 

is, as some, more timorous or more honest than the others, 

admit. 

The lack of an exact definition stems from the split 

philosophy examined in Chapter V. Though no praeceptor 

speaking philosophically defines love outright, the philo-

sophy which a praeceptor expounds is likely to be a reflec-

tion of the old duality; love is either something spiritual 

or something physical. In the Renaissance the main de-

velopment is the spiritual, either Petrarchan or a more 

purely Platonic form. Christian morality, of course, plays 

a part in the spiritual view. Those poets who espouse a 

physical view of love with consummation as its aim appear 

later in the Renaissance and deliver a philosophy which 

is called libertine or naturalistic. Only occasionally 

does a poet speaking as praeceptor amoris attempt a syn-

thesis of the spiritual and physical. Donne and Shakespeare 
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have been seen to do so, with Donne the more success-

ful. 

While much energy and effort are expended on defini-

tion and philosophy, advice or counsel is the most im-

portant function of the praeceptor. This is also his 

most Ovidian function, and as a group English poets acting 

as praeceptor stay close to Ovid's example. They have 

been shown to give advice concerning how to attract the 

opposite sex (the English praeceptor, like Ovid, advises 

both men and women), how to behave during the course of 

an affair, how to keep love alive as well as how to start 

it, and how to perform in bed. Like Ovid, they give 

warnings of various kinds and like him offer cures for 

love. In addition to practical advice, an important English 

element is moral suasion, usually urging marriage or the 

avoidance of sin in the form of lust. Such advice begins 

early in the Renaissance and continues throughout it with 

little or no change. 

One of the more significant changes ushered in by 

the Renaissance is the use of the persona per se, that is, 

the personality other than the poet's own, the mask he dons 

to speak the words of a poem. Poets such as Wyatt, for 

example, speak in a highly personal voice, resulting 

in largely fruitless efforts to find or prove autobio-

graphical elements. Only slightly later, George Gascoigne 
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is seen to refer to some of his own poetry in an attempt 

to prove that the writer is indeed he, George Gascoigne.1 

That he was probably lying the first time, that he is 

probably about to lie in the second poem, and that both 

poems are strictly conventional are of no import. Gas-

coigne understands the idea of persona; he uses his own 

identity much as Ovid had. 

A slightly different turn in the use of a persona is 

taken later. Edmund Spenser has the figure of Colin Clout 

speak directly for him. What is important to this study 

is not that Colin speaks for the poet but the way Spenser 

sets him up for his role in The Shepheardes Calender. 

Colin conforms to a character type, and even though little 

can be discerned about him other than his poetic ability 

and his love for Rosalind, the other shepherds' opinions 

of his intelligence and ability, along with the pastoral 

tradition of the shepherd-lover, make him a solid, concrete 

persona of a type which is an improvement over the vaguely 

realized praeceptor amoris of Wyatt and Gascoigne. 

A further enlargement of and sophistication in the 

use of persona can be seen in many of Donne's love lyrics. 

Unnamed and undescribed, these personae are yet concrete 

speakers and even more knowable and dramatic than Spen-

ser' s Colin Clout. Each speaker has a personality not 

dependent on poetic convention or anything outside the 
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poem. Donne's method is to retain the personal voice re-

introduced by Wyatt and Gascoigne but keep his own identity 

out. When he deals with the conventions of love as prae-

ceptor amoris, he does so in a unique manner; the conven-

tions of Platonism, Petrarchism, and libertinism become 

fresh again when handled by some of Donne's speakers. 

Few other poets handle the persona as well as Donne. 

With the persona as praeceptor, none do. Those who follow 

him keep the personal voice he had used but lose much of 

the sense of immediacy. Personae by the end of the English 

Renaissance speak personally but are not well-differentiated. 

Robert Herrick's and Henry King's speakers sound like the 

poets, one a vicar and one a bishop. Suckling's are 

hardly visible at all. The poetry is there, the thoughts 

are there, but the speaker recedes. He becomes almost 

any lover; his words, while not trite or hackneyed, repre-

sent only the accepted conventions of love. 

Characteristics in the use of the praeceptor vary from 

poet to poet. Lyly, for example, addresses himself to no 

particular audience; "Who loues and would his suite should 

proue" is addressed to everybody who meets those specifi-

cations. There is no speaker, no I in the poem. The prae-

ceptor is apparent only in what is said. Herrick, too, 

while he has a personal voice, addresses no particular 

presence. His Anthea is an abstract; we know nothing of 



151 

her. Such lack of specificity is characteristic of Her-

rick. Like Herrick's, Suckling's and Marvell's voices are 

rhetorical rather than idiomatic; even with such a poem 

as Suckling's "Why So Pale and Wan?" the sense of im-

mediacy is lost in the poetic language, though the situa-

tion of a dramatic monologue is there. Donne's voice, 

on the other hand, is strong because of his personal 

idiom. The strength of the persona, it seems, depends as 

much on the way he gives his advice and on the vividness 

of his listeners as it does on his precepts. 

