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INTRODUCTION

Queen Elizabeth | is known to have been one ofrtbst important sovereigns in the history of the
English Renaissance. Daughter of Henry VIII and &loleyn, she ascended the throne in 1558
and reigned until her death. She was the fifth lastl monarch of the Tudor dynasty because she
died unmarried since she did not want to sharepbarer and her kingdom with a husband, and
therefore left no heirs. After the Protestant reajrher half-brother, Edward VI, and that of her
half-sister Mary Tudor, who had murdered hundrefdsebigious dissenters for the restoration of
Roman Catholicism, England saw Elizabeth’s accasssoa bright light after a very dark period.
Elizabeth Tudor had always been an unconventiogatd; throughout her reign, she fought for her
rights to be an unmarried woman and to rule alomgldhd, in a period in which a woman ruler was
seen as unnatural. Despite the requests she hiadtedrom Parliament she was able to remain
unmarried until her death. Even after her death6®3 she was able to stay alive in the heartsl of al
her subjects in both good and bad ways.

This dissertation aims to point out the importaktieabeth |, acquired during her reign and, how
she was able to become an icon for her Country gwvagh she was a woman. This work aims to
deal with her position as a female ruler who remdinnmarried and it will focus on the strategies
employed by both her and her subjects, in respgnidirher propaganda. Elizabeth showed herself
acutely aware in controlling her iconography. THissertation aims to analyze her identity in
literature, sermons, pamphlets, speeches and parérén order to understand the way in which she
was identified as a female ruler. In the second, pawill analyze more in depth the figure of the
gueen from the point of view of the most famousypiaght in the history of England, William
Shakespeare.

The first chapter, titled “Queen Elizabeth a Nesmale Ruler in the Renaissance” deals with the
historical background of the Tudor family and wikie life of Princess Elizabeth, paying particular
attention to the dangers that confronted her dungrgchildhood because of her sister Mary Tudor.
After her accession to the throne, the celebratadrtbe her Accession Day and the festivities that
would continue throughout her reign are analyzedhé second part of this first chapter, the figure
of Elizabeth is examined more in depth; the chapeiWoman on the Throne, the Two bodies”
analyzes the difficulties that Elizabeth had toefbeing a woman ruler. Particular attention will be
paid to the difference between the two bodies;nidweiral body and body politic. Elizabeth had to



fight hard during her reign to level off the chasc# a woman on the throne: at that time, a woman
ruler was seen as unnatural, so her Parliamentder not to give her complete power, put pressure
on her to choose a husband. Marriage negotiatiere wrucial throughout her reign: Elizabeth’s
councillors always asked her to get married, atsorder to solve the problem of succession by
giving England an heir. Until her death she wa® d@blturn down these requests. In this refusal to
marry she took advantage of the Marian symbologthef” bride of Christ”. She claimed that her
virginity was a form of dedication to God. She att@med she was the spouse of England and that
she would eventually marry when she pleased and witom she chose. She was able to stay
unmarried and childless until her death in 1603wkNer, according to some scholars, she probably
thought of marring twice; with her favourite Rob&udley, Earl of Leicester and with the French
Duke of Alencon. Elizabeth’s choices were not ategfy Parliament because they thought these
were not convenient marriages: the first poteriradegroom was not Elizabeth’s peer, the second
one was picked at the beginning in order to makealkence with France but in the end was seen
just as a foreign threat for England. Particuldaerdton is paid to these arguments and to the
symbology that appeared for these issues. Wheheand of the XVI century, it was clear that she
would never marry, a new part of her iconographgane she was celebrated as Virgin Queen. In
the last part of the section, particular atteni®paid to the new iconography that Elizabeth chose
for the final years of her reign: Petrarchan disseuShe was able to identify herself with Laura of
Petrarch’sTriumphs highlighting her chastity and her distance froer buitors. In particular the
Triumphs of Chastitwill be analyzed, that is, the work most connedtedhe Queen in her final
propaganda as Virgin Queen.

As far as portraiture is concerned this work adskes the claims of Roy Strong and Frances Yates,
who argued for the existence of a cult of Elizabdt analyzing briefly Strong’3he Cult of
Elizabeth And it refers briefly to some other works conmelcto the Queen, in particular Spencer’s
The Faerie Queenshich was one of the main contemporary works abkdagbeth.

The second chapter of this dissertation highlights figure of Shakespeare and the role that the
Queen had in his works; it briefly outlines thguiie of Joan La Pucelle from Henry VI part | with
whom Elizabeth might be connected. Chapter Il intipalar focuses oA Midsummer Night's
Dream and how Shakespeare, with the character of Titavéa able to outline his anxiety about
the succession of the unmarried and childless qugeeikespeare was anything but in love with the
gueen, probably because he did not agree withiace to be an unmarried woman who in the end
left England without an heir.



Many scholars argue that, using the figure of DiBbakespeare wanted to criticise Elizabeth and
her iconography of virginity. For this purpose, &lso took as a cue a work by Marlow®ido
Queen of CarthageNith Titania too, he wanted to make a sort dfiquie of the Queen; making her
fall in love with an ass. This dissertation is gpio analyze in depth all these arguments in cer
sketch an outline of the whole play in connectiathwhe figure of Elizabeth.

Marion A. Taylor suggests th& Midsummer Night's Drearoould be an allegory of Elizabeth’s
kingdom; she argues that the relationship that &@dare made happen between Titania and
Oberon could be seen as the marriage negotiatietvgebn Elizabeth and the Duke of AnjoAs
Annaliese Connolly points out: “...tH&reanis emphasis on specific fruits, recalling the metaphor
of fruit used by Elizabeth’s subjects to appeahéo own fruitfulness as they encouraged the queen
to marry and have a child®”

The Dream, is sharply ironic as the fruits are emted with the portrait of a barren queen, who can
only offer fruits but cannot bear any herself. Qofethe aims of this dissertation is to analyze
Shakespeare’s work in order to understand whatBael thought about his queen and her
propaganda. To this end, the female charactenseoplay are analyzed, with particular attention to
Hermia; who could be the character, together withnia, most connectable with the Queen. Then
also the figure of Hyppolita, the Amazon Queen Wwdlpointed out, who in the play was conquered
by her husband-to-be Theseus.

Secondly the character of Titania is be outlined] her relationship with the male protagonists of
the comedy; Oberon and Bottom with particular ditento the last one who as Marion A. Taylor
suggests, can be the allegory for the Duke of Anjbloen the connection is outlined between
Titania and Diana, the moon-goddess with whom Be#a was connected in order to highlight her
virginity. This dissertation proposes to analya® tof the main themes of the play that could be
connected with Elizabeth: marriage and virginitye tissue of marriage that could be connected
with the marriage negotiations with Anjou and tharrage that Hermia had to face in order to

satisfy her father’s will.

! Marion A Taylor,Bottom thou art translatedidolpi. Amsterdam 1973

2 Annaliese Frances Connollgyaluating Virginity: A Midsummer Night's Dream atfte iconography of Marriagi:
Hopkins, Lisa, Connolly, Annaliese, ed@Goddesses and Queens: The Iconography of ElizabettManchester
University Press, 2007 p. 137



Chapter 1

Elizabeth’s a New Queen in the Renaissance

PRINCESS ELIZABETH' S DANGEROUS CHILDHO OD AND REIGN

Queen Elizabeth | is known to be one of the mogtortant sovereigns in the history of the English
Renaissance. Daughter of Henry VIII and Anne Bolestme ascended the throne in 1558 and
reigned until her death in 1603. She was the &ftd last monarch of the Tudor dynasty since she
died unmarried because she did not want to shar@dwer and her reign with a husband, and
therefore left no heirs. After the Protestant reajrher half-brother, Edward VI, and that of her
half-sister Mary Tudor, who murdered hundreds bfi@us dissenters for the restoration of Roman
Catholicism, England saw Elizabeth’s accession lasght light after a very dark period. Although
Elizabeth was a woman, she immediately proved tasstrong as a man, not at all afraid of her
new position as Queen.

The Tudor royal line which ended with Elizabethd lieeen founded just two generations earlier by
Henry VII, Elizabeth’s grandfather, who defeatecchaird Il at Bosworth Field in 1485 and
married Richard’s niece, Elizabeth of York. The nage brought an end to the War of the Roses
between the houses of Lancaster and York. HenryaNdl Elizabeth of York with their union were
able to reunify England. Their first son was Arthut he soon died in1502 so his ten-year-old
brother Henry managed to ascend the throne in 2889 Henry VII's death. He married Catherine
of Aragon and began to rule as Henry VIII. Henrysvealoyal son of the Roman Catholic Church;
he opposed the reformation of Martin Luther in 154ad approved laws that banned the
importation of Lutheran books into England. Pope Xenamed him Defender of the Faith in 1521.
In 1527 Henry turned his attention to annulling tmarriage with his wife. Their union had
produced only a single and female heir: PrincessyMde fell in love with Anne Boleyn. In 1531,
having failed to gain from the Pope an annulmertisfimarriage, Henry declared himself Supreme
Head of the Church of England, divorced Catherime married Anne. The divorce of Henry from

Catherine, also means the divorce of England fieerRoman Catholic Church.

3 Carole, LevineThe Reign of ElizabettPalagrave Macmillan, 2002



It was the ¥ of September 1533 and King Henry VIII had onceimdiecome a father: the child’s
name was Elizabeth. The bonfires that had beenapedpn anticipation of a male heir remained
unlit and the jousting tournament was cancellece rancated ceremonies reflected Henry VIII's
disappointment at the birth of a daughter who wawdt] he imagined, continue the Tudor dynasty.
Elizabeth’s childhood, however, was not peacefuélat Even before her mother's execution in
1536 she was kept at a variety of country placessre only rarely appeared in London and at
Court. After Anne Boleyn was charged with commdtiadultery with her own brother and four
other men at Court she was put to death and Elirakas declared a bastard. When Henry married
his sixth and final wife, Catherine Parr, Elizabetis brought back to Court, and through the Act of
Succession in 1544 she was again titled princedgkated in line of succession to the throne. All
that changed with the death of Edward VI, son ofifgeand his third wife. Before his death, he had
attempted to bar his sisters Mary and Elizabetmftbe succession and to make his cousin Lady
Jane Gray “Queen” of the realm, but she manageedigo just for nine days before being deposed
and Mary brought to the throne.

John Fox in his Acts and Monumentstleals with the story of Anne Boleyn and Elizabeth’s
childhood when she was declared a bastard by hkeerfaHis book provides one of the best
contemporary historical accounts of the divorceQuieen Katherine, the King’'s remarriage, the
birth and baptism of ElizabethThe Baptism of Elizabeth was performed in the @hayf The
Observant Friars at Greenwich. The pomp of thencensy was designed only to consolidate the
authority of the newly independent English Churthe pageantry and promise of Elizabeth’s
baptism was many years later incorporated intoplag The Famous History of the Life of King
Henry the Eighthwritten by William Shakespeare and John Fletchemlact V scene V there are
staged the birth and the baptism of the future @ugzabeth | and subsequently the meeting with
her father Henry VIII. The King had always wantechale heir and the birth of Elizabeth for him
was a failure. After some time he declared his t&rga bastard and he put to death his wife Anne
Boleyn and Anne's own brother. On 2 May 1536 Anres \arrested and taken to the Tower of
London. She was accused of adultery, incest ardthegson. George Boleyn and the other accused

men were executed on 17 May 1536. On 19 May 15@6qtieen was executed on Tower Green.

* Hackett Helen, Virgin Mother Maiden Queen, Palagriacmillan, 1996, London



After this mention of the background of the Tudamily, it is important to pay attention to the
Tudor sisterhood and of course it is important ighlght the dangerous childhood that Princess
Elizabeth had to undergo from her sister befor@imicg Queen of England.

After her mother’s execution, Elizabeth’s childhoads difficult, Henry VIII's third wife Jane
Seymour gave Henry the son he dreamt of for theuee®f the Tudor dynasty. Elizabeth was
confined into the background. The sixth and lasewif her father, Catherine Parr, brought some
stability to Elizabeth’s life. In the same year435an Act of Parliament restored both Mary and
Elizabeth in the succession line. Henry's will iB46 confirmed Elizabeth’s position: if Edward
were to die without heirs, the throne would pasdary, then if she would die without heirs to
Elizabeth. Even though she was declared a basyaneéifather, during her childhood she managed
to receive an extensive education; scholars frormi€€@lge were chosen for her and in 1544
William Grindal became her own tutor, he was anegkm Latin and Greek and he taught both to
Elizabeth. She also became fluent in French aridritaHowever, she never received the course on
the problems of practical politics that her brotkelward received, given him by William Thomas,
the Clerk of the Council. As a consequence afterlsdtame Queen she told her Parliament that she
had studied nothing but Divinity until she becammiler. As already mentioned, with her father’s
death at the end of January 1547, Elizabeth wdsdchhck at court in Queen Dowager Catherine
Parr’'s household. Here she had a period of traltguiintil Catherine Parr decided, after a short
period of widowhood, secretly to marry Thomas Seymthe youngest of Edward VI's maternal
uncles. Seymour was not a person to trust, indéter having taken his nephew Edward into his
confidence, he started some illegal activities sashpiracy, counterfeiting money and he also
considered kidnapping his nephew Edward. Seymag bad a strange relationship with young
Elizabeth so in 1548 Catherine Parr being pregnardrder to avoid other scandals in addition to
their secret marriage, arranged for Elizabeth &vdeher household and set up with Sir Anthony
Denny and his wife. When Catherine Parr died inldbimith in 1548, the situation became
dangerous for young Elizabeth; in fact, Seymourabeim think of marrying her, even though this
would gravely endanger her succession to the thrds@lready mentioned Seymour was a sort of
criminal and in 1549 he was arrested for high teand lodged in the Tow@iEven Elizabeth was
thought to be involved in all these crimes and Fabert Tyrwhitt was sent by the Council to

examine her role in Seymour’s plots. However she alasle to extricate herself from the charges

® Carol, LevineThe Reign of Elizabetbp cit
® ibid



and she managed to save herself and her servariarth 1549 Seymour was executed. After the
Seymour scandal, Elizabeth showed herself at esutitte ideal modest Protestant young woman. In
1548, her tutor William Grindal died and his susm¥swas Roger Ascham and with him she
acquired the elements of a serious classical eiduncat

After Edward’s death in 1553, the Duke of Northumidnad tried to overturn Henry VIII's will and

to have as a successor to the throne Edward’s rcdustly Jane Grey recently married to
Northumberland’s youngest son. This plot was stdppe Mary Tudor who sent Lady Jane Grey
and her husband to the Tower after reigning foe miays’

In 1553 Mary Tudor’s reign started, probably thestmdangerous period of Elizabeth’s life and one
of the darkest periods in the history of Englanidc& she was the first Queen to reign in England,
two months after her coronation Parliament passedfecte declaring that the Regall Power of this
Realme is in the Queen Majestie as fully and alishylias ever it was in any of her moste noble
Progenitours Kinges of this Realme”. At the begmgniof Mary’s reign, Elizabeth was soon
welcomed to court and on th& 2wugust 1553 Elizabeth took part in the processitien the new
Queen entered London. Things soon changed anddhiality ended soon. Mary’'s plan was to
restore Catholicism and to resume relations witlmnBoShe was persuaded by Simon Renard to
distrust Elizabeth, who in turn, did not want taeert to Catholicism. Elizabeth’s attitude angered
Mary and so Elizabeth was forced to leave court e to the country. Mary’'s plan also
consisted in marrying Charles V’s son; Philip ofaBpbut this was disturbing to many English
people. In January 1554 after Thomas Wyatt’'s rebekgainst the Queen’s marriage, Mary was
convinced that Elizabeth knew of and had approfiedtot against her so she summoned Elizabeth
to court in order to ask her some questions abeuinvolvement in the plot. Mary also ordered the
execution of Lady Jane Grey and her husband. Hibhalvas not sent immediately to the Tower but
she was kept locked in her rooms for almost a maortie Lord Chancellor Stephen Gardiner, could
not convince the Council to put her on trial foglnitreason and so they sent her to the Tower until
some more evidence emerged. Richard RadcliffeEdreof Sussex was ordered to take Elizabeth
to the Tower by barge. Elizabeth immediately asicedee her sister before being imprisoned but
the request was denied. Elizabeth tried, underexissupervision, to write a letter to Mary in
which she begged to see her for the last timeakéth probably hoped that if she could talk with

her sister, her profession of innocence would $ere The next morning, Palm Sunday, 17 March

"ibid
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1554, Elizabeth was brought to the Tower. There fenad a multitude of servants standing to
attention. Here, according to Foxe’s records in ook Acts and MonumentsElizabeth took
advantage of the audience to proclaim before h&naece to the Tower: “Here lands as true a
subject, being prisoner, as ever landed at theses;sand before thee, O God! | speak it, having no
other friends but thee alon&According to Levine, Elizabeth’s subjects would/éahis dramatic
moment firmly printed in their minds as Foxe’s baw#s one of the most popular books of its &ge.
However, she never lost Sussex’s support, andditiad, her position strengthened in April 1554
when Thomas Wyatt, before dying, told the crowd tBhzabeth had had no knowledge of his
rebellion. After this episode it became more andenthfficult to keep Elizabeth under arrest so the
Council decided to send her to Woodstock. Hereh@njourney from London, Elizabeth realized
she was still popular; in fact during the trip, maeople offered her treats and greetings.

While Elizabeth was in the country, Philip of Spaimived at court and married Mary, in the same
year, Cardinal Reginald Pole, the new papal enabgolved England from its repudiation of Rome,
opening the way for the restoration of papal authoHowever, the restoration with Rome brought
with it only suffering and the persecution of “hiee”: from February 1555 until her death in
November 1558, around 300 people were burned tohdé&mrtunately Elizabeth managed to
survive her sister’s reign. Philip of Spain did mist Elizabeth, but the alternative to the Throne
Mary Stuart, was problematic. Mary was the grandtiéer of Henry VIII's sister Margaret
granddaughter, the next heir after Elizabeth. leones Catholics, Mary had a better right to obtain
the throne rather than Elizabeth, for them shejustsHenry VIII's bastard daughter since the Pope
had never annulled the marriage with Catherine raigdn. According to Philip, Elizabeth may not
have been an ideal solution; however she was arbgttion than the future daughter-in-law of a
French King, an enemy. On 6 November 1558, Marglffinistened to the Council’s demands and
named Elizabeth her heir. On theN@vember Mary died and Elizabeth was proclaimedeQusf
England.

Montrose, in hisThe Subject of Elizabeth, Authority, Gender andr&smtationgives an account
showing the difference between the two reigns éwedtwo sisters from the iconographic point of
view. He compares two portraits; of Queen Marypeesively by Hans Eworth, ( Fig. 1) and
Antonis Mor (Fig. 2) and the Pelican portrait,i§.F3) and the Phoenix Portrait, ( Fig. 4) of Queen
Elizabeth painted by Hillard. What interested Most most in all the portraits is the large and

8 John Foxe cit in Helen Hackejrgin Mother Maiden QueerPalagrave Macmillan, London, 1996
° Carole Levin, The Reign of Elizabeth, Basingstdkalgrave, 2002
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splendid pendant jewel that in the case of Mary wadapsburg wedding gift. In two of the
portraits, Mary grasps a red rose, the symbol ef Tador dynasty probably evocative of her
supposed pregnancy. According to Karen Hearn,dbwography of the portraits shows Mary more
like a Hapsburg consort rather than an English @eéccording to Montrose, Mor’s portrait
shows Philip’s intent in controlling the royal imagMary was seen as an Hapsburg possession.
Concerning Elizabeth’s portraits, Montrose focubesattention again on the pendant jewel that
Elizabeth is wearing which in this case he sees stsong iconographic contrast with the Hapsburg
wedding present in Mary’s portraits. These diffees show the contrast between the powerful
English Queen Elizabeth and the Hapsburg consory Mdontrose points out how Mor’s portraits

show the consequences of a dynastic marriage tizabEth avoided all her lifé!

19 Karen Hearn, cit in Luis Montrose, The Subject Eifzabeth, Authority, Gender and Representation
University of Chicago, 2006
" ibid
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FIGURE 1
Mary I, by Hans Eworfl§54. Oil on panel. The society of Antiquaried.ofidon
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FIGURE 2
Mary I, by Antonis Md.554. Oil on panel. Museo Nacional del Pradodhth
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FIGURE
Elizabeth I, The Pelican Portrait, attributeedNicholas Hillard; ca. 1572-76. Oil on panel. W&l Art Gallery,

Liverpool.
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FIGURE 4
Elizabeth I, The Phoneix Portrait, attribuited taiblas Hilliard; ca. 1572-76. Oil on panel. Na@biPortrait Gallery

London
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After the relief over the death of Mary, in all Bhgland there was also a deep anxiety for the
following reign of Elizabeth. Her accession caméyanfew months after the publication of John
Knox's'? The first Blast of the Trumpet against the Monsér&Regiment of Womaan attack on
Mary Tudor and in general on the other female Qatholers of Europe. Knox not only formulated

his polemic in terms of religion but above all @mrhs of gender.

“For who can denie but it is repugneth to natunat the blind shall be appointed to
leade and conduct such as do see? That the witksjdke, and impotent persons shall
norishe and keep the hole and strong? And finathet the foolishe, madde, and
phreneticke shal governe the discrete, and givasmuo such and be sober of mind?
And such be all women, compared unto man in bearfraguthoritie. For their sight in
civile regiment is but blindness, their strengtleakness, their counsel, foolishness, and
judgement, phrenest®.

Knox was not alone in his views; he was supportgdcontemporary texts like Christopher
Goodman’sHow Superior Powers Be Obeynd Anthony Gilby’sAn Admonition to England and
Scotland Both of these were written in 1558 and were &gam Mary Tudor. As John Guy argues,
“Many contemporaries found the prospect of female terrifying”.

When Mary died and Elizabeth ascended the throimgibg back with her Protestantism, Knox
tried to become reconciled with the Queen by wgitietters to Sir William Cecil, her Secretary.
Knox’s attacks too, albeit unintentionally wereatibution to her iconography of the good female
ruler. In fact this prompted a searching for a nesmnography for the new Protestant Queen. The
images of Debora, of mother of the nation, wereuakd in the iconography referring to her
accession. During her reign, Elizabeth was ablehtmge the discontent brought about by her sister
and became an Icon for England, politically anéyrelisly, and an object of cult even for Art and
Poetry. John Aylmer instead wrote a defence oldhgimacy of Elizabeth’s accession; in 1559 he
wrote An Harborowe for Faithfull and Trewe Subjeckée agreed with Knox’s way of describing
Mary Tudor and he also agreed with the subordinatib married women to their husbands and
their exclusion from the political nation except Eizabeth who Was called to rule by the hand of
the divine providenceLike others, Aylmer expected Elizabeth to maand consequently become

subject to her husband and a prompt producer tearand securer of the male dynasty. However,

12 Knox was a Scottish clergyman and a leader ofPtimtestant Reformation who reformed the church
in Scotland
13 John KnoxThe first Blast of the Trumpet against the MonsirBegiment of Womegit in Hackett p. 49
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Aylmer claimed that when she married, her politisavereignty would suffer no diminution.
Aylmer expounds the doctrine that God’s choice wafeak instrument such as a woman is evidence
of his own miraculous strength. Aylmer uses Debanath Judith here as examples of the divine use
of women: Judith has always been known as the syoflmurage against tyrannical rulers, while,
Debora was a prophetess of the God of the Israglitee fourth Judge of pre-monarchic Israel,
counsellor, warrior and in Aylmer’s pamphlet sheised also as a symbol for braveness. Knox too,
in his work, compared female rulers with Deboralthef Old Testamerif.

