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PREFACE

The purpose of this thesis is to demonstrate by 

comparative analysis that Shakespeare had a very clear 

idea of the love and friendship conflict which he allow

ed to co-exist in his The Two Gentlemen of Verona. Those 

who have denied that he is the author of the so-called 

artistically inadequate final scene of the play have 

failed to understand thoroughly both the literary fash

ion of Elizabethan times and the impending influence of 

the writers of antiquity who were reasserting themselves 

through the translations of the Renaissance classical 

enthusiasts. While modern philosophers have only the 

word ljoye, often used ambiguously to mean desire, friend

ship, or charity, the Greeks carefully distinguished be

tween these different kinds of associations by using 

more explicit terminology, such as eros, phi 1ia, and 

agape. Eros has been defined as man's desire for physi

cal satisfaction in its lowest form; its predominant 

characteristic is egocentricity. Agape is the pure, dis

interested all embracing love which has no concern for 

self but concentrates entirely on the love object. Eros, 

therefore, is possessive while agape is sacrificial.^

^M. C. D'Arcy, The Mind and Heart of Love, (New 
York: Henry Holt and Co“  19A7), pp. 6l-6^.
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A third type of friendship called philia, which Aris

totle found.the most satisfying to experience, is "a 

mutual relation, a bond which links two centres of con

sciousness in one."' In Renaissance symbolism the eros 

stood for earthly love, while agape represented heavenly 

love.  ̂ Philia, then, is the term most apt to describe 

the generous, soul-exalting, unselfish passion which ex

isted in the friendships which Shakespeare and others of 

his time wrote about.

One cannot possibly hope to understand the Re

naissance exaltation of friendship and the lesser impor

tance given to romantic love without first examining the 

main manifestations of romantic and spiritual attach

ments which existed in classical times. The importance 

the ancients placed upon human relationships is seen in 

the fact that the Greeks were the first to make an ana

lytical study of friendship.  ̂ The present study there

fore proposes: (1) to indicate the origin, nature, and 

purpose of love and friendship as found in the concepts

'Ibid., p. 108.

2Paul Tillich, Love, Power, and Justice, (New 
York: Oxford University Press, p. 5.

3La uren Joseph Mills, One Soul in Bodies Twain, 
(Bloomington, Indiana: The Principia Press, Inc., 1937),
p. 1 .



of three of those ancient authors who exercised a wide 

and deep influence upon the Elizabethan mind, namely, 

Plato, Aristotle, and Cicero; (2) to paint a detailed 

picture of Renaissance interpretation or adaptation of 

friendship versus love as it was enunciated in Neopla

tonic philosophy; (3) to make a detailed dramatic analy

sis of The Two Gentlemen of Verona in regard to plot, 

theme, and characterization; (4) to determine whether 

Shakespeare's depiction of romantic love is compatible 

with his high regard for the friendship of man for man; 

(5) to enumerate the probable and conjectural sources 

from which Shakespeare obtained the major elements in 

The Two Gentlemen of Verona; (6) to arrive at a conclu

sion concerning the subordination of romantic love in 

favor of a "marriage of minds."

This thesis presupposes as accepted chronology, 

Plato's Lysis and Symposium as discussed by Jowett,^ 

Aristotle's Nichomachean Ethics as found in Hutchins's 

translation,^ and Cicero's De Ami ci t i a as translated

W h e  Dialogues of Plato, ed. Benjamin Jowett (5 
vols., 3rd ed.; (London: Lowe & Brydone, 1924), I.

2The Works of Aristotle II, ed. Robert Maynard 
Hutchins ('“Great Books of the Western World"; Chicago: 
Encyclopaedia Britannica, Inc., 1952), IX.
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and edited by ReidJ How much i owe to these transla

tors as well as to Lauren Joseph Hills's book One Soul 

i n Bodies Twain will be obvious to anyone who reads this 

paper.

This is the moment to express gratitude to 

Father Paul F. Smith, my major advisor, who is respon

sible for suggesting the idea of the love-friendship 

theme upon which this thesis was built.

I also wish to thank Father Costello, who pro

vided valuable suggestions which greatly assisted the 

completion of this work.

^Marcus Tullius Cicero, De Am i c i t i a , ed. James 
S. Reid (Chicago: Albert & Scott, 1890)
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CHAPTER I

THE CLASSICAL CONCEPT OF LOVE AND FRIENDSHIP

"Qui am¡cos am¡cum non habet"^

As Mills avers, one ventures on a fruitless 

search who wishes to discover the classical theory of 

friendship, since there was no one theory, but several. 

"And they were dependent upon the fundamental hypothe

ses as to the nature of man, society, and morality."2 

This chapter will trace the theme of friendship as it 

was developed in early Greek and Roman thought in order 

to appreciate the tremendous debt successive generations 

owe to those philosophers of the Golden Age who are 

chiefly responsible for having molded the shape of our 

innermost being. It will, be observed that then as now 

the primary task of philosophy is to discover reality.

A serious treatise on the romantic love of man 

for woman was as rare in ancient Greece and Rome as a 

dissertation on friendship is today. The erotic tradi

tion of love was no more natural or universal during 

Plato's time than it is in some parts of the East today, 

such as India or the Middle East. Jowett attributes the

^Jowett, 1, 45. ^MIlls, p. 6.
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current lack of Interest in friendship to the fact that 

romantic love and marriage have been elevated.^ For 

Plato, the ideal love was that of man for man since wo

men were regarded as inferior beings who could not free 

themselves from the bondage of the family. Therefore, 

the idea of chivalry was homosexual in character. As 

Crossman observes: “Platonic love" today, then, "carries 

with it the greatest irony in its meaning of a spiritual 

relationship devoid of physical desire. Such love, in 

Plato's view, was fit only for God," as we shall see.* 2 

Not until much later did Plato propose the dissolution 

of marriage in an attempt to raise the status of aristo

cratic women that they might share in the companionship 

and intellectual discussion of the men.3 Mills notes 

that

Marriage was not a union of souls; it was considered 
a means of perpetuating the race and a convenient 
domestic and economic arrangement...man found his 
intellectual and spiritual companions outside the 
home. Hence there was no very chivalrous attitude 
toward woman; hence also the immense emphasis on 
friendship.^

^Jowett, I, 535. (An elaboration of the origin 
of erotic love of the sexes will be treated in chapter 
two.

2R. H. S. Crossman, Plato Today, (London: George 
Allen & Unwin Ltd., 1959), P^ 132.

3cf. Plato's Republic, Book V. ^Mills, p. 381.
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I. The Lys i s

In the Lys i s, which is Plato's first attempt at 

defining friendship, he proceeds to develop his dialec

tic on the nature of love without actually answering any 

of the questions he poses in the course of his writing. 

Nevertheless, the value of Lys i s is twofold: (a) Al

though the ending of this dialogue is altogether incon

clusive and negates all hypotheses agreed upon in the 

foregoing parts, it proposes valuable questions concern

ing friendship, many of which transcend both time and 

place. Even today critics continue to attempt to answer 

the original questions which may be phrased to fit con

temporary conditions and immediate problems.^ (b) Se

condly, it is the embryonic stage of the speculations 

which are further developed and clarified in both 

Plato's Symposiurn and Aristotle's Nicomachean Ethics, 

books VIII and IX.

Lysis is divided into two separate dialogues.

The first conversation is between Socrates and young 

Lysis, who is forced to admit that without knowledge he 

is useless, which is very much like saying to know is to 

love-- and be loved. The second and most important dia

logue is concerned with the question "What is friend-

^cf. George Allen, Plato Today, (London: George 
Allen S- Unwin Ltd., 1951).
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ship?" Although Jowett does not agree that the two 

parts have a definite relation to one another, yet in 

the initial discussion Plato has carefully laid the set

ting for Socrates to question Lysis in regard to the 

conditions requisite for a friendship to be established.!

Perhaps the most important notion found in this 

writing is suggested by Socrates when he asks whether 

reciprocity is included among the properties of friend

ship. When Lysis agrees that love does not exist unless 

it is returned, Socrates dispels this delusion by point

ing out that such would not appear to be the case since 

children, animals, and even inanimate objects are loved 

by parents or owners who expect nothing in return.

Another aspect of friendship which has become 

associated with Plato, although he ultimately rejects it 

along with all other ideas in the Lysis, is that similar 

natures attract each other. Socrates quotes the saying 

"God is ever drawing like towards like, and making them 

acquainted."2 Yet, he reasons that such a theory can 

hold true only for the good, as wicked men will hate 

each other. Socrates then ventures to prove that friend

ship necessarily implies desire of an opposite virtue on

 ̂J owe t t ,  I , k ] . 2l b i d . , I ,  62.
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the part of those involved, who must place a high value 

on their friend's worth. Socrates observes that one 

will honor and befriend another who is stronger or more 

useful than he. No sooner does Menexenus fall into the 

trap of agreeing that friendship must therefore be of 

opposites, than Socrates argues that it is unnatural to 

love another who is full of hate, injustice, or intem

perance.

In attempting to discover the positive values of 

friendship, one may well ask with Socrates: When one man 

loves another, who is the friend, the giver or receiver 

of the affection?^ In following Socrates's logic one 

feels growing frustration when he arrives at the contra

dictory position that one often loves his enemy and 

hates his friend. He inquires further, Is friendship 

permanent? And are only good men capable of love? The 

answer to both these questions is dependent upon a 

theory which is formulated in the Lys i s, but which will 

not appear as an eminent part of Plato's philosophy 

until the Sympos i urn. As Jagger explains,

Every kind of society must be based on the idea that 
human beings are bound together by an inner standard 
established in their souls and by the law of a Su
preme Good which binds together both the world and 1

1 Ibid., I, 60.
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the whole universe.^

As one reads further into the writing of the Lysis, it 

becomes obvious that Plato regards the essence of this 

"binding together“ as the result of love, which, he 

judges, is the basis of true philosophy. If, for in

stance, man is emboldened to reach up to the heavens in 

praise of his God, who the Christian remembers made man 

in His image, he must do it through the intermediate 

spirit of love.

Pacheco goes so far as to declare that all the 

argumentation of Lys i s seem to be aspects of the idea of 

an inner standard or urge in man to desire that which is 

amenable to his nature, or that which is like he is.* 2 

One must insist that Pacheco's argument is completely 

unsubstantiated concerning his “ like unto like" proposi

tion, when one considers that whatever direction Plato 

takes in his later writing, he has already concluded in 

the Lys i s that like cannot be the friend of like, just 

as he who is evil is not able to make friends. “Then", 

Plato adds, “the good alone is the friend of that which

^Werner Jagger, Paideia, (New York: Oxford Uni
versity Press, 19^3), II, 175.

2Armando Correia Pacheco, "Plato's Conception of 
Love," (published Ph. D. dissertation, Dept, of Philoso
phy, University of Notre Dame, 19^2), p. 10.
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is neither good nor evil."l The only exception to this 

is that-a human being, who is in himself neither good 

nor bad, may become diseased and therefore require the 

assistance of medicine, which is salutary, in order to 

regain a state of health. Another example of one neither 

good nor bad is a man who longs for wisdom, for, Plato 

tells us, the good man is already wise, and the totally 

ignorant is devoid of understanding and therefore bad.

In Lys i s , however, Plato does not sufficiently elaborate 

upon his meaning of "intermediary" nature. Pacheco looks 

ahead to the Sympos i urn in order to force the definition 

of "intermediaries" to mean "philosophers" or "true 

lovers."2 It does not seem that Plato intended this 

meaning as early as Lysis, however, for he had already 

decided that the good desires nothing and "philosopher," 

of course, means "lover of wisdom."

Socrates finally arrives at a definition of 

friendship, which he declares is the desire for good in 

the presence of evil.3 Such a position is again regard

ed as untenable since he wishes to discover some higher 

raison-d1etre for friendship then its necessary depend

ence upon evil.

^Jowett, I, 66. 2Pacheco, p. 7. ^Jowett,I,67.



As one follows Socrates to the end of his dia

logue with the young friends, Lysis and Menexenus, and 

listens as he secures the youths* agreement in each pro

position, only to lead them to a more acceptable anti

thesis in the next moment, one begins to perceive the 

goal for which Socrates is striving: a first principle 

of friendship which is higher than loving another human 

being either for the sake of goodness or to stave off 

evi 1. Lysis has no dogmatic utterances or rules which 

are finally settled upon. Jowett sums up the essence 

of the dialogue in the following words:

Two notions appear to be struggling or balancing in 
the mind of Socrates:-- First, the sense that friend
ship arises out of human needs and wants; Secondly, 
that the higher form or ideal of friendship exists 
only for the sake of the good.'

Eventually Plato will see that friendship is but 

a step in one's search for an absolute value or final 

reality in the face of which the inter-relations of man 

become shadowy and of relative value only insofar as 

they assist him to achieve ultimate Goodness and Beauty, 

which might also be interpreted to mean immortality. One 

must wait for the Sympos i um, however, written much later 

in Plato's life, to find more positive evidence of 

Plato's belief in the life hereafter. As Socrates bids 1

1 Ibid.. 1, 43.

8



farewell to the two youths, one laments with him that 

"As yet we have not been able to discover what is a 

f r iend."1

9

I 1. The Sympos i urn

From the Lys i s one has gained certain impres

sions concerning friendship, including (1) Plato's be

lief that virtue is necessary for friendship, but (2) 

love is its basis, just as it is the fountainhead of 

philosophy. In the Sympos i urn one may look forward to 

the explanation of the steps that friendship between men 

commonly takes, beginning on a physical plane and even

tually transcending the body in order to attain its real 

purpose: a consumate love of Truth. On the other hand, 

one must not hope to find here a neat list of rules or a 

cleverly devised system of laws on how to make and keep 

friends. Plato, as Frye was well aware, is more accur

ately described as an essayist, who prefers to illus

trate his axioms in terms of myth and allegory.1 2

In the course of the variety of explanations 

given here concerning the nature of love, Plato appears

1 Ibid., 1, 75.

2Prosser Hall 
sity of Nebraska, Vol. 
"Plato," p. 7.

Studies, Univer- 
- 2) ,  1938,
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to refrain from injecting his personal opinions and 

simply presents, as Mills explains "by way of introduc

tion to the real discussion, divers views that were in 

existence prior to him."1 Plato's bias in favor of So

crates is evident, however, in the fact that as in the 

Lysis, Socrates is the dominant figure and champion of 

truth, bringing out answers by patient interrogation, 

which by still further questioning he shows to be irra

tional judgments.

One finds impartial criticism of the Sympos i urn 

particularly difficult in that the characters who pro

ceed Socrates in their discourse on love speak in terms 

of a friendship which is little understood or condoned 

by contemporary society. The persons represented at 

Agathon's feast have all the quirks and imperfections 

which are associated with ordinary people, so that one 

does not find objection to Frye's statement that "no 

more dramatic representation of life and character was 

ever written than the Sympos i um."2 For a sympathetic 

understanding of the particular encomiums on love, how

ever, one must conjure back the time, somewhere between 

384 and 369 B.C. when the Symposi urn is said to have been

^Mills, p. 1. ^Frye, p. 26.
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written.^ This was the era when the idea of one soul in 

two bodies, so graphically developed in Mills's book was 

a living reali ty.

The setting is a dinner party given by Agathon, 

who has just distinguished himself by having won victory 

in a dramatic competition. While the guests eagerly an

ticipate the arrival of Socrates, he exhibits the most 

unusual behavior, to say nothing of his manners, in 

standing outside, as if in a trance, until well after 

the others have finished eating. Finally, he condescends 

to join the gay party of cultivated men and finds each 

eager to outdo the other in an oratorical contest on 

love. A light-hearted atmosphere has been cast by Eryx- 

imachus, the physician, who complains that since almost 

everything including the.utility of salt has been dis

coursed upon with fervent zeal, it is only right that 

Love, the greatest god of all, now be honored. One is 

carried through a labyrinthine path touching the various 

popular beliefs of love, which are expounded in terms of 

both jest and seriousness, until a new positive result 

is achieved through Socrates, in his insistance on 

speaking only the truth.

Phaedrus begins by enumerating the attributes of

1
Jowett, I, 539.
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Love, whom he calls "mighty" and "wonderful," and who 

deserves the greatest praise since It Is only because of 

him that man will be brave and courageous even to the 

point of death. For one who is In love, nothing is more 

Ignomlnous than to appear dishonorable In the eyes of 

his beloved. He concludes by adding that Love is re

sponsible not only for the goodness that exists in this 

world, but also, he Is the author of happiness In the 

world to come. While Phaedrus has done no more than re

verberate the traditional notions of love that are most

ly retained today, Plato has made use of that excellent 

teaching device of beginning with the known to prepare 

the way for the less conventional views which are to 

follow.

Pausanias criticizes Phaedrus's view of love for 

the same reason that he would undoubtedly react adverse

ly to the love manufactured by Hollywood today —  simply 

because of its limitations. He recognizes, what Phae

drus apparently does not, that love is not entirely the 

"romantic" variety which generates in the viscera and is 

sustained, at least temporarily, by the emotions. He 

distinguishes between two types of love: the one which 

he cites as "common" resembles Phaedrus's kind, or, as 

Pausanias remarks that which "the meaner sort of men
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feel, and Is apt to be of women as well as of youths, 

and is of the body rather than of the soul..."^ Later, 

he goes so far as to equate this type of love with evil 

because of its instability. Such an idea is clearly not 

an integral part of Plato's own doctrine for as Crossman 

remarks, "Plato did not believe that human love or physi

cal passion were in themselves wicked as some religious 

people are inclined to believe."^

Pausanias traces the lower type of love to a 

faulty origin. The mother of Common love was the off

spring of a male and female and is therefore the cause 

of attraction one feels for the opposite sex. Although 

his meaning is not altogether clear, he refers with dis

dain to what he calls the "courser sort of lovers" who 

he feels bring shame and discredit to love.

The higher type of love he describes as "hea

venly." The mother of this kind of love issued from the 

male only and is free of licentiousness. "Those who are 

inspired by this love," Pausanias explains, "turn to the 

male," who has the more "valiant and intelligent na

ture:"^ He notes, without disapproval that the world is 

willing to applaud almost any action of a lover, however

^Ibid., I, 551. ^Crossman, p. 129.

^Jowett, l, 551.



foolish he may appear, providing he Is successful In the 

outcome. A lover Is even above the code of honor con

cerning oaths, since he may make or break his word with 

Impunity In the eyes of both the gods and men. Near the 

conclusion of this speech, Plato precipitates Aris

totle's Ethics as Pausanlas describes love of material 

things and pleasures involved In acquiring wealth or 

power through the use of friendship as dishonorable. 

Moreover, he insists upon the virtue as the common de

nominator In friendship, with disinterestedness as its 

necessary adjutant.