Though there is little change overall in the Renais-

sance use of conventional personae, there is great change 

evident in the teachings of love as seen through the prae-

ceptor amoris. This indicates a change in the ideas of 

love. Wyatt, for instance, speaking as praeceptor amoris 

early in the period, is hardly Platonic, except as he ex-

hibits the Petrarchan strain. Spenser brings Platonism, 

in his own fashion, to the forefront of English poetry 

and in so doing adds immeasurably to the philosophic task 

of the praeceptor. In turn, Platonism itself becomes a 

simple convention for asexual or moral love and loses its 

vitality as a system of thought about love. 

Spenser and his near contemporaries made Platonism 

or its English derivative a necessary adjunct of "true 

love" and made this love a prerequisite to marriage.2 
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Platonic love begins to take the place of the courtly love 

of Andreas Capellanus and the troubadours. In a final 

turn in the late Renaissance, the praeceptor comes more 

and more to teach a bawdier lesson more akin to the Goliards 

and to Ovid than to the major strain of love which has its 

roots in Petrarch. Donne, for one, under libertine in-

fluence returns to love that is earthier and free of the 

restraints of Platonic love. Late in the English Renais-

sance the praeceptor is more interested in love of women 

than love of wisdom; examples have been seen in Herrick 

and Carew among others. 

The praeceptor amoris of the English Renaissance has 

been shown to add two dimensions to the Ovidian praeceptor, 

those of definition and philosophy. His various defini-

tions have been examined and his two opposing philosophies 

demonstrated. His counsel has been expounded, particularly 

as the split philosophy adds dimensions (moral suasion and 

so forth) to the counsel of the praeceptor of earlier 

times. Changes in some Renaissance ideas of love have 

been delineated, and English Renaissance poets have been 

demonstrated to have had some thoughts about the concept 

of persona. Finally, some continuity in traditional pat-

terns of courtship has been discerned. The praeceptor is 

a vital element of English Renaissance lyric poetry. 



NOTES 

"The Recantacion of a Lover," in The Complete Works 
of George Gascoigne, ed. John W. Cunliffe, I (Cambridge: 
Cambridge Univ. Press, 1907), 51-52. 

2 -Love as a prerequisite to marriage is noted by C. S. 
Lewis in The Allegory of Love (London: Oxford Univ. Press, 
1936), p. 298. Lewis notes only Spenser and only Books III 
and IV of The Faerie Queene. 
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APPENDIX A 

ADDITIONAL POEMS OF DEFINITION 

Definitions of love abound in the English Renaissance. 

Sometimes they constitute entire poems, but frequently are 

found buried somewhere in a longer poem. As discussed in 

Chapter IV, poetic definitions fall into three groups: those 

poems which aim primarily at evoking a lyric quality rather 

than at information; those poems which treat love as an 

object, internal or external, to be analyzed; and finally, 

a few that set preconditions for love in some way. The 

last group was covered in the chapter by "Loves Deitie" and 

"The Definition of Love." The following poems were not 

discussed in Chapter IV. 

Early in the Renaissance, Sir Thomas Wyatt, in "Lo, 

what it is to love," defines love by its effects on the 

lover; Surrey's "Such waiwarde waies hath love" was cited 

in the text. Edmund Spenser gives an extensive definition 

in Colin Clovts Come Home Againe (11. 775-894). These 

three stand out for one reason or another, but during 

the major portion of the Elizabethan period, definitions 

are where one finds them. The source for many of the 

definitions noted by Baskervill in "Bassanio as Ideal 

Lover" in The Manly Anniversary Studies (Chicago: Univ. 
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of Chicago Press, 1923) is Edmund H. Fellowes, English 

Madrigal Verse, 2nd ed. (Oxford: Clarendon, 1929). Besides 

those cited, poems from this work include Robert Jones's 

"Love is a bable" (pp. 509-10), George Peele's "What Thing 

Is Love" (p. 323), and two by William Byrd, "Love Is a 

Fit of Pleasure" (p. 61) and "Is Love a Boy?" (p. 53). 