In the following part of this chapter, the begiriand the evolution of Elizabeth’s reign from the
Accession Day to the end will be pointed out byieBitressing the dangers she had to face even
during her reign. After her sister's death, Elizibbegan her reign emphasizing the theme of
national unity; in fact she argued that she warttedbe Queen of all the English not just the
Protestants. Her reign was a time of incredibledrtamce and of change, not only in England but in
Europe, one of the major issues that she had tbvd#awas religion; England under Elizabeth
finally became a Protestant Nation. One of Elizhlsetirst Acts when she became Queen was to
appoint William Cecil as her Principal SecretarjheShad other loyal servants, Walsingham,
Hatton, Ratcliffe, the Earl of Sussex, Whitgift aBdt Robert Dudley, eventually Earl of Leicester
who had a particular relationship with Elizabethd aned unsuccessfully to marry her. When
Elizabeth became Queen, she dismissed about twastbif Mary’s Privy Council, her own Council
was smaller, about eighteen. She chose men thatosihe trust, such as Cecil, Nicholas Bacon and
Thomas Parry. She kept some of Mary’s moderate els a8 powerful Catholic councillors in
office, in order to obtain consensus; names suclthasEarls of Arundel and Shrewsbury. In
Elizabethan England, Parliament had extensive atyhthrough the enactment of statutes.
Parliament could make and repeal laws, establismdoof religious devotion and set taxes.
However, power was still controlled by the monansithout Elizabeth, no statute could become
law. As soon as she became Queen, Elizabeth hag msames to deal with, one of the most
important was religion. After her choice for a compise regarding religion, she had to face the
pressure from both Catholics and Puritans. Shephalnlems with many of her bishops in particular
with Edmund Grindal who became Archbishop of Cdnigy in 1577. Her problems became even
worse when Mary Stuart arrived in England haviregl fEcotland after her forced abdication. With

her in England Elizabeth had to face another ingmrissue: the succession. From the very

4 Helen Hackett, op cit
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beginning of her reign Elizabeth was pressed tayriarorder to have a son and continue the Tudor
dynasty. Many of the Parliament members were fatestk by her refusal of marriage, Cecil in
particular; Levine in hisThe Reign of Elizabethcites some of the letters Cecil wrote to his
contemporaries considering the issue of successod send our mistress a husband, and by him
a son, that we may hope our posterity shall hawsculine successiol?” Levine cites the words

of Norman Jones who argues that:* Cecil’s frustrativith unmarried female rulers probably went
beyond the politics of the moment, for it was commmowledge that there was something
unnatural about a woman ruler. Weaker vessels @t rid management, women in positions of
command inverted the natural order instituted byd@b However, despite her many suitors,
Elizabeth decided not to marry and she also dichaote an heir. By primogeniture, Mary Queen of
Scots was the next heir. Mary’s last marriage taekaHepburn, Earl of Bothwell led to a rebellion
in Scotland as people suspected she was involvdd Bathwell in having her previous husband
murdered. So in order not to be killed, in May 1588 escaped from Scotland and fled to England
to her cousin’s court. Mary was a foreigner andahGlic and some Catholics claimed that she
would be the rightful Queen since Elizabeth wasgitimate. This was seen as a danger by many
Protestants in England. Elizabeth decided to keepyNh confinement for 19 years because she
wanted to avoid returning Mary to Scotland as Que#h full power, but neither did she want her
to be executed. Allowing her to go back to Francgamto Spain might have meant giving her the
power to come back to Scotland and form an army ¢bald be turned against England. Her
presence in England led to the Northern Rebellioh569 headed by the Earls of Northumberland
and Westmoreland. The older nobility in the NorthEmgland, did perceive themselves more as
sovereigns than subjects. When Elizabeth ascertedhtone she weakened the power of this
nobility. They were united in their distrust of @eand in considering Elizabeth’s throne usurped.
They wanted the succession settled on her andwheyed Elizabeth’s reign to be controlled and
directed by them. Even Spain was involved; in fabhge Spanish ambassador Despes wanted
Elizabeth off the throne and the restoration of @aholic Church even in England with Mary
Stuart’s reign. The Duke of Norfolk, one of the spimators, was interested in marrying Mary. The
Catholic lords planned to force Elizabeth to agee¢éhe marriage between Mary and Norfolk and
restore them to their original powers. The Spanistbassador wanted more; he wanted to depose
Elizabeth with the help of Spanish and put Mary &lmifolk on the throne of both England and

15 carole Levine, op cit.

8 Norman Jones, cit. in Leving€he Reign of Elizabethp. 18
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Scotland. Italy and Spain were the biggest Cathmiwers at that time, and they wanted to get rid
of Elizabeth and put Mary on the throne in orderestore Catholicism in England. For the nobility
of the North this was rather different, since thest wanted to regain the power that Elizabeth had
taken from them. The rebels reached London to Ktaey but Elizabeth was able to move her to
Coventry. In 1570 the Pope supported the rebelsXapmmunicating Elizabeth. During Mary’s
imprisonment many attempts were made to assasdtiai@eth in order to place Mary on the
throne. In 1572 the Duke of Norfolk was executeddimtting to assassinate Elizabeth and Cecil.
Mendoza, the new Spanish ambassador convinced Rilgp Il that it was no longer possible for
Spain to coexist peaceably with Protestant Engkemdhe did everything in his power to destroy
Elizabeth and her reign. Elizabeth eventually sighary’s death warrant albeit reluctantly, after
the Babington Conspiracy of 1586, another attemilt her. On 8 February 1587, Mary Queen of
Scots was executed. Mary Stuart's execution peesh&hilip of Spain to conquer England and
restore Catholicism and in the summer of 1588 hadaed the Armada. England was able to beat
Spain. Elizabeth on that occasion went to Tilbuwryehcourage the troops. This episode, and the
victory over the Armada, helped Elizabeth in thet lgears of her reign to retain power and gain
consensus. The last fifteen years of her reign weteso simple for Elizabeth since the advisor she
trusted most had died. In 1594 Elizabeth’s physidRderigo Lopez was accused of planning to
poison the Queen. There was a final plot againsbiiehe Earl of Essex, who had led a campaign
in Ireland to subdue rebels, and when he came hadtaged a rebellion against the Queen in 1601
but he failed and was executed. After the Essegllieh, Elizabeth was visibly tired and aged. She
died on 24 March 1603. After all the worry abouwt guccession, when the Queen died, there was a
calm transition to her cousin James VI of ScotlaMidry Stuart's son who became James | of
England. In England there was a clear and genersensus for the new kiri§.

ibid
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ACCESSION DAY

“My lorddhe law of nature moves me to sorrow for my sistiee; burden
that is fallen upon me makes me amazed, and yesidegring | am God's
creature, ordained to obey His appointment, | wibreto yield, desiring
from the bottom of my heart that | may have asststaof His grace to be
the minister of His heavenly will in this office wocommitted to me. And
as | am but one body naturally considered, thoygHib permission a body
politic to govern, so shall | desire you all ...0® assistant to me, that | with
my ruling and you with your service may make a gaodount to Almighty
God and leave some comfort to our posterity onheannean to direct all
my actions by good advice and counsel”

(Queen Elizabeth’s first speech after her sisteath, 17 November 1558)

During the Accession Day, Queen Elizabeth delivéredfirst speech in which she dealt with the “two
bodies”: the natural body and the body politic.

It has already been mentioned that Elizabeth Iredext the throne in a period of turmoil caused by he
half-sister Mary Tudor. Mary tortured and killedrdreds of Protestants in order to see the flourgshi
return of the Catholic Church in England. Elizabetls able to give her subjects a new way to see a
female ruler and from the very beginning of hegneshe used the term “two bodies” to highlight the
fact that she was divided in two, by her real femaddy and the body politic which was supposed to
be that of a male ruler. She immediately was ablartify these two bodies and became one of the
most important queens of the Renaissance. Withrtineal of Elizabeth the cultural construction bét
period had to act to give meanings to words andyésaf the new Queen. After her sister’s reign,
Elizabeth and her followers needed an effectivemagwaphy which would inspire confidence in the
new regime® At the time of the accession of Elizabeth the &stnt position was by no means
representative of religious beliefs but just a safuof the old regime of Mary Tudor. For those who
had newly become Elizabethan subjects many remadagiolic by habit and others were indifferent
in the matter of religion. On the eve of her cotwra 14" January 1559, Elizabeth made her way
from the Tower of London to Westminster Abbey. Thimcession was commented on by Richard
Mulcaster who entitled his pamphl&he Quenes Maiesties passage through the citieonfian to

Westminster the day before her coronacierom the chronicle of Mulcaster it is immediatelgar

18 Helen, Hackettyirgin Mother Maiden QueerPalagrave, London, 1996
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that there was an attempt to reshape a traditiratkstant iconography and the pageants are notable
for their avoidance of Marian iconography. Othenége icons were compared to ElizabEth.

The first Pageant shown in Gracechurch Street vmitleel The uniting of the two houses of
Lancastre and Yorkethis pageant represents Elizabeth’s genealogy,Thdor roots. An actor
represented Henry VII, enclosed in a red rose ofchaer and Elizabeth of York enclosed in a white
rose. Mulcaster observed that the whole pageantfullasf red and white roses but this was not a
connection with the symbol of the Virgin Mary buasvjust a revival of the Tudor family symbols.
The second Pageant set near Cornhill showed a ofjicksenting the Queen placed in a seat
supported by some virtues: true religion, lovedobjects, wisdom and justice. If Elizabeth sustains
the virtues and suppresses the vices, then thetgatvernment will stand firm. The third pageant
performed in Soper’'s Lane was based on the Newafresit Beatitudes and as Mulcaster observed
“if her grace did continue in her goodness as sha éw@tered, she shoulde hope for the fruit of
these promisés here probably the pageant is referring to Maryddr's behaviour towards her
sister. The forth pageant whose subject is “Timm#tacked Mary Tudor’'s reign contrasting a
“decayed commonwealth” with a “flourishing commoraltk”. Time’s daughter, Truth, carried an
English Bible labelled “The words of Truth”. WhetiZzabeth saw this pageant she asked for the
Bible and kissed it. The fifth and last pageant Wwelsl in Fleet Street and depicted Elizabeth as the
Prophetess Deborah who rescued Israel from Jaienking of Canaan. During the first and the
second pageants Elizabeth saw direct representatitrerself: the first one that represented the
Houses of Lancaster and York and in the last tpeggeants she saw this new way of representing
her as Deborah and as Truth; the Truth of her m@gnr It is important to highlight as Hackett did
in her bookVirgin Mother Maiden Queethat alongside the pageants there was also adangent

of writing by many pamphleteers who described tirdience as a dramatic chorfddn Elizabethan
Protestant England, Hackett continues, the pagedernwnstrated the Protestant emphasis upon
words as repository of Truth. The pageants attethppeforge a new Protestant form of state
iconography that would enable people to feel mamfortable with a female ruler after the reign
of Bloody Mary. However it is important to highligthat Elizabeth was involved in the decision of
the pageants as is shown in a letter from the Qte&ir Thomas Cawarden, Master of the Revels.
In this document there is recorded the loan ofwost by the Crown for the pageants. This implies

that the Queen knew about every pageant in advamdeéhad to give her approval for them to be
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staged®> The Queen and her collaborators used the pagesnts way of making a sort of
propaganda for the new reign, as Hackett wroteein dook, they had a political function. The
searching for this new type of Protestant symbolsiggws the desire to replace the Virgin Mary
and consequently Mary Tudor with Elizabeth andrtée Protestant regime. As Montrose wrote in
his book:The subject of Elizabeth Authority, gender and espntationthe promotion of the royal
image was a component of a dynamic profegmyway there was still an “ancient citizen, who
wept and turned his head back” in demonstratioa bfarian loyalism. A poem written by George
Cavendish on the occasion of the succession istaresting counter voice of this new Protestant
regime; in fact he didn’t write about Elizabeth Ingt celebrated the late Queen Mary, focusing on
her virtues. At the end of this poem he addredseséw Queen Elizabeth exhorting her to “make
for your mirror Mary thye sister”, he asked heetaulate her sister; not to repudiate her.

A year after Elizabeth’s accession, Sir Thomas @i&, an English poet presented to the new
Queen a poem he had written in praise of Henry Wilwhich, at the end, the subject became
Elizabeth herself “whose eyes recall so well theefaf her thrice-father”. At the end of this poem
for Henry VIII, Chaloner appears to embrace his r@wereign’s strategies of legitimacy and
propaganda. Probably the motivation behind thespraif the new queen can be seen as the
subjects’ general relief after Mary I's reign. Hoxee as Hackett wrote in her book, many
celebratory verses suggested that the citizenonfldn were deeply worried about female rulers,
after Mary’s | reign.

After the Accession Day, every year on from theesgies, the 17 of November, the date of her
succession to the throne; was declared a natiestiVity and jousting and tournaments were held.
Helen Hackett points out that historians specuthtd the development of this celebration was
probably a Protestant response to the NorthernliR@bef 1569 and to the Papal excommunication
of Elizabeth in 1570. Hackett claims also that we’'tbe sure when the Celebration started and if it
was a spontaneous popular festivity. Anyway, nalidestivities held in order to promote political
unity were not new; during Henry VIII' s reign, annual celebration of the break from the Church
of Rome had been proposed in order to reinforcéeBrantisnf> According to Hackett, much of
the information about the origins of Accession @ayes from Thomas Holland, Regius Professor

of Divinity at Oxford, and Rector of Exeter Colleda hisThe Apologie or Defence of the Church

% Helen Hackett, op cit pg. 83
22 Montrose LuisThe Subject of Elizabeth, Gender and Representaijpuit
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and Common-wealth of England for their annual cedéibn of Queen Elizabeth Coronation Day
the 17" of November he writes an encomium about Elizabeth; he wrot the first public
celebration of this festivity was held in Oxfd?tiRoy Strong, in his studies of the cult of Elizabet
gives a detailed list of the festivities on theession days. As Roy Strong observes in his Biduk
Cult of Elizabeth, Elizabeth Portraiture and Pagagrthe day of Elizabeth’s succession became a
national festival both at court and among the loatasse$> All over England, Elizabeth’s subjects
praised her with prayers, sermons and bonfirescoAirt, there was a ceremonial tournament in
which the Queen received the homage of her Lords@entlemen who often rode upon pageant
cars with some allegorical characters who with e®rand songs paid tribute to her. Strong
continues with his explanation of the Queen’s Waigi arguing that, it is impossible to get to the
beginning of how it all started, but probably Oxfavas the place of origin. According to Thomas
Holland, it was Thomas Cooper, the Vice-Chancealfahe University of Winchester who establish
the first public observance of that day, since Asgan Day coincided with the Feast of the saint, St
Hugh of Lincoln which is within his dioce$&.

In towns and countries the most essential featlitkeoannual triumph was bell-ringing. Bells were
rung now for the Queen instead of the Saints. §tiorhis chapteNovember Sacred Seventeenth
Day argues that the ringing of the bells can be trabedugh churchwardens’ accounts and this
could help to establish when a parish began torebs&ccession Day. Strong argues that what is
revealed from these accounts is that the spre#tteoccession Day solemnities depended on local
interest and sympathies. Tine Cult of Elizabeth, Elizabeth Portraiture andg@antry,Strong cites
many of these ceremonies for which he found soroerds; for example in Liverpool the mayor
Thomas Bavand, ordered a great bonfire to be titénmarket square and he gave orders that all the
citizens should light fires throughout the town. &/Strong denotes in his studies of these kinds of
festivities is that, in 1588 the defeat of the Adady the Queen signalled the development of these
state festivals in a new, bigger way. That year @heeen postponed her visit to the city until
Sunday, 24 November. When she arrived, she ro@ecimariot as in the images of the Triumphs.
The chariot was made of four pillars and on topghefm stood a dragon and a lion supporting the

coat of arms of England.

* ibid

% strong RoyThe Cult of Elizabeth, Elizabeth Portraiture andgeantry Pimlico Edition , 1999 London pg
117-118
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Elizabeth going in Procession to Rfaars in 1600, attributed to Robert Peake, Pav@ollection
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However, Accession Day festivities were not cordipest to England; in his account Strong cites
for example that Hawkings and Drake, sailing foe ttoast of Brazil on the afternoon of™7
November 1582 fired canons in honour of the Qué&e. Government action over the Accession
Day can be demonstrated with the establishmenpexial service books for use in churches during
that day. Accounts by Strong show that the firstheflse books was published in 1576. This book
was a collection of psalms, prayers and readingshwgive thanks to God for the reign of the
Queen who “restored peace and true religion, wiibrly both of bodies and minds”. In 1585,
Edmund Bunny, a cleric from the North of EnglandhducedCertaine prayers and other godly
exercises for the seventeenth of Noventb@romote the observance of thé"If November also

in the North of England, Bunny added a commentarthé familiar psalms. At that time the North
was the most recalcitrant region towards Elizabaid, still devoted to Catholicism.

Many of the tributes to the Queen were verses imland Greek, she was sung&tslla Britannis
andrarissima Phoenixand she was thanked in many of the psalms angrzrdor her restoration
of religion. As Hackett points out, the psalms usethe services, concerned godly rulers. In Roy
Strong’s accounts a ballad dated 1577 can be foumnidh thanks God for the reign of the Queen.

And grant our Queen Elizabeth
With us long time to reign,

This land to keep full long in peace,
And Gospel to maintaiff.

Many of the reasons why she was also thanked, arahé temporal and above all spiritual peace
that she managed to bring to Britain. In Mauriceffid§s The Blessednes of Brytainthere are
some lines which praise the Queen’s many achievesmBnmany places, as Strong suggested, the
enthusiasm for the Queen was so high that thef Beptember, the day of her birthday became an
extension of the Queen’s Day, the themes, the sesnamd the preaching were the same. In
Hackett'sVirgin Mother Maiden Queenhere is an account from Edward Rushton’s continnaif
Sander’s irDe Origine ac Progressu Schismatis Angli¢amihich claims the Queen’s birthday and

Accession Day were widely observed, more thandkgvals of the Church.

27]. P. Collier, cit in Roy Strong, p. 123
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Elizabeth’s birthday and the day of her coronadomkept with more solemnity
Throughout the kingdom than the fedtiof Christ and of the Saints...And to show the

greater contempt for our Blessed Lady, they keepbiithday of Queen Elizabeth in the

most solemn way on thé"®ay of September, which is the eve of the feasheMother

of God, whose nativity they mark in their calendasmall and black letters, while that of

Elizabeth is marked in both large and red lettérs.

Although the Accession Day was an important celemathroughout England, it is important to
highlight that many people, like Rushton, were agathe worship of the Queen as the Virgin
Mary. In this case Rushton’s polemical interest wa<laim that the English were worshipping
Elizabeth while they ought to be venerating Marg anen though a large number of subjects used
to celebrate the Queen in the Accession Days faetivthere were still some Catholic dissidents
who did not fully agree with the festivities. Wdlin Rainolds suggested that the festivities “were
revivals of the idolatrous festivals of the worlHlamtiquity”*°. Thomas Holland in 1599 replied to
the charges of Rainolds and Sanders; in a sermttenvabout the Accession Day “A day wherein
our Nation received a new light after a fearful drhabody Eclipse. A day wherein God gave a rare
Phoenix to rule this lan* According to Holland, the celebration of Elizabsthirthday and the
Accession Day were not imposed by Church or StateMere spontaneous manifestations by the
people. According to Hackett, this theory of unsadrpopular support needs to be observed in the
light of the fact that Holland was a Crown appognend for him it was necessary to preach and
write a defence of these holidays. Probably Hollmgbologie fails to show the evidence that
Accession Day was primarily a State exploitationreligious authority in order to reinforce
centralized power.

Accession Day was celebrated at court as well, wathnaments and jousting. According to Roy
Strong, the Accession Day Tilts were begun by Séniy Lee at the beginning of Elizabeth’s
reigr*2. In his book Strong takes into account the testiynaf Lupold von Wedel who described at
full length an Accession Day tournament. This act@acords the action pretty accurately.

29 E. Rushton, cit ibid, p. 126
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Now approached the day, when on November 17 thmament was to be held.... About
twelve o’clock, the Queen and her Ladies placeth#adves at the windows in a long room
of Weithol palace, near Westminster, opposite treidr

Where the tournament was to be held.....When a geatiewith his servants approached
the barrier, on horseback or carriage, he stoppdteafoot of the staircase leading to the
Queen’s room, while one of the servants in pompatise mounted the steps and
addressed the Queen in well-composed verses. WWkespeech was ended, he in the name
of his Lord offered to the Queen a costly presgnt.

The Accession Day Titlts were accounted also grditure. In Hackett’'s book, there is the account
of Sir Philip Sydney who made his appearance atiltlyard and wrote two songs for the occasion.
One in particular, addresses Elizabethr@gsal saint Sydney, like others, praised Elizabeth as a
symbol rather than a person.

To conclude this overview on the festivities of Assion Day, the point of view of Hackett holds
good. According to Hackett, Accession Day was athaized and promoted festival, which
combined celebrations at court and festivities ughmut the provinces. Accession Day at the
beginning did not seem to have aroused religiousenor political resistance. Towards the end
defences of it would have been necessary in oaléelp Elizabeth’s propaganda. Hackett made
some assumption, the general acceptance of thealgstobably can be found in a combination of
factors; the official church service avoided chargéidolatry by concentrating on prayers for her,
rather than worshiping her. The regime was saedtifind dissent was sinful. However, it was not a
spontaneous popular celebration, “a meeting haif-ofathe interest of government and people.

This can be seen as an example of how Elizabethts 8nd Church were conjoinéd.

3 Journey through England and Scotland made by Lupold Wedel in the years 1584 and 1585 in Roy
Strong, op cit. p. 134

% Helen, Hackett, op cit
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A WOMAN ON THE THRONE, QUEEN ELIZABETH'S TWO BODIES

“| may have the body of a weak and feeble woman) have the heart and stomach of a kiig”

Elizabeth had always known the difficulties thaivaman like her had to face being the ruler of
England. Elizabeth began her reign on the defenfigiging to defend her right to rule her country
as God’'s divine representative, struggling to dstlabher own fragile authority and to restore
English Protestantisth Society had always seen women as weak and inkeapih public role. In
fact throughout her reign, Elizabeth was asked &ryby the Parliament in order to solve the
problem of being a woman ruler by turning the goeerce to her husbatidher sex was seen by
everyone asunfit to rule. However she was very skilful in how sk@resented herself and her
authority as a monarcl;she was able to overcome the powerful resistam¢eet rule by turning
the apparent weakness of being an unmarried womtanthe strength of a ruler. According to
Levine, in hefThe Heart and Stomach of a King: Elizabeth andRbétics of Sex and Powgeven
though Elizabeth’s motto was “Semper Eadem”, thdbisay; “Always the Same”, her success as a
Queen came from how multi-faceted were the reptatens of herself. She created a gallery of
dramatis personganale and female, old and young, learned and singble chose to wear several
masks to show herself both as a woman and as aesgveas the body politic and the body natural
in order to satisfy the demands of the patriarsigatent®

Tudor England had to face female rulers for fifgays after the brief reign of the young Edward VI.
As a consequence, Queenship provoked questiong dimlegitimacy of female rulers, since the
monarch, as God’s representative, ought to have aerale. As soon as Elizabeth became Queen,
in 1559, the Supremacy Act was passed giving teetitle of Supreme Governor over the Church
of England. Her father and her brother Edward heenbSupreme Heads, but for many of the

% Elizabeth’s speech to the soldiers at Tilbury,&55

% Carole LevineThe Heart and Stomach of a king, Elizabeth | arephlitics of sex and powePhiladelphia:
University of Pennsylvania press, 1994.