As the time approaches for Arlstodemus to speak, 

the procedure Is interrupted by a bit of homely humor 

occasioned by Ar1stodemus1s case of the hiccough. The 

physician Erxyxlmachus, having prescribed a series of 

remedies, agrees to take his turn so that Arlstodemus 

may have time to recover. Erxyxlmachus, assuming a nat

uralistic attitude of a physician observing nature, en

larges upon the Idea of the reconciliation of opposites 

as first set forth In the Lys i s. He praises Eros as a 

great deity who is the harmonizing Influence with whom 

the physician must cooperate to bring about the restora

tion of health In a person who is suffering from hostile 

elements. Thus, the psychological nature of man and his

14



problem of inner conflict is recognized, although dealt 

with in a matter-of-fact, precursory manner.

Rather than burden the reader with further de

tails of the physician's weighty subject, Plato chooses 

to produce an amusing account of the explanation for the 

attraction of one human being for another, as narrated 

by the now recovered Aristophanes. It seems that ori

ginally human beings consisted of three types--man,

woman, and the union of the two. The primeval man as 

described in this myth would strike one of the present 

day as strange, to say the very least. First of all, he 

was round and had four hands and four feet. His head 

had a face on either side, and he possessed the ability 

to walk upright or thrash about using all his appendages 

so as to accomplish a great speed, if he so desired. 

Trouble for our powerful ancestor resulted from the fact 

that man grew proud and refused to offer up sacrifices, 

until his pride became such that he even contemplated an 

attack upon the gods. Finally, Zeus, who had had quite 

enough of man's arrogance, decided that such behavior 

must be punished by slicing man down the middle, thereby 

forcing him into a state of humility. Furthermore, 

should man continue to be defiant, Zeus is prepared to 

split his magnificent creature again, allowing him only

15
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one leg on which to hop about.

Man’s reaction to his division brought about a 

tremendous desire on the part of both halves to be re

stored to their original whole. In their preference to 

cling to each other, each neglected any measures of self- 

preservation altogether, until Zeus, now filled with 

pity, planted the parts of generation in front, where 

they had not always been, for breeding purposes and 

mutual satisfaction. A compromise of temporary union, 

then, satisfied man's physical nature so that he was 

able to fulfill the duties of life. Furthermore, Aris

tophanes explains, the story shows why one man will 

sometimes prefer another man above all others, or a wo

man another woman, or a man a woman, since each is mere

ly attempting to restore his original nature.

The original species were not equal in value, 

however, and that man who seeks out another man is more 

likely to be superior and equal to the duties of a lead

er of the state. Such a person is naturally disinclined 

to marry and prefers instead to live with a lover in a 

state of friendship and complete intimacy. His one de

sire is to be melted into his friend, so that each per

son will have but one soul. What Plato actually thought 

of this homilectic allegory is open to speculation, but
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its importance lies in the serious impact it made upon

the 1iteral-minded'writers of the Renaissance-- a matter

for consideration in chapter two.

Agathon, whose speech is the last to precede 

Socrates, demonstrates his rhetorical abilities without 

contributing any original ideas, since what he says is 

merely an extension of the initial talk given by Phrae- 

drus. Love is again eulogized as the source of all vir

tue, temperance, and justice. Since the great god Love 

is derived from Beauty, one does well to worship all the 

beautiful things of heaven and earth. He recognizes the 

exaggeration of his own praise as he brings his dis

course to an end with the remark the he has spoken in a 

tone "half-playful, yet having a certain measure of ser- 

i ousness."1

One wonders now what Socrates can possibly add 

to parallel those who have already proven their literary 

abilities in the name of the great god Love. He wastes 

no time in assuring those present, however, that he has 

no intention of rivalling them, since he wishes to accom

plish truth rather than fancy speeches.2 By the process 

of interrogation and argument he begins to relate an epi

sode in which he proportedly gained the correct informa- 1

1 Ibid., |, 567. 2 lbid.. I, 569.



tion about love from an old woman called Diotima of Man-

18

tineia. The conceptions, now fully delineated, are iden

tical with those which appeared in the earlier Lys i s.

Love is a mediator who serves as a link in the otherwise 

unsurpassible barrier between God and man. Eros is 

neither good nor bad, wise or ignorant, mortal nor im

mortal, but an intermediate spirit who takes his origin 

from poverty and plenty. Therefore, his fortunes are 

like those of his parents. He remains, like his father, 

poor in spirit and constantly in distress, but following 

his mother Aphrodite, a strong, bold seeker of beauty. A 

man who loves beauty, therefore, may be said to desire 

happiness, which is the same thing as "everlasting pos

session of the good."^

After narrating Diotima's definition of love, 

Socrates prepares to state an idea of great renown asso

ciated with Plato. He begins by qualifying Aristophanes 

thesis that lovers are seeking their other half. To be 

in accordance with the definition of love already given, 

such an idea is only possible if the object of love is 

good. The desire that all creatures evince to procreate, 

is a method of satisfying their desire for immortality. 

While it is good to create by physical regeneration, it
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Is even more meritorious to create that which contains 

spiritual beauty--such as poets and artists can do.

It is here that one learns of Plato's "ladder 

concept" where, through Socrates, he equates love with 

an upward striving of the soul which only a few are cap

able of attaining. The ascent upward can be compared to 

climbing up the rungs on a ladder. At the bottom where 

only emotional love exists, there is a blind groping, 

whereas higher up dwells the love that is directed by 

reason and is lost in amazement for the loved one. From 

the love of physical beauty, in which can be found no ab

solute, one should eventually learn to appreciate beauty 

of the mind, then of laws and institutions, until at 

last he perceives that all beauty is one and the same 

pervasive power in nature. The final goal of love be

comes the contemplation of absolute Beauty itself--or

God. Unlike the Christian God, however, Plato makes his 

Supreme Being appear as a ubitiquous, but impersonal 

force.

The fact that Socrates has already advanced be

yond desiring that which is mutable in his own life 

gives him an insight and restraint which makes it impos

sible for such men as Alcibiades to tempt him. Jowett 

declares, "Socrates is not represented as originally
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unimpassioned, but as one who has overcome his passions: 

the secret of his power over others partly lies in his 

passionate but self-control 1ed nature."^ In Plato's 

ladder concept one reads into the very core of the doc

trine of opposition between the spirit and the flesh 

which was to be sought out again for the new light it 

would cast upon the Renaissance. Carpenter shows that 

Plato's ideal of love or what one today would call "ro

mantic friendship" is ascetic; it is an absorbing pas

sion, but it is held in strong control...the love of 

Women--is for him a mere sensuality."^

Unlike Aristotle, when he discourses on friend

ship, Plato abandons logical exposition in favor of myth 

and poetic prose. Even in the Sympos i urn one feels that 

Plato's varying reflections are only tentative and occa

sionally inexplicit, particularly in the matter of man's 

relationship to God. In eschewing a definite system of 

rules, Plato is perhaps deserving of the vague and gen

eral quality Hills attributes to the Sympos i urn. 3 1

1 Ibid.. I, 525.

^An Anthology of Friendship, ed. Edward Carpen
ter (first issued in Bonibooks Series, September 1935; 
United States of America: Cornwall Press, Inc., 1935), 
p. 38.

ills, p. k.
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III. Nicomanchean Ethics

When Aristotle wrote the Nicomachean Ethics Gom- 

perz reminds us that it was the age “when the sentimen

tal love of boys was now extinguished, but that the sen

timental love of woman had not yet been kindled."^ In 

dealing with the friendship theme found in books Vili 

and IX of the Ethics, one can expect a certain lack of 

agreement with Plato's earlier Lysis and Symposiurn. 

Aristotle is not, for example as preoccupied with the 

erotic relations between males. While Plato's influence 

can be felt throughout the Ethics, the conclusions are 

purely Aristotelian in character. In the main the mat

ter progresses on a course that is unmistakably clear, 

definite, and occasionally dry. As it has already been 

established, for Plato friendship was of relative value 

only. It was left for Aristotle to discover an intrinsic 

merit of friendship which is an end in itself. Mills 

writes that

with Plato, the ideal friendship is that which ap
proaches love of ideal Good, or Beauty; with Aris
totle, the more limited friendship becomes and the 
more exclusive and intimate it is, the more nearly

Theodor Gomperz, Greek Thinkers A History of 
Ancient Philosophy, trans. G. G. Berry, (London: John 
Murray, 1955), IV, 285.
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it approaches the ideal.’

Since without friends life would not be worth 

living, whatever one's fortunes, Aristotle proposes to 

deliberate upon the necessary attributes of a friend and 

also to remark upon the several species of friendship.

He begins by reviewing briefly such previous theories as 

the problem of whether the need of unlike complements or 

the attraction of like to like form the chief motive for 

friendship. Later in book VIM he grants that unequals 

may sometimes be friends, at least for utility's sake, 

providing they lead virtuous lives. In such cases equa

lity is never established completely, as in the case of 

parents and their children. Parents love children, who 

are an extension of their own existence, far before they 

can expect the affection.to be reciprocated. Children, 

in turn, learn to honor their parents as the source of 

their being. Unlike God, however, no parent has unlimit

ed power over his "creation."2

After having acknowledged the problem of the 

like and the unlike, Aristotle directs his argument 

along other paths. First, he notes that a difference ex

ists between love and friendship, although in the course

’Mills, p. k.

^Aristotle Ethics II, VIII, 8. 1159b. 1-10.



of his essay he seems to use these words interchangably. 

Love, he explains, does not require mutual exchange of 

affection, while friendship is defined as "goodwill when 

it is reciprocal."1 Goodwill, however, is only the be

ginning of friendship, since one may wish good to stran

gers, but friendship must be lived on intimate terms.

Surely the most perceptive observations Aris

totle makes are found in his original classification of

friendship into three distinct types-- the good, the

pleasant, and the useful. The least worthwhile of these 

is the friendship based on utility, where the friend is 

needed for what can be gotten out of him. In such a re

lationship, more common among old people, each is zea

lous of obtaining more than he gives and dissolves the 

association when it is no longer valuable to him. Equal

ly transitory is that friendship which exists for the 

pleasure it provides. This kind of association is often 

found in the very young, who are likely to live by their 

emotions. But enduring friendship is more a matter of 

choice than emotions, and it can be of a permanent na

ture only when the participants love and admire each 

other's being for its own sake. The perfect relation

ship is attained in "men who are good and alike in
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virtue; for these wish well alike to each other qua good, 

and they are good in themselves."1 There is no reason 

why such a friendship cannot also include both pleasure 

and usefulness, which are mutually enjoyed. Aristotle 

appraises humanity realistically when he admits that one 

does not frequently come upon the highest type of friend

ship. Time and familiarity are needed, although man in 

his impatience seeks to become friends more quickly.

After making recognition of the fact that virtue 

is the basis of friendship, Aristotle shows that even 

evil men or those who are neither good or bad may be

friend others for the sake of utility or pleasure. In

ferior types of friends, however, will not be free of 

eventual suspicion and slander. One cannot make friends 

at all unless he has certain lovable qualities, such as 

good-naturedness and the ability to enjoy companionship. 

Since having a close friend requires familiarity, it is 

not possible to have more than one true friend at any 

one time. A close friend is like another self, since he 

is to be regarded with the same feelings that one has 

for himself. Such expression as "a single soul" in two 

people illustrates the intimacy of friends.2

2k

1 Ibid., VIII, 3. 1156. 5.

2 1bid., IX, 8. 1168b. 5.
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In considering if one may literally wish his 

friend the greatest good, that is to become a god, Aris

totle's answer is negative. Such a desire, if granted 

he argues, would only bring about the alienation of 

friends, in view of the extreme inequality. One wonders 

also if man may not be described as inherently selfish 

since, as Aristotle affirms, "it is for himself most of 

all that each man wishes what is good."^ This problem 

is dealt with more thoroughly in book IX where existence 

is described as self-centered. To love one's self, how

ever, is not always a matter for reproach. In a sense, 

it is only the good man who can love at all, for the 

wicked suffers inward strife. Take, for example the 

highest type of self-love, where one recognizes that he 

must follow the noblest possible course of action and 

should, above all else, practice justice and temperance. 

This is the self-love against which no one would com

plain. Unfortunately, the term usually implies compet

ing for such things as the highest place, the greatest 

wealth, and the most honor.2 The true lover of self is 

not subservient to his baser desires, nor does he run

1 Ibid., VIII, 7. 1159a. 10.

2 1bid., IX, 8. 1168b. 15-25
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after the appearance of advantage; instead, he strives 

for excellence of character. One has chosen the better 

part for himself in committing any good act, such as 

giving his wealth away to his friends. The noblest ac

tion possible, of course, is to give one's life for his 

friend or his country, since intense joy, even if it is 

of short duration, is preferable to an uneventful life 

which yields less gratifying rewards.

One is hardly satisfied with such an explanation 

and is inclined to agree with Gomperz that from the 

^uasi-hedonistic principles, "there can be no immediate 

justification for self-sacrificing d e a t h . I t  is in

teresting to observe that nowhere does Aristotle tran

scend the earth for the love object. No mention is made 

of a "ladder concept," although Aristotle believes that 

the first step in loving one's friend is in the pleasure 

and delight he takes in his friend's physical beauty. 

Then follows the longing and desire for the presence of 

the beloved. Since Aristotle does not advocate that hu

man relationships are merely steps which lead finally to 

God, the great Friend, it is not difficult to understand 

his dissension from Plato in this matter. Friendship,

26
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then, exists in its ideal form between two good people 

as a kind of partnership, where both live together de

voting themselves to those pursuits which can be shared 

in common.

Aristotle cannot completely concur with his tea

cher again where Plato holds that a happy person does 

not require friends. While it is true that he who enjoys 

felicity does not need useful friends, he still desires 

to have those about him who are pleasant.1 A life with

out friendship is entirely repugnant to Aristotle who 

believes that it is "the greatest of external goods."2 

He reasons that if for no other than a utilitarian pur

pose it is necessary to have friends in order to confer 

benefits upon them, since a truly happy man cannot live 

exclusively for himself. .In adversity, too, it is well 

to have friends who are willing to share the burden of 

pain.

Even more pertinent to this study is Aristotle's 

view in regard to certain rights friends may enjoy. He 

adheres to the proverb "What friends have is common pro

perty," for, he continues, "friendship is based on

1Aristotle Ethics I I, VIII, 6. 1158a. 20.

2 1 bid., IX, 9. 1169b. 10.
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community."^ Comrades, just as brothers, have all things 

in common. Since all things are shared, it is shameful 

to commit a wrong of any kind, but it is even worse when 

it is done to the friend, for "the demands of justice 

also seem to increase with the intensity of the friend

ship."^

Thus, the question is debated as to whether a 

friendship of the highest type should be dissolved in 

the event that one of the persons alter his character. 

Such a problem deserves special consideration because it 

is apropos of a similar situation to be discussed later 

in The Two Gentlemen of Verona. Aristotle argues that it 

is impossible to continue loving another if the beloved 

has been deliberately deceitful in representing himself 

as good. However, if the friend can be reformed, it 

should be done; where this is impossible it is alto

gether right to dissolve the relationship, since the 

friend has already refused to remain on equal terms in 

goodness and intellect.3 As Plato before him, Aristotle 

continues to insist upon the necessity of virtuous liv

ing to produce harmony both with oneself and with one's 1

1 Ibid., VIII, 9. 1159b. 30.

2 1 bid., VIII, 9. 1160a. 5.

3 1 bid., IX, 3. 1165b. 25.



friends. Likewise, he agrees that loving is better than 

being loved, for "love is like activity, being loved 

like passivity."^ It can be inferred that loving is 

therefore closer to being happy which is also an activ

ity. In being active together, Aristotle concludes, 

good men become even better, such as is expressed in the 

saying "noble deeds from noble men."^

In comparing Aristotle with Plato in regard to

their effect upon the Renaissance, Mills comments that

Aristotle is, it is clear, more definite and tang
ible than Plato in the analysis of friendship. Con
sequently, the later theories of friendship, especi
ally as they receive definite literary treatment in 
the sixteenth century, are more Aristotelian than 
Platonic.3

Aristotle's concentration on self love seems to uphold 

the view-point often taken that Greek philosophy is im

pregnated with egocentricity, but such a conclusion de

pends, as it has been shown, on one's definition of 

terms. D'Arcy holds that Aristotle has been misrepre

sented, since fen his triple division of love, the third 

and highest is love for honour's sake. "If this be a 

doctrine of selfishness," he reports, "it is a very 1 2

1 Ibid., IX, 7. 1168a. 20.

2 1bi d ., IX, 12. 1172a. 10.
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enlightened selfishness, for it is no more and no less 

than an exhortation to virtue.11'*

IV. De Ami ci t ia

A study of ancient theories of friendship must 

include an examination of Cicero's De Ami ci tia for two 

reasons: (1) it will serve as a recapitulation of the 

highlights of the foregoing works, since it is heavily 

imbued with both Platonic and Aristotelian thought and 

(2) because sixteenth century literature used Cicero as 

a main source for ideas in their writings.2 Hadas af

firms that "In shaping the modes of European thought and 

expression, the contributions of Cicero are beyond cal

culation."3

The style adopted by Cicero approximates that of 

Aristotle in that there is less disputation and more ex

position than Plato allows. Perhaps because Cicero lived 

later than his Greek predecessors, he has, as Reid ob

serves, come closer with his word "amicitia" to what the 

modern recognizes as friendship than either Aristotle or * 2

,M. C. D'Arcy, pp. 105-106.

2Mills, p. 6.

^Moses Hadas, ed. The Basic Works of Cicero,
(New York: Random House, Inc., 1951), p. xi i i .
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to love those whom we know to be good, although it may 

be that we have never actually seen them. Since we can 

love strangers, Laelius continues, how much more we can 

love those we do have contact with, who are both good 

and virtuous.1 While friendship is delightful in times 

of prosperity, it is equally necessary in adversity be

cause hardships are made easier to endure. So great is 

the power of friendship that a friend, or an alter ego, 

may be enjoyed through recollection when the friend is 

absent or even dead.^

Laelius debates the problem of whether friend

ship is an object of desire which one requires in order 

to fulfill a need, or if it is derived from a more ele

vated origin. He states:

It seems to me that friendship springs rather from 
nature than from need, and from an inclination of 
the soul joined with a feeling of love rather than 
from calculation of how much profit the friendship 
is likely to afford.3

Here Cicero appears to be idealistic in that he defines 

the agape type of love only. His view is narrower than 

Aristotle's and does not include pleasure or utility as 

objects for friendship at all. Through mutual sympathy, 

familiarity, and kindliness friends grow closer and

1Ibid.. p. 23. 2 lbid., p. 19. 3 1bid., p. 27.



cement their relationship into a permanent, even eternal, 

cond i t i on.