Baskervill also mentions Thomas Lodge, "I'll teach thee, 

lovely Phillis, what love is," which may be found in Tudor 

Poetry and Prose, ed. J. William Hebel et al. (New York: 

Appleton-Century-Crofts, 1953), p. 162,and Samuel Daniel, 

"Love Is a Sickness," the latter being included in The New 

Oxford Book of English Verse, ed. Helen Gardner (New York 

and Oxford: Oxford Univ. Press, 1972), p. 126. 

The poetical miscellanies are also fertile ground 

for definitions. The Phoenix Nest of 1593, ed. Hyder E. 

Rollins (Cambridge: Harvard Univ. Press, 1931) contains 

"A description of Love" (pp. 90-91), sometimes ascribed to 

Sir Walter Ralegh. The same poem is also found in Englands 

Helicon (1600 and 1614), ed. Hyder E. Rollins (Cambridge: 

Harvard Univ. Press, 1935), pp. 82-83 under the title 

"The Sheepheards description of Loue." Robert Allott's 

England's Parnassus, or Flowers of Our Moderne Poets 

(1600; facsimile rpt. Amsterdam and New York: Da Capo, 

1970) contains two definitions by Thomas Watson, "Loue 

is a brain-sick boy" (p. 172) and "Loue is a sowre 
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delight" (p. 175). A part of "Sonnetto" by Robert Greene, 

quoted in the text, is on p. 172 with a different conclud-

ing couplet and ascribed to "E. 0." Finally, in John 

Bodenham's Belvedere, or The Garden of the Muses (1600; 

rpt. Spenser Society, 1875; facsimile rpt. New York: Burt 

Franklin, 1967) are found two long collections of senten-

tiae entitled "Of Loue" (pp. 28-33) and "Of Lust" (pp. 120-

23). These contain definitions passim as well as almost 

everything else that Renaissance Englishmen thought or 

said about love or lust. 

Included in the second group of poems are 11. 176-82 

of Spenser's "Hymne in Honovr of Loue," which define love 

and lust emblematically, and Shakespeare's Sonnet 116, "To 

the marriage of true minds." Nicholas Breton has a rather 

thoughtful poem entitled "What Is Love?" in The Passionate 

Shepherd; it can be found in Arthur H. Bullen, ed., Poems, 

Chiefly Lyrical, from Romances and Prose Tracts of the 

Elizabethan Age: With Chosen Poems of Nicholas Breton 

(London: J. C. Nimmo, 1890), pp. 105-07. Michael Caven-

dish's "Love is not blind" is found in Fellowes, English 

Madrigal Verse, pp. 376-77, and Jones's "Love is a bable," 

already cited, may belong in this group rather than the 

first. Robert Herrick, in The Poems of Robert Herrick, ed. 

L. C. Martin (London: Oxford Univ. Press, 1965) has two 

poems of definition: "Not to Love" (pp. 102-03), which is 
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in part a definition, and "Upon Love, by Way of Question 

and Answer" (pp. 309-10). The latter belongs in this 

group by virtue of its unconventional diction, but may 

fit with the first group because of its rhetorical pattern, 

which is entirely oxymoronic. And last there is Henry 

Vaughan's "To Amoret, of the Difference Twixt Him, and 

Other Lovers, and what True Love is," in The Complete 

Poetry of Henry Vaughan, ed. Alan Rudrum (New Haven: Yale 

Univ. Press, 1976), pp. 42-43. Vaughan's definition is 

primarily a negative statement, likening the other lovers 

to a will-o-the-wisp; his short positive statement is 

rather Spenserian, including "winged beames, and mutuall 

fire" (1. 33). 

One other poem that needs to be included here is "The 

Canonization" by John Donne; it is a definition in a 

roundabout way. It can be found in The Poems of John 

Donne, ed. H. J. C. Grierson (London: Oxford Univ. Press, 

1912), I, 14-15. 



APPENDIX B 

ADDITIONAL POEMS OF PHILOSOPHY 

The poems of philosophy not treated in the text in-

clude, according to the divisions in the body of Chapter V, 

those exalting the spiritual aspect of love and those 

exalting the physical. On the spiritual side are John 

Hall's "Platonic Love" in Minor Poets of the Caroline 

Period, ed. George Saintsbury, II (1906; rpt. Oxford: 

Clarendon, 1968), 196, and John Donne's "The Undertaking" 

i n The Poems of John Donne, ed. H. J. C. Grierson (London: 

Oxford Univ. Press, 1912), I, 10, and "The Broken Heart" 

(I, 48). 