%" llona Bell,Elizabeth I, The Voice of a MonardRalagrave Macmillan, New York, 2010
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%9 Donatella Montini 'As many as are English, arechijdren and kinsfolks'. Elizabeth | and the Rhietof the
Country in Queen and CountnAlessandra Petrina ed., Peter Lang, Pieterleh] 20
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reformers, this wouldn’t be an appropriate title ®©woman. Nicholas Heath, Archbishop of York
argued that she shouldn’t take the title of Suprétead because she was a “woman by birthe and
nature”. However, he also stated that “she is owereigne lord and ladie, our kinge and queen”
describing her as having two identities, one mald the other female. Even though she was a
woman, she was also a king. Heath was, in a savagf describing the 1554 Act Concerning Regal
Power, a statute made in Mary I's reign which staétat a woman as Queen has the same rights as
a man; she might be both woman and man in one, &mjgqueen with a male body politic and a
female body in practi¢d

The idea of the two bodies was already a conceflierMiddle Ages; as Hackett explains in her
bookVirgin Mother Maiden Queethe idea of the Church as a mystical body:dbrpus ecclesiae
mysticumhad developed into an idea of the state as a caydhody, thecorpus reipublicae
mysticumor body politic. From this in turn developed thencept that the King himself possessed
both a body politic and a body natural: the bodjtigovas the timeless institutions and the essence
of monarchy, while the body natural was the privatertal human bod$: Hackett also cites Marie
Axton who argued how the concept of the Two Bodwes widely spread in Elizabethan Culture.
However it is important to highlight how Elizabetlas able during her reign to use the rhetoric of
the King’s Two Bodies in order to overcome her fEamaature which at that time was seen as
rendering her unfit to rule. However, the concefpthe Two Bodies was given a new meaning in
the reign of Elizabeth. Elizabeth herself, from #eey beginning of her reign deployed the rhetoric
of the King’s Two Bodies, despite the femaleneskasfbody natural, she was aware of possessing
a ‘masculine’ body politic. The Two Bodies, the ural private and feminine, and the public
implicitly masculine contain the elements of thellweaown proliferation of the androgynous
iconography around hef?

Levine in her book cites Marie Axton, who argueatttby 1561, the English common Lawyers
“endow the Queen with two bodies: a body naturad anbody politic...the body politic was
supposed to be contained within the natural bodihefQueen®® The natural body was the one

that was subject to time while the body politic wasnortal. Elizabeth, with her own presence,

0 Carole Levine, op cit
“1 Helen Hackett, op cit. p 22
“2 1bid.
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disrupts the former values, inverting them andrgrthem?* What is important to bear in mind is
that Elizabeth was a female ruler and she wasatgilg with her conduct, the expectations about
a woman: getting married and having children, wgtkeat concern not only of Parliament, that
wanted stability for the State with an heir, buscafor of the subjects who were aware of the
anomalous position of their Queen. Elizabeth subwuéris ancient vision, she never married and she
presents herself as the chaste Virgin Queen, wisotkeamother of the Nation. However, Elizabeth
liked the concept of the two bodies; as long asceld be both a male and female sovereign, she
also had the right to rule alone. Elizabeth usegrésent herself as king and queen of England, and
she promoted this by using male analogies as shé&an the very beginning of her reign in the
procession the day before her coronation. Duriiag) dlay, as thelolinshed’s Chronicleeports, she
stopped to pray at the Tower where she had lategnldocked up. In her prayer she did not
compare herself to a female Biblical figure, bue sfompared herself to Daniel from the Old
Testamerif. As Levine argues, Elizabeth often described ffeese “prince”, however in some
versions of her 1593 speech before the Parlianséetcalled herself “ princess”, probably because
her male and female self-representations where tlsedighout her reign depending on their
usefulness, in particular situations and with patér audience® On a number of occasions,
Elizabeth belittled her female aspect and expreasgekire to be male; as for example in 1565 the
Queen told De Silva when she heard of Turks defgafihristians that “she was very sorry, and
said she wished she was a man to be there in pefsuvhat is important to highlight is that she
was a talented Queen in a patriarchal realm, whedfalifficulties with her female “ natural body”
which her male “body politic” wanted to dominatedasontrol, becoming the huge referent in every
speech of power and identity of that time. In the 11580s, with the war with Spain, she tried even
more strongly to show herself as a brave king enbiitlefield. Elizabeth was constantly aware that
she was a woman, however she always suggestedhbatould do more than a man, in fact she
argues that her female self would be much morec&fte than any maff On the occasion of the
Spanish Armada attack, the Queen again explortédeomale-female theme. She went to Tilbury
to make a speech to the troops. She is describe&gaing armour and mounted on a charger.

“4 Clara Muccj | corpi di Elisabetta. Sessualita, potere e pedital tempo di Shakespeateacini Editore, Pisa, 2009
4 Carole Levine, op cit
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My loving people...I have always so behaved mysetit,tlunder God, | have placed my chiefest
strength and safe guard in the loyal hearts andl gab of my subjects; and therefore | am come
amongst you, as you see at this time... being redplaehe midst and heat of battle, lay down for my
God and my kingdom, and for my people, my honout my blood even in the dust. | know | have the
body of a weak and feeble woman, but | have thetheal the stomach of a king, and a king of
England too, and think foul scorn that Parma orirgpa any prince of Europe should dare invade the
borders of my realm; to which, rather than any Digbur shall grow by me, | myself will take up
Arms, | myself will be your Gener4l.

In the Tilbury speech, Elizabeth is extremely awafr&daving the weak body of a woman, but the
person who is going to take up arms and be a Gefmrdhe people, is a king rather than a
queem’According to Mucci, the Queen is using the metapfothe land-body tropethe female
body associated with the Earth. In order to expthis concept, Mucci quotes Luis Montrose’s
words: “Elizabeth’s speech presents the threatneésion in the most intimate and violent of
metaphors, as an attempted rape of the Queen byermyri prince”. Montrose is suggesting that
Elizabeth is using the land-body trope for herstlfie identifies her virginal female body with the
clearly bounded body of her island realm, threadewéh violation by the Spanish sea and land
forces masculinized and personified in King Phéli the Duke of Parma*,

Extremely aware of the two bodies of the Queengvedso the artists who praised her; like Spenser
who, for instance, in th€&airie Queenewrote: “two persons, the one of a most royall Queen
Empress, the other of a most vertuous and bedutifuly”, Spencer used to identify the public
person of the Queen with Gloriana, while the pevagrson for him was Belphoebe. It is the body
that many writers of the time, deal with in manytleéir writings. Mucci argues that it would be
strange if behind this interest, there was not rilesd the most complex and problematic body of
that time: the Queen’s bod§Both Mucci and Levine highlight the importancecodss-dressing in
the plays of Shakespeare as a consequence of &livalivay of presenting herself both as female
and male; in Elizabethan England and earlier, womere forbidden to act in plays and so the role
of the heroines was played by men dressed as wontay. both quote Leah Marcus: “there are

remarkable correlations between the sexual muéiha@ of Shakespeare’s heroines and an

9 Queen Elizabeth’s Tilbury Speech 1558
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important strain in the political rhetoric of QueElzabeth I®*. Dramas were frequently performed
at Court, and as Steven Mullaney points out: “tlmd@ssance Monarch was perceived as an actor
on stage, with the theatrical apprehension of sagaerpower”. Righter argues that: “Moving about
this realm in the midst of a continual drama, théemr bears a superficial resemblance to the
actor’®* As Stephen Orgel suggested “there were, propegaling, two audiences and two
spectacles... at these performances what the réise apectators watched was not the play but the
Queen at play”. Elizabeth herself felt she was @tage, in 1586 she said: “We princes, | tell you,
are set on stages, in sight a view of the entireldiV3° Levine uses the example Bivelfth Nightin
which Olivia is passionately in love with Cesaribavis in reality Viola, Levine argues that: Olivia
has turned gender expectations for courtship upsisen; giving herself as a woman more chance
of equalizing the power balance of the potentikdtienship, in fact it is she who is wooing Cesario
“Here, wear this jewel for me, ‘t my picture. Reduis not, it hath no tongue to vex yof”Even
though it is Viola who is cross-dressed, Levineuagythat it is the powerful Olivia, the woman who
is described as one who takes the male role ofirsgéike partner she desires who echoes Elizabeth
more than the cross-dressed Viola.

In one of her last public speeches to Parliamentld01, she combined both female and male

characteristics to provide a more extended vievthaf monarchy in terms of gender:

To be a king and wear a crown is a thing more girito them that see it, that it is pleasant tanthe
that bear it. For myself, | was never so enticeith wie glorious name of King or royal authorityeof

Queen, as delighted that God hath made me Hisumstit to maintain His truth and glory and to
5

defend this Kingdom from peril, dishonour, and tyra and oppression.>!
In this speech Elizabeth presented herself as aanand a loving mother for her people implying
that this was the key to her successful reign. hewioncludes arguing that even though throughout
her reign she played with this female-male dichotoRlizabeth of course was aware of possessing
a female body. She might have used both femalenzald references in her sovereignty but her

body was a human and a very female one, sometmgsriect. During her reign her subjects might
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have seen her body politic as pure and as thenatian of the male monarchy, otherwise her body
natural was seen as corrupt in its female shapealtdth as king and Queen, as both powerful and
female, blurred the definition of gender and rotpextation in her position as ruler of Renaissance
England®®

One of the main concerns that oppressed Parliachemtg Elizabeth’s reign was the possible
marriage of the Queen. During the Renaissanceriassef domestic conduct booksere very
popular and taught men and women how to behavehandto share responsibilities:* The man
being as he is, most apt for the sovereignty beirgpvernment, not only skill and experience to be
required, but also capacity to comprehend, wisdomniderstand, strength to execute, solicitude to
prosecute, patience to suffer, means to sustadh, alvove all, a great courage to accomplish, all
which are commonly in a man, but in a woman rardt.is clear that authority is the husband’s
since he is also the one who has to provide moriele\the wife has to take care of the family.
Renaissance England was a very patriarchal naiwthmany of the English were concerned about
having a female ruler, they feared that she wouldeamine the gender hierarchy and threaten the
social ordef? As John Knox stated in highe First Trumpet against the Monstrous Regimeithef
Women, published in 1559 at the beginning of Elizabethésgn, the rule of a woman was
consideredunnatural Knox argued that God not only ordained that womenblanned from
authority, but also, given their weakness, thatytheuld be incapable of authority if they
illegitimately usurped it. Knox’s pamphlet was agsBed to Mary Tudor, but it was published a few
months prior to the reign of Elizabeth. Women aitthime had to submit to the power of their
husbands; that is why the continuous rejection dugband by the Queen throughout her reign,
extremely frightened her Counsellors. In one of fir@ speeches on marriage she stated: “I have
long since made choice of a husband, the kingdoEngland... charge me not with the want of
children, forasmuch as everyone of you, and evamglishman besides, are my children and
relations®’. In this speech she stated again the theory ofthe Bodies, which implied that the
monarch him or herself was the spouse of the Kingdas the analogous priest’s marriage to the
mystical body of the Church. As Hackett observesdarVirgin Mother Maiden QueeRlizabeth, in
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the portrait of her coronation, wore her hair l@mgl flowing which denotes her status of virgin and
bride. This implied that the coronation was alsizd&teth’s marriage to the nation.

As Donatella Montini wrote in Queen and Countryréhare two portraits which synthesise the
discussion that concerns the relationship betwderatieth and the English nation; the Ditchley
portrait (fig.5) and John CaseSphaera CivitatigFig.6). The first one was painted after the defea
of the Armada in 1588; the Queen and England aregyed as a single entity: the Queen’s body
stands on and touches the earth beneath: Elizabdimgland. In the Sphaera Civitatis, which
appeared in the same year as the Ditchley potht@iQueen is depicted in a woodcut illustration as
presiding over the celestial spheres. Her positidhe diagram is above the outer sky, embracing a
diagram of Ptolemy’s Universe; as de Scarpis paunts'it is an allegory of the beneficial influence
of supreme political power, vested in the soveregwgmenever judiciously applied to the entire body
politic in an orderly decreasing hierarchy of rankss Roy Strong observed, she is positioned as
regina universf> As Andrew and Catherine Belsey argueRenaissance Bodies. The Human
Figures in English Culturéghe Queen is shown as ruling over the cosmic wadithése two portraits
introduce the Queen whose divine identity is fowhda and connected to the land over which she
reigns; however her body is presented as de-huetniss Montini continues “ the Queen and her
body become the symbolical space on which differéeas of nation, government, and authority
meet and are represent&d.

As Bell stated irElizabeth I. the voice of a MonardHizabeth was probably the most desired bride
in all of Europe. The Austrian Ambassador once rgab “A beautiful, clever, intelligent and
sweet-tempered womafi*.In the early months of her reign and even mor¢hasyears passed,
Elizabeth faced continual pressure to marry and laem heir to the thron®. Early modern
sovereigns were expected to accept arranged mesridigat were rigorously negotiated to

strengthen the country’s dynastic, financial, pcdit, and military positiofi®
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FIGURE 5
The Ditchley Portrait by Marcus Glaets the Younger, ¢.1592, National Portrait Gglle
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FIGURE 6
Frontispeto John Case pBaera Civitaits Frankfurt am Main, 1588.
Cambridgeilersity Library.
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Elizabeth made immediately clear that eventually wiould be the one to make the final decision.
A year after her investiture, in 1559, Parliameskesl the Queen again to take marriage into
consideration; and to respect the expectationtegthto her female gender; she was able to answer
and avoid trouble by stating that it was God whospaded her to place before the State and to

renounce her private life:

But when the publique charge of governing the Korgdcame upon me, it seemed unto me an
inconsiderate folly to draw upon my self the camesch might proceed of marriage. To conclude,

| am already bound unto an Husband, which is thegddm of England. Nevertheless, if God
have ordained me to another course of life, | waartemise you to do nothing to the prejudice of
the commonwealth, but as far as possible | may, méirry such an husband as shall be no less
careful for the common good then myself and if s in this which | have proposed unto
myself, | assure myself, that God will so direct cgunsels and yours that you shall have no
cause to doubt of a successor which may be moritgire for the commonwealth than him
which may proceed from me, sithence the postedti dftentimes degeneraté”.

As Hackett stated, although she was careful toeléag door of marriage quite open as a political
weapon, she wished the subject would be cl8%&atthermore Elizabeth was probably aware that
she would never marry; she liked to play with heitass and make them believe that she might
marry them. Elizabeth conducted her courtshipsheeilike a conventional, subordinate early
modern woman nor like a typical king or Qué&ahe liked to entertain her suitors but she told
Parliament that she would neither be forced to ynagainst her will, nor told whom to marfSin
Elizabeth I: The Voice of a MonardBell claims that she intended to govern the cquh@rself
whether or not she would marry and would not aceeparranged marriage. As she informed her
Secretary William Cecil she had no immediate dasimarry. She was extremely busy figuring out
how to rule the country. However when the marriggee came up again over the years, she had to
come to term with her female nature: If a King ety his wife would bear his future heirs, but a
married Queen regnant would have to face many enobl including high maternal

mortality.”*However she had no wish to marry immediately, skes wrepared to consider any
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politically appropriate suitor who “makes her deswhat at present she had no wish for”. She
voiced an astonishing notion for a monarch at thmae; she would marry only if she found a
husband who was both politically advisable and qeally desirable, someone whom she found
physically, emotionally and intellectually appealit?

The range of potential suitors extended from LondlrSpain, Sweden, and the Holy Roman
Empire/*There were also a number of English peers to beidered: Arundel, Norfolk, and
Westmoreland. However many of her advisors thowshiet should marry a foreigner in order to
forge an alliance with one of the Rival Europeaw@s. On the other hand there was also Robert
Dudley, Elizabeth’s first master of the horse, withom she had a particular relationship: she
openly displayed her attraction to Dudley who plipavas the only one that she would ever have
married. However this could be an awkward choiceerathe death of his wife in dubious
circumstances in September 156@ccording to Aylmer, who became Bishop of Londdteiathe
reign of Elizabeth, the Queen’s role of mother anig to the Nation included the duty to be a real
mother; to produce an heir, in 1559, in A8 Harborowe for Faithfull and Trewe Subjetts
wrote:" to guide hir harte in the choise of hir haade, and to make hir frutefull, and the mother of
manye children, that thys Realme maye haue theéegraf so goodly a tree, that oure children and
posterite maye see hirs occupying hir throne, Wwithour, ioye, & quietnes™

Elizabeth was different from her sister who imméelya saw her duty in this respect. She had
already made clear her aversion to marriage bdfeoeming Queen:“she asked to remain in the
estate she was”. However, as Hackett claims, thgores for Elizabeth’s reluctance to marry could
be many; they could be the result of the childhttadma of her mother’s execution by her father,
or another trauma caused by the Thomas Seymoudacahen she was adolescent or she may just
have been reluctant to surrender her absolutdqaléutonomy’°0On the other hand this reluctance
went not only against political thinking, but alagainst Protestant theology. For the Protestant
faith, celibacy was impossible, for human beingsraturally sinner§’ This issue was published in

early Elizabethan texts such as Thomas BecBoke of Matrimonyn which he praised marriage
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over virginity claiming that marriage was necessasychastity was so difficult; virginity is so
special that it can only be attained by a numbesirdéss aided by God.The Queen in a speech to
Parliament takes advantage of this belief; sheigaghat her virginity was a form of dedication to
God. She used the role of the Bride of Christ, fmifrom Marian iconography. Protestantism
erased the Marian cult but nonetheless sustairedd#ntification of the Bride with the Church.
Elizabeth in her propaganda was continuing the @iathiconography of virginity by adding
scriptural texts that for Protestants too usedfithee of the virginal bridé? The Queen presented
herself as the Virgin Queen as a means to rephec®/irgin Mary in order also to heal the rupture
created by the break with the Catholic Church. Ttisated for her a powerful means of
propaganda; she and her Councillors appropriatedsyimbolism of the Marian Cult in order to
create the cult of the Virgin Queen. The identiflca of Elizabeth with the Virgin Mary was
effective in encouraging loyalty to the Quégn.

Breuner reported that Elizabeth once compared leaxsea nun. This statement might be the
consequence of the continuous insistence on sdwingnarried. She intended to make her own
decisions about marriage, based not only upon igalittonsiderations but upon her “human
emotions and impulse&* From Elizabeth’s statement: “ I'd rather go int;annery, or for the
matter suffer death, than marry against my will’llBshows another connection with one of
Shakespeare’s heroines; Hermia frémMidsummer Night's Dreanpointing out that Elizabeth
anticipates the desire of the heroine when ordbyeder father to marry Theseus. Like Elizabeth,
Hermia responds that she would rather live and“idiesingle blessdness” than “yeld her virgin
patent up” unto the man her father had chosen dortdh marry. For both Hermia and Elizabeth
becoming a nun is the best of the choices offdtetht®*According to Bell, another Shakespearean
heroine that can be connected to Elizabeth assfanariage is concerned is Beatrice frituch
Ado About NothingBeatrice is a strong woman, and like ElizabethBal says, she scoffs at
conventional gender roles in which all women wezens Like the Queen, she refuses “to be fitted
with a husband” (2.1.57-8). For all the play shéedds her liberty and her freedom that she so
evidently enjoys. In Act Il, scene | she makes irdrately clear that she does not want to marry
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because: “she does not want to make account ofifeeto a clod of wayward marl”. Hero is
Beatrice’s cousin. She differs from her since frdm beginning of the play she seems like a
conventional, chaste, silent and obedient young aimWhen a false rumour is going around,
suggesting that Don Pedro is planning to proposkldm, her father says “Daughter, remember
what | told you. If the Prince do solicit you inathkind, you know your answer” (2.1.66-68). Even
though she recognizes that Hero has to do as tterfeommands, Beatrice objects, advising Hero
to do according to her own will: “ Yes, faith, & my cousin’s duty to make cur’'sy and say, ‘ Father
as it please you’. But yet for all that, cousirt, hén be a handsome fellow, or else make another
cur'sy and say ‘Father as it please me’ ”. Whethatmasked ball Don Pedro asks her to join his
company, Hero responds “I may say so when | pled3@% sounds like what Elizabeth used to say
to her Parliament in response to the continuousriatge petitions: “As for me, | shall do no
otherwise than please mé&* However, the protagonist to whom Elizabeth magdmpared best is
Beatrice who gives evasive excuses like those Iditagives her suitors. The real reason why
Beatrice rejects Don Pedro is Benedick, whom shm ibbve with, like Elizabeth’s enigmatic
allusions to Dudley during the marriage negotiaticuggests. Like Elizabeth, Beatrice enjoys
being free and for all the play, she defends,t“fflease me” the freedom of choice, that Elizabeth
fought so hard to deferfd.

Levine cites Susan Doran, who argues that Elizatvely» wanted to marry on two occasions: after
the death of Dudley's wife’'s in 1560 she serioustpught of marring him and in 1579 she
demonstrated a strong desire to marry the Dukenjdui®® Doran claims that to fully understand
why these marriages failed to take place, histsrigtmould focus on the debates and the political
strategies that surrounded these courtships. Oseth@o occasions she would probably have
married but her Council convinced her that this ldobe politically dangerous. Besides the
relationship with Dudley, brought the subjects taken assumption as to her private life. As Mucci
points out in het corpi di Elisabettathese forms of curiosity showed how the subjectslavthink
about the anomalous position of their Queen. Mudistingushes the two types of the main
rumours: the first deals with Elizabeth having mdlegitimate children, with her favourite Robert
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Dudley; while the second, deals with rumours altmuthealth: she was thought not to be like other
women as she could not have childfén.

As the 1570s progressed, Elizabeth’s subjects begatcept that she might never marry. This
increased, however, the wish for the Queen’s ldfieg’? Sir Thomas Smith wrote in 1572: “God
preserve her Majesty long to reign over us by semkeoked-for miracle, for | cannot see by
natural reason that her Highness goeth about teigedor it”.2° In 1578 even the interminable
courtship of the Duke of Anjou took a serious tuah:that time Anjou was 23 years old, while
Elizabeth was 44. Anjou’s interest in this marriages to add military force to his ambitions in the
Netherlands, the advantage of the English wasemgmnting France and Spain from uniting against
England. There were many pros and cons for thigiagg: Elizabeth finally would have had an
heir (if she was still capable of it being 44), leer there was a general dislike which Englishmen
have of being governed by a foreigner.

Walsingham, a man much employed in her foreign iager negotiation, started to oppose this
marriage because “no one thing hath procured henwsth hatred abroad as this wooing matters”.
However in the end Elizabeth appeared to havemaifitent to marry, but this produced a reversal
in the attitude of her subjects: they now opposedrharriage, being accustomed to the rule of a
woman and still remembering Mary being married foraign prince and the terror of her kingdom.
The dislike for the marriage was expressed alsédby Stubbs who wrote in September 1578
Discovery of a gaping gulf, wherein England itikelto be swallowed by another French marriage,
if the Lord forbid not the banns by letting her Mstly see the sin and punish thetbé Queen did
not like Stubbs’ tones and commanded the book wasdd, and Stubbs and his publisher had the
right hand chopped off. In this treatise, Alencon was compared to the srafkthe Bible, while
Elizabeth was seen as a new Eve. The Queen isirsdleis treatise as a sinful woman who might
bring again the fall of the human kind. A new danfyem abroad after the Armada threatened
England® In October the Privy Council discusses the marriage the majority of councillors
oppose it. As Hackett points out, the Anjou cougshk important also from an iconographic point
of view since it marks important changes: the pation by Elizabeth’s subjects that a Virgin

87 Mucci, op cit. p. 68-69

8 Helen Hackett, op cit. p. 74
¥ ibid.

Dibid.

1 Mucci, op cit. pg 65

43



Queen might be better than a married Queen matkedte end of any expectation of an heir from
her. From then on she would be unequivocally celebras ever-virgiff

Levine, points out that: “As a public self she vilmgh Virgin and Mother to her people. Icon to the
ideal of chastity, Elizabeth had to be womanly gatrule, a hitherto masculine enterprise. By not
marrying, Elizabeth refused the most obvious funcif been a Queen, that of bearing a son. To
compensate Elizabeth presented herself to her @esph symbol of virginity, a Virgin Queet.”
Elizabeth was married to her kingdom and was theharoof her subjects also as a political
strategy.” She avoided the marriage in order to avoid beieggived as the inferior partner. As
Levine points out; certainly there were costs is tthoice both personal and political, but it was a
choice which was in keeping with her own wishes.aiVis worth highlight is that Elizabeth the
Virgin Queen, was able for the entire length of reagn to reverse the general patriarchal thought
that women were unfit to rule, being Queen regadéorie without a husband for fifty years.