There are times, nevertheless, when the imperfec

tions of man or the viccissitudes of fortune make separ

ation necessary. Obstacles such as a difference in poli

tical views, rivalry in love, or preferments in business 

are imimical to the continuance of friendship. Just as 

materialism kills perceptiveness to nature, so also 

there is no enemy greater than money or ambition to in

jure love for a friend. Since friendship is based on 

goodness, it can be destroyed by any evil, such as im

proper requests, which are contrary to honor. Laelius 

advises: "Let this, therefore, be established as a pri

mary law...that we expect from our friends only what 

is honorable, and for our friends' sake do what is 

honorabl e." ̂

Cicero admits with Aristotle that it is too of

ten the case that friendship is developed to assure help 

or support from another rather than for affection alone. 

It may be that advantage can follow friendship accident

ally, but friendship does not result from advantage. For 

true friendship, one must rise above mediocre man, who

1 Ibid., p. 31.
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believes that nothing is worthy but that which is pro- 

f i table.

Three common opinions on friendship current in 

Cicero's time to which he cannot assent include: (1) the 

Aristotelian idea that we should have the same amount of 

affection for friends that we have for ourselves; (2) 

that the affection we apportion our friend should be re

turned in the exact amount; and finally (3) that what

ever worth a man assigns himself should be accepted by 

others.1

The first statement is erroneous, according to 

Laelius, because "how many things, which for our own 

sake, we should never do, do we perform for the sake of 

our friends?"^ It would be better to say that each per

son should love his friend in the same way as he first

loves himself-- for his own sake. The second viewpoint

does not take into account the magnanimity of friendship 

and is too confining. The last opinion, which Laelius 

calls the most detestable of all, ignores the possibil

ity that a friend may be extremely humble and lowly in 

spirit, although he possesses many good qualities.

Scipio, Laelius mentions, found no statement so

11bjd.. p. 37. 2 Ibid., p. 38.
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abhorrent as that which says that one ought to love as 

if he will one day hate. Man should, instead, use such 

discretion in the choice of friends that resulting 

friendship would make hate impossible. As long as a 

friend has good character, no limitations to the rela

tionship should be made. One must, of course, withdraw 

his friendship from another who has committed an in

famous act. In accord with Plato, Cicero would test 

friendship for sincerity, but he would avoid suspicious

ness in any case.

Cicero continues the discourse of Laelius with

his speculations on the desire which all creatures share

to unite themselves with another. Here recurs that idea

of one soul in two bodies, as Laelius comments,

how much more naturally does this take place in man 
by nature, who not only loves himself, but seeks for 
another whose soul he may so mingle with his own as 
almost to create one person out of two?^

Cicero's close reading of the Ethics becomes evident 

again when he uses the same illustration as Aristotle 

concerning Timon of Athens, who despite his misanthropy, 

needed another person to listen to his vituperative re

marks about mankind.

The discourse is brought to a close with the

1Ibid., p. 50.



final consideration of how to criticize a friend when it 

becomes obvious that his behavior demands reproof. Since 

the scourge of friendship is ill will, one should be es

pecially willing to both give and receive counsel in a 

friendly manner. Also, it is much better to be told the 

truth by a friend than to be flattered by the lies of a 

sycophant. Cicero defines love again, this time as "noth

ing else than to be attached to the person whom you love 

without any sense of want, without any advantage of be

ing sought."!

Although the relation of friendship is a foreign

pursuit in modern philosophy, one feels Cicero's down to

earth applicability of previous theories renders his

writing more practical and in touch with the present

than either of the two Greek writers. Mills finds that

There is not the dialectic of Plato, or the dilet- 
tanteism of the Epicureans. Yet there is great 
charm; that, and the reputation Cicero had in gen
eral in the English Renaissance, made the De Amici- 
tia of prime importance in the revival of friendship 
cuTture in the sixteenth century.2

An attempt has been made in this chapter to 

point out the following principles which existediin 

ancient times: that friendship is a basic need or nat

ural instinct which exists in every creature; that since 1
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man is gregarious, he will find the greatest happiness 

in seeking out another like himself in rank, education, 

and wealth, so that they might enjoy life together in 

their intellectual pursuit of love; and finally, that 

friendship of the highest type is a permanent contract 

which can only be broken by such adversities as a de

crease of mutual advantage and dishonorable or unjust 

actions. Contrary to modern thinking, the classical no

tion that ffiendship is more sacred than love was a com

mon theme in ancient literature, which was to be glori

fied once more in the Renaissance. Its application to 

the problems arising in The Two Gentlemen of Verona will 

be treated later.



CHAPTER I I

THE RENAISSANCE INTERPRETATION OF LOVE AND FRIENDSHIP

"The love of men to women Is a thing common and of 
course, but the friendship of man to man, infinite 
and immortal." Lyly's Endymion III, iv, 48-51.

According to Sir Arthur Qui11er-Couch,

Renaissance writers had a fashion with Friendship: a 
literary convention of refining, idealizing, exalt
ing it out of all proportion or at any rate above 
the proportion it bears in our modern minds, either 
to love between man and woman or to parental love.i

It is the concern of this chapter to give an ac

count of the tremendous interest in the classical friend

ship theme leading up to Elizabethan times and to show 

the effects of its convergence with the surviving court- 

of-love conventions, so that by the end of the sixteenth 

century writers did not hesitate to intermingle these 

two conflicting elements, with friendship often present

ed as the predominant or superior value.

What C. S. Lewis says of old poetry is also true

of ancient philosophical ideas of Friendship:

Whatever we have been, in some sort we are still. 
Neither the form nor the sentiment of this old 
poetry has passed away without leaving indelible 
traces on our minds.* 2

 ̂S i r Arthur Qui 11er-Couch, ed. The Two Gentlemen 
of Verona (Cambridge: At the University Press, 1921), 
p. xv.

2
C. S. Lewis, The Allegory of Love (London: Hum

phrey Milford, 1938), p~. H

38



While the Renaissance cannot be considered as a 

reversion to paganism, there is in Neoplatonic philoso

phy the same longing for ideal beauty and perfection of 

the ancients, the acceptance of love as a mystery "mani- 

fested in time, but having its origin and end in eter

nity," and the recognition of three kinds of love,-- the

Divine, or union with the beautiful, which is the image 

of the Creator, the Human, which consists in enjoying 

the company of the beloved, and the Bestial, or mere

sensual pleasure.1 Theoretically, licentiousness is de-
\

cried, and human love is considered good if it incites 

men to virtue. The Platonic dualism of good versus evil 

is seen in such writings as the following: "Man's soul 

hovers on the horizon of the spiritual and material 

worlds, ready to obey either of its contrary i mp ul se s .

It must be noted that although little attempt 

will be made to transmit the Platonic heritage through 

the Middle Ages, since the complex problems here involv

ed are outside the scope of this inquiry, it will be ne

cessary to glance briefly at the time when an enthusiasm 

for the classics received its first impetus in Europe.
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(New York: Columbia University Press, 195b),  p. 7b.
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Neoplatonism was not new in the sense that it 

had its roots in Platonic, Pythagorean, Aristotelian, 

and Stoic traditions.1 Also, Church Fathers, such as St. 

Augustine, knew the classics and introduced classical 

thought into their writings. During his pre-Christian 

period, St. Augustine conceived an interest for Plato 

which is manifested in his De Ci vi tate Dei, a writing 

highly influential in the Middle Ages. The Church as a 

rule did not encourage the development of passionate 

types of friendship. However, both Plato and Aristotle 

seem to be speaking through St. Augustine in the follow

ing passage:

I wondered yet more that myself, who was to him a 
second self, could live, he being dead. Well, said 
one of his friends, 'Thou half of my soul:' for I 
felt that my soul and his soul were 'one soul in two 
bodies:' and therefore was my life a horror to me, 
because I would not live halved.2

Neoplatonism may be said to have come into ex

istence in the Renaissance with the translations of 

Plato into the vernacular by the Italian Marsilo Ficino 

in 1484.3 Ficino was, in fact, the first person to use 

the term "platonic love." Even a century before,

^Oxford Classical Dictionary, ed. M. Cary (Ox
ford: At the Clarendon Press, 1957), p. 602.

ills, p. 18. kelson, P. 69.
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Ôxford Classical Dictionary, ed. M. Cary (Ox
ford : At the Clarendon Press, 1957), p. 602.

i l l s , ^Nelson, P.p. 18. 69.



Petrarch had held Plato in veneration, although he re

jected such primary theses as the idea that evil is the 

result of ignorance, or its contrary, knowledge is vir

tue, in favor of the Christian idea that sin results 

from a "misdirection of the will."1 Petrarch was limit

ed, however, in the fact that he did not know Greek, and 

only a small amount of translating had been completed at 

that time.

Since friendship was viewed as a spiritual mar

riage between souls where sex had no place, the Renais

sance writer first adapted Plato‘s idea that a young man 

is the correct object of desire. It became important, 

then, to secure a position free from the taint of homo

sexual relationships. The polemic therefore follows that

. . . the beauty of the male is not apt to awaken 
carnal desire as that of a woman, which was ordained 
to arouse in us the desire of generating corporally. 
This fact encourages me to lend credence to Plato 
and his imitators, who in loving males, as they did 
not let themselves be carried away by that dishonest 
appetite, altogether repugnant to nature, thus show 
that they ardently desired to help them and to make 
them valorous and learned.2

Contrary to Qui11er-Couch1s statement quoted on

^esca Adeline Robb, Neoplatonism of the Italian 
Renaissance (London: George AÏ 1 en & Unwi n Ltd., 1935), 
pp. 25-26.

^Nelson, p. 72. cf. Nobili, 
amore humano, p. I6v.

Trattato, del 1 *
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page thirty-eight, Neoplatonic love was not merely a 

literary fashion; it involved the acceptance of a philo

sophical outlook. An exemplification of the passionate 

type of friendship is shown in the relationship between 

Languet and Philip Sidney. Languet writes to Sidney:

Your portrait I kept with me some hours to feast my 
eyes on it, but my appetite was rather increased 
than diminished by the sight.1

And Sidney returns the sentiment:

The chief object of my life, next to the everlasting 
blessedness of heaven, will always be the enjoyment 
of true friendship, and there you shall have the 

x chiefest place.z

Similarly, Montaigne writes of his dead friend, Estienne 

de la Bo'etie in terms which moderns would describe as 

immoderate and amorous.3

As Lewis has observed, the exchanges of male af

fect i on

were themselves lover-like; in their intensity, 
their wilful exclusion of other values, and their 
uncertainty, they provided an exercise of the spirit 
not wholly unlike that which later ages have found 
‘in 1ove.1h

The transition from the sworn-brotherhood idea

^Edward Dowden, ed. The Sonnets of William 
Shakespeare (London: Kegan Paul, Trench & Co., 1881), 
P. 9.

2 lbid., p. 9. 

Vewis, p. 10.

^Carpenter, pp. 195-220.



to the tendency to apotheosize friendship is a very gra

dual one. The emergence of the classical ideal of 

friendship is estimated to have occurred at the end of 

the fourteenth century.1 Schools assisted the process 

of enlightenment by the use of Greek and Latin textbooks, 

which were becoming more common in the schools in Eng

land by 1531. That the new learning is influential by 

the sixteenth century is obvious in the frequent allu

sion in literature to Cicero, called "the Prince of Elo

quence," as well as to Aristotle and Plato.

Chaucer's "The Knight's Tale" may serve for a 

very early example of the conflict between the interests 

of friendship and love. Palamon and Arcite, whose affec

tion for each other has never flagged, suddenly find 

their peace of mind threatened when both fall in love 

with the fair damsel Emily. Any similarity with classi

cal standards of friendship is very slight in the plot 

which revolves around this triangular situation. True to 

the policy of the ancients, both young men are equal in

rank, age and position, but otherwise the story remains
1

faithful to courtly love traditions. The young men have, 

for instance, fallen in love through the eye, a device 

which Plato discountenanced. Moreover, Palamon rests his

1 Hi 11s, p. 70.
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argument on the fact that he saw Emily first and is

therefore more deserving of her. There is no generous

sacrifices made. Instead, Arcite seems to paraphrase

Ovid when he replies:

Who shall yeve a lover any lawe?
Love is a gretter lawe, by my pan,
Than may be yeve to any erthely man.

(« A , 1163-5)1

In Pater's opinion, "The Knight's Tale" is an 

assertation of the passionate exaltation of comradeship 

which Chaucer expresses so strongly "that one knows not 

whether the love of both Palamon and Arcite for Emelya, 

or of those two for each other, is the chiefer subject
o

..." Friendship is not allowed to triumph in the end, 

however, nor is love defeated by the triangular problem. 

Mills has rightly pronounced this tale to be "that of 

sworn-brotherhood rather than that of classical tradi-

t ion.

In 1566 Richard Edwards took up the Palamon and 

Arcite story again, this time to dramatize it. The 

strong element of friendship is brought to bear once 

more, although again it is not of classical derivation. 1

1 The Complete Works of Geoffrey Chaucer, ed. F.
N. Robinson (Chicago: Houghton Hitflin Co., 1933), p. 32.

¿Walter Pater, The Renaissance Studies in Art 
and Poetry, (London: Macmillan & Co., Ltd., 1901), p. 8.

3m ills, p. 66.



Edwards displays his knowledge of the classics a 

few years later in his only surviving play, The Excel 1 - 

ent Conned i e of Two the Most Faithful lest Freends, Damon 

and Pythias, printed in 1571 .1 Edwards has utilized a 

plot depicting the nature of true friendship which Mills 

traces back to Aristotle's Nichomachean Ethics.^ The 

friendship is based on virtue, as prescribed by Aris

totle, which is able to withstand the direst straits. In 

contrast to Damon and Pythias, whose fervid affinity 

rivals amative love, are the court sycophants, Aristip

pus and Carisophus, whose friendship is based on utility. 

Aristeppus acknowledges the superficiality of his posi

tion when he announces that

Who markes this friendship betwene us two
Shal iudge of the worldly friendship without any 

more a do
It may be a ryght patron therof, but true friend

ship, in deede,
Of nought but of vertue, doth truly proceeded 

The personal ethic of justice so preponderant in Aris

totle and Plato is victorious here as Carisophus is 

taught a lesson for his falseness. Aristippus throws him 

over with the words:

^Ibid., p. 134. ^1 bid., p. 136.

^Richard Edwards, Damon and Pythias The Malone 
Society Reprints, (Oxford: Charles Baty at the Univer
sity Press, 1957), Scene I, 140-143.
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My friendship thou soughtest for thine owne commodi- 
t ie,

As worldly men doo, by profite measuring amitie:
* * * • • • • • • • • • • • •

Therefore sinke in thy sorrow, l doo not deceaue 
thee,

A false knaue 1 found thee, a false knaue I leaue 
thee.'

The play is totally exempt of courtly love em

broilment, while Edwards appears to make a deliberate 

inclusion of both Aristotelian and Platonic elements.

The "perfect amity" of Damon and Pythias begins when 

they form a friendship at school and grow so close

That all their whole dooynges do fall to this 
i ssue--

To haue no respect, but onely to vertue:
All one in effecte: all one in their goynge,
All one in their study, all one in their doyng:

I thinke they haue but one hart betwene them:1 2 

In the course of the drama, Pythias comes to love his 

identity in that of his friend, who, in turn, is not to 

be outdone, so that they lose their individual personal

ities in each other:

Though it seem: yet in good faith, when I am alone,
I forget I am Pythias, me thinke I am Damon.3

In spite of the afflictions which both Damon and

1 Ibid., Scene 17, 1849-1850; 1859-1860.

2 1bid., Scene 5, 262-265, 271.

^ I bid., Scene 7, 382-383.



Pythias must endure, including Pythias's sacrificial of

fer to stand in for Damon when he is unjustly condemned 

to death, the play ends on the happy, if didactic note 

that through constancy friendship will prevail.

Leicester Bradner shows evidence that Edward's 

drama is derived from Elyot's The Boke of the Governour. 

One example of proof for Leicester's statement is cited 

by Newlin in his remark concerning Damon and Pythias, 

who are, in the Governour, called Pythagorians. Newlin 

records

Edwards responded to this suggestion, by introducing 
into their dialogue a bit of Pythagorean doctrine 
which he (Leicester) had learned in the Lives of the 
Phi 1osophers:1

Damons words are

Pythagoras said that this world was like a stage 
Whereon many play their parts; the lookers on, the 

sage
Philosophers are, saith he, whose part is to learn 
The manners of all nations and the good from the 

bad discern. (11. 348-350)2

The comments brought forward by Newlin are sig

nificant in that Sir Thomas Elyot, who will be treated 

more thoroughly in chapter four, represents in his writ

ing the first attempt in England to make practical the * 2
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^Claude M. Newlin, "Some Sources of Richard Ed
ward's Damon and Pythias" MLN, XLVIl, (1932), p. 14-5.

2 l_bid., p. 146.
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Platonic doctrines as a guide for everyday living. He 

describes his reverence for Plato in the following ex

cerpt taken from the Governour:

But aboue all other, the workes of Plato wolde be 
most studiously radde whan the jugment of a man is 
come to perfection . . . Lorde god, what incompar
able swetness of wordes and mater shall he finde 
in the said warkes of Plato and Cicero.

In The Boke of the Governour one finds, as Hills men

tions, a

flowing enthusiasm in discussing the relationship of 
friendship to life, a real passion for the ecstasy 
of friendship as a great amenity of life and a so
cial necessity. 2

Elyot's contribution of having translated the idealism 

of antiquity into common parlance which was meaningful 

to the masses made his book, at least in Mills's opinion, 

“ ...the most important book of its kind in the sixteenth 

century (in English)...“^

Since Spenser has been accorded the honor of re

presenting “the culmination of Renaissance tendencies," 

it behooves one to examine the particular effects of 

Neoplatonism on the friendship theme in the Faery 

Queene.** One notices that the term “ love" is employed, 

as it is in Aristotle, in a very general sense to 1

1 Mi 11s, p. 80. 2 1 bid., p. 97.



include all phases of man's relations with others. Also, 

in the last part of the story, as Lewis points out, the 

concept of romantic marriage entirely discounts the old 

idea of courtly love.^ Pure Aristelianism has been in

jected into the allegory so that Spenser follows the 

same pattern as Aristotle has done. Friendship is dealt 

with not only in regard to those relations between two 

friends, but also mention is made of wider associations 

that man establishes with people in general. Spenser 

keeps intact the theme of incorruptible friendship by 

contrasting it, as Edwards did, with friendship of an 

unworthy variety.

Inherent in book four is the philosophy that a 

principle exists in the world to bring about a harmoniz

ing effect in the life of man. Life might be defined by 

Spenser as the great synthesizing idea in the world. In 

the Hymme of Heavenly Beautie the Platonic "Idea" is 

treated:

Fair is the heaven...
More faire is that where those Idees on hie
Enraunged be, which Plato so admired.2 (78-83)

As Mills has stated, "Spenser is more interested in 1

1 Lewis, p. 3^0

o
William Lindsay Renwick, Edmund Spenser (London: 

Edward Arnold & Co., 1933), p. 155.