On the physical side are three more by Donne, "Com-

munitie" (I, 32), "Loves Alchymie" (I, 39), and "Varie-

tie" (I, 113). Robert Herrick has several, among them 

"To Electra: Love Looks for Love" (p. 252), "To Anthea" 

(p. 235), and "To Virgins" (pp. 120-21), in The Poems of 

Robert Herrick, ed. L. C. Martin (London: Oxford Univ. 

Press, 1965). 
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APPENDIX C 

ADDITIONAL POEMS OF COUNSEL 

There are many poems of counsel in the English Renais-

sance. Other than those focused on in Chapter VI, they 

cover a wide range of intent, including moral suasion, 

warnings to those in love, instructions in courting, in-

structions in behavior, and anti-love poems including 

cures. 

Poems of moral suasion, including advice concerning 

marriage, are Gascoigne's "Councell given to master Bar-

tholmew Withipoll a little before his latter journey to 

Geane" in George Gascoigne: The Posies, Vol. I of The 

Complete Works of George Gascoigne (Cambridge: Cambridge 

Univ. Press, 1907), pp. 344-47, and Nicholas Breton, 

"Honest Counsaille" passim in Poems by Nicholas Breton 

Not Hitherto Reprinted, ed. Jean Robertson (Liverpool: 

Univ. of Liverpool Press, 1952), pp. 135-48. George 

Turberville has a pair of marriage poems, "To a young 

Gentleman of taking a Wyfe" and "The Aunswere for taking 

a Wyfe," in "Epitaphes, Epigrams, Songs and Sonets" and 

"Epitaphes and Sonnettes," intro. Richard J. Panofsky 

(Delmar, N.Y.: Scholars' Facsimiles and Reprints, 1977), 

pp. 176-78. 
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Among the various warnings are found "The counsell of 

a freend to one in love" in The Arbor of Amorous Devises, 

ed. Hyder E. Rollins (1597; facsimile rpt. Cambridge: 

Harvard Univ. Press, 1936), p. 9; Gascoigne's "The lover 

encouraged by former examples, determineth to make vertue 

of necessitie" (I, 94); Thomas Carew's "Good counsell to a 

young maid" in The Poems of Thomas Carew with His Masque 

"Coelum Britannicum," ed. Rhodes Dunlap (Oxford: Clarendon, 

1949), p. 25; and Thomas Churchyard, "He perswadeth his 

freend, from the effectes of loue" in The Paradise of 

Dayntie Devises, ed. Hyder E. Rollins (Cambridge: Harvard 

Univ. Press, 1927), pp. 26-27. 

Poems of instruction in courting and behavior are nu-

merous. Breton offers ironic advice in The Vncasing of 

Machavils Instructions to His Sonne in Robertson, pp. 

162-63. Michael Drayton offers advice in sonnet 59 of 

Idea, found in Poems of Michael Drayton, ed. John Buxton, 

2 vols. (Cambridge: Harvard Univ. Press, 1953). Turber-

ville offers, besides the one discussed in the text, "The 

Louers must not despaire though their Ladies seeme straunge" 

(pp. 72-74). Herrick offers two more, "Teares" (p. 287) 

and "Delight in Disorder." Both are found in The Poems 

of Robert Herrick, ed. L. C. Martin (London: Oxford Univ. 

Press, 1965). Henry Vaughan and Henry King have one each: 

Vaughan's is in The Complete Poetry of Henry Vaughan, ed. 

Alan Rudrum (New Haven: Yale Univ. Press, 1976), p. 35; 
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King's can be found in Minor Poets of the Caroline Period, 

ed. George Saintsbury, III (1921; rpt. Oxford: Clarendon, 

1968), pp. 184-85. Its title is "To his unconstant 

Friend." Suckling offers two, "Upon A. M." and "Song: 

Honest Lover Whosoever" in The Works of Sir John Suckling: 

The Non-Dramatic Works, ed. Thomas Clayton (Oxford: Claren-

don, 1971), pp. 27 and 59-60, respectively. Carew has two 

poems of instruction in courting not discussed in the text; 

they are "Good counsel to a young maid" and "Boldnesse in 

love." There are two poems by the former title; this one 

is on p. 13 and "Boldnesse in love" is on p. 42 of Dun-

lap's edition. 

Carew also has a poem against love in the voice of 

the praeceptor, "Conquest by flight" (Dunlap, p. 15), and 

Herrick, besides "Disswasions from Idlenesse," already 

discussed, has "To all young men that love" (pp. 117-18). 

A cure not discussed in the text is Lyly's "A Warning for 

Wooers" in The Complete Works of John Lyly, ed. R. Warwick 

Bond (Oxford: Clarendon, 1902), III, 465. 
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