As Susan Doran observes, since 1578, when it becawieus that Elizabeth would never marry,
her status required a new iconography, celebrdtergas the Virgin Queen. This new iconography
started influencing representations of her in mures and paintings. The image of Elizabeth as the
Virgin Queen was a product of her propaganda. Simentssioned many of the paintings of the
1580s and 1590s and even if she did not commisdioam, they were commissioned by her
courtiers and they had to be approved byhém example of the new way of seeing Elizabeth as
Virgin Queen, in the last years of her reign isegivn 1579 by George Puttenham who presented
Elizabeth with the gift of a sequence of poemstleatPartheniadesr “ virgin songs”. Throughout
his Partheniad, Puttenham waved continuously betwegising the Queen’s virginity which set her
above other women, and made her a goddess-likeetfgnd his desire to see her married in order
to see a Tudor offspring on the throne. Puttenharskipped Elizabeth as a divinity: he stated at
various points that she is “a thinge verye adméablnature™’

As Queen Elizabeth turned sixty at the end of ikeeenth century, she remained both physically
vigorous and never abandoned her right to makeower decisions. Between 1588 and 1598 her
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most trusted friends and advisors such as Leicedtalsingham and Burghley grew old and died
leaving her alon& However Elizabeth was able even in the last yefher reign to rule her realm
without losing her power. In 1593, Elizabeth wasdysin a society which did not see favourably
unmarried women; Erasmus wrote in @isurtship“ A maiden is something charming, but what’s
more naturally unnatural than an old maid®”.

In the last years of her reign Elizabeth was exélgmaware of getting old; however her
iconographical response was to claim herself agelds Frye suggested in hEtizabeth I, the
Competition for Representatiprihe claim was that her virginity and her chastipyotected
Elizabeth from the normal aging process, helpingserve her metaphoric fertility. Her denial of
old age was a way to transcend her society’s tanydenignore any woman past motherhood age.
This way to depict her as young despite her bodichvivas actually ageing, was a gimmick she
used to prevent her subjects from thinking aboertitfimediate successiof.

Two portraits of the 1590s suggest how Elizabetifgored to view herself: the “coronation”
portrait (fig. 7) shows the Queen as a young womah long and flowing hair; symbol of
virginity, the “rainbow” portrait (fig. 8) portraya radiantly youthful queen in a fantastical dress.
Both portraits represent Elizabeth as young andtehaith the hair down in the style of an English
maiden. In the rainbow portrait the Queen is weprm low-cut bodice, again signifying
maidenhood, the masque like headdress is surmolnyteétde crescent moon in reference to the
virgin goddess Diana.

Taken together, the “coronation” portrait and tmairfbow” portrait constitute two different but
related strategies of Elizabeth’s claim to youtk.F&ye points out, viewing these two portraitss it
difficult not to believe for a moment that they asserting Elizabeth’s beauty, chastity and power.

They do not seem to contemplate Elizabeth’s inbigtdeath®*
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FIGURE 7
The Rainbow Portrait by Is&lwer, c.a. 1600 Hatfield House
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FIGURE 8
The Coronation Portrait by an unknowtisgrc.a. 1600 National Portrait Gallery
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The last years of her reign and the new iconographgf the virgin queen

In the last years of her reign, in order to presemer body as inviolable, virginal and chaste,
Elizabeth had to gain control of all the encom@staterial which circulated around the court, since
her aging body re-fuelled anxiety about the sudoas® the throné® She decided to employ in
her propaganda, complementary language and imager¥rye points out in heElizabeth I, the
Competition for Representatioshe increasingly represented herself and was mepext as
powerful by showing herself remote, self-sufficiemtd desirable; the typical lady of the courtly
love tradition. As Frye suggests, she used segénatiegies in her final propaganda in order to keep
her authority: three of them were Petrarchism, Netopism and medioeval political theoloty/.

In the 1590s the first means by which Elizabethcstired her inviolability was Petrarchism. This
new means was created in order to negotiate tlatiacres between her subjects and the Queen.
Petrarchism was seen by Elizabeth as creating @ndes between herself and others. The
Petrarchan tradition; in particular thieiumphsmarked her propaganda throughout the last years of
her reign both in literature and in portraiture. @ampbell points out, many of her last portraits
contain symbols connected to Petrarch and hismphs.

The Petrarchan tradition and symbolism was vepufar and remarkable in England, and made its
first appearance in England through the translatioh Petrarch’s sonnets by Thomas Wyatt.
Petrarch was very important for the symbolic repnégtion of the Queen: as Susan Frye points out:
“it negotiates the relation between subject andiema# as the territory to be travelled between
desire and consummatiof™ Prominent in Elizabeth’s choice of self-represgéatawas Petrarch’s
Laura, the unattainable love of tanzoniereand the central figure in thEriumphs The most
evident purpose of th€anzonierewas to praise Laura, the angelic figure. Introspactvas very
important, the poet applied self-analysis. Yet joaes concerning the virtue of love in relation to
the Christian religion and desire were always preséentral themes of théanzonierewere: the
changing mind of man and the passing of time, aé agethe consideration of the art of poetic
creation itself. Some other themes were desirdatisa, unrequited love, and the vanity of youth.
The central theme in th€anzoniereis the poet’s love for Laura. Petrarch was onghef most

important among ltalian writers. During the late™18nd early 1% centuries he, Dante and
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Boccaccio were the main representatives of the ¢®daitil Novo”. Petrarch focused most of his
writings on his Platonic object of love, Laura, wivas depicted as an abstract entity, she was not
realistic, she was a supernatural figure: a bragigel.

In both the late pageantry and portraiture it isgiole to notice that the Queen is depicted as a
supernatural figure; she wears a “mask of youttd @ns with the Laura of the Triumphs that the
Queen is identified; in particular with the Laurfatloe Triumph of Chastity’® The evocation of the
Laura of theTriumphswas designed to appeal to the older generatiorowoftiers who were just
interested in the issues of succession and natidditig and whose support was essential to 1ier.
The “Trionfi” is a quasi-allegorical poem dividedtd six parts. The first section, the triumph of
Love sees the poem as a dream, in which the peatntir sees the vision of Cupid in a Roman
imperial triumphal procession. In the Triumph ofaStity, as already mentioned, the protagonist is
Laura who rescues from the Love chariot many itlaes women such as Dido, Lucrece and
Penelope in order to save them from the passidovef taking them into the Temple of Chastity in
Rome. TheTriumphsare six: the Triumphs of Love, Chastity, Deatthm&j Fame and Eternity, the
refuge of men in God.

As Heather Campbell wrote in the chapter “And iaithmidst a sun: Petrarch’s Triumphs and the
Elizabethan Icon” ofGoddesses and Queens, the Iconography of ElizabetlElizabeth’s
identification with the powerful victor from the itmph of Chastity and the evocation of Rome
supported her position as monarch, neutralizinggneblems inherent in her gender at the same
time as the Laura image exploited both the myspeoaver of virginity and her potential as a chaste
object of desire.” The popularity of the Triumpmssixteenth-century England provided a crucial
element in the creation of the Elizabethan iconoftered associations through which Elizabeth
could be presented to her own subjects as therV/@pgieer®’

The Triumphs were first translated into EnglishHinry Parker Lord Morley, in 1548 Both the
Triumphsand theCanzonierecirculated widely in manuscript form long befoheir first printing in

1470 and as Carnicelli points out in his introdoctio theTriumphs keeping count of the greater
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number of manuscripts of thigiumphs fifteenth-century readers distinctly preferred thaem*®

Probably, as Campbell suggests, Lord Morley decimettanslate the Triumphs instead of the
Canzoniere because he was older than his contengml/yatt and Surrey who probably would
have preferred the collections of courtly verse thas to follow such agottle’s Miscellany(1557)

and The Paradise of Dainty Devic€3576). Lord Morley was in his early sixties whis new
fashion for Petrarch was established. Probablydstes were more conventional than those of the
younger poets. However, in choosing theumphs Morley picked the most popular and widely
read of all the works in the Petrarchan cahdn.

Carcinelli, in his analysis of thEriumphsoffers the contribution of Bernardo da Montalcimbo in
1475 analyzed the structure of the work: the sisspaf the Triumphsrepresent six consecutive
states of the soul. The first Triumph; the one oké& shows the soul dominated by the sensual
appetite; the second, of Chastity, shows the trluropreason over sensuality, the third one, of
Death, analyzes the process by which the body lamdaul are separated, the forth shows man’s
remembrance of the soul after the death of the jbthay fifth, of Time, shows the defeat of this
memory by Time and the Sixth and last one, of Etgrshows the soul subject to universal divine
justice. Elizabeth during the last years of herpaganda made wide use of the Triumpis
Chastityand ofTimein order to overcome her impending successton.

The word Triumph during the Renaissance evokesntbening of, as John Florio said, “ a solemne
pompe or showe at the returne of a capitaine factary he hath got”. In Elizabeth’s England this
would be linked with court celebrations, civic pegsions and the allegorical masques presented to
Queen Elizabeth during the royal progresses. Trhsnalso left their mark on an illustrative
tradition; artists found in this work an abundaméesubject matter and often provided inspiration
for creators of triumphal pageants and procesSpit. is well known that the illustrations and
poems abouThriumphssurround the iconography of Elizabeth, in paracubs already mentioned:
the Triumph of Chastity

However, the identification of Elizabeth with thaura of thelriumphshad already appeared in the

first decade of her reign, becoming stronger inldst decade. Roy Strong Rortraits of Queen
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Elizabeth lidentified two drawings; one dated 1580 and thesiotietween 1560 and 1570 which
may belong to the earliest stages of Elizabetléstification with Laura.
As Campbell points ouhetween 1579 and 1580 a number of portraits apgeaning Elizabeth
holding a sieve, known as a symbol of virginityzig. 9, Fig.10). The sieve is held by Tuccia, the
Roman Vestal Virgin who, in order to prove her ¢hpasafter being accused of impurity, carried
some water with a sieve from the River Tiber to Teemple without spilling it. The character of
Tuccia appears in the Triumph of Chastity. Elizhlbatthe sieve portrait is dressed in black with a
white mantel, and a double string of pearls whighresent chastity. Behind her shoulders there is a
pillar on which there is depicted a globe and tloeysof Dido and Aeneas. The pillar with the story
connects back to the Triumph of Love in which tlaerator rejects Virgil's version of the story of
Dido’s seduction by Aenea$®
Among the otheras the vestal maid.

Who that she might be free of ill report.

Sped boldly to the Tiber, and from thence.

Brought water to her temple in a sieVé.

(1. 148-151)

113 Campbell, op. cit.
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FIGURE 9
Copy of the “Sieve Portrait” c.a. 1583 uatwm artist, Collection of the Duke of Hamilton
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FIGURE 10
The Sieve Portrait by Quemietseys the Younger, c.a. 1580, Pinacoteca Naaatigbiena
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As Campbell points out, the presence of Dido, sefertheTriumph of Chastityvhere she appears
twice. In both references she appears as an exahptstancy in married lov&® Dido is shown

as the great builder of the city of Carthage wikitlezabeth could be seen as the monarch who
brought England to prosperity and as a model o&fernohastity, loyalty and constanty.

In Elizabeth’s Sieve portrait, there is a cleaerefhce to Petrarch’s poem. As Campbell points out,
in 1580 the portrait of the sieve underwent somanges; the globe behind the Queen’s left
shoulder has been lowered to make room for a psamesf courtiers, with a maid of honour.

The connection with the Triumphs is highlightedthg quotation of the Triumph of Love located
below the pillar and below the Queen’s right haswggesting that she has the power of love under
control: “Stancho riposo e riposato affantd” However, the Sieve portrait also leads to another
emblematic depiction, which is that of the intemfgp@ability between the Queen and her people,
which stems from the idea that the Queen’s bodlyasody politic of the realm.

Another symbolic representation that makes the ecdiion with Petrarch unquestionable, is the
Queen’s ‘imperial’ column, which is made of jewelssed to celebrate Elizabeth’s chastity,
constancy and imperial destiny. Below the columiuatation from Petrarch is inscribed: “D’un
bel diaspro er’ivi una colonna”. As Campbell sudgethe Sieve Portrait, could be seen as an exact
visual replication of th&riumph of Chastitythe procession at the back and Elizabeth dep&sed
victorious:*®

As Frances Yates noted in h&strea,the link between Elizabeth’s iconography and thiermphs

is connected also with the Ermine portrait (Fig. Hjch an element adorns the banner in Petrarch’s
Triumph of Chastityand symbolized purity. Despite being a furthergmaf what is implied in the
Sieve portrait; the celebration of chastity, thenhe’ also represents the image of the Queen as
peace; picturing the Queen, bearing an olive bramdter right hand*°Another important symbol
which describes Queen Elizabeth’s virtues and tiesjiis the eglantine which associates the
Queen herself to this particular kind of rose sisbe was able to unite the roses of York and

Lancaster. Her dress is elaborate and decoratbdewels, pearls the symbol of chastity, and she is
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bearing the sword of justice. The ermine’s collanmects the portrait directly with tAgiumphs to

be more precise with thEriumph of Death

The banner of their victory displayed.
An ermine white upon a field of green
Wearing a chain of topaz and of gold.
Not human, rather to be called divine,
Were both their bearing and they holy words
Blessed is one born for such dgktin
With violets and roses they were decked
Bright stars they seemed, and in their midsira
Adorned them all, and made them brightiér s
( Triumph of Death)

The connection between Laura and Elizabeth is indlle; the ermine, with his collar of topaz and
gold, identifies Elizabeth with Laura who is remeted by the sun in the poem. At that time there
were many images of the Queen connected to therRat Cosmos and the music of the spheres.
The link between the Queen and the music of thergghderives from the Pythagoras-Platonic
doctrine centred on cosmic harmony, which was weflyential for the philosophers of the time.
To better understand the metaphor of the musih@fspheres, which was seen as the maximum
expression of harmony, the image of the Ptolemaismos is worth considering: the earth,
composed of four elements, earth, water, air argj fvas at the centre of the universe and was
surrounded by ten concentric skies revolving likheses inside each other, thus producing a
celestial sound. The Queen, is above the Ptolegraierse, and she is able to harmonize all the
earth. The Triumph motif is also employed in thellslkeown “Procession” picture of
approximately 1600, and another couple of engraiffgThe first one is by William Rogers and
commemorates the defeat of the Armada. This posraws Elizabeth as Peace, bearing an olive
branch. Next to the Queen there are Victory andti?leach offering her a crown. The crown of
victory is a laurel wreath providing a connectioithaLaura. The other engraving is a development
of Roger’s Triumph but instead of Victory and Plettiere are six of the seven virtues, which are
represented by Elizabeth herself.

One of the posthumous portraits of Elizabeth, daetdveen 1608 and 1610, deals with the passage
of Time and consequently with Death. Elizabeth astqayed in a contemplative pose with two

shadowy figures behind her, precisely Time and Re&vo cherubim hover above her holding a
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crown and a sceptre (Fig.12}.On the table next to her, beneath the figure afeTilies a broken
hourglass which symbolizes the irreversible passingme. Beside the figure of Death is another
hourglass, but with all the sand collected at thigdmn; probably symbolizing the end of time in this
life. The face is modelled on the death mask rattem the mask of youth much used in portraits in
her later years: no portraits dated between 15961803 show the aging queen as she truly was.
The figures of Time and Death are in deep shaddwndeher, symbolizing the passing of Time,
aging and consequently Death. The cherubim withctbeins appear to be receding, symbolizing
the messengers of God removing the symbol of gapihver.??

The last portrait that can be connected with Peltrand thelTriumphsis an engraving dated 1617-
19 depicting the Queen as receiving a crown cangigif the moon, the sun and stars (Fig. 13).
Here Elizabeth after her death, like Laura, ha®iveca part of the vision of the New Jerusalem in
The Triumph of Eternity. As Frye suggests, at Eegta's court in the 1590s, the lyric of distance
was of distinct service to the representation aokélé and Elizabeth, wrote her own Petrarchan
lyric, emphasizing this distance from her own paihtview'?* the speaker describes the number of
suitors she has rejected as a means of accenttiaginisplation created by her virginits/

“When | was fair and young, and favour graced me,
Of mangs sought, their mistress for to be;
But | did scorn them all, and answered them theesfo
“ Go, Go, Go kapme otherwhere! Importune me no more!”
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FIGURE 11
The Ermine Portraitcholas Hillard, ¢ . 1585, Hatfield House
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FIGURE 12
Elizabeth | with Old Rat Time, unknown artist, c.a. 1610
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FIGURE 13
Engraving of Elizabéthy Francis Delaram, c.a. 1617-1619
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As Frye points out: “ Elizabeth in her poem is afilaultaneously to control her distance from her
courtiers and to construct herself through theipamas gaze because she occupied the position of
both author and female subjett> Frye quoted Ann Rosalind Jones who observed thahen
poets in the sixteenth century found that the Paten code could be “ regendered to guarantee the
chastity of a woman poet”. However Elizabeth’s poegn be read as the rectification of the gap
between Elizabeth and her court. As Frye points“attmay be the record of a moment of
Elizabeth’s self representation in the Petrarchanlenthat sent a clear and ironic message to her
suitors to leave her aloné?®

The second discourse that Elizabeth found useful Her propaganda in the 1590s was
Neoplatonism. As Susan Frye suggests, Neoplatomiamnot created for princes; but for people
not possessing direct pow®f. In 1561 when Sir Thomas Hoby first translated Bafhrre
Castiglione’sThe Book of Courtieits Neoplatonism of appropriate court behaviowartstl to
appeal to the male courtier or gentleman. As Frgmtp out:* Castiglione’s text proposes the
explicit power of the male courtier to fashion bgtinces and women and to gain their favoaf.”
For Elizabeth, “Neoplatonism became the means txetualize the universe as a hierarchy of
love that individuals might manipulate to suit theatves. As Frye states:” This love is a political
conception in Neoplatonism that helps explain howelfunctions as a metaphor for the give and
take of the patronage system and also how lovebeanonsidered synonymous with magic. In
neoplatonism, the bond of love forms a correspooeleamong all things, a common relationship
that allows the equation of love with magi€>To better explain Neoplatonism; Frye makes use of
Marsilio Ficino who in hisCommentary on Plato’s Symposium on Lskared Castiglione’s point

of view: “ the courtier may control the prince thgh ‘love’, the representation of their
interconnections that he hopes to turn in his athgem” Elizabeth used both Petrarchism and
Neoplatonism, especially their definition of “loyefb assert both her connection with her people

and her supremacy and isolatigf.
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Elizabeth’s adaptation of Neoplatonism as selfespntation; and the use she made of the word
love, took the association Ficino made with magizabeth’s representation as Chastity contained
the magical assertion that “ the Queen occupiedthtatmediary position between God and her
subjects as well as between nature and mortaldQy@sneans to assert her divine power. On
occasion, she was not simply an intermediary, ltiped as God himself-*

Neoplatonism led to the third discourse that Elethbused for her representation in the 1590s:
Medieval Political Theology which stated the redatbetween the King and God. At the beginning
of her reign Elizabeth invoked cautiously the deviright that her father had used widely: “the
power of King is the power of God®* The invocation of the divine right by Elizabettstirbed
Parliament who at the beginning saw her power asefiung unpopular. However as her reign
developed with the expanding trade and exploramhwith the defeat of the Spanish Armada, her
claim that God approved her chastity became macepdable. In her speeches delivered between
1593 and 1601 Elizabeth declared her position &sdessor between God and her subjEctin

her last speech of 1601, Elizabeth made it clearifHove formed the connection between herself
and her subjects, chastity defined her remote troem?**
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The iconography of the 90s: Spenser’s Faerie Queene

In the 1590s, Elizabeth used these three discowases means of distancing herself from her
subjects and as a way of control of the final repngations of herself® As Frye points out, the one
who challenged her authority by trying to rewriteese discourses was Edmund Spenser who in
1590 wrote the most important of his works on Eieth: The Faerie Queene.

As Andrew Hadfield points out, scholars have oféessumed that Spenser worshipped the Virgin
Queen and wrote his epic romance in order to prasseuler. In thé-aerie Queengthere is a series

of knights who are supposed to reach the court wiyasterious virgin queen; Gloriana rather the
allegorical figure of Elizabeth® However, as Hadfield suggests, many of the womehe poem:;

the woman warrior, Britomart, the chaste FlorimBilphoebe and the nun, Una, can also be seen
as allegorical figures for Elizabeth.

The first things that are known about Spenseédsrie Queen&an be found in a letter that the poet
wrote to Sir Walter Raleigh which was also appenttethe first edition of the work, stressing,
according to Hadfield, that the poem should be raadan allegory in praise of the reigning
monarch. “In that Fairy Queen | mean glory in mygel intention, but in my particular | conceive
the most excellent and glorious person of our SeigarQueen, and her kingdom in Fairy Land.”
However Spenser in the second part of the leti@rteeRaleigh cited the doctrine of the monarch’s
two bodies opening in a sort of way a critical coemtnon his queen:

And yet in some places else, | do otherwise shaldemw For considering she beareth two
persons, the one of a most royal Queen or Empttessither of a most virtuous and beautiful
Lady, this latter part in some places | do expred3elphoebe, fashioning her name according
to your own excellent conceit of CyntHf&.

In this last part of his letter, Spenser quoted phetagonist with whom Raleigh characterized
Elizabeth in his work. Both Phoebe and Cynthia dtéor Diana™*° As Hadfield points out,

135Susan, Frye, op cit

1% Andrew, Hadfield, “ Duessa’s Trial and ElizabetlEsror: Judging Elizabeth in Spenser's Faerie Qaeen
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Spenser’s work contains a veiled critique on Elethltogether with the celebration that he wanted
to highlight in his poem?°

Spenser’s work tells the stories of some knighégherepresenting a particular virtue, on their
guests for the Faerie Queene, Gloriana. Redcregbeiknight of Holiness, and must defeat both
theological error and the dragon of deception ée the parents of Una "truth”. Guyon is the knight
of Temperance, who must destroy the fleshly termptatof Acrasia's Bower of Bliss. Britomart, a
woman disguised as a male knight, represents @pastie must find her beloved and win his
heart. Artegall, the knight of Justice, must reslady Eirene. Cambell and Triamond, the knights
of Friendship, must aid one another in defencéefritonour of the various ladies. Finally, Calidore,
the knight of Courtesy, must stop the Blatant B&ash spreading its venom throughout the realm.
Each quest is an allegory, and the knight givenginest represents a person's internal growth in
that particular virtue. In Books | and Ill, the pdellows the journeys of two knights, Redcrosse
and Britomart, and in doing so he examines thevintaes he considers most important to Christian
life: Holiness and Chastity.

As Hackett observes; Spenser seems to have hahtdPvotestant beliefs. In his work, in particular
in Books I, Il and Ill, he made use of the icongmmg of the combat of the preceding yeHrsAs
Frye states, analyzing more in depth Book Ill, ¢me directly addressing her Chastity, Spenser
redefines Elizabeth’s chastity according to theipgathal definition of it :“ purity from unlawful
intercourse” as defined in the codes of English.f&wFrye suggests that Book Ill was able to
unleash the frustrations that Elizabeth with heeespes and materials had generated in many
writers of her generation. Elizabeth in assertieg position as a magical and divinely approved
virgin and with the concept of her having both md#¢e and a male body was in contrast with the
social beliefs of the female constructii However, Spenser in his work represents his quétn
many figures rendering her multifaceted; Gloriafos, example, is invested by Spenser with sun-
light brightness. Belphoebe too is representedigbtdight with eyes that are sun-like and st&eli

with a connection with Petrarch’s Laufd.Una is probably Elizabeth’s alter-ego, she is usgethe
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author as a sort of binary opposition with Dueé3@s Hackett points out, Una as a Virgin stands
for Elizabeth and for Protestantism while her adagy, Duessa, stands for deceit, for Mary Queen
of Scots and for the Catholic Church. Hackett sstgthat this can be seen as “ a binary opposition
of virgin and whore that can represent the politarad religious opposition between England and
its enemies.” The personification of the Churchesg used by Spenser to highlight the purity, the
sanctity of Una/ Elizabeth as Protestant Churcbpposition with the immorality of Duessa/ Mary
Queen of Scots and the Catholic Churéh.

In his Faerie QueeneSpenser, used the same pattern of Neoplatonssociating Elizabeth with
God himself; in the text for example Belphoebeasdatibed as “ Borne of heavenly birthe”, while
Gloriana too is “ heavenly borné*’ However Hackett uses the words of Sir Guyon tdliggt the
fact that the celebration he made of Elizabeth dgs/ime creature seemed to be a bit strong for a
Protestant. On the other hand she tries to givexatanation for the choice Spenser made in his
allegory**® The poet, made a wide use of the word “idol” is Work, Elizabeth is an instrument of
God and she is made in his own image, she is @apécation of God’s will. As Hackett points out,
Spenser in his work is claiming that even though English Protestant nation seems to be the one
that has obtained the realization of God’s willearth, “ there is still a long way to go to reabh t
New Jerusalem'*°Gloriana is the quasi-messiah on earth but for Sgreshe has not accomplished
her mission of establishing the true faith. Spems@nplying in his work the need for Elizabeth to
become like his heroines in particular Glorianaas symbolises the Church and the natin.