**9
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emphasizing the essential unity of love and friendship 

than he is in illustrating any partial conflicts."! Yet, 

one cannot deny that a definite struggle for the posses

sion of men's soul develops between the forces of good 

or concord and those of evil or discord. It is perhaps 

an oversimplification to limit Spenser to any one school 

of thought. A more realistic approach is to accept the 

idea that in Spenser's unifying cosmic principle, he has 

included in his allegory not only the ideas of Aristotle, 

but also "practically all the phases of the classical 

ideas about love and friendship that survive in myth and

philosophy."^

That the Renaissance interpretation of Plato was 

not always in accordance with such basic notions as his 

ladder concept, or the spiritualization of love, is ap

parent in the literature which posited a love which, as 

Lewis says, "reaches the divine without abandoning the 

human and becomes spiritual while remaining also car

nal;" such were the effects of an epoch that resuscitat

ed classical theories while clinging fondly to the old 

chivalrous attitude which had had its heyday.3 a list of 

tenents taken from plays and masques written from 1625

]Mi11s, p. 237. 2 Ibid., p. 237. 3Lewis, p. 5.
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to 1640 illustrates the unsuccessful attempt to subli

mate man's erotic impulses, and mingles, instead, sexual 

attraction and eternal desire for friendship:

1. Fate guides all lovers.
2. Beauty and Goodness are One and the same.
3. Beautiful Women are Saints to be worshipped.
4. True love (that is love of soul) is of equal 

hearts and divine.
5. Love is all important and all powerful.

Eth i cs

1. Marriage and convention are secondary to true 
love.

2. Sin is abreaking of the Vows of True Love.
3. True Love allows any liberty of action or 

thought.1

The clash between the ideals of love and friend

ship was inevitable when one considers that between an

cient times and the Renaissance, Platonism did not be

come popular; it remained as esoteric wisdom. Several 

obstacles prevented the concept of friendship from de

veloping for its own sake, such as that which existed in 

ancient times. First of all, classical books were rare. 

The majority of the people in Europe were ignorant of 

classical theories and concentrated on the world to come. 

Also, there was a definite tendency to inhibit rather 

than express human instincts. The last two factors--the

]G. F. Senesbaugh, "John Ford and Platonic Love 
in the Court," Studies in Philoloqy. XXXVI, (1939),
p • 210 •



theory of the feudal system and the system of chivalry, 

are of primary importance: feudalism, because it tended 

to keep men in their status-quo for self-préservâtive 

measures, and chivalry, because it placed women on a 

pedestal, at least for the purposes of poetic exclama

tion. According to Hills, the friendship that did exist 

was Teutonic in origin and took the form of a primitive 

sworn brotherhood idea, which bore little resemblance to 

the joining of spirits.1 Mills makes this important dis

tinction between the medievalist and the humanist:

Real humanism (that of the sixteenth century) ap
plies to classics directly to life. The medieval 
classicist applied the classics to life throuqh the 
intermediary of theology, and thus distorted or sub
merged the ideals of the ancients.2

Of the main streams of influence that filtered 

into the Renaissance, none is more dynamic than that 

which began the struggle for woman to begin her descent 

down from the pedestal to accept a more realistic and 

equal position with men than she had previously enjoyed. 

The whole Renaissance amatory theory takes its origin 

ultimately from the aesthetics of Plato, who may be said 

to be the first feminist. Mills calls the rise in wo

man's stature a development which can be attributed to
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the Platonl sts, who believed love to be "the expression 

of the yearning of the soul after true beauty.1,1 More

over, he mentions that Christianity and Marlolatry were 

also contributory phenomena In bringing about the higher 

status of women.2 Such a statement, however, cannot be 

accepted as a foregone conclusion. Lewis, for example, 

takes very definite exception to Mills's Idea and states 

in no uncertain terms that neither the "worship" of the 

Virgin or the Medieval Church "encouraged reverence for 

women at all:" while it Is an erroneous error, he contin

ues, "to suppose that she regarded sexual pass Ion...as a 

noble emotion."3 |f literature be a reflection of life, 

one must agree with Lewis when such stories as Chaucer's 

"The Knight's Tale" corroborate his words with the bar

tering that occurs for the passive heroine, Emily.

Friendship between men, the sworn brotherhood 

variety, such as that of the famous Ami s and Amiloun of 

French literature, begins to be replaced In the early 

part of the Renaissance with love between men and women. 

In true Neoplatonic tradition, Renwick tells us that 

woman's main duty Is to arouse desire In man by emphasis 

upon her beauty; she was not, however, to allow personal
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contact, but simply remain as an unattainable vision of 

loveliness.^ The beauty of a woman is to be regarded not 

only as an object of love in itself, but also as a re

minder of the eternal Beauty of God. Because of the 

still prevailing law of amour courtois. which demanded 

fruition, the Renaissance lover is not always content to 

hold himself at arm's length from the object of his de

sire. His efforts are therefore directed toward showing 

himself to be pure and virtuous, in the eyes of his lady, 

in order to gain her consent to marry him.2

A description of the perfect woman of the Re

naissance is described in the writing of Castiglione, a 

sixteenth century writer:

I will that this woman have sight in letter, in 
music, in drawing or painting, and skilful in danc
ing and in devising sports and pastimes; accompany
ing with that-- the other principles also that have
been taught the courtier. And thus in conversation, 
in laughing, in sporting, in jesting, finally in 
everything, she shall be had in great price; and 
albeit staidness, nobleness of courage, temperance, 
strength of the mind, wisdom, and the other virtues 
a man would think belonged not to entertain, yet 
will I have her endowed with them all.3

Here one notes the pressure of the Renaissance being

exerted to develop the different faculties of woman as 1
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^Lewis Einstein, Renaissance in England (New York 
Columbia University Press, p.' 8b. a----
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well as man. The passage is taken from The Court i er. 

which was written exclusively for aristocratic circles.

The attitude toward marriage which had prevailed 

in medieval times was another aspect in the man-woman 

relationship which was to undergo the process of ideali

zation. Living in the twentieth century, in which any 

remnants of chivalry have been obscured by the totally 

"emancipated" woman, one finds it somewhat difficult to 

appreciate the kind of life a woman endured in less pro

pitious times. It is clear that in the twelfth century, 

the romantic idea of a man and woman falling in love and 

living happily ever after did not exist even in mythol

ogy. Rougemont refers to an official piece of writing 

which makes very explicit the belief that love and mar

riage cannot be united: .

We declare and affirm, by the tenour of these pre
sents, that love cannot extend its rights over two 
married persons. For indeed lovers grant one an
other all things mutually and freely, without being 
impelled by any motive of necessity, wheras husband 
and wife are held by their duty to submit their 
wills to each other and refuse each other nothing. 
May this judgement, which we have delivered with 
extreme caution, and after consulting with a great 
number of other ladies, be for you a constant and 
unassailable truth, Delivered in this year 1174, on 
the third day before the Kalender of May, Proclama
tion VI l J

^Den is De Rougement; Love in the Western World, 
trans. Montgomery Belgin (New York: Pantheon Books, 
1956), p. 34.
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Forces were already at work, however, which were 

to effect a change in the attitude toward love so monu

mental that, as C. S. Lewis says, it makes the Renais

sance appear "a mere ripple on the surface of litera

ture."1 He is referring, of course, to the inexplicable 

emergence of courtly love, a phenomenon, which origin

ated in southern France in the eleventh century. Lewis 

contends that courtly love is more than a phase in the 

story of literature:

In fact, an unmistakable continuity connects the 
Provencal love song with the love poetry of the 
later Middle Ages and thence, through Petrarch and 
many others, with that of the present day.2

Of the characteristics of Provencal love, which 

include Humility, Courtesy, Adultery, and the Religion of 

love, the last is by far the most significant. Regarding 

love as a Religion was the result of a mistake made dur

ing the Middle Ages of taking seriously Ovid's Art of 

Love, which had been written as a huge joke. The follow

ing lines from Ovid might have been written for Platonic 

friends or lovers one meets in Renaissance literature 

who promise to be constant, but who have no scruples to 

shift their affection if greater love is seen elsewhere:



There’s ne'er a friend who faithful is in love 
I who know speak. Let fair maid once be seen, 
And every man will woo her for his own.l
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The source of the abject lover in the courtly 

love tradition is an outgrowth of the Ovidean idea that 

love is an avenging god who gives no peace to those who 

resist him. Lewis shows that this definition of love is 

outstanding in twelfth century French poetry, where one 

finds the idea that those who refuse to be enslaved by 

love deserve no happiness.

Lewis holds that the medieval view -- omni s 

ardentio amator propriae uxo r i s adulter est -- that pas

sionate love was evil even if the object of this love 

was a marriage partner, is partly responsible for the 

prevalence of adultery.^ If true love is concluded to 

be impossible in marriage, one can rationalize that per

haps it can be attained outside the marriage bond. Since 

Renaissance man was strongly influenced by this tradi

tion, which romanticizes the relations between unmarried 

man and woman, he lived in a society which bears greater 

similarity to modern thought than to the concepts which

1Elizabeth Hazel ton Haight, Romance in the Latin 
Elegiac Poets, (New York: Langmans, ¿reen & Co., 1932), 
p. 155. (cf. Ovid's Tri stia II, II. 3 k, 3-k).

Ibid., p. 1 5 .



existed in antiquity. A certain amount of misinterpre

tation of Plato in the sixteenth century was, therefore, 

not surprising.

In reply to the question, "What was so attrac

tive in Neoplatonism during Renaissance times?", one 

cannot give a more concise answer than that written by 

William Renwick, who points out that such philosophy was 

the fashion of the day. Finding in Plato, Aristotle, 

Cicero, and other classical writers emphasis on friend

ship as an object of aspiration, many Elizabethan writ

ers became interested in the theme and attempted to let 

it co-exist with the courtly love idea. In their preoc

cupation with man as a social being, such writers are 

sometimes accused of ignoring man's spiritual nature. 

Tillyard is right in his refutation of the idea that the 

humanistic tendencies necessarily imply the "grossly 

sensual."^ Certainly the Renaissance man, with his re

newed belief in his own perfectabi1i ty, may have been 

guilty of the heresy committed earlier by Pelagias, that 

he could raise himself up by his own endeavors, but the 

idealism adopted from Neoplatonism, though not a religion

Eustace Manderv¡lie Ti11 yard, The Enqlish Re- 
naissance (Baltimore: The John Hopkins Press. 1952),
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in itself, infected the writer with an enthusiasm to 

conquer the great problems of the universe. Shakespeare 

himself, as it shall be pointed out in chapter three, 

was no exception to the feeling especially common in the 

Elizabethan period to “experience glowing personal

friendship and live up to-- or exceed---this classical

encomiums on it. " 1
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CHAPTER I I I

THE EROS AND PHIL IA IN THE TWO GENTLEMEN OF VERONA

"Nothing can be compared to a faithful friend and 
no weight of gold end silver Is able to countervail 
the goodness of his fidelity" -- Ecclesiastics

In the foregoing chapters an attempt has been 

made (1 ) to show that the subject of friendship was a 

main item of consideration for the ancient philosophers 

and writers, and (2 ) to observe how the classical friend

ship theme was utilized later in the European literature 

of medieval and Renaissance times. The point has been 

made that in the English literature of the sixteenth 

century a conflict arose through the inextricable con- 

mingling of love and friendship so that the author was 

left to weave his work around the motif he chose to ex

alt. It has also been established that by the time 

Shakespeare wrote The Two Gentlemen of Verona a con

scious imitation of the ancient models was a commonplace.

The task must now be undertaken to determine the 

extent to which Shakespeare applied the classical ideals 

of friendship to his play through theme, plot, and char

acterization. In so doing, it will be possible to ar

rive at an answer to the puzzle of whether Shakespeare's 

depiction of erotic love is incompatible with his high
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regard for the friendship of man for man.

Courage must not be wanting in one who knows he 

must dissent from such critics as J. Dover Wilson and 

Qui1ler-Couch and a host of others to indicate that The 

Two Gentlemen is Shakespearean to the end, and also that 

the denouement itself is not in contradiction to nature, 

although it may be that it was quickly and carelessly 

done. Since the theme of the play is the presiding 

force, it will be dealt with first.

I. Theme

While there is no claim on the part of this 

writer that The Two Gentlemen of Verona is a great play, 

it is the kind that was highly popular in Elizabethan 

days in that it praises .true friendship and exposes and 

denounces false friendship. What is the explanation, 

then, for the obvious lack of the play's popularity in 

both Shakespeare's day and our own? There are factors 

to consider other than the theme itself, for Lyly, Ed

wards, and Greene, who were influenced by the Neopla

tonic philosophy, were highly successful in dramatizing 

that part of the Renaissance creed which took for grant

ed the victory of friendship over love. The Two Gentle

men is acknowledged to be imperfect, but it is not so



much the matter as it is the means which constitutes its 

faultiness. Its defectiveness results from the fact that 

Shakespeare was still an apprentice attempting to master 

the dramatic code. His method of characterization, was 

still in the process of losing the wooden quality Cos

tard or Armado displays in Love's Labour's Lost. The 

significance of characterization, so important in deter

mining a play's degree of excellence, will be discussed 

at length in a section of its own. Certainly the method 

of presentation and interpretation is highly influential 

in the success of this or any play. In modern times, for 

example, Alice Griffin has written that the performance 

of The Two Gentlemen given by the Stratford Festival 

Company of Canada was "refined, effete, and somewhat 

d u l l 1 She presumes that the artificiality was brought 

about by the director's misinterpretation, resulting in 

the audience's lack of participation and a confusion as 

to when it was proper to laugh. In Miss Griffin's opin

ion, the play cannot be given as a romantic comedy. It 

would be much more successful, she concludes, as a farce 

or a dramatic romance. * 2

^Alice Griffin, “The Shakespeare Season in New 
York," Shakespeare Quarterly, IX, (1958), p. 533.

2 lbid., p. 533.
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J. M. Robertson, the great disintegrator, re

fuses to believe that Shakespeare wrote The Two Gentle

men of Verona at all, suggesting instead that he merely 

touched up a play by Greene . 1 According to Chambers, 

who admits that Shakespeare was influenced by Greene, 

such an assumption is not acceptable because the double 

endings, so numerous in the play, were not used with 

such frequency by Greene.^ Also, Shakespeare's belief 

in the friendship creed is not limited to the play, for 

although he never repeats this outlook on life by ending 

another play in this same hurried manner, he uses the 

theme in sonnets forty and forty-two. The famous renun

ciation of lover to friend in sonnet forty is often 

quoted:

wuke f H  my loues> m.y loue, yea take them all.
What haft thou then more then thou hadft before?
No loue, my loue, that thou maift true loue call,
All mine was thine, before thou hadft this more:

I do forgiue thy robb'rie gentle theefe3 

Again in sonnet forty-two the spiritual bond of

E. K. Chambers, William Shakespeare. A Studv of
Faqts and Problems. (Oxford: At the Clarendon Press,---
1930), I, 3 3 0 . *

2 lb?d.. I, 330.

_ . 3 ^ j < e-Speares Sonnets. [(ed.) W. H. Hadow For
the Tudor and Stuart Library, Clarendon Press, 19071 
(London: Percy Lund, Humphries & Co., Ltd., 1938), p D
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antiquity which unites friends is mentioned as Shake

speare shows his willingness to sacrifice his sweetheart 

for his friend's sake:

That thou haft her it is not all my griefe,
And yet it may be faid I lou'd her deerely,

Thou dooft loue her, becaufe thou knowft I loue 
her.

If I loofe thee, my Ioffe is my loues gaine,
And loofing her, my friend hath found that Ioffe, 
Both finde each other, and I loofe both twaine,
And both for my fake lay on me this croffe,
But here's the ioy, my friend and I are one,
Sweete flattery, then fhe loues but me alone.^

William Hinto equates the friendship expressed in the 

sonnets with the "love professed for their mistresses by 

other sonneteers" and finds that even in these "degener

ate" days we may be able to see how friendship was once 

considered the greatest of blessings . 1 2 Going still fur

ther, the usually conservative E. K. Chambers asserts 

that The Two Gentlemen must be interpreted in the light 

of the sonnets, since both were written about the same 

time.3 Seeing in the lines of the sonnets what amounts 

to a personal confession, Chambers declares that it is

1 I bid., p. Di.

2William Minto. Characteristics of Enqlish Poets. 
(Boston: Ginn & Co., 1897)", p. 215.------ --- ------------

^E. K. Chambers, Shakespeare : A Survey. (London: 
Sidgwick and Jackson, Ltd., 195o), p. 54. L
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not too much to infer that

when no longer quite a young man, Shakespeare fell 
seriously into love; that love brought him little 
satisfaction and much disturbance, in other relations 
of life, especially in that of friendship; that he 
came away with an experience behind him and the bit
ter taste of disillusion in his mouth;'

Writers of less competence have done very much 

the same thing, but not always so successfully. For ex

ample, in a complete misunderstanding of the ardent, 

amorous love of friend that was spiritualized in the 

Neoplatonic ideal of friendship, Frank Harris zealously 

attempts to rescue Shakespeare from what he believes are 

hints of sexual perversion. Harris calls the poet's ex

treme veneration of friendship sycophancy and flunkyism. 

He ends his chapter with:

It is bad enough, I say, to know that Shakespeare 
could play flunkey to this extent, but after all, 
this is the worst that can be urged against him, 
and it is so much better than men have been held 
to believe that there may be a certain relief in 
the knowledge.2

Samuel Asa Small has taken issue with those cri

tics who feel that friendship is the apex of interest in 

the play by arguing from the premise that "The friend

ship theme, though greatly emphasized, is after all,

]1 bid.. p. Sk.

2Frank Harr 
Traqic Life Story.
~ ^ -------- L . f

is, The Man Shakespeare and his 
(New York: M. Kenner 1ey^ 1909),

P.
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only a strong framework to motivate the love story."1 To 

demonstrate that love between man and woman was just as

powerful as friendship he uses only one example--

Greene's play Friar Bacon and Friar Bungay. It should be 

men t i oned that Sma11's examp 1e is not rea11y very con - 

vincing since there is no conflict between love and true 

friendship here. Small omits certain pertinent facts, 

such as the price and Lacy are not intimate friends; 

Lacy's obedience to the prince's wishes is entirely his 

duty. And even if a friendship did exist, the prince 

forfeits it, by classical standards, when he requests 

that a dishonorable arrangement between Margaret and him 

be made by Lacy. Finally, Edward's "love" is really 

only lust, which precludes the idea that it has been 

given more importance than friendship in the play. Even 

Lacy, who feels genuine love for Margaret, risks losing 

her rather than be lowered in his Majesty's favor.

Small also points out that Valentine is a faith

ful lover as well as a faithful friend . * 2 That there is 

justification for lending credence to Small's statement 

here is precisely why the problem of love and friendship,

^Samuel Asa Small, "The Ending of The Two Gentle- 
men of Verona". PMLA, XLVIII, (1933), p. l^T. -------

2 1 bid., p. 7 6 9 .
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epitomized somewhat Ineffectually In The Two Gentlemen 

of Verona, exists. While Shakespeare does make friend

ship pre-eminent, he does not ignore the tradition of 

courtly love, which had been developing for some five 

hundred years. The love in The Two Gentlemen of Verona 

has been Christianized, however, and it triumphs over 

the mishaps and villany to end finally in marriage. If 

Shakespeare had defined romantic love in so many words, 

it would probably have been quite similar to that which 

is found in popular songs, novels, and movies of today-- 

Love is that affection which occurs through the eye and 

happens in an instant. After one has given into his ero

tic impulses, he is henceforth powerless to resist his 

indomitable master, Love. While this idea is not con

sistent with one1s better judgment, since it excludes 

the exertion of self-will, yet it is one that was as 

fondly cherished then as it is now.

As an inexperienced dramatist, Shakespeare had 

undertaken the tremendous problem of harmonizing physi

cal love and rational love, "so“ , as Pearson observes, 

“not to break the law of truth and beauty . “ 1 While 

Shakespeare's philosophy of friendship involved only his

1 Emily Pearson, Elizabethan Love Conventions, 
(Berkeley, California: University of California Press 
1933), p. 281.



68

relations with men, which he had clearly defined by the 

time he wrote The Two Gentlemen, he needed to mature be

fore his views on love emerged crystal clear. Pearson 

shows that Shakespeare “ like a true Petrarchan approach

ed this analysis through the soul of woman,“ which The 

Two Gentlemen is only the first step . 1 In becoming 

familiar with the plot, one senses that the unsettled

ness of Shakespeare's personal views, like those of 

Plato in the Lysis, will enforce the collision of the 

opposing interests of love and friendship.

II. Plot

In taking up a copy of The Two Gentlemen of Ver

ona the first thing one notices is the title, which de

notes that the story will concern two men, who, as Val

entine relates later, grew up in close association and 

"from . . . infancy . . . conversed, and spent our hours 

together. “ 1 2 3 Whether this story is primarily of love or 

friendship or both, as Mills suggests,^ depends a great

1 Ibid., p. 2 8 3 .

2The Two Gentlemen of Verona, eds. Sir Arthur 
Qui1ler-Couch and J. Dover Wilson, (London: Cambridge 
University Press, 1921), II, ¡v, 60-61 All quotations 
from the play will be taken from this edition .

3 Mi 1 1 s, pp. 254-255.



deal on the point of view one adopts. For Valentine, the 

promise of a beautiful and wealthy woman does not assev

erate his tie with Proteus. His forgiveness in the last 

scene and his sacrifice of Silvia to the unworthy Pro

teus has been damned by literary critics since the days 

of Dowden. For Proteus, love does not lessen interest in 

friendship unless, of course, both men have conceived an 

interest in the same lady. For a man such as Proteus, 

who operates from an anthropocentric angle, a Machiavel

lian outlook must then be adopted and idealism shuffled 

off with conscience in order to gain his own end.

From the foregoing statements it appears that 

the structural plan of the play consists in a contrast 

of the eros or sensual with the ideal or philia, neither 

of which can declare victory over the other unless one 

limits himself to adapting the vantage point of one 

character. Both Proteus and Valentine win their heart's 

desire in the end, with no one to pay the piper except 

the foolish and cowardly Thurio. Such an eventuality 

has led Sargent to recall the conclusion that "In this 

play Shakespeare makes his first bold, characteristic 

important moral assumption: that perhaps you can give 

away your cake and eat it too."^

^Ralph M. Sargent, "Sir Thomas Elyot and the In
tegrity of The Two gentlemen of Verona" PMLA, LXV, No. k. 
(June, 1950), p. 1170.
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The plot establishes a pattern for later plays 

and involves men and women of exalted natures who are 

crossed by fate, separated, and reunited in the course 

of the play. Act one is used for informative purposes 

in introducing the problem and also the characters who 

live in Verona. The play opens with Valentine and Pro

teus who, united in the Renaissance bond of friendship, 

take leave of each other-- Valentine, “to see the won

ders of the world,“ and Proteus to “ live dully sluggard- 

ized at home.“  ̂ Knowing that he cannot persuade Proteus 

to join him, Valentine dismisses their parting conversa

tion with

But wherefore waste I time to counsel thee
That art a votary to fond desire?^

Proteus shows the beginning of his separateness from 

Valentine which becomes clearer as the play advances:

He leaves his friends, to dignify them more;
I leave myself, my friends, and all for love...
Thou, Julia, thou hast metamorphosed me:3

Meanwhile, Julia, beloved of Proteus, receives 

counsel from her waiting-woman Lucetta concerning her 

suitors. Upon learning that Lucetta has been so bold as 

to accept a love letter from Proteus, delivered by his * 2

 ̂The Two Gentlemen of Verona, I.i.6 -7.

2 1bid., l.i.5 1 -5 2 . 3 1 bid., I.i.Gk-66.
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servant, she feigns anger. Later regretting her hasty 

action, she tries to reclaim the note, but Lucetta, 

still feeling the effects of the girl's reproof, is not 

so willing to accommodate her. A scuffle follows, until 

Julia calls a halt by slapping Lucetta and tearing up 

the letter. Now full of remorse, she speaks condemning- 

ly to her hands in pretty metaphors:

Injurious wasps, to feed on such sweet honey,
And kill the bees that yield it with your stings;1

Her meditation is soon interrupted by the mundane an

nouncement that dinner is served. It is curious that 

critics have ignored the only mention of Julia's father 

made here, for he does not exist during the more impor

tant moments of action. Later, for instance, when Julia 

prepares to follow Proteus to Milan, she does not need 

to leave stealthily, as does Silvia. Also, she appears 

to be in full possession of her own estate, for she puts 

Lucetta in charge of "my goods, my lands, my reputa

tion."2 Either Shakespeare forgot he had given Julia a 

father, which seems likely, or, he neglected to include 

some important fact, such as perhaps senility or decrep

itude prevented the old man, if that's what he was, from 

actively caring or participating in Julia's affairs.



Act one closes with a short scene between Anto

nio and his man Panthino, who decide between them that 

Proteus must be sent to court so that he, like Valentine, 

wi 11

...practise tilts and tournaments,
Hear sweet discourse, converse with noblemen,
And be in eye of every exercise
Worthy hi s youth and nobleness of birth.^

Proteus sees that Antonio is adamantine in his resolve 

and utters a short lament that prefigures his own incon

stancy :

0, how this spring of love resembleth 
The uncertain glory of an April day,

Which now shows all the beauty of the sun,
And by and by a cloud takes all away.2

In act two, Valentine reveals that he has suc

cumbed to the temptation of love for Silvia, the daugh

ter of the duke. In a circuitous manner, Silvia reci

procates the affection by first requesting that Valen

tine write a love letter for her "friend" and then, when 

he offers it to her, she thanks him and returns it with

out explanation. Valentine has no inkling as to the im

port of her action, but fortunately his man Speed is 

near to interpret Silvia's mysterious meaning. Here one's 

credulity is taxed in regard to the maturation of love 

between Valentine and Silvia. Up to this point Valentine
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has apparently had very little encouragement from Silvia, 

who is already promised to the duke's favorite, Thurio. 

Yet, on the very day that Proteus arrives, Valentine has 

completed all the arrangements for his elopement with 

Silvia.

To make up for the necessary lapse of time, 

Shakespeare has inserted two brief scenes of parting-- 

the first consisting of a mere nineteen lines between 

Julia and Proteus. Julia, who is crushed by the adver

sity of fate is too tearful for words, while Proteus 

builds up the contrast to his later perfidy by solemnly 

declaring his eternal love for her. This scene is 

closely followed by the low comic relief of Launce, who 

in a farcical manner uses his shoes to represent his 

parents in making their.final farewell to him. He com

pares their tearful adieus with his pet, the "sourest- 

natured dog that lives," for "this cruel-hearted cur 

(did not) shed one tear:"^

Back at court, the duke announces the arrival of 

Proteus, whose virtues Valentine lauds before receiving 

his friend with great joy. In the ensuing discussion 

Valentine tells Proteus of the
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...Biitcr fasts, with penitential groans,
With nightly tears, and daily heart-sore sighs,^

that his love for Silvia has wrung from him. Valentine 

has now learned of the double penance that awaits those 

who scoff and deem themselves superior to Love's effects. 

Valentine's hyperboles concerning Silvia do not set well 

with Proteus and the "uncertain glory" of his love for 

Julia weighs heavily upon his heart as he unwillingly 

listens to his friend recount his happiness in Silvia. 

Proteus goes so far as to ask Valentine to let Silvia 

alone, but Valentine is much too preoccupied to consider 

the selfishness of such a proposal. Instead, he contin

ues in his sanguinary delight:

Forgive me that I do not dream on thee,
Because thou seest me dote upon my love:
My foolish rival, that her father likes-- 
Only for his possessions are so huge-- 
Is gone with her along, and I must after,
For love, thou know'st, is full of jealousy . 2

Valentine stays long enough, however, to reveal 

his secret of his intended elopement. Now Silvia has, in 

Proteus's mind, become a wedge in his friendship with 

Valentine. One wonders if Proteus can be jealous of 

Silvia. Certainly, Proteus is incapable of sacrifice and, 

since he wishes to gratify his selfish desires, one con

cludes that he cannot countenance the idea of being

'ibid., II.iv.130-131. ¿Ibid.. II.iv.70-75.



second in rank for Valentine's love. He, therefore, al

lows himself to consider betraying Valentine to the duke. 

At this point Proteus faces both the deprivation of his 

love-object (Julia) and also the loss of any consolatory 

affection from Valentine, who is at least temporarily 

absorbed in his own affairs. On hearing Valentine's 

fine volley of sentiments, Proteus interprets his own 

discomfiture as unconquerable passion for Silvia, to 

which, being subject to love's caprices, he must submit 

without much of a struggle. Having weighed the conse

quences he declares his intent:

Love bade me swear, and love bids me forswear;
0 sweet-suggesting love, if thou has sinned,
Teach me--thy tempted subject--to excuse it....l

Proteus little realizes that at that very moment Julia, 

full of confidence that.she still enjoys full favor with 

her sweetheart, determines to follow him to court dis

guised in manly attire. Ironically enough, she is effu

sive in her praise of he who gave

A thousand oaths, an ocean of his tears,
And instances of infinite of love,2

Proteus wastes no time in act three preparing to 

execute his traitorous plans. Contrary to the classical 

code, he feigns that his duty to the duke takes priority
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over friendship, and in rationalizing that he is taking 

the lesser of two evils, he supplies all the details 

concerning the elopement which is to occur that very 

night. Still, he cannot make an open declaration against 

his friend and, having obtained the duke's pledge to 

withhold the source of his information, he scurries away.

In an attempt to discourage Valentine, the duke 

affects anger for his daughter, whom he proposes to dis

inherit. Observing no disheartening effect upon the 

young man, he questions Valentine as to the means of 

fashionable love-making, which culminates in his dis

covery of the telltale corded ladder and revealing love 

letter Valentine has hidden beneath his cloak. The cat 

is now out of the bag, and the duke commands that the 

"base intruder" go and "-bestow thy fawning smiles on 

equal m a t e s , T h u s ,  Valentine is left alone to medi

tate upon his judgment of banishment. In despair he 

cries out:

What light is light, if Silvia be not seen?
What joy is joy, if Silvia be not by,
And feed upon the shadow of perfection...
Except I be by Silvia in the night,
There is no music in the nightingale...
Unless I look on Silvia in the day,
There is no day for me to look upon...
She is my essence--2
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Proteus rushes in with the cold comfort of offering to 

deliver Valentine's love letters, while he hastens his 

friend to the city gate.

Outlaws of the Robin Hood-and-his-merry-men 

variety waylay Valentine and Speed on their trip to Man

tua in act four. As Qui11er-Couch observes, Valentine 

is nominated their captain "simply because they like his 

looks and accept his bare word for his linguistic attain

ments."! While Valentine makes his adjustment to the 

"shadowy desert, unfrequented woods , " 2 Proteus contem

plates the unworthiness of his own action. Since he has 

become more and more dead to his own conscience, he 

feels little guilt as long as his real intentions remain 

undiscovered. The fact that his secret is in Silvia's 

hands does not seem to bother him, for he realizes in

stinctively that she won't betray him. When he offers 

his love to Silvia, supposedly for Thurio's sake, she 

twits him for his disloyalty to Valentine and Julia, but 

she does not hesitate to agree to give him her picture. 

Such a state of affairs is not in accordance with the 

earlier description Valentine gives of her as "a heaven

ly saint"3-- common seductress might be more appropriate.

• 9 21bid. ,  V . I v .2-3.1 Ibid p. xi i .
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However, Valentine loves her, and has, according to 

courtly love tradition, become blind.

Julia, now arrived in Milan, hears Proteus's ex

postulations to Silvia with her own ears, shows herself 

to be long-suffering, and instead of throwing Proteus 

over, she becomes his page, with the assignment of im

portuning Silvia to requite the love of her master.

While tolerating the overtures of Proteus, Sil

via has made arrangements with Eglamour to seek out Val

entine's whereabouts and at the same time free herself 

of her father's demand that she marry Thurio. In the 

meantime she amuses herself with discussing Proteus's 

former lover with his “page", Sebastian. When she dis

plays a curiosity to know the details of Julia's physi

cal appearance, Sebastian's diplomacy is unrivalled as 

"he" repli es :

She hath been fairer, madam, than she is;
When she did think my master loved her well,
She, in my judgement, was as fair as you...
But since she did neglect her looking-glass,
And threw her sun-expelling mask away,
The air hath starved the roses in her cheeks,
And pinched the lily-tincture of her face,
That now she is become as black as 1.1

In the last act of the play the action appears 

to be accelerated in the four short scenes that follow.



After Silvia begins her quest with Eg1 amour to find Val

entine, the duke is not long in discovering her absence. 

Determined to gain his daughter back, the duke rushes 

after her, followed by Thurio, Proteus, and Julia. A 

scene in the forest shows the outlaws carrying off Sil

via, whom they have captured, while Eg 1 amour has ignon- 

imously escaped. In the next moment, Silvia enters in 

disarray, this time in Proteus's possession. When Sil

via shows her detestation for one who is "counterfeit, 

to thy true friend,"1 Proteus leans on the philosophy 

that all's fair in love and war, as he asks,

In love,
Who respects friend?2

Silvia is prompt to retort, "All men but Proteus."3 De

prived of any kind of reward, Proteus determines to 

force her to yield to him. Suddenly Valentine, who has 

witnessed Proteus's disgraceful actions with his own 

eyes, steps up and shows how deeply he is hurt by asking,

Who should be trusted, when one's own right hand 
Is perjured to the bosom? Proteus,
I am sorry I must never trust thee more,
But count the world a stranger for thy sake:
The private wound is deepest: 0 time, most accurst..,. 
'Mongst all foes that a friend should be the worst.'4

1 Ibid., IV.iv.53.
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Overcome with shame and confusion Proteus utters with 

sincere contrition,

Forgive me, Valentine. . .if hearty sorrow 
Be a sufficient ransom for office,
I tender1 1 here; I do as truly suffer,
As i'er I did commit.1

The most controversial lines of the play follow then as 

Valentine responds with the 

Then i am paid:
And once again I do receive thee honest;

And that my love may appear plain and free,
All that was mine in Silvia I give thee.2

Upon hearing these words, Julia prevents any further 

proceedings by reverting to that feminine characteristic 

of swooning. In returning to consciousness, Julia con

fesses her true identity and is hastily restored to a 

humbled Proteus.

This is the cue for the outlaws to reenter with 

the duke and Thurio in their possession. When Thurio is 

confronted by Valentine's dauntless threat to touch Sil

via on pain of death, the duke's favorite relinquishes 

all hold on his former betrothed. "I claim her not," he 

assures Valentine, "and therefore she is thine."3 The 

duke, now willing to demonstrate his magnanimity, not

1 Ibid., V.iv.74-77. 2 Ibid., V.iv.78-83.



only offers his daughter to Valentine, but also forgives 

the outlaws whom he had banished. All problems being 

solved, Valentine proposes a double wedding wherein Pro

teus and he, together with their brides will enjoy "One 

feast, one house, one mutual happiness.

Critics have pronounced varying degrees of con

demnation upon the last scene, but none more dramatic 

than that of J. Dover Wilson who reduces Valentine's 

unselfish gesture to

a damned spot, as it stands, upon Shakespeare's dra
matic reputation,... long...suspected of serious cor
rupt ion...Distinet scenes in Shakespeare's original, 
we believe, went to the manufacture of this, the 
adapter's masterpiece . 2

In words of a similar vein, Arthur Qui11er-Couch cannot 

bear to associate nobility with Valentine's renunciation 

of a lover for the sake of a friend. He finds these 

lines "dramatically inconsistent: they disappoint all 

that we suppose ourselves to know of Valentine's charac

ter,...we felt it like a slap in the face."3 Quiller- 

Couch presents his arguments with logic until he enters 

upon that dangerous ground of arbitrary selection, as

signing himself the most difficult job of deciding by 

the measurement of his ear which lines are Shakespeare's
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and which have been vitiated by a "faker . " 1 One is 

tempted to point out that perhaps the greatest single 

reason why this noted scholar cannot understand Valen

tine is because he does insist upon viewing the hero 

only through modern eyes. An explanation for Quiller- 

Couch's criticism might be suggested to the effect that 

Couch is clinging to a remnant of the chivalric code of 

love. At any rate, until Qui11er-Couch can offer more 

substantial proof of his idea of the hand of an adapter, 

one must agree with the more objective view of E. K. 

Chambers, who believes that no scenes have been omitted 

or lines reworked by another writer. One grants that

There are inconsistences of action and nomenclature, 
ut these need point to no more than careless ori- 

•••There is some poor writing towards the 
end of the play especially in iv. i and in v. 4 , 
which is also bad in sentiment. But the badness is 
not necessarily un-Shakespearean.2

Another explanation for the denouement is given 

by Thaler, who recognizes the fundamental desire in man 

for a happy ending. He shows that while "The Two Gentle

men of Verona dramatizes afresh the favorite theme of 

the sacred claim of friendship," it satisfies the need 

in man to perpetuate the myth that "they lived happily

1 1 bic*.» P • xvi.

^Chambers, William Shakespeare. I, 330.
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ever after . “ 1 Thaler feels that The Two Gentlemen of 

Verona “achieved a perfect specimen of the unhappy, 

happy end ing .“2 Although he agrees that Valentine's ac

tion is both “quixotic" and “silly," he affirms that too 

much has been made of it.^ The ending is “merely an un

skillful postlude to the coronation march of a faithful 

friend . “ * 2 * 4

Among the materials that Ulrici lists which 

Shakespeare employed here and to which he would have re

course many times are

accident, caprice, and error, inconsistency, weak
ness, folly, and perversity; intrigue does predomi
nate, it is true, but is borne along and supported 
by the fantastic elements of external and internal 
conti ngency.5

The method of grouping characters, such as Val

entine and Proteus, Launce and Speed, Julia and Silvia 

is somewhat stilted, and Shakespeare breaks away from 

this technique in his later comedies. Since character 

seems to rise above plot in importance with Shakespeare,

^Alwin Thaler, “Shakspere and the Unhappy, Happy 
Ending," PMLA, XLiI, (1927), 42.