As Frye claims, Spenser with his work was able adigipate in the competition to redefine the
gueen’s iconography. Spenser, especially with Hdokrote an allegory on chastity, the virtue that
featured most frequently in representations ofdiers the last years of her reign. Book Il of the
Faerie Queenanalyzes the attempt to confine Elizabeth’s chastithin male controf>* However
there have been many assumptions Tite Third Booke of the Faerie Queene Contayning, Th

Legend of Britomartis. Or of Chastitieas not directly written thinking about Elizabetince
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Spenser first denies the queen’s correspondende Britomart'>?As Frye points out, Britomart
could be seen both as the figure of Elizabeth’s@yhous power and a female destined to fight
for her invulnerability. Elizabeth is the indubitalsource for the Faerie virtue: as Frye suggests
“Book Il stands juxtaposed with the proem’s openstanza about Elizabeth’s chastity, implying
that Britomart’s chastity corresponds to the qus&m® As Elizabeth in her life, Britomart appears
in the first canto as an admirable, independent aomwho had defeated Sir Guyon and six of
Malecasta’s knights. As Frye points out, Britomafeémininity had to face the social prescriptions
of the male patriarchal society by the male threating her search for a mate. As Elizabeth during
her reign, Britomart in her journey faces allegaridangers that can be connected to the dangers
Elizabeth had to face due to her independence enddxuality>* As far as Elizabeth’s sexuality is
concern, even though Spenser’s aim was to prassqueen, there were some aspects of Elizabeth
that he did not quite appreciate: whte Faerie Queenwas first published in 1590 Elizabeth was
47; and although she had many merits as a rulethdtytime it was crystal clear that the legacy of
the queen would be uncertain. According to Hadfielelepisode concerning Gloriana the Queen of
Fairies sleeping with Prince Arthur in his dreamepresents an abandoned, alternative sexual
history of the queen that Spenser wished would éappor Spenser the sexuality of his queen and
her choice to marry was part of the concern of sidsjects-> Since his early work Spenser’s
political position seemed to have developed anagba: the criticism about Elizabeth’s behaviour
was still present but it seemed that the poet ware mesigned because there was nothing that could
be done to turn time back. However the later saestmf The Faerie Queengeemed to be hostile to
female rule, suggesting that women are incapablegaferning and taking the decisions to
administer a realm. As Hadfield points out, a kpisede that could bring the reader to notice the
subtle critique that Spenser made of his queehashe that deals with the trial of Duessa at the
court of Mercilla!*® According to Hadfield, this could be seen as #&uyatical representation of the
trial and subsequent execution of Mary Queen otsSitp1587->’ The episode concerning Queen

Mary suggests a critique on Elizabeth’s rule: wonaea unsuited to govern because they are
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dominated by emotion rather than reas®nAccording to Hadfield, Elizabeth is guilty of
wondering what she has in common with Mary, rati@n seeing the differences that surround
them, both political and religious. Spencer seemoedgree to the image that had been created of
Mary Queen of Scots: she was seen as alien to nigiésk political and religious tradition being
Franco-Scottish. However Duessa’s trial marks animgr point for Spenser's work showing
Elizabeth as a monarch who is not able to govermesm®°

As Hadfield points out, the allegory talks of tleaif that England could be invaded by the Catholic
Antichrist, and it serves as a structuring prineigiroughout the narrative dhe Faerie Queene
The Allegory Duessa/Mary assumes particular impaeathroughout the poem; that is why the
trial of Duessa is the key part, to show that Eth did not deal adequately with H&}.

However, by the tim&@he Faerie Queen&as published Mary was already dead and her sorslam
VI of Scotland, as Hadfield points out, felt thageBiser's poem threatened his ambition to be king
of England. As a matter of fact, in his poem Spessems to argue that Mary’s death was not the
end of Elizabeth’s problems. According to Hadfieldthe good queen who feels too much
sympathy for the bad queen is in danger of handireg the kingdom to her rival’s sdft.

The Two Cantosof Mutabilitie, published in 1609 and posthumous to Elizabetbatid seems to be

a fragment of the incomplete seventh book of tigere of Constancy. This deals with the story of
how the Titaness Mutability challenges Jove for tlght to rule the universe because of the
principle of random and endless change. The twdagomists show their case to Nature who
awards victory to Jove. In front of Nature, Mut#tilset herself against Jove and his creature
Cynthia, the allegory for Elizabeth, asserting tgit to control the universe: “ Then is she madrtal
borne, how-so ye crake, besides her face and aoamte every day...” These lines show the
unrestrainable passing of time for Elizabeth, wheeaching the end of her reign because she would
die soon™®?

The Faerie Queenevas a demonstration of both the praising andctiteque of Elizabeth by
Spenser, who reflects the revision of Elizabetbémography in Fairyland. In 1595-96 Shakespeare
was able to respond with Midsummer Night's Dreapshowing Elizabeth as Titania the Fairy
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Queen in a magic world too. In Shakespeare’s mast, Elizabeth is brought to Fairyland and
she is connected with many of the female charadietise play, in particular with Hermia, Titania
and Hyppolita. The analysis of this play followslire second part of this dissertation.
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The Cult of Elizabeth Roy Strong and Yates

Susan Doran in her artic\@rginity, Divinity and Power: The Portrait of Elbeth Ideals with the
last scene of Shekhar Kapur’s filglizabethwhere the Queen makes her first public appearasice a

an icon of divinity, as the “ Virgin Queen®

In these final shots of this deeply historical deatdapur conveys brilliantly the most
familiar myth surrounding Elizabeth I, namely tisae fashioned her own image and
created her own cult of the Virgin Queen as a jpalitdevice to inspire awe in her

subjects, consolidate her political power, and alidper intention never to mart§?

As Doran suggests, the image of Elizabeth as thgin/Queen, protector of the English Church and
builder of England’s greatness, became a myth.niyih of Elizabeth is centuries old; however the
analysis of it began in the 1930s. In 1935, Johal®&l& his biography of Elizabeth explained that
the celebration of the Queen in paintings and patg@as a popular tribute to her from her subjects.
Like Neale, also Wilkings in 1939 perceived theiggaof Elizabeth as a popular and spontaneous
celebration from the subjects rather than someigallipropagand&®

In 1947, Frances Yates did not agree with Wilkiagsl Neale and she published the first of her
several works dealing with “ calculated officiabpaganda as the engine behind the glorification of
Elizabeth.*®®According to Yates and later to Strong, it wasdbeen herself, aided by her courtiers
who consciously planned her public image and symsbml associating herself with classical
divinity and even with the Virgin Mary. She smarégpropriated the symbols of divine virginity to
defeat cultural patriarchal attitudes towards woraed eliminate political problems because of her
gender. The establishment of quasi- religious cerees and festivals made Elizabeth the object of
reverence and adoration. These assumptions wenedaveloped by Yates’ student; Roy Strong
who suggested there was a “cult” of Elizabeth whieds formed around 1570. Strong used the
word “cult” in order to highlight the connection theeen Elizabeth and the Virgin Mary which,

according to Strong, “she was able to suppressablimate”.
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As Strong points out, following the paths of his ntoe Yates, the cult of Elizabeth was a
meticulous, planned, official strategy created lidep to increase royal power. Strong’s wofrke
cult of Elizabeth Elizabethan Portraiture and Pageantdeals with the portraits of Elizabeth and

the Accession Day pageant as confirmation of a*&llt

The cult of Gloriana was skilfully created to ba#ts public order and even more, deliberately to

replace the pre-Reformation externals of religtbe, cult of the Virgin.

On the other hand, during the 1980s many schol&us avd not agree with Yates’ and Strong’s
belief of a cult of the Queen, built on and modlfitheir works. They studied the relationship
between power and cultural forms but as their swidieveloped, they altered the existing
knowledge of the “cult” as Elizabeth’s creatiotei@en Greenblatt for example, agreed with Yates
and Strong in seeing that Elizabeth’s image wasdgemposed by an authoritarian state,
highlighting the role of cultural and social forcesther than the decisions of the queen herself.
Other, later scholars pointed out that Elizabesittsde was not homogeneous and that the works of
art and literature by which the “cult” was artiatdd were often created not by the Crown but by
people who glorified Elizabeth.

However, it is important to highlight that the eetations for Elizabeth and her myth increased
with her death in 1603. During the reign of hercassor the idealisation and admiration for her
continued to flourish.

As Susan Doran points out, there was no systematttence of Elizabeth as the Virgin Queen,
until the 1580s, after which allusions to her wmig dominated her representation. Susan Doran
would rather avoid the word “cult” since there B authentic cult involved; the Queen definitely
tried to control her image imposing some standardsjever there was no official censor for that,
as there was for drama and printed books.

According to Doran, using the term “cult” impliesat the style and iconography of her portraits

were in some way unusual and unid8f&Doran argues that there was considerable confiiuthe
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iconography of the English monarchy and not onigdfleth but also James | of England embraced
in his paintings the symbology present in the giseportraits®°

Helen Hackett too is against the use of a “culthef queen” expression; in her bodkgin Mother
Maiden Queershe argues that the use of the word cult is anthbig. Elizabeth became a sort of
Protestant alternative to the Virgin Mary, “ filgna post- Reformation gap in the psyche of the
masses, who craved a symbolic virgin-mother figdf&.Hackett quoted Frances Yates who,

commenting on a portrait of Elizabeth, says:

The bejewelled and painted images of the Virginyaad been cast out of churches and
Monasteries, but another bejewelled and painteg@mweas set up at court, and went in progress
through the land for her worshippers to addte.

According to Hackett, for Yates the existence opseudo-Marian Elizabethan cult is perhaps the
one most drawn on by later scholars. However mdsthe texts she cites are from late in
Elizabeth’s reign. However, Strong, like Yates, coemts on the apparently inconsistent nature of
the cult they had identifietd?

The Anglican position was thus a somewhat pecuize, for on the one hand the use of
religious images was denounced as popish supenstitihile on the other, the sacred nature of
the royal portrait image was to be maintaingd.

However, as Hackett points out, new scholars suggeteir work that a cult of Elizabeth might
have been produced by collaboration between thegrpbwer and the desire of the ruled.

Louis Montrose too, in his articl®haping Fantasiegives an interpretation about the cult; he
interprets three diverse texts regarding Elizabatidl the interaction between the centralized

promotion of royal iconography and the nationalgb®y examining his object of investigation as:

“a concerted effort was made to appropriate the b®jism and affective power of the
suppressed Marian cult in order to foster an Eb#adn cult. Both the internal residues and the
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religious rituals were potential resources for hegaivith the political problems of Elizabethan
regime. [...] My concern is to emphasize the histd specificity of psychological processes,
the politics of the unconsciou$’

As Hackett points out, when Marian iconography ¢imeo sacred iconography was applied to
Elizabeth, it was an attempt to increase her ptignprecarious authority’>

From this brief mention of the cult of Elizabethjs clear that many modern scholars do not agree
with their precursors Roy Strong and Frances Yatas in their works suggest a cult of Elizabeth.
Certainly this new praise of Elizabeth as the virQueen and the consequent link with the virgin
Mary is something unprecedented and extraordinaoywever iconography of the Virgin Queen
could also be seen not as continuation of theafuhe Virgin Mary but as a perpetuation of a more
ancient veneration of virginity grounded in the sxgtitions concerning the female bod$.

However as Doran points out, the tension betwe&ral#th’'s gender and her duties as a queen
contributed to some of the negative aspects ofrtyihical Elizabeth. The creation of the image of a
Virgin Queen had as a result the creation of thagenof Elizabeth as an unnatural creature with the

perception of her as unnaturally masculine.

174 Montrose op cit p 66
1 Hackett op cit p 11
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Chapter 2

POLITICAL ALLEGORY IN A MIDSUMMER NIGHT’S DREAM

Elizabeth and William Shakespeare

The previous chapter dealt with the figure of QuEénabeth I, her life and the way in which she
managed to rule in a patriarchal society where gwver was seen as unnatural. That chapter
focused on her effort to be a woman ruler and anshrength in order to survive in a society in
which as an unmarried woman she was seen as ardatigp@ugh the request for a marriage was
continuous throughout her reign, she managed taireommarried and to rule alone without being
subdued by a man. In the last years of her relgnfdar for the succession was high and she had to
produce new ideas in order to survive.

This chapter is going to focus on one of the mgtartant of Shakespeare’s playsMidsummer
Night's Dreamand how the Bard deals with the Queen and Englamicdgl those years, when the
guestion of succession became more urgent. Mamlasshargued for many years that thieeam
might be a political allegory of the last yearsHizabeth’s reign and that it would deal with the
problem of the succession which marked all thedbi&han era but in particular the final part of her
reign. In the Dream the Bard portrays Titania, fery Queen, who can be connected with
Elizabeth, he also presents the Athenian patridsd@ety in which a woman has to be married and
has to submit to a husband. To fully understandt\@tmkespeare thought about the Queen, it is
important to highlight that other plays deal withzBbeth; in particular the post-Armada history
play Henry VI.Elizabeth was a strong figure of her time and besimghe had to deal with many of
her public representations. As Basnett points thit,jmage of the world as a stage and that of the
ruler as an actor pervades Shakespeare’s piays.

As Kavita Mudan suggests in her artidlequeen in jest: Queenship and historical subversio
Shakespeare’s three Henry VI and Richard TAlthough scholars who study Shakespeare are
often warned not to assume that any character wiemale, royal or both can be mapped onto the

figure of Queen Elizabeth I, it is equally importda remember that awareness of the Queen and

17 susan Basnet§hakespeare, The Elizabethan Pld&@singstoke: Palagrave Macmillan 1993 p 105
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what she represented pervades all texts producedgduer reign.*’® As Montrose stated ifthe
Subject of ElizabetHthe feminine gender of the ruler had a profoumgact upon the relations of
power and upon their representations. Such repmsmms, however, not merely were
consequences of the ruler's gender but were theesehrticular construction of it”?

Susan Basnett in her artickexuality and Power in the Three Parts of King Hevitcites Stephen
Greenblatt who argued that Shakespeare’s playscargrally and repeatedly concerned with the
production and containment of subversion and daotd° He suggested also that “notions of
Elizabethan power are inseparably bound up withfithee of Queen Elizabeth, a ruler without a
standing army, without a highly developed bureatycraa ruler whose power is constituted in
theatrical celebrations of royal glory and thearigiolence visited upon the enemies of that
glory[...] Elizabethan power[...] depends upon its peged visibility.” Basnett continues her
analysis: “in the centuries following the deathEdizabeth there was an increasing marginalization
of the feminine which was accompanied by the stedisgppearance of women from positions of
public power.” It is not strange to trace the bagng of this process back to Shakespeare’s works
since he focused alongside the issues of subvessidrdisorder the question of public and private
femininity.8*

What is important to bear in mind is that Willianhgkespeare was a near contemporary of
Elizabeth and as a consequence, he had to deahwaitly of the rumours and thoughts that were
going around. As Harold Bloom stated in I8b8akespeare, the Invention of the Humahen
Shakespeare composed theeamit was the middle of winter 1595-96, and it washably on
commission for a noble marriage, where it was fiistyed™®? The years in which the play was
written, were close to the end of Elizabeth’s reigie first edition of thédreamwas published in
1600 by Thomas Fisher; three years later the Queerd die!®*

However theDreamis not the only play that Shakespeare wrote thigplabout the Queen. Ben

Spiller points out in his articl&/arlike mates? Queen Elizabeth and Joan La PuaelleHenry the
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VI that there is a resemblance between Elizabeth dhasappeared at Tilbury in 1588, on the
occasion of the battle with the later defeated &baArmada, and the French Catholic Joan La
Pucelle!®® Spiller continues: “Elizabeth’s reputation as aonic warrior queen in 1588 made
sufficient impact on the late Elizabethan imagioatto invite the first audiences bfenry VIto
draw parallels between the theatricalised Frendbhaand a living English heroin€®. However,

in her Sexuality and Power in the three parts of King Heli, Susan Basnett suggested this
proximity as a negative view of the Queen, herdeslip and the condition of her countf{In his
article, Spiller cites also Michael Dobson, who misi out that the similarities between Joan,
Richard Il and Elizabeth show that Shakespeareamsthing but in love with the Que®h In the

last years of her reign, England was a nation @@ssion which was not united and whose treasury
was shrinking fast. As Spiller continues in hislgsia, “The majority of criticism ofdenry Vipart
onethat draws parallels between Elizabeth and Joarpbeceived the connection as a reflection of
the playwright's dissatisfaction with the Queergrthare indeed aspects to Joan’s personality, as
portrayed in the play, that seem far from flattgrio Elizabeth if Joan is perceived as her on stage
alter-ego.*®® Joan of Arc was a controversial figure in Frartder warlike representation gave her
the status of a heroine; the same can be said &baabeth. Shakespeare probably wants to warn
Elizabeth: as Basnett states in B@xuality and Power in King Henry \He offers examples of
what women ought not to be, of an aberrant femifiekaviour. Women itdenry VI represent
disorder, animal instinct, deceit, disloyalty, witle strongest criticism directed against women who
fight. Shakespeare in his plays wanted to port@ytemporary issues: the reference to disloyal
foreign Queens, to thoughtless marriages, to womrerthe head of the army; all had their
counterparts in contemporary public [f€There is a strong anti-feminism in the treatment of
maidens, wives and queens. As Basnett continudseinanalysis “the crudest picture of the
treatment of women in the three partsH#nry Vlis that women in public life are untrustworthy

and should not be given the chance to abuse themofvoffice.”*In the disorder of a society
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women who do not conform to models of proper womdnghaviour are seen as prime sources of
increased chaos; Elizabeth during her reign did bedtave as a proper woman since she died
unmarried in order not to give up her power to stdand***

However there are also some positive aspects #nat to be taken into consideration: Carol
Blessing discovers some positive connections betwiee two figures through a comparison with
Deborah the Judge. The Dauphin in Henry VI exclaihad “the young maid Joan fights with the
sword of Deborah® Blessing brought Joan in close proximity with Blieth explaining how the
English defeat of the Armada “reinforced Elizabeth military Deborah leading her people to
victory”.**®* As Hackett points out in hafirgin Mother Maiden Queefrom the very beginning of
her reign Elizabeth was immediately connected Wigborah of the Old Testament as a symbol of
motherhood and strength. Carol Blessing in herclartElizabeth | as Deborah the Judge:
exceptional women of poweppints out that Elizabeth’s political position pkeled Deborah’s;
however, her single status diverge from Deborable of mother®* Jean Wilson shows that
explicit connection between the two women occumednly at the beginning of Elizabeth’s reign;
probably for anticipating a future marriage andldi@n. As she became the champion of
Protestantism, Elizabeth’s comparison to Deboras se®n as an important religious reinforcement
for the Queen’s authority. Holinshed records thatirdy the coronation pageants there was the
enactment of Elizabeth as Debofdh.Philippa Berry, interprets this parallel as emjsing
Elizabeth’s military role-*°

However what is important to highlight as farkHenry Vlis concerned; it is that Shakespeare and
Fletcher put on stage a negative approach to warhwheans that the playwrights did not have a
positive opinion of the Queen. As Basnett points Slniakespeare’s female characters in the three
parts of Henry VI typify the changed attitude towards women and ipupbwer in an age of

diminished ideal$?” During the Renaissance attitudes to women charijgihg Humanism vast
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numbers of women writers, painters, performers weitee found throughout Europ€.As Basnett
points out:“The transition from accepting to deaigrg femininity was already under the way in
the latter years of Elizabeth’s reigi® The last portraits emphasise chastity and virtue of
course dwell on the eternal beauty of the Queeweker representing femininity and power had
begun to cause problems because she was becomaid) @ueen who was about to die.

However after Elizabeth’s death, in the 1620s a®80% Elizabeth’s Tilbury speech gained
importance and the episode of the speech at Tilbecgme an icon of national unffy).

1% Sysan Basnett, op cit. p 19
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SOURCES AND PLOT

As Annaliese Connolly points out at the beginning her article Evaluating Virginity: A
Midsummer night's Dream and the Iconography of Néaye published ifGoddesses and Queens:
The Iconography of Elizabeth A Midsummer Night's Dreans a play which is pervaded by the
iconography of virginity which had been developed Hizabeth and for Elizabeth in the final
phase of her reigrf®* The play includes a number of characters usectliebrate her status as a
Virgin Queen since the play also places emphas tipe influence of Diana who has often been
interpreted as praising Elizabéffiin the last part of her reign England started wefeeality; the
powerful and mythical Virgin Queen is nothing bataging queen who is refusing to name an heir.
In theDreamShakespeare uses several strategies in orddtitizerElizabeth and her virginity®

In A Midsummer Night's DreapnBShakespeare deals again with Elizabeth and g ne a more
comic and unusual way: this chapter is going tdyaea through the comedy Midsummer Night's
Dream,the figure of Elizabeth, who is mirrored by the i@d@er of Titania. This chapter will give
an overview of the main characters and it will fecm particular on the female characters,
especially Hermia and Hippolyta, who can both benezted with the Queen. Then it will deal with
the importance of marriage in the patriarchal Ataersociety in which the men are rulers, it will
conclude showing in details the character of Taaand the several strategies adopted by the Bard
in order to criticize Elizabeth and her iconogramfyirginity. The final part of the chapter will
give an overview of the political allegory that 8agpeare wanted to highlight in his play which is
contemporaneous with the final period of Elizabetign.

A Midsummer Night's Dream is one of the most impott of Shakespeare’s plays. As Harold
Bloom points out in hiShakespeare the Invention of the Hunfanthing by Shakespeare befae
Midsummer Night's Dreans its equal and in some respects nothing by Hiervaard surpasses

it.”2% It is the most lyrical of all Shakespeare's plaJhe reflections upon imagination and

201 Annaliese Connolly “ Evaluating VirginityA Midsummer Night'©reamand the Iconography of Marriage
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dreaming, the evocation of fairyland, of the mobwlood, and on the moon as presiding divinity,
are often lyrical in feeling.

The play features four interlocking plots, conndchy a celebration of the wedding of the Duke
Theseus and Hippolyta, the Amazon Queen. The plagti simultaneously in Athens, in FairyLand
and in woodland; each group of characters: Thesewks Hyppolita, the quartet of lovers, the
artisans and the fairies has its own progressimg stnd they are not aware of the presence of each
other?®® They are introduced successively. As Brooks statéay are manipulated in clearly
symmetrical patterns’®® The four stories are brought together in the fiftid final act and until
then each group has its own. However, the lovdosysthe artisans’ story and the story of the
fairies share a common factor: Oberon’s and Puekishantment. Harold Bloom states in his
Shakespeare, the Invention of the Humtrat theDream as an epithalamium ends with three
weddings and the reconciliation of Oberon with fige®’

As Brooks points out in the introduction of tBeeam,the design of the plot depends upon the
counterbalancing of night and day: daylight for mipg scene in Athens and moonlight followed by
fog and then dawn in the wood. Brooks quoted Enielsférd who argued that: “the plot is a
pattern rather than a series of events occasiogduliman character and actioff®. The play is
divided into five acts and as the play develogseitomes an intricate story which clouds over and
takes the shape of a dream; Bloom argued that plplias Bottom’s dream, because he thinks as
many other scholars that it is he who is the patél. However Puck’s epilogue calls it the
audience’s dream. Harold Bloom wants to understamg; did Shakespeare choose such a title? He
thinks the play neither takes place on May Day,oroMidsummer Eve as Dr Johnson pointed out
in a previous study, but he believes that the stleuld be read as any night in midsummer and of
course this could be anyone’s dream or any nigtiteabeak of summéf?