2 1bid., p. 743. 3 |bid., p. 746.

^ I bid., p. 747.

^Herman Ulrici, Shakespeare's Dramatic Art, 
trans. L. Dora Schmitz, (3rd ed.; London: George Bell 
and Sons, 1895), II, 93.



8k

the last part of this chapter will have to do with the 

delineation of character.

III. Characterization

Beginning with the first of the pairs mentioned 

above, Valentine represents the person who, in good 

Christian tradition, has forsaken the vindictive policy 

of an eye for an eye in favor of Christ's admonishment 

to turn the other cheek. His actions, which can only 

result from the highest type of sacrifical love, are 

ethereal¡zed in such a jerky, abrupt manner that he has 

never enjoyed the popularity of his later counterpart, 

Romeo, whose noble manliness and glowing human qualities 

have made him the byword for romantic lovers.

One does find objection to Ulrici's assumptions 

when he argues that while Valentine can be true to Sil

via to the very end, he is also

capable of giving up his beloved-- for whose sake he
has done and suffered so much, and whom he intended 
to carry off from her father's house--in favor of 
his treacherous and only ha 1f-repentant friend, al
though the latter on account of Silvia's aversion to 
him, could in no way be a gainer by his sacrifice.!

A glimpse at Proteus's immediate past might lead one to

suspect that Proteus's sorrow was not genuine, but in
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view of his long years of faithfulness as Valentine's 

friend, his escapade in Milan might be written off as a 

madcap adventure or a temporary aberration from which he 

has now recovered.

If Plato had seen The Two Gentlemen of Verona, 

he might have conceded that Valentine voluntarily willed 

to sacrifice his love for Silvia because he had an in

sight or realization of a love not encased in earthly 

form, but of an ideal love to which he made the response 

of an educated affection. Valentine was driven by the 

pleasure of love, while Proteus acted for the love of 

pleasure.

Valentine is the kind of man Plato would have 

described as

he who gives himself to a lover (friend) because he 
is a good man, in the hope that he will be improved 
by his company, shows himself to be virtuous, even 
though the object of his affection turn out to be a 
villain, and to have no virtue; and if he is de
ceived he has committed a noble error.1

The world is on Proteus's side according to Pausanias's 

statement in the Sympos i urn when he says "what is strang

est of all, (a lover)...may swear and forswear himself... 

for there is no such thing as a lover's oath."^ Along 

this same line of thought, Perry urges that Proteus is

^Jowett, I, 555. bid., 1 , 553.



"no villain in the accepted sense of the word; he is the 

inexperienced youth being tried and tutored in the world 

the Italionate w o r l d . I n  a time when friendship 

was greatly esteemed, however, one may be sure that a 

character who turned traitor to his friend could not 

hope to win the audience's approbation. According to 

both Pausanias and Perry's reasoning, Proteus is justi

fied in acting as he has, but Valentine's love is exalt

ed for, as Pausanias concludes, "noble in every case is 

the acceptance of another for the sake of virtue . " * 2 

Eryximachus would call Valentine a good physician, for

...the best physician is he who is able to separate 
fair love from foul, or to convert one into the 
other; and he who knows how to eradicate and how to 
implant love, whichever is required, and can recon
cile the most hostile elements in the constitution 
and make them loving friends is a skilful practi
tioner. i

Since the origin of Valentine's behavior is more 

in keeping with the mores of Grecian society of ancient 

times, he is harder to understand than Proteus, who is a 

direct outgrowth of the tradition of courtly love. Pro

teus does not startle us by his unfaithful actions, 

since he bears many marks which are strikingly modern.

Had he been able to have his emotional disturbances

^Thomas A. Perry, "Proteus, Wry-Transferred 
Traveller," Shakespeare Quarterl v. Vol . V, (1954), p. 40.

2 Jowett, I, 555. ^ 1 bid., I, 556.
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dissected ¡n psychological terminology, his problem 

might have been described as an over-active id. Love 

for Proteus begins and ends with feelings or unsatisfied 

sexual desires and love of the flesh, the lowest rung on 

Plato's ladder.

Once more one ponders the question of whether 

Proteus's sorrow for his fickleness to those who love 

him best can be said to have any merit. Before one can 

be sorry, he must be aware of his offense. Proteus has 

already confessed that he is of little value in the eyes 

of the "fair," "true," and "holy" SilviaJ However gen

uine his repentance, will it suffice to circumvent his 

falling from grace in the same manner a second time? If 

Proteus will now learn to be loyal and steadfast, it 

will be through the example of the constancy of Julia.

Her responsibility will consist in remaking her hus

band's personality to withstand temptation the next time 

he feels discontent---a task which may prove rewarding.

Who can doubt Julia's resoluteness in achieving 

victory in any undertaking when he recalls how Julia has 

risked scandalizing her good name for the sake of re

uniting herself with her sweetheart. Even after wit

nessing her inconstant lover in action, she humbles

1The Two Gentlemen of Verona. IV.i i.5 .



herself and, dressed as a boy, becomes his page, acting 

as the reluctant interlocutor in Proteus's attempt to 

win Silvia. Her love remains intact as she observes his 

attempt to seize Silvia by violence, and then she takes 

him back again gratefully and without recourse to vitu

peration. An unusual lady, indeed* Thaler explains 

that Julia's action here is "so realistic that we cannot 

accept it without difficulty on the ground that some 

times truth...is harder to accept than fiction. " 1 Her 

place in the play is that of a conventional heroine of 

romance, and as such, she is entitled to commit those 

actions which are standard, if not justifiable, to bring 

about a happy conclusion.

There are two objections commonly raised in re

gard to Silvia's behavior. The first concerns her rea

son for giving her picture to Proteus. As Lloyd has ob

served,

...it was not absolutely necessary for her to give 
h? rLpiciure to Proteus while she was upbraiding him 
with falsehood to his friend and to a former love- 
and if the act was not falsehood on her part toward 
Valentine, it was dangerous coquetry toward Proteus, 
and goes far to account for the interpretation he 
evidently put upon her coyness, when he added the

^A1win Thaler, Shakespeare's Silences. (Cam
bridge, Mass., Harvard University Press, 1 9 2 9 ), p. 7 7
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service of rescue from the robbers to former, fer
vent protestations. 1

One also questions Silvia's motive when she does not 

mention Proteus's overtures to her father, unless, of 

course, she took pleasure from her limelighted position. 

Critics have also been opposed to Silvia's unusual si

lence in the last scene, which has been charged as "un

true to feminine nature and is a major dramatic lapse. " 2  

Sargent defends her silence saying it is here that "she 

reaches her peak of propriety in recognizing that with

out the ideals of friendship man cannot love."3 If this 

is the acceptable explanation, then Shakespeare must 

have arrived at it unwittingly, for his concentration is 

elsewhere. That Valentine should utterly ignore Silvia 

and she not remonstrate is evidence of the play's imma

turity, for in giving his attention to problems of 

friendship, Shakespeare simply ignored her. He left this 

"Petrachan heroine" without the strength or charm that 

predominate in the heroines of his later romantic come

dies.^

^Israel Gallancz, The Two Gentlemen of Verona, 
Modern Readers Shakespeare edition, (New York: The Uni - 
versity Society, 1901), p. XXVII. [Excerpt from Lloyd's 
Critical Essays]

2Sargent, PMLA, LXV, No. k (June, 1950), p. 1166.

3 ibid.-» P* H79. ^Pearson, p. 288.
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Among the minor characters, Lucetta, Julia's 

confidente, "is the soubrette of a tradition," Mackenzie 

explains, "that runs from The Lady of the Rose book 

through the commedia dell' Arte to the resourceful body- 

servant of the classic comedies . " 1 In the two brief 

scenes alloted her, she shows the same crisp humor and 

tender solicitousness toward her charge as the nurse in 

Romeo and Juliet or Nerissa in Merchant of Venice. Of 

the two clowns, Speed's only talent is a rather lame 

ability to quibble with words, but Launce is the begin

ning of Shakespeare's inimitable clowns and is, as 

Ulrici has described, "the most amusing impersonation 

both of sentimental folly and foolish sentimentality, 

and of the self-will and blindness of love."^ He does 

not, it is true, attain, the higher regions of comedy, 

but the "only Shake-scene" in the country was surely ac

quainted with that which was effective humor for his day. 

Since all comedy is relative to some degree, Launce's 

excessive word-play, so popular just after Lyly had in

troduced it, probably seems a defect to most audiences 

of today. Shakespeare was, Qui 11er-Couch writes, still

1 Agnes M. Mackenzie, The Women in Shakespeare's 
Plays» (New York: Doubleday, Page S- Co., Í924), p. 20.

2U1rici, II, 95.
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experimenting most happily upon the
upon Launce, for example-- who give
because they are least tied to obey 
of the intrigue. 1

characters--
him most 1 i berty 
the exigencies

Qui1ler-Couch sums up the worth of the charac

ters by assigning them the “promise" of better things to 

come in Shakespeare's portrait gallery ; 2

In retrospect, one may choose to interpret the play in 

terms of subjectivity on Shakespeare's part, as Chambers 

suggests,^ or he may view the play from the historical 

standpoint as a harbinger of further important advances 

in theme, plot, and characterization. The extent to 

which Shakespeare relied on his own inventive powers of 

creation or on the sources from which he borrowed is 

matter for elaboration in the next chapter.

p. xi i.
Qui11er-Couch, The Two Gentlemen of Verona

r\
Ibid., P. xi. 3 |bid., p> xij#

kChambers, Shakespeare: A survey, p.  5 7 .



CHAPTER IV

THE SOURCES OF THE TWO GENTLEMEN OF VERONA

Although The Two Gentlemen of Verona appears to 

be, at least in part, an adaptation of Jorge de Monte- 

mayor's Diana Enamorada, it bears more of Shakespeare's 

original stamp of warmth and eloquence than either of 

the two earlier comedies Taming of the Shrew or Comedy 

of Errors. This chapter will be concerned with an ex

amination of both the primary source and also certain 

other writings which, in their striking similarities, 

either influenced the development of this play, or are 

analogues by coincidental use of similar literary modes 

of thought and form.

The Two Gentlemen of Verona was not printed in 

Shakespeare's lifetime, and the earliest edition of the 

play is in the First Folio of 1623, where it follows the 

first play of the volume, The Tempest. No attempt was 

made to list the plays chronologically since The Tempest 

is one of Shakespeare's last plays, while The Two Gentle

men of Verona was written in the early part of Shake

speare's career. In the appendix on page 117 this play 

is listed along with the other plays Blount and Jaggard 

entered in the Stationers' Register in 1623. It is



evident that the play was composed before 1598 since in

that year mention of it is made by Francis Meres in Pal-

jadis lamia. Although the exact date of the play has not

been established, E. K. Chambers records that

The notion of a diversity of dates has received some 
support, but I think that a single date, early in
the season of 1594-1595, r e a l l y W s  ai 1 ?hecindl - 
tions,••« i
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In addition to the external facts, there are in 

ternal evidences in structure and versification which 

reveal Shakespeare's immaturity as a dramatist. The po 

etry of the play is lyrical rather than dramatic, which 

at times attains to great heights of beauty. Julia's 

exclamations of impatience on being separated from her

lover may serve as an example:

The more thou damm'st it up, the more it burns: 
The current that with gentle murmur glides,
Thou know st, being stopped, impatiently doth 
But when his fair course is not hindered 
He makes sweet music with th'enamel led stones 
Giving a gentle kiss to every sedge 
He overtaketh in his pilgrimage:
And so by many winding nooks he strays,
With willing sport, to the wide ocean . . . 2

rage :

At other times, and these are more usual, the dialogue 

sinks to the level of doggerel, and the scenes, parti -

1
. K. Chambers, William Shakespeare. A Si-uHv r>f 

m u S),an\, ^ 1ems» (OxforJT-At the i I a rendon Press , 7

The Two Gentlemen of Verona. Il.vii.24-32.
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cularly those between Speed and Launce, are reduced to 

mere quibbling with words and a minimum of action.

Although The Two Gentlemen of Verona is 1ike a 

flower which does not come into full bloom, it serves as 

a model for plays of greater excellence which have be

come favorites with modern audiences. There is repeti

tion in thought, character, and incident in the later 

comedies. The theme of friendship is used in the Mer

chant of Venice when Bassanio tells Antonio that "life 

itself, my wife, and all the world" are not with him 

"esteemed above" Antonio's safety . 1 The scenes between 

Julia and Lucetta are duplicated by Portia and Nerissa 

who, like their earlier counterparts, discuss the hero

ine's suitors. Julia's disguise as a male anticipates 

the similar disguises of Portia, Jessica, Rosalind, 

Viola, and Imogen. Launce is recast as Launcelot, a 

clown again in the Merchant of Venice. Again, Romeo and 

Juliet opens in Verona, there is a flight to Mantua, and 

the hero, on being banished, regards his fate as worse 

than death, as does Valentine. Valentine's ridicule of 

love is repeated by Mercutio, while the secret meeting

W h e  Merchant of Venice. The Arden Edition of 
the Works of Shakespeare, ed. John Russell Brown, (7th 
edition; Cambridge, Mass.: Harvard University Press. 
1955), p. 115.



of Silvia and Eglamour at Friar Patrick's cell is recall

ed by Romeo and Juliet in their rondevous at Friar Law

rence's. Also, certain effects, such as Silvia's bal

cony scene and the rope-ladder are found again in Romeo 

and Juliet. Qui1ler-Couch mentions George Brooke's poem 

of "Romeus and Juliet" (1562) as one which Shakespeare 

must have used for details since they were all included 

i n the poem.^

In turning attention to the material that Shake

speare used to compose The Two Gentlemen of Verona, let 

it be observed that all the sources one can produce can 

never be said to explain the transcendent works of a 

poet. No predecessor can credit himself as the fount of 

inspiration for the eternal beauty of Shakespeare's writ

ing which, as Emerson once remarked, "seems to have fall

en out of h e a v e n . M o n t e m a y o r ' s  Spanish patoral ro

mance Diana Enamorada is usually pointed out as the 

source for the Proteus-Julia plot in The Two Gentlemen 

of Verona. The action of Shakespeare's play approximates 

that of Montemayor's so closely that one feels rather 

confident in believing that Shakespeare knew the Spanish

^The Two Gentlemen of Verona, p. ix.
o
Ralph Waldo Emerson, Representative Men. (Bos

ton : Houghton, Mifflin and Co., l«/b), p. 1 9 9 .
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version in one form or another. While it is possible 

that Shakespeare may have known Spanish well enough to 

read the play in the original, there is no proof of this 

assumption. The story may have fallen into Shakespeare's 

hands through one of several other channels. An English 

translation of Diana was made by Bartholomew Yonge and 

printed in 1598. Although the time element here seems to 

present a problem, Yonge's manuscript had been completed 

sixteen years before the date of its printing . 1 A par

tial translation of the tale of Felismena was made by 

Edward Paston, and in 1595-1596 the first part was trans

lated into English by Thomas Wilson and dedicated to 

Shakespeare's patron Henry Wríothesely, Earl of South- 

hampton. It appears that this version was never print

ed, but nothing would seem more likely than that Shake

speare would have had access to tnis version. A play 

based on Diana Enamorada called "Felix and Phil¡omena" 

which is no longer extant is mentioned in the Revels' 

Account by P. Cunningham in 1584-1585 as follows:

The history of Felix and Philiomena, showed and en
acted before her Highness by her Majesty's servants, 
on the Sunday nest after New Year's day, at night,

1Chambers, William Shakespeare. 331.

8 * P» Collier, Shakespeare's 
(London: Reeves and Turner^ F8 /5 ), T7

2
L i bra ry
T n .  "

Part I.



at Greenwich.^

A French translation by Nicholas Collin was also avail

able in 1578 and 1587.

All critics are far from agreeing that The Two 

Gentlemen of Verona had for its source Felix and Philio- 

mena. Harrison argues that

In the first place it would seem contrary to the 
playwrights methods to base a play of his own upon 
an adaptation of a work which was extant in the ori
ginal and in translation, both French and English.^

The reasons Harrison cites are several. First, Shake

speare was probably acquainted with other versions of 

the original story which, he believes, is in the Italian 

GJJ— I nganmat i and Rich's Apollonius and Sylla. Also, the 

play belonged to the Queen's men. Shakespeare's play was 

written in 1593-1594, Harrison asserts, when the Queen's 

men were in the provinces. He therefore prefers to be

lieve that Shakespeare read Diana Enamorada in Spanish, 

which is, as previously stated, merely an interesting 

speculat i on.3

Thomas Kenny, The Life and Genius of Shake- 
|£g.g.re> (London: Longman, Green, Longman, Roberts, and 
Green, 1864), p. 164.

2
£ "!"• Harrison, Jr., "Concerning Two Gentlemen

?L y ?rona !nd Montemayor's Diana," MLN, XL I, (April, 
1926), p. 251.

3 lbid..
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In looking at an English translation of the 

story, one can readily perceive that Shakespeare employ

ed the tale with considerable freedom. The main actions 

of Diana Enamorada may be rehearsed to show in what ways 

Shakespeare did make use of this narrative.

We learn from Felismena, who tells her story to 

several of Diana's nymphs, that her mother died in child

birth and her father followed soon after. In the play 

Julia also has no parents (to speak of ) . 1 At seventeen 

Felismena has a sweetheart Felix, who like Proteus, woos 

his beloved by letter. A maid named Rosina, Lucetta's 

prototype, acts as intermediary. She has some of the 

same sauciness that Shakespeare shows in Lucetta and 

teases her coy mistress so that Philomena imagines her 

maid to be the greatest.of dissemblers. In Diana Felis

mena recapitulates Rosina's words:

There are things, Mistresse (said she demurely to me 
againe) that are commonly incident to love, where
fore I beseech you pardon me, for if I had thought 
to have angered you with it, I would have first pull
ed out the bals of mine e i e s . 2

Rosina continues in her attempt to bring her mistress to

a state of humility when she lets the love letter drop.

^See p. 71.

J e f f r e y  Bui lough (ed.), Narrative and Dramatic 
Sources of Shakespeare. (New York: Columbia University 
Press, 1957), I, 231. y



Lucetta, we have seen, offers her lady just such treat

ment when she re-enters in the second scene of act one. 

Each mistress, in order to have her own way, pretends-- 

not very convincingly--that the letter is one which has 

been written to her maid, thus allowing her to further 

question the contents. In the course of the narrative, 

Rosina becomes Felismena's confidente much as Lucetta is 

Julia's. Love is broken by separation when Don Felix's 

father, who is eager for his son's advancement, dis

patches him to the court of Princess Augusta Cesarina. 

Felix, stricken with grief, leaves his lady without a 

word of farewell. In the play it is Julia who shows si

lent grief, as Proteus sighs:

What! gone without a word?
Ay, so true love should do: it cannot speak--
For truth hath better deeds than words to grace itJ

Shakespeare has a direct parallel with the next 

episode of the story where Felismena makes her decision 

to follow Felix to court. She takes up residence at an 

inn where the Host invites her to hear Don Felix serenad

ing a new object of his affection--Celia. The heroine

must suffer the pangs of betrayed love, but she braves 

the storm and without recourse to her better judgement,
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remains true to her perfidious lover. One notes that 

even, after Felismena knows of her sweetheart's unfaith

fulness, she, like Julia, is constrained by love to do 

nothing but admire him. Love has made her blind and her 

will is at the mercy of her emotions. She admits that

When 1 saw him in this rich equipage, 1 was so amaz
ed at his sight, that how extremely my sences were 
ravished with sudden joye, 1 am not able (fair 
Nymphes) to tell you.1

How like is this speech to Valentine's exclamations con

cerning the effects of Silvia's beauty when the two 

gentlemen meet again at court. The men in both Diana 

and the play are less noble than the women and succumb 

to the temptation of showing signs of love to the most 

accessible female. Felismena enters the service of Don 

Felix as the page Valerio, and in this role she becomes, 

like Julia in the play, a bearer of love letters to her 

rival. Celia chides Don Felix in words that recall Sil

via's rebuffs to Proteus:

Never any thing that I suspected, touching thy love, 
hath beene so farre from the truth, that hath not 
given me occasion to beleeve more often mine owne 
imagination then thy innocencie; wherein if 1 do 
thee any wrong, referre it but to the censure of 
thine owne follie. For well thou mightest have 
denied, or not declared thy passed love, without 
giving me occasion to condemne thee by thine own 
confession. Thou saiest I was the cause that made

 ̂Bui 1ough, 1, 290.
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thee forget thy former love. Comfort thy selfe, for 

second 1 n0t W3nt another to make thee forget thy

Except for the ending, when Fellsmena and Don 

Felix are restored to each other and presumably live 

happily ever after, little of the remainder of the story 

bears a resemblance to the play. Celia proceeds to fall 

in love with the supposed page of Felix, which reminds 

one more of Olivia's action In Twelfth Night. Celia does 

recall Silvia's coquettishness in her questioning the 

page as to the appearance of Felix's first love. But 

when Valerius Is adamant In "his" refusal to return any 

show of love, Celia kills herself. Felix then disap

pears, and for two years Felismena wanders about In 

search of him. Although she Is wracked by trials and 

conflict during this time, Fellsmena gives proof of her 

Amazon strength by killing evil men and monsters with no 

trouble. At last, the resolution of the conflict occurs 

when she saves a knight's life who Is her own Don Felix. 

When she confesses her past secrets to him, he (like 

Julia) swoons. Upon recovering, Felix finds his love 

miraculously restored for Fellsmena, and they ride away 

to Diana's temple and are promptly married.
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In an examination of the Spanish narrative, sev

eral things become clear. First, Shakespeare did not 

incorporate the ending of the story Into his play. Se

condly, while the theme of romantic love Is evident In 

Plana Enamorada, there Is no rivalry between love and 

friendship, which, as sonnets forty, forty-one, and 

forty-two show, was very much a part of Shakespeare's 

thinking at this time. One must therefore look else

where for a possible source for the perfect friend.

Because, as It has been previously noted, the 

exaltation of friendship over love was the common staple 

of Elizabethan literature, no common agreement has yet 

been reached among scholars as to one specific source 

for the theme of friendship, but the poss1b¡1 1 t 1es have 

at least been narrowed down. Frederick Fleay flatly 

states that the ending of the play Is taken from a novel 

by Bandello called Apollonius and Svlla extant (untrans

lated) In 1554 and later translated by Barnaby Rich and 

included in His Farewell to Mllitarie On the Profession. 1 

With just as much conviction E. K. Chambers regards this 

novel, as well as Lyly's Euphues and his Endimion. as 

mere analogues. Supporting Chambers's thought, one

Frederick G. 
don: Macmillan & Co.,

Fleay, Shakespeare Manual,
Ltd., 1576'), p. 28.-------

(Lon-



editor declares that Shakespeare is more indebted to the

Commedia del 1 1 Arte, which elaborates upon the stock

plots with improvised dialogue, since, he explains,

Lyly's plays are derived from the Commedia Erudita,

which is based on classical originals and follows a

stylized pattern in plot, character, and staging.^

In view of the fact that several other sources

will be mentioned as having at least as much weight as

Bandello's story, one may concur in Chambers's judgment

on this score. However, upon reading parts of John

Lyly's prose and poetry, one can justifiably disagree

with Chambers here, by pointing out examples of Lylian

influence in technique if not in matter. In Euphues, The

Anatomy of Wit there is a description of the closeness

of friendship between Euphues and Philautus from which

the following excerpt is taken:

But after many embracings and protestations one to 
another they walked to dinner, wher they wanted 
neither meat, neither musicke, neither any other 
pastime: and having banqueted, to digest their 
sweete confections, they daunced all that after 
noone, they used not only one boorde but one bed, 
one booke (if so be it they thought not one too 
many.) Their friendship augmented every day inso
much that the one could not refraine the company be- 
tweene them, which all men accounted commendable . 2

Move's Labour's Lost Arden edition , (Cam- 
bndge, Hass.: Harvard University Press, 1951), p. xxxv.

^Bul1ough, I, 2 1 9 .
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The conflict arises when both young men fall in 

love with Lucilla, who shows inconstancy by giving her 

love first to one and then to the other. Like Proteus, 

Lucilla is conscious of her disloyalty to Philautus, but 

gives in to the temptation to follow her own lust. Euph- 

ues's advice to himself on winning Lucilla is reminis

cent of Valentine's suggestions to the duke:

There is no woeman, Euphues, but shee will yeelde in 
time, bee not therefore dismaied either with high 
lookes or frowarde wordes.l

As Euphues is capable of deceiving his rriend, he af

fects love for Livia in order to be taken to Ferardo's 

house where he will have access to Lucilla. In receiving 

Euphues's protestations of love, Lucilla promises that 

"I give thee my hands in pawne, and my heart for ever to 

be thy Lucilla . " 2 Finally, under pressure of her father 

to marry Philautus, Lucilla openly shows her fickle na

ture by deserting both suitors to accept "one Curio, a 

gentleman of Naples of little wealth and lesse wit."3 

Thus, the two former friends are left to enjoy their 

misery alone until they decide to renew their friendship 

and forget the distasteful past.

General characteristics which undoubtedly result 1

1 Ibid., I, 223.
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from Lyly's influence include delight in word-play, triv 

ia 1 puns, and far-fetched images. The diction is often

a jumble of poetry running at times too smoothly, such

as Julia's praise of Proteus:

But truer stars did govern Proteus' birth--
His words are bonds, his oaths are oracles,
His love sincere, his thoughts immaculate,
His tears pure messengers sent from his heart,
His heart as far from fraud as heaven from earth.^

In Lyly's Endimion friendship is again praised

at love's expense in the speech of Geron:

an eye-worme, which only tickleth the head with opes 
and wished; friendship the image of eternitie, in 
which there is nothing movable; nothing mischievous. 
As much difference as there is between beautie and 
vertue, bodies and shadows, colours and lignes - so 
great oddes is there between love and friend . 2

Also, Launce's reading from a list of good and bad qual

ities of the milkmaid he intends to marry can be traced 

to Lyly's Endimion, where a similar procedure is carried

out.

In still another of his works, Sappho and Phaon, 

Lyly attempts to prove, as Valentine does to the duke, 

that winning a woman is a matter of practised skill and 

pat i ence:

Be prodigali in prayses, and promises; Chuse such

^The Two Gentlemen of Verona, I I.vii.7^-78.

^Bul1ough, I, 20k.
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words as may (as many may) melt her mind...If shee 
seeme at the first cruel 1, bee not discouraged. 1 
tell thee a strange thing, women strive because they 
would be overcome...'

Those characteristics so typical of Lyly of which Shake

speare has made repeated use include empty rhetoric 

( I V . i .4-21) ,  tedious word-play ( I .i.70-155), and rodo- 

mantade (V.iv.126-131). Other likenesses are pointed 

out by Parrot:

The opening scene (in Shakespeare's play) presents 
two of Lyly's gentlemen in debate and runs on into 
dialogue between a lover and a page that reads al
most like a transcript from one of Lyly's comedies. 
Valentine and Proteus mock the foolish Thurio in the 
very style of Lyly's witty gentlemen; the consider
able amount of prose, between a third and fourth of 
the whole play, is itself a testimony to Lyly's in
fluence, although the best prose scenes are marked 
by a homely realism Lyly never knew.2

Other possible dramatic models are the plays of 

Robert Greene and Thomas Lodge who in Hoizknecht's opin

ion "did much to establish on the stage the type of ro

mantic comedy that Shakespeare took up in The Two Gentle

men of Verona."3 Greene, who imitated Lyly, loved fancy 1 2

1 The Complete Works of John Lyly, ed. R, War- 
Bond, (OxVord: Clarendon Press, 1902), 11, 390.

2
^Thomas Marc Parrott, Shakespearean Cornedv.(New 

York: Oxford University Press, 1949), p. 114.

^Karl Julius Holzknecht, The Background of 
Shakespeare's Plays, (New York; American Book Co.. 
7950), p. 87.
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dialogue. In hi s James IV 1591» he used his standard 

formula of the idealized heroine, the woman disguised as 

a page, the faithless lover, and finally the renuncia

tion of lovers to complete a happy ending.^ In regard 

to the girl disguised as a male, there is something to 

be said concerning the influence of theatrical condi

tions. Since boys played the female roles, they were 

perhaps uncomfortable in farthingales. As Hoizknecht 

tells us, the dramatist of Shakespeare's day

was conditioned in every important way by conven
tions imposed by the medium in which he worked, by 
the kind of theatre for which he wrote, by the com
pany of actors which produced his plays, and by the 
audience he expected to attract.2

Gollancz insists that to understand this comedy one must 

realize that the play is connected by its form to earli

er Italian love-stories, which are quite different than 

the kind of love story Shakespeare developed later. The 

example Gollancz gives is that which was registered in 

the Stationers' Company in 1584:

Fidele and Fortune; the Receipts in Love discoursed 
in a comedie of TT Italian Gentlemen, translated in
to Engli sh by A. R.3

^William Allan Neilson and Ashley Horace Thorn
dike, The Facts About Shakespeare. (New York: The Mac-
mi 11 an~"CoTi T527T, p. 9B.

^Holzknecht, p. 247.

^The Two Gentlemen of Verona, ed. Israel Gol- 
Lancz, (New York: The University Society, 1901), p. 3.
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Gollancz is of the opinion that this play, from which 

Shakespeare surely took his title, represents the "most 

valuable of the prototypes of the Shakespearean romantic 

plays . " 1

Sir Phillip Sidney's Arcadia has sometimes been 

regarded as a source for The Two Gentlemen of Verona. 

Fleay attributes Valentine's soliloquy on solitude and 

his consenting to become the captain of the robbers to 

Book I chapter six, where Phrocles behaves in a similar 

way . 1 2 Fleay's opinion does seem rather dubious, though, 

when one considers that the greenwood adventures may 

have been taken from either of the following listed by 

Bui lough: Anthony Munday's The Downfall and The Death of 

Robert, Earl of Huntinton, Otherwise called Robin Hood 

of Merrie Sherwoode (1601) acted as a play in 1598; or, 

perhaps more likely as a source is The Pastoral Comedy 

of Robin Hood and Little John entered in the Stationers' 

Register on May 14, 1594.3 Also, Sidney's Book II chap

ter twenty-two has certain elements which appear synony

mous with those of Diana Enamorada: a woman of great

1 Ibid,. p. 3.

2Phillip Sidney, The Countesse of Pembrokes 
Arcadia, (London: Cambridge University Press, 1939), 
pp. 38-45.

^Bul lough ,  l ,  207.



strength appears in both, who disguises herself as a boy 

and serves her lover as a page.

Although one may find some suggestion in Sid

ney's Arcadia as a possible source, definite evidence is 

lacking for any positive statement to be made, and Bul- 

lough lists Sidney's work as an analogue. Collier, also, 

is hesistant to admit Arcadia as a source and admits 

that in his mind the problem as of 18A-3 is an unsolved 

mystery . 1

Bullough traces Valentine's sacrificial act of

resigning his betrothed to his friend to the favorite

friendship theme found in Sir Thomas Elyot's The Boke of

the Governour.^ In this tale the one essential quality

which Elyot insists is necessary in friendship above all

others is constancy. Here again two young men, Titus

and Gisippus, are described in whom

the same nature wrought in their hartes suche a mu- 
tuall affection, that their willes and appetites 
daily more and more so confederated them selfes, 
that it semed none other, whan their names were de
clared, but that they hadde onely chaunged their 
places, issuinge (as 1 mought saye) out of the one 
body, and entringe in to the other.3

Their friendship is blighted by Gisippus's romantic

Collier, p. 273. 2Bullough, I, 203.
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attachment to a beautiful lady which causes him to tem

porarily forget both the wisdom gained from his studies 

of philosophy and also his devoted friend. So delighted 

is Gisippus with his new found love that he must show 

her to Titus, who being of the same mind as Gisippus, 

falls so deeply in love with the lady that he becomes 

ill. On learning of Titus's misery, Gisippus offers his 

new bride to his friend in words that illustrate Elyot's 

subtitle "the figure of perfect amitie:" "Here I re

nounce to you clerely all my title and interest that I 

nowe have or mought have in that fa ire mayden."  ̂ Shake

speare parallels Gisippus's sacrificial promise in Val

entine's speech when he gives Silvia to his friend Pro

teus. Valentine's offer is even more magnanimous, how

ever, since Titus strives against his temptation, while 

Proteus acts on his egotistical pronouncement "1 to my

self an dearer than a friend."1 2

Fairly recently, a new source has been brought 

to the attention of critics which deserves attention. 

According to Atkinson, the basis for the importance of 

friendship in The Two Gentlemen of Verona is found in

1 Ibid., I, 216.

2
The Two Gentlemen of Verona. I I,vi.23.



the adventures of Claribel and Floradine, which appear 

in the fifth story of Henry Wotten's A Courtie contro- 

versie of Cupids Cautels; Conteyning five Tragicall His- 

tor i es...Translated out of French as neare as our Eng

lish phrase will permit, by H. W. Gentleman. The ori

ginal by Jacques d'Yver was printed in 1572 and entitled 

Le Printemps d'Yver, contenant plusiers hlstoires dis- 

couvres par cinz Journee's in une noble compagnie au 

chateau du Printemps.^ Atkinson shows that the general 

structure of the story bears some resemblance to that of 

The Two Gentlemen of Verona. Two men, Claribel and 

Floradine, who are close friends decide to forget their 

studies and see the world. Later when Claribel marries 

and establishes himself as a prominent citizen, he finds 

it necessary to go to the city on business. Meanwhile, 

Floradine, who has fallen in love with Claribel1s wife, 

fights temptation for awhile, but then succumbs. After 

discovering that he is attracted to his best friend's 

wife, he asks himself,

To what...ext rem i t i e an I brought that new love must 
needes destroy olde amitie, const rayn i ng me to lose 
him, unto whom so many pleasures have bound me, yea 
to destroy my selfe without any assurance of profi te,

1 Dorothy F. Atkinson, "The Source of Two Gentle
men of Verona," Studies in Philology. Vol. 41, (1944),
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or to achieve unto the attaynt of those that love 
which is frui t i on.1

At this point the author interrupts the story to admon

ish the unfaithful friend by saying:

Ah, unfortunate Floradine...could it chaunce worse 
unto thee, tnan to burn so paciently in the love of 
hi r, which the ami te of thy friende Claribel oughte 
to have rendered so hoi 1 ye and inviolable, as now 
thy onelye thought ought to be nomi nated...sacr i1ege 
among friend.2

The miller's wife, who is Julia's counterpart, 

disguises herself in manly attire to go about leading 

the life of a page in an environment similar to that of 

Shakespeare's band i shed outlaws. Both story and play 

employ the use of singing at the window; and both Julia 

and Marguerite, Claribel's wife, have maids who advise, 

although in A Courtle Controversi the maid's role takes 

on greater importance than that of Lucetta's. In the re

conciliation scene both writings have major characters 

brought together and the sets of friends make up rather 

unrealistically. Atkinson backs up her opinion with 

convincing argument, but definite evidence is lacking on 

two counts: one, did Shakespeare actually read this 

story? Two, even if he did, must one accept this as 1

1 Ibid., p. 229.
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indisputable proof that he had Claribel and Floradine in 

mind when he wrote his play? Bullough prefers to remain 

conservative, which seems the most advisable course to 

follow, and regards the Courtly Controvert as an ana_ 

logue. 1

A minor influence on the play is manifested in 

two specific allusions to Marlowe's "Hero and Leander." 

The first occurs in the parting words of the two friends 

when Valentine asks Proteus to pray on a love-book.2 The

second reference is made by Valentine again when he ad- 

vises the duke to get

...a ladder quaintly made of cords

WnulHSt UP’ Wlth a pair anchoring hooks
So ioi5e,rVe J° scale another Hero's toSSr
So bold Leander would adventure it.3 

Fleay is not satisfied with the usual source named for 

the above lines and points out that Marlowe's poem was 

not entered at Stationers' Hall until September, 1 5 9 3 .

He argues that he does not believe that Shakespeare had 

access to the manuscript form of the poem, although he 

admits, along with the general concessus of opinion 

among authorities, it is a possibility.

'Bullough, I, 208.
2
The Two Gentlemen of Verona. I.i.20 

3 |-b 'd.. II I . i. 117-120.



Two other foreign works are mentioned by Bul- 

lough, not as sources, but more probably as analogues. 

One is the German play which ends tragically, Comoedia 

Von Julio und Hyppolita with an English version by 

Georgina Archer. The play, which was produced by the 

English actors in Germany, is preserved only in a German 

paraphrase. The other is Flavio Tradito Comedia by 

Flaminio Sea la (1611).

One has seen that far from attaining universal 

agreement as to Shakespeare's sources, modern critics, 

as those of the past, remain divided in their attempt to 

arrive at a definite conclusion concerning the models 

for The Two Gentlemen of Verona. There are scholars who 

do not admit that Shakespeare depended greatly on any 

source and attribute the similarities to coincidence. 