In the opening scene Hermia refuses to obey hbeffat order to marry Demetrius because she
wishes to marry another man named Lysander. Egeuskes an ancient Athenian Law: his
daughter has to follow her father's rules or elaeefdeath. Theseus offers her another choice:

“Either to die the death or to abjure forever tbeisty of men”. The second plot features the story
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2%ihid

27 Harold Bloom, Shakespeare the Invention of the Biunop cit

28ibid

2ibid

78



of Hermia, Helena, Demetrius, and Lysander. Thengdavers Hermia and Lysander; want to rebel
against authority by refusing to accept Theseuwss land are instead, planning to escape from
Athenian tyranny in order to get married. At thensatime Helena is in love with Demetrius who
instead is in love with Hermia. Helena is informadzbut the plan to elope of the two lovers and so
she decides to tell Demetrius of the plot. In theanid scene the audience makes the acquaintance
of the comic characters of the play: the “mechdsicaho are part of the third plot. Peter Quince
and his company have to put on the play “The mastehtable comedy, a most cruel death of
Pyramus and Thisbe” for the wedding of TheseusHypbolita. In Act Il the audience is brought

to a wood near Athens; where the fourth and fidat pakes place in Fairyland and deals with
Oberon and Titania, the King and the Queen of #wek who are arguing about the custody of a
little boy: the son of Titania’s maid who died. dnder to teach Titania a lesson, Oberon decides to
give her a potion which makes people fall in lovérat sight**°

In the same scene, Oberon witnesses in the woaehBlsl pleas to Demetrius to love her; however
the latter is in love with Hermia and he does msieh to her, so Oberon decides to help Helena and
asks Puck to use a drop of the potion on Demeteyss. However something goes wrong and Puck
following the wrong instructions picks the wrong mand mistaking the identities he poisons the
eyes of Lysander instead of Demetrius. In the waloel first man that Titania sees is Bottom. From
now on, all four plots interlace with each othettiluthe final happy ending at Hyppolita’s and
Theseus’ wedding.

The first Quarto edition of the play, printed inOD6 announces that it was "sundry times publickely
acted, by the Right honourable, the Lord Chambeezldiis seruants.” Indeed, this drama has seen
"sundry" performances over the past 400 yearspéstacle and its emphasis on dance and magic
and song have led it to be interpreted and perfdrimne variety of ways. For example, numerous
composers have been inspired by Shakespdareggn In 1692, Purcell wrote an operatic
version,The Fairy Queenalthough it contains little of Shakespeare'sindlstory line. In 1826,
Mendelsohn composed an overturétMidsummer Night's Dreamvhich is still popular. The play
has also seen many famous, and often infamouspietations. For example, the 1900 Beerbohm
Tree production had live rabbits hopping aroundstiage, while Peter Brook's 1970 production was

presented on a bare stage that looked like a bigpvlbx.
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Most scholars have agreed that Breamwas designed to grace a wedding in a noble houséHol
However there is no proof of this. Many assumptibage been made about this matter. As Brooks
states in his introduction to theream of the Arden Shakespeare collection, “there areethr
principal indications of the date wh@&nMidsummer Night’'s Dreanvas composed. Taken together,
they point to 1595 or 1596. The first one is topigathe second one is the style. The third is
incontrovertible evidence. It is highly probablathvhen Shakespeare wrote ibeamhe knew of

an episode which occurred at the Scottish Couts@4”. Brooks is referring to the episode of the
lion that occurred also in the play-within-the-pRiyamus and Thisb&"

Brooks continues his analysis arguing that the Queas present when tliRreamwas first acted
and it was probably at a wedding: the first hypsithi¢hat Brooks makes is that the marriage might
have been the one between Elizabeth Vere and Wilkarl of Derby on 26 January 1595; the
Queen is known to have honoured with her preseémeavedding festivities at Burghley House on
the Strand; Elizabeth Vere was Lord Burghley's gdaughter and one of the Queen’s maids of
honour. Another suggestion that Brooks makes it ttitea marriage was between Elizabeth Carey
and Thomas, the son of Henry, Lord Berkley, on &BrBary 15962 It took place in the mansion
of the bride’s father, Sir George Carey in Blackfs. No other detail is known about this wedding
and above all, it cannot be established whetheQilneen was there. The Court was at Greenwich
but she could have come to Blackfriars by water.

She knew the Berkleys well, too, since Elizabethreavas one of her goddaughters, being
granddaughters of Henry, Lord Hudson, the Queerdsd LChamberlain and cousin. Brooks
concludes saying that the hypothesis which fitslaingest number of facts and probabilities is that
the Dreamwas composed in the winter between 1595-6, foegamwedding on 19 February and it
seems likely that Queen Elizabeth was present whedream was first actétf’

As many scholars point out, tHeream is a genial, unique story, an undoubted mastegpiec
However Harold Bloom argued that “inventing plotasanot a Shakespearean gift; it was the one
dramatic talent that nature had denied Rim’As far as sources are concerned, there is no fknow
source for Shakespear@&sMidsummer Night's Dreanas withLove's Labour's LostandThe
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TempestA Midsummer Night's Dreaseems to have been entirely a product of Shakespeavn
imagination. However many scholars argued that ¢lweagh there is no specific text upon which
Shakespeare relied, threads of earlier narratisase seen woven throughout the play. As Brooks
stated, there is no doubt about a dozen identdiamrks, including more than one by Geoffrey
Chaucer and several by John L§1$.

In constructing the characters Theseus and HippoS8thakespeare no doubt had in mind a story by
the literary genius Geoffrey Chaucer. In ChaucerasterpieceThe Canterbury Talesor, more
specifically, in theKnight's Tale we are introduced to Theseus, the Duke of Athand,his wife,
Hyppolyta, the Queen of the Amazons.

Whilom, as olde stories tellen us,
Ther was a duc that highte Theseus;
Of Atthenes he was lord and governour,
And in his tyme swich a conquerour,
He conquered al the regne of Femenye,
That whilom was ycleped Scithia,
And weddede the queene Ypolita,
And broghte hir hoom with hym in his contf&e

In The Knight's Tale Chaucer depicts Theseus as a wise and just ollekthens who has
conquered the Amazons and married their queen. Shakespeare, Chaucer describes Theseus's
elaborate welcome home and wedding banquet. AskBreaggests; there are many connections
between Chaucer’8he Knight's Taleand theDream,for example: the jealous conflict between the
two lovers who start duelling in the wood can barercted with Lysander and Demetrius who
likewise in the wood “seek a place to fight”. Shefeare also could have received some inspiration
from Plutarch'd.ife of Theseuyswhich contains a few similarities to the Bardayp In addition, the
tale of Pyramus and Thisbe can be found in manferéit versions and for this story-line
Shakespeare could have used Chauteggend of Good Womeas a source, although it is more
likely that he emulated Ovid in his retelling ofetHegend of Pyramus and Thisbe. Ovid's
Metamorphoses was one of Shakespeare's most impos@urces, as Brooks observed,
Shakespeare probably did not read the original atint. his source was the one translated by
Golding?!® The story of Hermia and Lysander probably mirrocee of the most famous of the
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Bard’s tragediesRomeo and Juliethe star-crossed lovers. This play also was nabeention of
Shakespeare; he took inspiration from BrodReimeus and JulieHowever the love story between
the Athenian lovers, who cannot marry because ofmites father's opposition, and plan to marry
in secret, is similar to the famous tragedy and grobably to that which Lysander refers to in his
speech to Hermia:* Ay me! For augh that | couldrenead, could ever hear by tale or history, the
course of true love never did run smoott?.

Shakespeare might have taken Oberon from severatesy but he does so fromMoun of
Bordeaux,who is fairy king and finds travellers who lose ritselves and encounter his magic
power; As Brooks states; “Shakespeare’s Oberoristaocspirit who distinguished himself from the
evil creatures of the supernatural world and whessestance is indispensable for the happy ending
outcome.?® The name Oberon was probably taken from the mhdpigy king who ruled an
enchanted wood and protected the main characteeifrrench romance which was translated into
English by Lord Berners in about 1540. Oberon asddiries control the weather, "all fantasie and
enchauntments" and the minds of mortals, whom ¢tlaeytrick into thinking they are in paradise. In
Scot's The Discoverie of witchcraffated 1584, Apuleius and an English sailor have thieole
bodies changed into the ass-fofthFrom Scot; Shakespeare could also have takeretéeence to
Puck as Robin Goodfellow who in Scot’s book is agted with “ hobgoblin®??

The Dreamrefers also t®iana of Lyly and the one by Montemayddjana was a source also for
Two Gentleman of VeroremdLove’s Labour’s Lost

To the Chaucerian sources of the Dream should beddthe Merchant’s TaleBrooks quoted
Tywhitt who suggested that Pluto and Proserpinag kind queen of the fairies, were progenitors of
Oberon and Titania while the episode concerningddotin love with the Fairy Queen may have
been taken fronTale of Sir ThopasBrooks is extremely sure that Shakespeare usedsasirce
also Spencer'sShepaerdes Calendawhich contributes to Titania's foul-weather speeahd
Seneca’'sHyppolitusfrom which he quoted the resemblance between Paamtt Helena's self

abasement in love, and her desperate resbéfves.
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As far as spells are concerned, Shakespeare bawkl found his cue in Ovid. The potion made
with a flower refers to Felicia’s spell in Jorge M@ntemayor’'sDiana, in particular in Gil Polo’s
Diana Enamorad&®* She casts a spell on one lover, using some h@&tes.only thing that is
different from theDreamis that her magic liquid requires the cooperatibthose on whom it is to
work. However this filter does not induce loveiastfsight; for that Shakespeare might have taken a
hint from Euphues and his Englantivhoever touches the herb Anacamforitis fall$awve with the
person she next seetff®

Bottom’s head, shaped-shifted into an ass’s camh it source in ScotBiscoverie of Supposed
Witchcraft a man finds an ass's head on his shoulders bycmagin Apuleius'sThe Golden
Asstranslated by William Adlington, in 1566. The samagical occurrence happens in John Lyly's
play Midas Midas's head is turned into an ass's HéaBottom is transformed by Puck, which
Shakespeare undoubtedly took from English folkl&ebin Goodfellow; his deeds that the Fairy
describes at the beginning of the scene were wellvk to Elizabethan audiences, who would also
have recognized his ability to shape-shift, andkil@om he carries in Act V, scene one, usually
used to sweep the doorsteps of maids whose mittdde: “Either | mistake your shape and making
quite, or else you are that shrewd and knavistitsgiled Robin Goodfellow®?In the action of
the play it is Robin who has directly to do justles did as a household spirit. TBeeam is
strongly rooted in festive tradition; tHeream focuses on folk-costumes and folk-belief like for
example the observance of May Day. As Brooks pomits “there is a correspondence in the
Dreanis all action with the movement of May-game; frofmettown to the woods and back,
bringing home the summef®®

It is possible that Bottom and his associates cantieely from Shakespeare's imagination, inspired
by the actors of his own company, including thelskebwn clown, Will Kempe. In Anthony
Munday's playdohn a Kent and John a Cumlated 1587-1590, terrible actors put on a ridigsilo
play in front of amused nobles. The play of "Pyranand Thisbe" is probably a parody of a story
found inMetamorphoseghough versions of the tale appear in many pladewever this is not the
only source used by Shakespeare; he mocks alsod$hBPnmeston’€ambisesiated before 1569, of
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which the full title seems to be parodied in th&tQuince’s play. What Shakespeare wants to
highlight is the absurdities of the amateur actors and their comic qualities.
Shakespeare associates Oberon and Titania witkatsteand Oberon appears in one section on his
way to "Inde". As Brooks suggested: in thaerie Queen, Book lthe founder of Oberon’s royal
line was Elfin: “him all India obayd”. Some critidxelieve this may have inspired Shakespeare to
give Titania a child from Indi&®° The scene, in which Oberon describes the starstenthermaid

to Puck, derives from Senecd¥yppolitus The contrast between fairies and evil creatufehe
supernatural world is from Spenceiffie Shepaerds Calendddowever theDreamwas a play
written for a wedding so probably Shakespeare @elcid omit, as an ill-omen for the couple, what
caused fairies to be feared except for the prafi@uok?*in the introduction to the play Brooks
continues his analysis of the sources Shakespesaik far theDreamspeaking of the settings: the
wood in the moonlight is the setting in tBeeam for transformation as in Seneca$ppolytus
Diana is besought to work a transformation and advwear Athens is the scene in which Teseus is
hunting inThe Knight's Tale.

Even though th®reammay not have been a totally unprecedented plahatvs the brilliance of
the Bard in fusing together material from antecédenrces and turning them into an original play.
R.A. Foakes points out that “the most notable featf the play is the dramatist's inventiveness,
brilliantly fusing scattered elements from legefudklore and earlier books and plays intevhole

that remains as fresh and original now as wherag eomposed?®*

As has already been mentioned; the genius of Sphekes, was to create an incomparable
masterpiece from his source material: his inteilogkplots are parallel and all the characters of
each plot are unaware of the other plots; it iy dhhick who is the audiences’ eyes, being able to
move between the scenes and also take the audiencgh the plot.

Bloom, in his Shakespeare, The Invention of the Hungares the reader an overview of the
characters with a brief description of their world$heseus and Hippolyta are a Duke and the
Amazon Queen; they belong to ancient myth and lkikg€he lovers, Hermia, Helena, Lysnder and
Demetrius are of no definite time or place, itustjknown that they live in Athens. The fairies:

Titania, Oberon, Puck and the other fairies areralkom literary English folklore and its magic.
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Finally the “mechanicals” are English rustic amisaBottom, Flute, Quince, Snout, Snug and
Starveling, probably come from Shakespeare’s cysiae, where he grew p?

We may now proceed to examine the principal characdf theDream before drawing some
parallels between the reign of Elizabeth | and@ueen herself since tligreamis thought to be a
political allegory of the reign of Elizabeth.

Theseus, as already mentioned is the Duke of Atfnshom Shakespeare took inspiration from
Chaucer. He is immediately present as a noble wiher is about to marry Hippolyta; the Amazon
Queen. Brooks in the introduction to tliream points out the similarities between him and
Elizabeth Tudor, above all when he affirms he toastitutional ruler, a true statesman and a man,
wise-hearted and wise-minded. Brooks continues dyng that “he resembles Elizabeth in his
genuine feeling for his people and the high valeséts on their feelings for hiff®.

What immediately comes to mind when reading thanmgg of theDreamis that women do not
have a proper role in the play; it is all run byrme this not well-defined patriarchal society. The
beginning of the Dream coincides with victorious Theseus who had conglidrer wife-to-be
Hippolyta, an Amazon warrior. In the first scehe audience makes acquaintance of Egeus who is
the symbol of this society ruled by men. He wartteddaughter to marry Demetrius; a man he has
chosen for her. Egeus is the typical patriarchaldhaf the family and he immediately makes clear
that Hermia as his daughter is his property andhgtseto do what her father orders. Egeus is so
convinced of his rights that in front of Theseusappeals to the Athenian law: “I beg the ancient
privilege of Athens: as she is mine, | may dispaisker; which shall be either to this gentleman, o
to her death, according to our law immediately fes in that case?®* Theseus’ answer follows
the path of Egeus:* What say you Hermia? Be adyisid maid. To you your father should be as a
god. One that compos’d your beauties, yea, and@mméom you are but as a form in wax by him

imprinted and within his power to leave the figoredisfigure it.*3°

%32 Harold Bloom, op cit.

233 William Shakespeard Midsummer Night's DreamArden Shakespeare edition, Routledge, London 1991.
HenceforthDream
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Women in the Dream. Elizabeth | connotations with lhe female characters of the play

What immediately comes to mind is that women do lmte any rights but must follow men’s
rules. As Montrose points out, the female body feren of propriety and a place for the claim of
authority.>*® The female characters of tBeeamare mothers-to-be, maidens, who are passing from
father to husbands in a world governed by férAs Barry points out in he®f Chastity and
Powerthe achievement of control by men over female duaty connected with woman as a chaste
object of desire and it is linked with the estaiient of a masculine control over the natural world
238 geus would rather have killed his daughter thahde oppose him. At the very beginning of the
play, the audience is immediately informed that SBus is about to marry in four days time
Hippolyta, the Amazon Queen. She is very silent altldbugh she is apparently resigned, she is a
captive bride, a tame Amazon won in batf® However, as lovers, Theseus and Hippolyta are
mature, not like the younger lovers who are subiedollies?*° Hermia too is a girl who is at her
father's mercy, she has to marry the man her fathese for her or else face death. However
Hermia is a strong woman; hardly afraid of facirey father or the low of Theseus; to the request
of choosing between death or chastity she answ8sWill | grow, so live, so die, my lord, ere |
will yield my virgin patent up unto his lordship wfe unwished yoke my soul consents not to give
sovereignty.?** What comes immediately to mind is the behavioizabeth used to have with the
proposal of marriage that came to her so oftemduner reign. Elizabeth once stated: “I'd rather go
into a nunnery, or for the matter suffer deathnthearry against my wilf*% For both Hermia and
Elizabeth becoming a nun is the best of the choufeesed them. The two lovers decide to run
away from Athens and marry in secret. Probably dharacter who can be least connected with
Elizabeth is Helena. She cuts both a pathetic amdic figure in the triangle among Hermia,
Lysander and Demetrius. Helena is in love with Deimg who abandons her in order to be with

Hermia. Despite the numerous refusals from Denmmtrélne is incapable of not caring for him.

236 Margaret W. Ferguson; Maureen Quilligan and NadcyVickers ed.Rewriting the Renaissance: the
discourses of sexual difference in early moderrogr Chicago The University of Chicago Press, 198739
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Helena is made the object of pity as she beliekias dll her three friends betrayed her. Courtni
Crump Wright argues that Helena is the catalystiferchange which unfolds the action of the play.
She continues: “Although she might be a weak chiarashe is a determined character who helps to
guide the flow of the action and patiently waits feer man to return®*® Helena is the direct
opposite of her friend Hermia whom wants to defy tachings of the patriarchal society in which
she lives in order to marry the man she has chd3erthe other hand Helena is the symbol of the
patient woman who continues to love despite thectgn of Demetrius and who believes in true
love?** A connection with the Queen can be found in Hermii® fought for her rights and does
not give up her desire to marry the man she chidsayise Elizabeth who during the marriage
negotiations always highlighted the same conceptjages: “As for me, | shall do no otherwise

than please me*®

243 Courtni Crump WrightThe Women of Shakespeare’ s playmalysis of the role of the women in selected
plays, with plot, synopses and selected act plagsaham University Press of America, 1993.
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Elizabeth, the Captive Amazon

There is another, albeit irrelevant, charactertlfier plot of theDreamwho is, on the other hand,

important for the characterization of the politiedliegory of Queen Elizabeth 1, Queen Hyppolita,
the Amazon Queen. Even though Hyppolita has a stipgaole in the comedy, the renaissance
audience could have understood the connection lkettieir ruler and the Queen of the Amazons.
Kathryn Schwarz in her bookough love: Amazon Encounters in the English Renaiseprovides

a through analysis of the character of Hippolythe Suggests that Hyppolita provided a critical

voice in a different sense. She appears only abélgening and at the end.

Hippolyta Four days will quickly steep themselves in night;
Four Nights will quickly drearway the time,
And then the moon, like to aailbow
New bent in heaven, shall betlb&lnight
Of our solemniti&§.

This sentence of Hippolyta provides the singulmgoral ground of this play, “ shaped by
fantasies and enchantment&” According to J. R. Rolfe "The heroic magnificerudehe princely
loves of Theseus and his Amazon bride, minglingsital allusion and fable with the ideas and
manners of chivalry, is intertwined with the concplied errors and confusion of the Athenian
lovers, due to the magic trickery of Oberon andkPwnd with this are blended the grotesque
absurdity of the interlude itself a burlesque ofomantic and tragic classical story — and the
Athenian clowns who perform it?*® Schwarz quotes again Rolfe and his analysis oDiteam
with illustrations. Under the description of Hipgtd there is an illustration “ The Venus of Milo”
who looks like Hippolyta but her truncated body silo®t represent her martial power, it evokes its
loss?*® Having been captured by Theseus. The first movemerard a female subordination of the

male is highlighted in the first scene of the plath the announcement of the prospective marriage

**Dreaml,l, 7- 11

247 Kathryn Schwarz,Tough love: Amazon encounters in the English resamise Durham; London: Duke
University Press, 2000 p 206

24pjilliam J. Rolfe Shakespeare's Comedy of A Midsummer-night's Dre&lew York: American Book
Company, 1903. Shakespeare Online. 20 Dec. 200%dDmiew 13. 05. 201http://www.shakespeare-
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of Theseus and Hippolyta® As a consequence the Queen of Amazons betroth€Hdeseus gives
the audience a wider understanding of the prockedsraestication. As an Amazon defeated by her
husband-to-be, Hippolyta confirms the ordering gipte that placed authority in mért This for

the audience could be a hint that Shakespeare talet them connect Hippolyta with Queen
Elizabeth 1, as it was well known that Elizabeti588 won against the Spanish Armada and was
recorded as coming to Tilbury wearing armour asolalier. This brought to life an extended
iconography of Elizabeth as the Amazon Queen. Hijpa's subordination to Theseus could be
seen by the audience as a strong piece of advioe $hakespeare to the Queen.

As Schwarz points out, the story of unruly womeat thnfolds in theDream sees their rebellions
foreclosed before they have beddhHowever in act | scene |, even though she is sileis clear
that, Hippolyta does not agree with the interpremaof the law given by Egeus and Theseus,
ordering Hermia to marry Demetrius instead of Lykanor to die, it is clear she does not agree
about what she hears. She is trapped in her marriagcome my Hippolyta, what cheer my
love?®>3

Schwarz quotes Kavanagh who also gives a readitigegplay in terms of a contested but finally
triumphant patriarchal hierarcRy* As Louis Montrose points out, the festive con@usbf the
Dreamdepends upon the success of the male contrordfdod husbands on warriors, possessive
mothers, unruly wives and wilful daughtérd As Schwarz observes, tBeeamis a play about the
social and sexual subordination of women to AtéiThis in Shakespeare’s time would be seen as
an issue, since the ruler was a woman. Amazons generally portrayed as aggressive wild
women, devotees of hunting and war, fiercely priutheir self- isolation from male communities,
and free to exercise their chastity or their desitbout men’s consent.

During Elizabeth I's reign this prejudice against¢ tunwomanly monstrosity inherent in Amazons
had been reduced by the central effect of the femaér - remembered for her celebrated speech at

Tilbury on the eve of the battle against the Sgamismada, and retrospectively depicted as an
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Amazon queen. However, during her reign, probablguoid any allusive trouble, Elizabeth | was
never officially compared to, or associated withma@&zon warriors, either in panegyric works or
public entertainments.

These bellicose masculine elements related to W#ihés virtues improved her popularity, yet
without damaging her identity as woman. In thisigebrdiverse entertainments offered as official
tributes to Elizabeth featured Amazons in a momdaable light, though their roles were still
performed by male actors. Shakespeare in his plajng a captive Amazon, was in a way
criticizing her womanly behaviour who in the patciaal society of those years appeared as an
unmarried woman. Montrose denotes that Hippolyalsmission to Theseus performed a common
Elizabethan fantasy about making a powerful fenraler submit to male authority, which is
exactly what Elizabeth refused to do when she dedlder intention to remain unmarried.
However, describing Theseus’ victory over Hippolytahe play, Shakespeare highlights the way

in which things should be going for his queen.

Hippolyta, | woo’d thee with my sword,

And won thy love doing thee injuries;

But | will wed thee in another key,

With pomp, with triumph, and with revellirfg®

Schwarz quoted Freeman who argues that “ Patribtatarather than reason actually controls
perspective in this play and its vision is depictsdnecessarily distorted and distorting. Since all
power is necessarily a distortion, the problem ey poses is not how to correct distorted
perspective but how to legitimize the distortedorisof the patriarchy?®®

Schwarz quoted Marshall who writes: “ Hippolyta ak& only once in the first scene and she does
not speak again until the fourth act- yet critiesd usually acted as if they knew what was going in
her mind.”®® As Schwarz points out quoting Marshall, Hippoligacomplacent, submissive, and
above all silent®Her silence turned to benefit of heroes and reaskas conclude that she has

only got what she implicitly desired?