Chambers holds that whatever models Shakespeare may have 

used, the immaturity of the play is due to the fact that 

it is not reworked and represents Shakespeare's first 

attempt at originality-- original at least in the re

spect that it is here that Shakespeare first devised a 

basic pattern for both romantic comedy and romantic 

tragedy which would be used with more success in such 

later plays as Romeo and Juli et, As You Like It, Twelfth 

Night, and Measure for Measure . 1

^E. K. Chambers, Shakespeare: A Survey, p. kS.



CONCLUSION

This study has undertaken to show that Shake

speare, who probably inherited more from the Middle Ages 

than from classical times, was nevertheless strongly in

fluenced by the "perfume of antiquity" which embued the 

Renaissance.^ The Two Gentlemen of Verona has been ana

lyzed and compared with the eros, philia, and agape of 

the classical period, when love of a friend was consid

ered the via media to the Primus Movens. As Mills 

points out, Shakespeare "does not waste time expounding 

friendship theory; his audience knew it and he could 

take it for granted.

The thesis has established that (1) the friend

ship of Valentine and Proteus was a theme popular not 

only in Shakespeare's day, but in times prior to when 

happiness was dependent on successful romantic love; and 

that (2 ) this friendship formed an exalted and noble 

union--a "marriage of minds"-- which converged with ro

mantic passion so that the modern critic is forced to 

conclusion that "Shakespeare pushes the convention of

^Paul Stapfer, Shakespeare and Classical Anti- 
quity, trans. by Emily J-] Carey, London: C. Kegan Paul 
& Co., 1880, p. S3.

2Mills, p. 2 5 9 .
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sacrifice of love for friendship to an absurdity." 1 It 

has been the contention of this thesis that such a cri

ticism can only be evoked by that writer who insists on 

interpreting the final scene of the play in terms of 

chivalrous, courtly love conventions, the dross of which 

has saturated every medium of modern communication.

Neither an inspection of the known sources and 

analogues or an examination of the diverse opinions of 

the critics leaves one with a perfect understanding of 

the source or sources of The Two Gentlemen of Verona, 

but at the same time it is not necessary in order to en

joy the promise of the power and beauty the play holds, 

to be realized more completely in the later romantic 

corned i es. *

*Pearson, p. 288.
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TABLE 1

[DOCUMENT 255] 1

STATIONERS' REGISTER ENTREY FOR THE FIRST FOLIO
NOVEMBER 8 , 1623

M r Blounte Entred for their Copie vnder the hands
Isaak Jaggard. of M r William Shakespeers Comedyes

Histories, and Tragedyes soe manie of 
the said Copies as are not formerly 
entred to other men.

vi z*- v i j s

G*S. The Tempest
The two gentlemen of Verona 
Measure for Measure 
The Comedy of Errors 

Comedyes. As you like it
All's well that ends well 
Twelfe night 
The winters tale

The thirde part of Henry ye 
Histories. sixt

Henry the eight

Cor i olanus 
Timon of Athenss 
Julius Caesar 

Tragedies. Mackbeth
Antonie and Cleopatra 
Cymbeli ne

B. Roland Lewis, The Shakespeare Documents Fac- 
s imi 1 es, Transi iterations translations S- Commentary 
(Stanford University, California: Stanford University 
Press, 19*+1), II, 573.
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THE PERFORMANCES OF THE TWO GENTLEMEN OF VERONA

A chart of the recorded performances of The Two 

Gentlemen of Verona has been included to show the gaps 

of time that have occurred between presentations of this 

play. Also, the fact that no performance is recorded 

during Shakespeare's lifetime adds weight to the tradi

tion mentioned by Sir Qui11er-Couch that the play was a 

failure.^

TABLE 2

THE PERFORMANCES OF THE TWO GENTLEMEN OF VERONA

Date Place
Times
Given Di rector Comments

1 7 6 2 Drury Lane 5 - -

1763 Drury Lane - • David Garrick Last performance 
ended in riot

1790 Drury Lane 3 J. P. Kemble -

1 8 0 8 - - - -

1821 Covent
Garden

29 F redri ck 
Reynolds

Operatic version

This chart has been compiled from the perform
ances recorded in the following: An Annual Survey of 
Shakespeare, ed. Allardyce Nicoll^ (Cambridge: At the 
University Press, 19^+8-1960), I -XV: Shakespeare in the 
Theatre, A Record of Performances in London, 1751-1 BOO, 
ecT CT B. Hogan, (Oxford: At the Clarendon Press, 1957): 
Alice Griffin, “Current Theatre Notes," Shakespeare 
Quarterly, I, IV-X, 1950, 1953-1959. ----
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TABLE 2--Continued

Date Place
Times
Given Di rector Coments

1822 - - Macready -

1841 “ - Macready Original version 
rev i ved

1840-
1 8 5 0

England & 
Arne r i ca

- Charles Kean -

1848 Haymarket - - -

1857 Haymarket - Samuel Phelps -

1 8 6 0 's Sadler* s 
Wells

- Samuel Phelps -

1 8 9 0 Stratford-
on-Avon

- Osmond Teale -

1895 New York & 
London

- Augustin DaleyI _

1904 Court Thea
tre London

- J. H. Leigh -

1 9 1 0 London &• 
Manchester

- - -

1 9 1 6 Wi scons i n 2 Un i vers i ty 
of Wi scons in

Shakespea re1s 
tercentena ry

1949 London-Open 
Ai r Theatre

- -

Nov.
1951

Quester
Theatre-
London

11 Peter Curtis -

Feb. 4, 
1952

Old Vic Co. 
B rIstol

- - -
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TABLE 2--Continued

Times
Date______P1 ace_____ Gi ven____ Di rector________ Comments

Feb.19, Old Vic Co. two 
1952 London weeks

June Old Vic Co. two 
1952 London weeks

Dec. The People's
13-20, Theatre,
1952 Newcastle-

on-Tyre,
England

Apri 1 Nott i ngham,
27- England
May 9, 
1953

June New Col 1ege
1,3,6, Gardens,
1953 Oxford,

England

Aug.31 - Barter
Sept.5, Theatre of
1953 Virginia

John Harrison Played as a fun
and games 
fantasy in 
16th century 
manner

J. E. Friend

Jan.ll- Barter Thea- 
Apr.10, tre Vi rginia 
195^ toured ky.,

W. Va., Pa., 
Md., N. C., 
Ga., Ala., 
Miss., and 
Tenn.

Aug.31- Barter Thea- 
Sept.5, tre toured 
195^ southeast

Owen Phillips

J. E. Friend
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TABLE 2--Continued

Date
Times

Place Given Di rector Comments

March

t'sU
Miami

Un i vers i ty
Homer N. 

Abegglen
Music by 
Philip Stevens

April 
2,30- 
May 1, 
1954

Southend 3 
Shakespeare 
Society of 
St.Clement's 
Hall, Essex, 
England

John
Smurthwa i te

July 7, 
11,18, 
30,
Aug.17 
24,31, 
Sept.7 
1954

Antioch 11 
Shakespeare 
Festival,

, Yellow 
Springs,

, Ohio

David Hooks

July
12-17,
1954

The Leeds Uni- - 
vers i ty 
Union Theatre 
Group at 
Ri1ey-Smi th 
Threat re, 
Leeds, England

Company travel
led by bus 
through 
France, Bel
gium, Germany, 
Denmark, Hol
land, Bruges

Aug.
3-8,

Shakespeare 
Festi val 
Camden Hills 
Theatre 
Camden,
Ma i ne

Ri cha rd 
Ki rscher

June 
27- 
Jul y 
9,1955

Earle Grey 
Festival Co. 
Toronto

Costumes in 
Medici period 
of Italian 
Rena i ssance
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TABLE 2--Continued

Date
Times

Place Given Director Comments

Nov.
1955

The Drama - - 
Theatre 
Molotov,
U.S.S.R.

Nov.
1^-19,
1955

Shakespearean - John
Theatre Heldabrand 
Work-Shop,
New York

Nov.
18-19,
1955

John Hopkins - Alice Houstle 
Un i vers i ty 
Baltimore,
Maryland

July
2-7,
1955

Pantiles - Roy Douglas 
Open A i r 
Theatre 
Tunbridge 
Wei Is,
England

Aug.
12-26,
1955

Hovenden Roy Douglas 
Players,
Hovenden
Theatre
Club,
London

Aug.
25,
1955

The George - Valery 
Inn Court Hovenden 
Yard,
Southwark 
Shakespeare 
Festival,
London
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TABLE 2--Continued

Date
Times

Place Given Di rector Comments

Sept.
23,
1955

K rammer- 
spiele, 
Graz,
Steiermark,
Austria

Helmut H. 
Schwarz

The woods a wi Id 
west scene 
with exploding 
pistols; the 
music a modern 
jazz rhythm

Jul y 
2 2 -
Aug.9,
1956

New York 
Summer 
Shakespeare 
Festival

Stuart
Vaughan

Presented out
doors, admis
sion free

Aug.
7-27,
1956

Oregon
Shakespeare 
Festival, 
Ashland, 
Oregon

In repertory

Jan.
1957

London-Old 1 
Vic Theatre

Michael
Langham

-

Jan.
29,
1957

Staats
Theatre,
Kammerspi ele, 
Kassal, 
Germany

In repertory

Feb. 
26- 
Mar. 
1 ,
1957

Southsea 
England By 
Southsea 
Shakespeare 
Actors

Edmonds 
Gately

Very simply 
staged

March
1957

Stratford 
Shakespea re 
Festival 
Co. on tour: 
Phoen ix 
Theatre N.Y.

Michael
Langham

Earthly humor 
and romantic 
love unsuc
cessful 1 y 
fused



\2k

TABLE 2--Continued

Date
Times

Place Given Di rector Comments

Season
1957-
1958

Tribune 
Theater, 
Be r1i n, 
Germany

-

Season
1957-
1958

Stadttheater, - 
Pforzheim, 
Germany

Ma rch 
1958

Phoenix
Theatre-

- -

Stratford 
Fest i vai 
Co. of 
Canada

June TUZ Theatre 16 
30, Baku,
1958 U.S.S.R.



BIBLIOGRAPHY

Books

The Works of Aristotle. £§reat Books of the Western
World Seri e^]. VoT. II: Chicago: Encyclopaedia 
Britannica Inc., 1952.

Bui lough, Geoffrey (ed.). Narrative and Dramatic Sources 
of Shakespeare. Vol. I: New York: Columbia Uni
versity Press, 1957.

Carpenter, Edward (ed.). An Anthology of Friendship.
United States of America: Albert & Charles Boni, 
Inc., 1935.

Chambers, E. K. Shakespeare: A Survey. London: Sidgwick 
and Jackson, 1958.

________ . William Shakespeare, A Study of Facts and
Prob!ems. Vol. I; 1st ed. 1930, repri nted lith- 
ographi cal 1y, Oxford: University Press, 1951.

The Complete Works of Geoffrey Chaucer. (ed.) F . N .
Robi nson. Chicago: Houghton Mifflin Co., 1933.

Cicero, Marcus Tullius. De Amici t i a . Translated and 
edited by James S. Reid. Chicago: Albert & 
Scott, 1890.

The Basic Works of Cicero, (ed.) Moses Hadas. New York: 
Random House, Inc., 1951.

Collier, J. P. (ed.) Shakespeare's Library Part I, Vol. 
I: London: Reeves and Turner, 1*895.

Crossman, R. H. S. Plato Today. London: George Allen & 
Unwin Ltd., 1959.

D'Arcy, M. C. The Mind and Heart of Love. New York: 
Henry Holt & Company, 19A-7.

De Rougemont, Denis. Love in the Western World. Trans
lated by Montgomery Belgion, New York: Pantheon 
Books, 1956.

125



126

Dowden, Edward (ed.). The Sonnets of William Shakespeare. 
London: Kegan Paul, trench & Co., 1881.

Edwards, Richard. Damon and Pythias. The Malone Society 
Reprints. Oxford: Charles Baty at the University 
Press, 1957.

Emerson, Ralph Waldo. Representative Men. Boston: 
Houghton Mi ff1 in Co., 1875.

Einstein, Lewis. Renaissance in England. New York: 
Columbia University Press, 1902.

Fleay, Frederick G. Shakespeare Manual. London: Macmil
lan & Co., Ltd., 1876.

Frye, Prosser Hall. Plato. University Studies, Vol.
XXXVIII: University of Nebraska, (Nos. 1-2),
1938.

Gomperz, Theodor. Greek Thinkers, A History of Ancient 
Philosophy. Translated by G. G. berry. Vol. P7: 
London : John Murray, 1955.

Hadow, W. H. (ed.) Shakes-Speares Sonnets, {jpor the
Tudor & Stuart Library, Clarendon Press, 1907], 
London: Percy Lund, Humphries & Co., Ltd., 1938.

Haight, Elizabeth Hazelton. Romance in the Latin Elegiac 
Poets. New York: Longmans, Green, & Co., 1932.

Harris, Frank. The Man Shakespeare and His Tragic Life 
Story. New York: M. kennerley, 1909.

Holzkneckt, Karl Julius. The Background of Shakespeare's 
Plays. New York: American Book Co., 1950.

Jagger, Werner. Paideia. Vol. II: New York: Oxford Uni
versity Press, 1943.

Kenny, Thomas. The Life and Genius of Shakespeare. Lon
don: Longman, Green, Longman, Roberts, Green, 
1864.

Lewis, B. Roland. The Shakespeare Documents Facsimiles, 
Transliterations Translations & Commentary. Palo 
Alto, California: Stanford University Press,
1941.



Lewis, C. S. The Allegory of Love. London: Humphrey Mil- 
ford, 193d.

The Complete Works of John Lyly. (ed.) R. Warwick Bond 
Vol. II: Oxford: Clarendon Press, 1902.

Mackenzie, Agnes M. The Women in Shakespeare's Plays.
New York: Doubleday, Page, & Co., 1924.

Mills, Lauren J. One Soul in Bodies Twain. Bloomington, 
Indiana: The Principia Press, 1937.

Minto, William. Characteristics of English Poets. Bos
ton: Ginn & Co., Td97. ~ *

Neilson, William Alland and Thorndike, Ashley H. The 
Facts About Shakespeare. New York: Macmillan 
&To'.~, Ltd., 1927. ----

Nelson, John Charles. Renaissance Theory of Love. New 
York: Columbia University Press, 195b.

Oxford Classical Dictionary, (ed.) M. Cary et. al.,
Oxford: At the Clarendon Press, reprinted" 1957.

Pacheco, Armando Correia. Plato's Conception of Love.
(published Ph. D. dissertation, Dept, of Phil- 
osophy, Notre Dame University, Indiana), 1942.

Parrott, Thomas Marc. Shakespearean Comedy. New York: 
Oxford University Press, 1949.

Pater, Walter. The Renaissance, Studies in Art and
Poetry. London: Macmillan & Co., Ltd., 1"901 .

Pearson, Emily. Elizabethan Love Conventions. Berkeley, 
California: University of California Press,
1933.

The Dialogues of Plato, (ed.) Benjamin Jowett. Vol. I: 
3rd ed. London: Lowe & Brydone, 1924.

Renwick, William Lindsay. Edmund Spenser, An Essay on
Renaissance Poetry. London: Edward Arnold & Co..
m r . —  -------

127

Robb, Nesca Adeline. Neoplatonism of the Italian Renais
sance. London: George Allen & Unwin Ltd., 1935.



128

Shakespea re, 
t ¡ on, 
1955.

William. Love's Labour's Lost. Arden 
Cambridge, Mass.: Harvard University

Edi - 
Press,

. The Merchant of Venice. Arden Edition of The 
Works of Shakespeare, (ed.) John Russel1 Brown, 
7th ed., Cambridge, Mass.: Harvard University 
Press, 1955.

. The Two Gentlemen of Verona, (ed.) Israel 
Uallancz. New York; The University Press, 1901.

. The Two Gentlemen of Verona, (ed.) Israel 
Uallancz. Modern Readers Shakespeare edition. 
New York: The University Society, 1901.

_________ . The Two Gentlemen of Verona. (ed.) Kar 1
“ Young. New Haven: Yale Edition Press, 1924.

Sidney, Phillip. The Countesse of Pembrokes Arcadia.
(London: Printed for William Ponfonbie, 1590), 
Albert Feui Herat, (ed.). Cambridge: At the 
University Press, 1939.

Stapfer, Paul.
T rans. 
& Co.,

Shakespeare and Classical Antiquity. 
b^Emily J. Carey. London: C. Regan Paul

Thaler, Alwin. Shakespeare's Silences. Cambridge, Mass.: 
Harvard University Press, 11579.

Tillich, Paul. Love, Power and Justice. New York and 
London: Oxford University Press, 1954.

Tillyard, Eustace M. W. The English Renaissance. Balti
more: The John Hopki ns Press, 1$52.

Ulrici, Herman. Shakespeare's Dramatic Art. Vol. II:
3rd ed. translated by L. Dora Schmitz. London: 
George Bell & Sons, 1895.

Articles and Periodicals

Atkinson, Dorothy F. "The Source of The Two Gentlemen 
of Verona," Studies in Philology, XLI, (1944). 
223-23^.



129
Ashurst, R. L. “The Two Gentlemen of Verona . 11 The New 

Shakespeareana. ill. (April, 19041. 5 3

Griffin, Alice. "The Shakespeare Season In New York," 
Shakespeare Quarterly. IX, (1958), 39-40.

Harrison, Jr., T. P. "Concerning The Two Gentlemen of 
Verona and Montemayor's Diana," MLN, XL I.
(April, 1926), 251-252. ---

Newlln, Claude M. "Some Sources of Richard Edward's
Damon and Pythias," MLN, XLVII, (1932), 145-146.

Perry, Thomas. "Proteus, Wry-Transformed Traveller," 
Shakespeare Quarterly. V, (1954), 33-40.

Sargent, Ralph. "Sir Thomas Elyot and the Integrity of 
Pie,Two Gentlemen of Verona." PMLA, LXV, No. 4, 
(June, 1 9 5 0 ), 1 1 6 6 - 1 1 7 6 .

Senesbaugh, G. F. "John Ford and Platonic Love in the 
Court," Studies in Philoloqy. XXXVI. (1939). 
210-223. -----------------

Small, Samuel Asa. "The Ending of The Two Gentlemen of 
Verona," PMLA, XLVIII, (193JT7 767-776.---------

Thaler, Alwin. "Shakspere and the Unhappy, Happy 
Ending," PMLA, LX I I, (1927), 736-761.


	TABLE OF CONTENTS
	PREFACE
	CHAPTER I THE CLASSICAL CONCEPT OF LOVE AND FRIENDSHIP
	CHAPTER I I THE RENAISSANCE INTERPRETATION OF LOVE AND FRIENDSHIP
	CHAPTER I I I THE EROS AND PHIL IA IN THE TWO GENTLEMEN OF VERONA
	CHAPTER IV THE SOURCES OF THE TWO GENTLEMEN OF VERONA
	CONCLUSION
	APPENDIX
	TABLE 1
	TABLE 2
	BIBLIOGRAPHY