%7 Montrose op cit
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However, again it is important to highlight thaethigure of the Amazon Queen could be connected
with the ruler of Shakespeare’s time. Since the jdaa veiled political allegory of Elizabeth’s
reign, many female characters of the play couldabretaphor for the queen; also silent, captive
Hipployta who is defeated and married by Theseuwddcoe seen as a warning to the queen since in
1595, when th®reamwas written, the issue of succession was at iication since Elizabeth

was still unmarried and childless.

There is not much to say about the male lovers, éens and Lysander. As has already been
mentioned; Shakespeare chose them from Chauddrés Canterbury Taleshowever to the
characters invented by Chaucer, he added somecttiastics of the Pertarchan lover. Petrarchism
was in fashion in Shakespeare’s time; and manysothnaracters, above all in tragedies, have these
characteristics. One of the most important of Skp&are’s Petrarchan lovers is Romeo.

The peculiarity of the petrarchan love is thatineek a woman who does not return his feeling; like
Romeo inRomeo and Juliettho at the beginning of the play is in love witbdRline. For his love
Romeo is always sad and time never seems to pasis, ¢ut of favour with his love. He is a
negative painful statemefft In the case of th®ream we have Demetrius who is in love with
Helena who does not love him back. However Demetdaes not look like a Petrarchan lover
because at the beginning of the play he does mobdstrate his love for Hermia, on the contrary he
just highlights his right over her:* Relent sweetrhhia; and Lysander, yield thy crazed title to my
certain right.?®* Demetrius is, like Theseus and Egeus, part ofthenian patriarchal society. He
thinks that Hermia, as his property has to do awdr@s. As Montrose states, theeamdepicts the
social relationship of the sexes in courtship, iage and parenthodd® On the other hand, it is
Lysander who can be connected with the courtly koadition. With just a difference, he loves and
is loved back; the audience is immediately awaa¢ ltlysander offers Hermia rhymes and under the
moonlight sings her love songs. In Act Il scen&hakespeare decided to use again the cliché of
the petrarchan lover, in this case for Demetridse @udience had just seen the mistake made by
Puck and Oberon who poisoned Lysander’s eyes.idnsttene also Demetrius is poisoned and the

first person he sees when he wakes up is Helenaofs as he sees Helena he starts uttering a
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Blazon, a typical description of the objects ofdpwstarting with a description of their physical

attributes and finishing with their moral virtues:

Oh Helen, goddess, nymph, perfect divine!

To what my love shall | compare thine eyne?
Crystal is muddy. O how ripe in show

Thy lips, those kissing cherries, tempting grow!
That pure congealed white, high Taurus’ snow,
Fann’'d with the eastern wind, turns to a crow
When thou hold’st thy hand. O let me kiss
This princess of pure white, this seal of bfigs!

As the play develops, it becomes clearer to théeagd that all the parallels regarding virginitydan
marriage directly refer to Elizabeth. In Act | seeln Theseus is warning Hermia of the dangers of
her decision to marry Lysander against her fatheills In doing so, he refers to chastity quoting
Diana the moon-goddess:

Take time to pause; andhgynext new moon,

The sealing-day betwixt lnye and me

For everlasting bond dideship, upon that day either prepare to die
For disobedience to yathér’'s will,

Or else to wed Demetrashe would,

Or on Diana’s altar to {es,

For aye, austerity andyiriife 2’

As Helen Hackett points out, one of the most cominwages of Elizabeth in the last fifteen years
of her reign was that of the moon-goddess, Cyrihi@iana®**The moon-goddess had been used in
many ways as representative of virginity in manysquees performed for Elizabeth already in the
first part of her reign. Examples of the use of tBya for the queen can be found in texts such as
Lyly’'s Endimion probably written in 1585 and Ralegh@cean to Cinthiaprobably written in
15922% |n the DreamTitania/Elizabeth is identified as moon-goddessAtt Il scene one, Oberon
describes to the audience the first time he sae fdir vestal from the east”

2% Dream; 111, 11, 137-44
*"Dream,|,l 86-90

%8 Helen Hackett op cit
29ibid

92



That very time | saw,

Flying between the cold moon and th¢hear
Cupid all armed: a certain aim he took

At a fair vestal, throned by the west,
And loos’d his love-shaft smartly from thisw
As he should pierce a hundred thousandd$féa

In his description Oberon identifies Titania twia&h the moon: the cold moon and the watery
moon, to highligh Titania as a symbol of virginand female power. The description of Titania as
Diana goddess of the moon can be connected albalwgtassociation of the moon with power over
time and with immutability since as Hackett expiaingoes in a cycle of perpetual self-reneffal.
The connection between the immutability of the mean be found in the last part of Elizabeth’s
reign, when it became clear that the queen woulémmarry and her virginity would be never-
ending. Annaliese Connolly argues that one of tinategies used by Shakespeare in order to
criticize Elizabeth’s virginity was alluding to Mawe’s playDido, Queen of Carthagend giving

the audience many parallels both visual and thenbstiween Dido and Titania. The play tells an
intense dramatic tale of Dido and her fanaticaklémr Aeneas induced by Cupid, Aeneas' betrayal
of her and her eventual suicide on his departurdétdty. Connolly quoted Tromly who also points
out similarities of plot structure as both playgsent two pairs of lovers in a wodd.Connolly
points out that the myth of Dido was widely usedBlzabethan entertainments in 1564. One
version of the story was written by Edward Hellilved fellow of King's College and was
performed for the queen in August 1564. Duringgheod between 1579 to 1583, which coincided
with the marriage negotiation between Elizabeth #mel Duke of Anjou, the myth of Dido
increased remarkably. Connolly quoted Susan Dotamavgues that there were many subjects who
actively opposed this marriage, celebrating wittarage of characters her virginity rather than her
marriageability’’”® They used the story of Dido and they wanted tophe of this political
endeavour: Elizabeth is asked by her subjectsd® with Aeneas and reject what Dido could not
do?"* The entertainment for Elizabeth highlights how timgth of Dido was adapted to the purposes

of flattery. As Connolly points out, the entertaiemh for Elizabeth on her progress to Norwich in

2%Dream, 1,1 155-60
" ibid

22 ihid

13 |bid.

2 ibid

93



1578 by Thomas Churchyard and Henry Goldinghamigesvexamples of the Queen’s immunity
to the arrows of Cupid. This piece not only comg@nts her, highlighting her virginity, but in
giving her the arrows is giving her the possibifity shoot at whom best she pleaséd”

However, Marlowe’s play is anything but flattering Elizabeth; Dido is not used to highlight
Elizabeth’s quality as a ruler; criticism of theegu is implicit in the text. The absence of the afse
any allegory to praise her implies the oppositeweler Shakespeare’s comedy is not as dark as
Marlowe’s since Titania’s punishment culminatesydnlher humiliation rather than her death.

The theme of virginity related to the queen ledthe other main themes of the play love and
marriage. Love aspiring to and consummated in mgeriand the harmonious partnership within
it.2’® Louis Montrose in his articl€he Shaping Fantasies of Elizabethan Culiyueted Paul Olson
who suggested that the marital unions of Bream are in harmony with doctrines of Tudor
apologists about the patriarchal family: maritalamimplied wifely obedience to her husbaid.
Brooks argues that in tHereamthree phases of love are depicted: the marriagedaet Oberon
and Titania, who fight throughout the play. Desghis, in the end, they manage to be reconciled.
Then there is the adult love between Thesesus gpgdifita and finally the youthful love with its
conflicts between Hermia, Lysander, Helena and Deus#’® Brooks also points out that the
theme of marriage is central to a number of reldtednes; the female friendship between Hermia
and Helena and the one between Titania and herldevotaress. Another kind of love is the one
between prince and subjects. Brooks continues snalmialysis, pointing out that these themes
enhance the evaluation of love. HoweverEireamdoes not only present love and all the obstacles
that stand in its way but also the aberrationsost litself. The aberrations are important for the
comic part of the play; in fact the love tragedgttithe artisans chose to play for Theseus and
Hyppolita’s wedding might seem unusual for a ndpg@&emony. In a sort of way, the performance
of this tragedy exorcized the tragic outcome ofhslove as Hermia and Lysander fé€lin the

play, the aberrations of love are prominently digpd: the persecution of Hermia, the breach
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between Oberon and Titania and the lovers’ quas@ie of them, induced by the spell cast by
Oberon?®°

Brooks points out: “ Even those we take as defogwiof the follies to which lovers’ imaginations
are prone in real life...the magic power of theelgwice mirrors the compulsive nature, in real, life
of such seizures of the imaginatiéf The follies of which love is capable in the playexorcized

by not being allowed to persist; Lysander’s fideth Hermia is restored thanks to Diana’s bud; the
one that frees Titania from her fixation with timelian boy. All the follies illustrate the phenomena
of irrationality in love; Theseus, at the end o€ tplay, argues about the irrationality of love;

comparing lovers to lunatics as Helena arguedeabéginning of the play, saying that:

Love looks not with the eyes, buttwthe mind,
And therefore is wing’'d Cupid painted blind;
Not hath Love’s mind of any judgement state:
Wings, and no eyes, figure unheedy h&ste

For Theseus, lovers are irrational because thegtailee mercy of imagination. This led to the last
two themes of the play which are the question ablmitole of imagination and the questions about
illusion, appearance, the actual and the ¥8ahs Brooks says, it is in the episode of the play-
within-the-play and in Puck’s epilogue that Shalessp gives explicit expression to the themes of
imagination, illusion, appearance and reality, enguthat the audience are made consciously
aware of i® Brooks points out that Quince and his actors rtespret the relationship between
dramatic illusion, realism and the imaginationd udiencé® In the episode of the lion, they are
afraid of producing an effect which will be mistakier reality and so they take measures to destroy

the dramatic illusio®®

Bottom: | grant you, friends, if you should frigie ladies
Out of their wits, they would have no more disamti
But to hang us. But | will aggravate my voice $@tt
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I will roar you as gently as any sucking dove; llwaar you
And ‘twere any nightingal&’

They cannot see how to introduce moonlight if ratistically, and so they decide to bring an actor
on stage to impersonate the moon. The same thipgeha with a wall. As Brooks states they do

not credit the audience with the power either tagime or to distinguish between the imaginary and
the real. Puck’s invitation at the very end of ghay leaves the question of reality and dream quite
open; in fact the jester seems to cast a speh®madience warning them that the whole play was a
dream:

Think but this, and all is mengded
That you have but slumber’'d here
While this vision did appear.

And this weak and idle theme,

no more yielding but a dream,
Gentles, do not reprehend:

If you pardon we will mend.

And as | am an honest Puck,

If we have unearned luck

Now to ‘scape the serpent’s tongue,
We will make amends ere long;
Else the Puck a liar call.

So, goodnight unto you &ff®

The conclusion that Brooks gives of his introductad the play is worth considering:

“ We can think of the woodland drama as a dream,dnly, in fairness, by embracing Puck’s
invitation to think that the whole play, in our aat experience of it as an audience, has been a
dream likewise. Yet it is only if we have dislikedhat we are invited to suppose we dreamed it.

If it be permissible for us to imagine that whilee wvsat wideawake at the play we were
dreamers, what of the rest of our waking life? Omatvplane of reality does that take place?...
Shakespeare’s story of the night, M&dsummer Night's Dreans a work of imagination whose
comprehensiveness, balance, and coherence entitidoe accepted as a vision of truth, far more
authentic than fancy image&®
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TITANIA AND ELIZABETH TWO QUEENS IN COMPARISON:
A Political allegory in A Midsummer Night's Dream

In the first part of this chapter, a brief plot aamdescription of the themes and the charactetiseof
play have been outlined. The figure of Elizabetk been highlighted as far as the female characters
are concerned and the iconography of virginity. $aeond part of this chapter is going to analyze
the character of Titania and her connection toQneen and the consequent political allegory that
the Dream contains. The importance of virginity, marriageg thelationship with Oberon, the
relation with the Indian boy and the final mockefyTitania with Bottom will be analyzed.

In 2010 Peter H&f® decided to bring to liféd Midsummer Night's Drearagain. He had already
directed it in 1962 and in both representations dehct’* played the role of Titania. What is
important to bear in mind is that, as Michael Bijfion wrote inThe Guardian in this new version
Hall wants to highlight the connection between figaand Elizabeth I. Hall’s main innovation is to
create a parallel between the two queens: “a sometghdentious idea since Shakespeare's play is
a hymn to marital fecundity and Theseus pointedlygests the rose distilled is happier than that
which withers on the virgin thorrf>

Charles Spencer wrote from the linesTdfe Telegraptthat in this new edition of the play: “Hall
suggests that we are watching a play-within-a-glay prologue undreamed of by Shakespeare, we
see a group of aristocrats studying their part@afdrama. One of them is clearly Queen Elizabeth I,
doubtless on one of the great royal progresseseofldter years, and when offered the part of

Titania by her host, who is evidently her curremidurite, she agrees to play the role. All this is

29 gjr peter Reginald Frederick Hall, (born 22 Novem930) is an English theatre and film directoallH
founded the Royal Shakespeare Company (1960-68iaected the National Theatre (1973-88). He has al
been prominent in defending public subsidy of ttie & Britain.

Ludi Dench, (born 9 December 1934) is an Englisi, fistage and television actress. Dench made her
professional debut in 1957 with the Old Vic Compa@yer the following few years she played in selvera
of Shakespeare's playsin such roles as Ophetainlet JulietinRomeo and Juliednd Lady
Macbeth inMacbeth

292 Michael Billington “ A Midsummer Night's Dream, Re Theatre KingstonThe Guardian(16 February
2010) viewed 21 April 2013 kttp://www.guardian.co.uk/stage/2010/feb/16/a-midmer-nights-dream-reviexw
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conveyed with great simplicity and without wordgust a couple of minutes, but it neatly frames a
play whose text contains overt references to thigiviQueen.**?

Coen Heijes fronTheatre Journawrote: “The first minutes were stunning. The actaese all
onstage, performing a formal dance dressed in Taostume to the accompaniment of Elizabethan
music. The last to appear on the relatively baagestvas Dench, in a red wig and jewel-encrusted
royal garb. This imperious Dame was worlds awaftbe half-naked wood nymph of the 1960s,
now resembling Queen Elizabeth I, a role that hawched Dench the Academy Award for Best
Supporting Actress in the 1998 moBbakespeare in Lovéndeed, Hall cast Titania in his latest
production as an aging Queen Elizabeth, frandingidsummer Night's Dreawrms a play within a
play. In a pre-performance interview, he argued Elazabeth, herself an accomplished dancer and
musician, would have actually participated in plags idea that he explored in tinsdsummer
Dench entered as Elizabeth in the non-spoken pueldg the play, the center of attention both for
the audience and the other actors, who were krmgeailiriront of their beloved Queen. When the
actors then fell asleep, Dench left the stagenterimg the play later as Titanig™

Hall for the role of Titania chose a 75-year-oldliJDench probably to highlight the fear for the
succession that troubled Elizabethan England inastepart of the Queen’s reign. When Dream
was published, Elizabeth was an old queen who whsusmarried and with no heir. As Leo
Benedictus wrote from the lines dhe Guardian" The implication, in other words, is that the
Dream itself becomes a play within a play, in whikh affairs of Shakespeare's own ageing ruler
become a developing subtext for those played outtage.?*®> As Annaliese Connolly points out;
during the Renaissance the celebration of chastithe queen, served in many ways to underline

her sterility and this is probably the aim that iS¥speare wanted to purstié.

293 Charles Spencer “A Midsummer Night's Dream at fhese Theatre reviewThe Daily Telegraph(16
February 2010) viewed 21 April 2013 http://www.telegraph.co.uk/culture/theatre/theatreiews/7249678/A-

Midsummer-Nights-Dream-at-the-Rose-Theatre-reviewih

294 Coen Heijes “ A Midsummer Night's Dream review” &atre Journal vol 62, number 4 ( 4 December 2010)
viewed 21 April 2013 <ttp://muse.jhu.edu/journals/theatre_journal/sunyiv@62/62.4.heijes.html

29| eo Benedictus “ What to say about Judi Dench iMidsummer Night's Dream” The Guardian (17 February
2010) viewed 21 April 2013 kttp://www.guardian.co.uk/culture/2010/feb/17/a-michmer-nights-dream

29 Annaliese Connolly, op cit pg 136

98



L e v s -Ir--l

Judi Dench in “A Midsummer Night's Dream” directby Peter Hall.
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Judi Dench dressed as Queen Elizabeth inrsesafA Midsummer Night's Dreamirected by Peter Hall

100



This brief mention of Hall's brand-new edition dfetDreamis useful to highlight the connection
between the two queens that probably in the Resgraigswas not so direct. Of course Elizabethan
audiences considered tbgeam descriptive of some current events because theqaatains one

of the most undisputable allusions to Elizabetla iplay?®’ As Bloom stated in his critique on the
Dreamthe “fair vestal, throned by the west” is Elizadbétnd this constitutes Shakespeare’s largest
and most direct tribute to his monarch during fetime?®® She is able to pass by and the arrow of
Cupid does not wound her. Scholars thought thataBith was likely to be present at the first
performance of th®ream being the guest of honour at the wedding, sovwse extremely aware
that the “fair vestal” was herself. As Marion A.yler points out, the 1594-95 audience of the
Dreamand probably Elizabeth herself would be ready ® Bgania as an allusion to the Queen
after the positive identification of Elizabeth ipé&hser'sThe Faerie Queendaylor quoted Edith
Rickert who argued in her articRolitical Propaganda and Satire in A Midsummer NiglDream
that clearly the name Titania, as every educate#than knew, was an epithet used by Ovid for
Diana.?® Throughout her reign she had been called by varitesignation of Diana, until in 1590
Spenser used this epithet in ffeerie Queene®®

However, in theDreamShakespeare is criticising Elizabeth’s virginitg; Montrose suggests in his
article Shaping FantasiesShakespeare’s comedy symbolically nullifies tbgat power to which

he seems to pay tribute. For him,” Shakespeareytbatogizes the cult of the Virgin Queen in
such a way as to sanction a relationship of geader power that is personally and politically
inimical to the Queen®*

The Dreambegins by presenting Titania as a “governess afimation” as Philippa Berry points
out; she is the Faerie queen and moon goddess. ¥ieefirst appears on the scene, the audience is
brought into a world of imagination which movesfast: “ to dance our ringlets to the whistling

wind3%2. However as Philippa Barry points out, the ruliiygnbol of theDream as many scholars
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have suggested is the moon. The play’s events ®dnuthe dark phase of the moon, the phase
associated with Diana or Cyntfi{3 two goddesses connected to Elizabeth.

At the beginning of the play, Titania is known te bngry with Oberon: she wants to keep the
changeling boy of her dead votaress, she does aot @beron to have him. This first glimpse of

Titania shows a proud woman who does not want taleel by a man:

What, jealous Oberon? Fairies, skip hence,

| have forsworn his bed and company.
Oberon: Tarry, rash wanton, am | not thy Lord?
Titania: Then | must be thy Lady, but | know
When thou hast stol’n away from fairy land”.

Here, the Renaissance audience could not have dantegeconnection with their female ruler.
However, this loyalty to female friendship in thedeof the play is replaced by a submission to
masculine or patriarchal authority’. Oberon and Titania are fighting for the changelioy and as
Montrose points out Titania’s attachment to thig,mmbodies her attachment to the memory of his
mother®® According to Montrose, Oberon, in exchanging tloy lvith poor, unaware Bottom,
wants to make Titania break her vd%.Titania probably is deeply connected with her vesa
because the latter represents an experience ofddataindity. In her speech, Titania highlights the
connection between mother and child in pregnanaylarth; in a sort of way she is highlighting
aspects of parenthood just from the point of vielvnwtherhood, and so she displacing the
relationship between wife and husbarfd However Shakespeare’s notions are strictly Arigtan:

the mother is just a container for her son, shaotsthe maker. As Theseus points out at the
beginning of the play the man and father have theep, the daughter just has to submit to him and
do what he orders.

However Montrose suggested that tbeeam can also have another interpretation as far as

Elizabeth is concerned; he points out that Elizalveas the woman to whom all Elizabethan men

%3 ibid
%% Dream I, 1 61- 65
%95 |bid
3% ibid
%7 ibid
%98 ibid

102



were vulnerable, since she was able to decide ein liffe and deatti®® Even though the Amazon
gueen could have been suited for praising a worakam, rit was never popular during Elizabeth’s
reign. Elizabeth was able to transform this imamgsuit her purposes dressing as a warrior maiden
as in her appearance at Tilbury in 1588. On therofland, Hippolyta, the Amazon Queen of the
Dreamis a silent woman that has been just conquerecebyisband-to-be and in a sort of way as
Bloom points out “she seems content to dwindle idtthenian domesticity” so probably
Shakespeare here wanted to build a comparison betizglezabeth and the Amazon in order to give
her some advice; his old ruler is not going to mam bear a child so this could probably be a sort
of warning for her.

Many renaissance writers often fragment the rayelge, reflecting aspects of the Queen; similarly
the Bard splits the Elizabethan cult image in® fdar vestal, an unattainable virgin, and theiter
Queen who is divided into an intractable wife andbaninating mothet*°Oberon puts one against
the other in order to bring back male authofity.

As Lisa Hopkins points out in her article entitled’he dark side of the moon: Semiramis and
Titania” it was from the classical world that thajarity of the iconography of the queen was taken;
it is precisely in that world that many memorabdengle rulers can be found such as Cleopatra,
Dido and Semirami¥'? In the case of Semiramis, Hopkins found many @gting connections with
the Titania of thddream Semiramis, as Elizabeth was alleged to have predéderself at Tilbury,
cross-dressed as a means to emphasize her auth®mtyuler. Indeed in the anonymduwsrine,
written probably before 1586, Semiramis is paratelith Elizabeth with the phrase:“Semiramis
the ruler of the West” which immediately recalle tBhakesperian description in tBeeam of
Elizabeth as “ a fair vestal throned by the w&8tAs Hopkins suggests, the reference of Semiramis
in Locrine is interesting because its version of 1595 contamaerial which seems close to
Shakespeare’s play.

The Dreamis a complex play, also because it contains theiguntp of the fairy queen tradition.
Hopkins cites Woodcock who suggests that “the ambés that surrounded the meaning of the
fairy queen in the Woodstock entertainment of 18%tblish the foundations for more negative
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representations of the queen”. In Woodstock theequefused to play the part of the fairy queen
preferring a narrative that allowed her to show dathority®'* As Louis Montrose points out, the
Dreamis an attack on Elizabeth rather than a celebratfdher values§™

As Hopkins points out, the fairy tradition that éie found in thédream could be connected to
Catholicism, a detail that probably could have amabElizabeth. Hopkins also quoted Regina
Buccola who observes that “court documents fromlabe sixteenth century make it clear that a
connection was made between fairy belief and Catsol by religious reformers even in Spenser’s
day.”*® Furthermore, th®ream is full of references about flower-magit.’ Another text that
could be connected with theream with reflections on Catholicism is DerekkEhe Whore of
Babylon1607 whose characters includes Titania the Fauge@ “ under whom is figured our late
Queene Elizabeth” and the Emperesse of Babylonisfiigured for Romé*® In Derekk’s work,
the connections with Shakespear®i®amand consequently the connections between Titarda an
Elizabeth are multiple. There are many episodesemimng the life of Elizabeth; such as the plot of
Ropus “a doctor of Physicke” who is discovered &dnbeen paid in order to poisoned the Fairy
Queen. Dr. Ropus of course represents Dr. Lopezwd®accused of having been paid by Spain to
poison Elizabet*® As Marion A. Taylor points out, the allegory ®he Whore of Babylorefers
indubitably to Titania, the Fairy Queen fought frmpress of Babylon and the Spanish Arm#da.
Taylor quoted Edith Rickert who assumes that Delidkanted to tie his work to thBream
highlighting the fact that both plays could be saer political allegory of the Queen.
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Midsummer Night's Dream; a political allegory on the marriage negotiations with the Duke of

Anjou

As Marion A. Taylor points out, thBreamis a play that discusses the political and intdlial
issues of Shakespeare’s time, in particular theriagl negotiations between Elizabeth and the
Duke of Anjou, who Elizabeth seriously thought oAming. As has already been pointed out, in
the political allegory of th®reamTitania stands for Elizabeth, but whom do the ottieracters of
the play stand for? According to Taylor, who quoggghin Ricket, the changeling boy for whose
custody Titania and Oberon fight so hard in acollld be seen as the son of Edward Seymour, Earl
of Hertford. The Earl of Hertford, is remembered the magnificent celebration at Elvetham in
1591 which queen Elizabeth is known to have attéftfeTo be more precise, he was the son of
Elizabeth’s stepuncle, the Lord Protector Someraet] nephew of Queen Jane Seymour, the
successor of Anne Boleyn. In 1560 Hertford secretiyrried Lady Katherine Gray, descendant of
Henry VIII's sister Mary. After some time and hagiborne a child Lady Grey confessed to the
marriage. This made Elizabeth furious since acogrdd two acts of Parliament and by the will of
Henry VIII any legitimate child of Lady Gray stooeéxt in line of successiofi? Elizabeth had the
couple imprisoned and declared their marriage et son illegitimate. After Lady Katherine had
died in 1568 after the birth of another son, Hedfwas released and became wealthy aiain.
From then on he made every possible effort to hiaige children proclaimed legitimate by
Elizabeth®** According to Taylor who again quotes Rickert, thipisode could provide the
historical background for the episode of the chéingédoy in theDream Titania’s friendship with
the child’s dead mother and Titania and Oberonarigl in fairyland®?®> As Harold Bloom points
out, Bottom could be seen as the true protagoristhedDream and that the dream could be his
own3?® As a consequence, many assumptions on who he bettlie allegory of have been made.

For instance, Rickert suggests that the allegoet Bhakespeare wanted to highlight, making
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Titania fall in love with Bottom under a temporaggchantment was King James of Scotl#id.
Taylor does not agree with Rickert, since she sstggbat Bottom could more easily be an allegory
of the Duke of Alengoi?®

Spenser allegorized Alencon too in Himerie Queenewith Braggadochio the knight who
unsuccessfully tried to seduce Belphoebe, the aiilegj figure for Queen Elizabef® It is
important to bear in mind that a Renaissance auadienuld easily have identified these allegories
present in the play. As Taylor has pointed out,lwe do the identity of the person Bottom
allegorized, namely Alencon, could be Bottom’s essiee use of the word “Monsieur” during the
play. It has been alleged that Alencon’s title Wésnsieur, since he was the heir to the throne of
France. As Taylor points out, Bottom addressesfdliees as “Monsieur” eleven times in twenty
lines of the play> What is important to bear in mind is that Bottamthe play is supposed to be an
Athenian and not a Frenchman and that he is spga&ithenians or English fairies. So why did
he address the fairies so many time with the woodsieur? Taylor also suggests that Bottom uses
the word Monsieur only when he is under the spélthe flower, that is to say while he is
dreaming®™! In Act | scene Il Bottom again mentions Francélevhe is discussing with his fellow
actors the parts of the pl&yramus and Thisb&his time he mentioned the French gold crown; a

gold coin:

Bottom: What beard were | best to play it in?

Quince: Why, what you will.

Bottom: | will discharge it in either your straselour beard,
Your orange- tawny beard, your purple-in-grain dear your
French-crown-colour beard, your perfect yellow.

Quince Some of your French crowns have no haill,at a
And then you will play barefaced??

Bottom’s mention of a French crown seems strangeeshe could have mentioned English gold

coins>3* This mention of France, for a Renaissance audjemceld clearly sound like a mockery

327 Rickert, cit in Marion A. Taylor
8 bid

¥ bid

330%ibid

#libid

%2Dreaml, 11, 83-91

33ibid

106



of the suitor that Elizabeth almost married in 19n%act Quince’s quick reply seems to allude to a
standard Elizabethan joke about the loss of hamfthe French pox: “ Some of your French
crowns have no hair at aff** According to Taylor, if the joke is really abotnetallegory Bottom/
Alencon it could have taken on several meanings:Ritench Crown, as has already been pointed
out, could be seen as a French crowned head sutlerson, heir to the throne of Frant@ The
second is about a pun on a head bald from the Rngoc, probably a royal head. The third one is a
joke about a future French crowned head to be wias left “barefaced” by the Queen of
England®3®

Another interesting matter that Taylor suggestglierconnection Bottom/ Alencon could be found
again in Act | scene II; when Quince asks Bottorplay the part of Pyramus, the Weaver responds

that he could play both the part of a lover and ofrant:

Bottom: That will ask some tears in the true pemiag of it:

If I do it, let the audience look to their eyesyill move storms,

I will condole in some measure.

To the rest: yet my chief humour is for a tyrantould play Ercles rarely,
Or a part to tear a cat in, to make all split....

This was lofty! Now name the rest of players. Tikikrcles’ vein;

a lover is more condoling’

Here Taylor observes that the reference that Bott@kes to Ercles could be linked to the fact that
Francois, Duke of Anjou, was baptized Hercule. Hesvehis family found this name a little
embarrassing so after the death of his brotherg lrances II, the Duke was given his brother’s
name and he was re-baptized Francois. In sayirighthaan also play the part of the lover, the
audience could have caught the subtle allusiorhak&speare: Alencon played the part of the lover
to queen Elizabetft®

When Alencon first arrived in London to woo Elizéiipehe appeared at court heavily disguised to
play the role in a great story of lov&€. However notwithstanding the first excitement foet

Concillors who were thinking of uniting France wiimgland by this marriage, they then realized
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that this union with an outsider could be dangerfmusEngland, recollecting Mary Tudor who
married Phillip of Spain. In the end, due to thiscdntent Elizabeth had to reverse her decision to
marry him.

As Taylor points out, even though these events ¢rgq in the late 70s and early 80s, they would
probably still be remembered by the London audiaridbe early 90s. Therefore she suggests that
in the Dream nobody better than Bottom who wooed the Fairy Queasuld be the allegory for
Alencon®* Stritmatter suggests, that if all these speculativould be true, the scene in which
Titania falls in love with Bottom, the weaver sotjuy could parody Alencon refusal to leave

England without Elizabeth’s promise of marridge.

| see their knavery: this is to make an ass of me,
to fright me, if they could. But I will not stir &ém this
place, do what they can; | will walk up and dowmehe
and | will sing, that they shall hear | am not afrd®

Stritmatter quotes Martin Hume who describes thendbn’s refusal to leave the English court:
“Alencon put his back on the wall and plenty tdie QQueen that not only he would refuse to leave
England, but he would not even vacate the roomsemplace until she had gave him a definite
answer as to whether she would marry him or ftThis circumstance seemed to be reflected in
Bottom’s line “ | will not stir from this place®**

In her analysis of the political allegory of tBeeam Taylor suggests that Shakespeare gives the
audience another hint to identify the presencelefgon in the play*> As Quince wants Bottom to

play the part of Pyramus, he describes him fordotand for the audience:

You can play not part but Pyramus: for Pyramussweet-faced man;
a proper man as one shall see in a summer’s day;
A most lovely gentleman-like man; therefore, youstrplay Pyramus.3*
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The Duke of Anjou, unknown artist
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These lines could subtly suggest the exaggeratkigmess of the French in general and of course
of the envoys of Alencon and of the Duke himselbvdame into England in a kind of pageant to
negotiate the marriage with Elizabéfi.Bottom’s response to Quince is about playing also
Thisbe’s part; the role of a woman. It is important bear in mind the importance in the
Renaissance of cross-dressing; since women weneetlainom playing in theatres, the roles of
women were played by men or rather young boys. Hayor notes that Alengcon was twenty years
younger than Elizabeth when they started the nafyotis and he was practically a young boy. As
Taylor points out, Bottom at a certain point of fhlay, to be more precise, after the enchantment
that transforms his head into that of an ass, sstsiriging a song about a bird. This could be
interesting for the connection Bottom/Alencon sitice audience would have understood that the
bird who tried to settle into their nest and mattgir queen was hirff® They probably felt this
danger very sharply since he was the only one wizalteth kissed in public and announced him as
her intended husbari@’

When in act Ill, scene | Titania wakes up from dexam in which she was bewitched by Puck, the

first thing she sees and hears is Bottom:

What angel wakes me from my flowery bed?...
| prey thee, gentle mortal, sing agaiine ear
Is much enamoured of thy note;
So mine eye enthralled with to thy shape
And thy fair virtue’s force perforce datiove me
On the first view to say, to swddove theé™®

As it has already been pointed out, Alencon, togretith the Earl of Leicester, were the only men
Elizabeth thought seriously of marring and it waslwnown to the audience of Shakespeare’s time
that when it was time for Elizabeth to leave hiolldwing the advice of the influential people who
advised her not to marry the French Duke, she lzkbige to stay: Titania“ Thou shalt remain here,
whether thou wilt or nof®! The important thing to highlight about the pokii@llegory about the
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Dream for the Bottom/Titania, Elizabeth/ Alencon relaiship is about Titania’s dotage after she

falls in love with the weaver:

Sleep thou, and | willndithee in my arms
Fairies, be gone, and be all wayayaw
So doth the woodbine the sweet henekle
Gently entwist; the female ivy so
Enrings the barky fingers of the elm.
O, how | love thee! How | dote oneh&?

Alencon died in 1584, thBreamwas first performed ten years later, however thedomers did
not forget his wooing to their queen even in tharyef Elizabeth’s death; as a ballad of that year
shows: “ The Mounsieur came himselfe from Franae,parpose to wooe her..... she dyed a
maid”>*As Harold Bloom and other scholars pointed out, whed Dream in the title stands for
Bottom’s dream; since for Bloom, Bottom is the neadtagonist and the “great glory” of the play: “
Bottom is Shakespeare’s Everyman, a true origamalown rather than a fool or a jester. He is a
wise clown®*%, However many scholars suggests that Titaniashdeam too, a dream of love to
parallel to the one Bottom had, from which she wakewith the certainty she had been in love

with an as$>®

Titania My Oberon! What visions have | seen!
Methought | was enamour’d of an ass.
Oberon There lies your love
Titania How came these thingpass?
O, how mine eyes datte his visage now?

According to Taylor, the connection Bottom/Alengeem be seen in the mention of Bottom’s
pension as well. Although Elizabeth never marriddngon the time that Elizabeth paid the
Duke’s bills was well-known to the audience; sheparted him in the wars of the Low
Countries during 1582 and 158%3.
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Flute O sweet bully Bottom! Thus hath he lost sixpe
a day during his life; he could not h&aeaped sixpence a
day: and the duke had not given him sixpemnday for
playing Pyramus, I'll be hanged; he woli&e deserved
it: sixpence a day in Pyramus, or notHffig.

As Taylor notes, since large pensions to Alencayqd a huge part in Elizabeth’s life; there would
be nothing more satirical for the audience thart®ots “ sixpence a day during lifé®®

Alencon was known from his paintings to be a slersohel short man. However Bottom was always
played as a big, strongly built man. This tendetacgiepict Bottom as a strong and big man, comes
from his name: “ a ball of wool” as also suggesssviork; Bottom the Weaver. However, Alengcon
was not a very good-looking man, as his portraitggest, he was marked by smallpox at the age of
eight so he remained pitted and slightly deforrff8Elizabeth herself, when Alencon was first
suggested as a husband for her in 1571-72 says hlmu“ that, however suitable it might be in
other respects, there was too great a dispropartiage, as well as stature, between them [...] how
tall the Duke of Alencon was?” “ About your majeéstgwn height”. However Elizabeth insisted on
knowing his date of birth and heighit.

According to Taylor, the strongest clue that ledh® identification of Bottom as the Duke of Anjou
is that almost everyone in Bottom’s crew could Hentified as French servants belonging to
Alencon. These gentlemen were French envoys whe ¢arbhondon in the late 70s and early 80s in
order to negotiate the marriage between ElizabethAdencon. As Taylor points out, their names
have such similarities to that of the “mechanicdlsit they could not be accidental. The first
example that Taylor notes, is the one between Raigrce, the producer of the rustic’s play and its
resemblance with the last name of the French eovdlencon named Monsieur De Quincé. De
Quincé stayed in London for months trying to negfetithe marriage. On the other hand, Peter
Quince is a carpenter and although his surnametrhiyfe come from the fruit of the same name,
according to Taylor it seems more likely to be wad “coin” in all the possible ways of spelling
this word in the Elizabethan adf&.This word derives from the Middle English borrowrh Middle
French which was taken from Latin “cuneus” whichame wedge which could be related with a

8 DreamlV, I, 19-24
#9ibid
%0 ibid
%L ibid
%2 jhid

112



carpenter. Probably, the audience was not awaa#t thfese word derivations however, phonetically
in English Quince would sound like coin in Frendnce De Quincé was variously spelled
“Quyssye” and “Cussi”. In addition even to an Esbihan who did not know French, the words
would look the same, except for the acc®hOf course, the reference to De Quince would have
been apparent to the Renaissance audience sineesenuch in the public eye in LonddH.
Taylor identified also a connection between Sndwe Tinker as an appellation to another of
Alencon envoys. It was well known that Elizabethsweaery keen on languages, so she would
probably have translated from English to French wed snout as soon as she heard it as a
spectator of thé&ream The word snout probably would have been trandlaie Elizabeth in the
French word “ bec”, which would sound like Alen¢gs@nvoy Du Bex. Again, the reference would
have been understood at once by the Queen andingiecs, who spoke fluent FrentH.

Francis Flute, Robin Starveling and Snug the Jaileenot suggest a straight connection with any
other of Alencon’s envoys; however, Francis Fluts B good French name and it is possible that
Shakespeare chose it to make a connection withcAlehimself, since his first name was Francgois.
As Taylor points out, Robin Starveling does noggast any connection with any Frenchman
however she notes that Robin was the nickname liglthaused to give to her favourite Robert
Dudley, the Earl of Leicester, and after his desdth gave the same name to Robert Devereux, Earl
of Essex. It was probably that in creating Robiar&tling, the tailor, that Shakespeare was adding
a satirical portrait of two other of Elizabeth’sitess, in particular Dudley, who she probably was
in love with. If all these assumptions were certairis was a clever idea for the political allegory
made by the Bard to put all of Elizabeth’s suitots the play*®®

As Maurice Hunt notes, Elizabeth liked giving nieknes to trusted servants and others; the Duke
of Anjou became for her “ frog” while Jean de Simi&njou’s Master of the Wardrobe who came
first to England to court the queen in Anjou’s aixse was nicknamed “ Ape or Monke¥”. So if

the connection Bottom/Anjou is right, why did Shsjgeare decide to transform Bottom into an ass?

Hunt suggests that Shakespeare took a cue fofrdms Spenser’sviother Hubberd’s Talavhich
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was a veiled allegorical protestant criticism abBlizabeth’s potential marriage with the Duke of
Anjou.*®® In Spenser’s tale an ape, Simier and a fox, LarthBley, tried to trick a lion, Elizabeth.
Taylor suggests that Elizabeth could be seen akotmén theDreamtoo, which is presented in act
V scene | when at Theseus and Hyppolita’s marrthgemechanicals are playirRyramus and
Thisbe

Lysander This lion is a very fox for his valour

Theseus True; and a goose for his discretion

Demetrius Not so, my lord; for his va@annot carry his
discretion; and the fox carries toos&®

The mentioning of the fox in this scene and theseguent connection between theeam and
Spenser’dviother Hubberd’'s Taleould be useful, for lets the audience catch Heg@ry here with
Lord Burghley®"®

Hunt, suggests another connection with Elizabditeésand the political allegory in theream This
episode involves the Earl of Leicester and LetHowllys. Hunt in his analysis quotes Perry who
argues that Leicester’s marriage with Lettice Kymlin spring 1578 was kept secret until autumn
1579, when the queen was told by Simier that Légcissmarriage was made to revenge himself on
the earl for trying to ruin the marriage negotinidoetween Elizabeth and Anjdit.Elizabeth was
so angry that she almost had Leicester imprisondten he died in 1588 Elizabeth made Knollys
pay all the money she owed the Crown. Hunt suggéstsaccording to Perry the realization by
Elizabeth that Leicester loved another woman mbaa ther; and was willing to risk the queen’s
rage by marrying her, intensified Elizabeth’s des$a marry Anjou “ as a compensation for her hurt
ego”3"? Going back to théream Oberon rebukes Titania, humiliating her with tiedationship
with an ass. This constitutes the punishment toréfeisal to give him the Indian b&{? As far as
the allegory is concerned it is important to untierd also who Oberon and the Indian Boy are the

allegory for.
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According to Hunt, Shakespeare could have takemeaagain from Spenser and his Faerie Queen,
in particular from Book Il canto 10 in which is@djorized Henry VIII's elder brother Prince Arthur
Elferon, whose death permitted Oberon; Henry VAd, marry Arthur's widow, Katherine of
Aragon®”* Subsequently Oberon nominated as his successaqiin afterward named Gloriana.
According to Hunt, Shakespeare representing Titamd Oberon as married is suggesting that
Elizabeth is married to the Tudor legacy. By theeti Shakespeare wrote tibream in 1595
Elizabeth was long past childbearing age. Therefoitt this allegory Shakespeare wanted to
highlight the anxiety about the succession that p&sent in the 90s. Titania and Oberon are
fighting for the child of another woman, their mage is barren, because the Fairy Queen is barren.
As Hunt points out, this could highlight the faleat, with Elizabeth the Tudor dynasty would come
to an end. As a consequence, the dream in whidniéitfeatures is Oberon’s punishment. By
making her fall in love with an ass could be sdgaratively as Henry VIII's punishment of his
daughter by making her fall in love with Anjou. Aas already been pointed out, Deamis a
play of succession, partly concerning Elizabeth #edoroblem of her legacy®

However for a full understanding of the allegorggent in théreamit is important to understand
who the Indian Boy is actually allegorizing. Huniggests that the Indian boy could be the Earl of
Southamptori’® However the Indian Boy never appears on staget uated Calderwood who
asserts that by not appearing on stage he is transfl into a signifief’” The Indian boy is a
signifier between Shakespeare and a select audiandeit is with this veiled hint involving
succession that the Indian boy gains meaning feratidience. The first thing to notice about the
Indian boy is his separation from his mother. Byking them Indian rather than Athenian
Shakespeare made them as far from the line of ssicceas James VI of Scotland, son of Mary
Queen of Scots could have been seen. Moreovera loolild have been linked to Elizabeth’s
conquests in East India. In his will, Henry Vlligataimed that if his three children left no heirs,
succession should go to the heirs of his youngagersMary, Duchess of Suffolk and then to the

heirs of his elder sister Margaret, Queen of St8tslenry VIl seemed to prefer the succession of
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the Suffolk line to the postponement or rathergkelusion of the Scottish liné® However in the
90s when the succession appeared so uncertain wieeeemany claimants to the throne such as
Infanta Isabella, daughter of Philip of Spain, Lakhabella Stuart, descendent of Margaret daughter
of King Henry VII, and other descendents of Kingwniadd Il among whom were several foreign
princes®® The illegality of the blood lines of these clairmmade subjects think that probably
King James VI of Scotland could have been the tinea to the English throne, since his mother,
Mary of Scots was the granddaughter of Margarenria¥®|il's sister>%!

According to Hunt, the execution of Mary Queen @b$S could be linked with the scene in the
Dream in which Titania is arguing with Oberon for thestady of the boy. In the scene the

audience makes the acquaintance of the Indianegdaf Titania:

Titania Seuydeart at rest:

The fairy land buys not the child for me.
His mother was a votaress at my order;
And in the spiced Indian air, by night,

Full often hath she gossip’d by my side;
And sand me on Neptune’s yellow sands]...]
But she, being mortal, of that boy did die
And for her sake do | rear up her boy;

and for the sake | will not part with hifA.

According to Hunt, Elizabeth had always refusedldugslation by which she might have excluded
Mary as a potential succes$dt.In addition, from the 1590s; after the Queen aftScdeath she
paid an annual pension of £ 3,000 to James ofl&@wbt As Hunt points out, in his political
allegory, Shakespeare makes Oberon represent KamgyHVIIl in his claim to James VI as his
surrogate son.

Puck [...] and jealous Oberon would have the child
Knight of his train, to trace the foresld:
But she perforce withholds the loved,boy
Crowns him with flowers, and makes hiin a

Her joy®*
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These lines of Puck, could highlight the connectiotih James of Scotland’s addiction to hunting
which was probably known in England, even whilewss still king of Scotland® Possibly these
lines could be linked as well to the desire Obdf@mty VIl had to have a male heir before the
birth of his son Edward VI. For this link Shakesggeprobably took his cue from Robert Green’s
The Scottish History of James the Fouatplay dated 1588- 92. In this play Oberon appktaseca
kind of chorus together with a fairy Antic namedha, they comment on the developing events of
the historical romanc&® As Hunt points out, Green’s play is effective foe political allegory
present in theDream since it shows the marriage between James IV ofl&w and Margaret,
Henry VIII's elder sister. This marriage establidhdary Queen of Scots and James VI as heirs to
the throne of England. Green’s play encouragegyageable relationship with English and Scottish
monarchs. Last but not least the clue that, acogrdd Taylor could help identify a political
allegory in theDream of Elizabeth and Alencon’s negotiation of marriagehe list of actors who
performed the play in 1594-95. The most importdrthe actors who played Bottom was William
Kempe who was one of the most beloved jestersdarktizabethan theatre. Kempe was known to be
a “ small agile actor” described as “ starved pestiwho would probably fit well the role of
Alencon. It is important to bear in mind that thejarity of allusions to clowns in Shakespeare
company in general represented them as small. iTgulotes Baldwin who points out that: * when
humour consists of practical jokes, it is the pErivisdom to have the victims small and Kemp
seems to have been no exception to this fileProbably he was about forty years old when he
played the role of Bottom; to be precise ten yedaer than Alencon when he died at the age of
thirty.*®® Shakespeare did indeed choose Kemp in order ihafudience would recognize the
caricature of a man now dead but whom they coutdeasily forget; Elizabeth’s small suitor, the
Duke of Alencon. As Taylor notes: “[...] Shakeapefound the actor he wanted to play Bottom in
small, agile William Kemp since Bottom was mealbilieve, to represent the undersized Duke of

Alencon.®%
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Hunt tries to explain who could have asked Shalagp® do this political allegory of tHaream
and why ¥**He gives two possible explanations: he arguestkigapolitical allegory of th®ream
involves Shakespeare and his possible patron, éineoE Southampton who in 1594 gave a large
sum to the Bard to let him perform an interestidgai that he had in mind. It was this share that
permitted Shakespeare to become part of the Lo@hHamberlain Company. Hunt's second
assumption is that the political allegory presamtthe Dream concerns Southampton and his
friendship with Robert Devereux the Earl of Esdex1595, both Essex and Southampton fell out
of favour with the queen. As Hunt points out, eanythose years Essex “ openly displays of bad
temper and petulance which causes her Majesty d deal of annoyance®** Moreover, in 1595
was publishedA Conference on the Next Succession to the CrovEnglandthat damaged the
name of the earl in the eyes of the queen. It wafaped with an excessively flattering dedication
to Essex and the anonymous author suggested tHaizaeth’s death, “ no other man, was likely
to have a greater part in deciding about this gadfair- the succession- rather than the Earl of
Essex himself.” On the other hand the Earl of Sawompton fell out in favour with the Queen
because without her permission he became too tamilith one of her maids, Elizabeth Vernon,
the Earl of Essex’s cousiii> As a result, according to Hunt, in 1595, year & Dream
composition, both Essex and Southampton were adnaita Elizabeth. Southampton in particular
at that time loved so much Spensdfserie Queeri®® The Dreamis alleged to have been first
performed between 1595-96, the same period asetbase of the next three books of Spenser’s
poem>%* In all probability, Essex and Southampton askedlBlard to include in his comedy the
figure of Elizabeth as the well known Fairy Queeran implied allegory stressing the shame of her
affair with the Duke of Anjou. The relationship wdiwbe presented in the context of the prohibited
subject of the succession, a very delicate sulge¢he moment. As Hunt points out, James of
Scotland was clearly the Earl of Essex’s choiceHlarabeth’s successor. Furthermore, in 1589 they
started a secret correspondence in which the Eamipe the king-to-be, future service and fidelity.
According to Hunt all those conspiracies of Esseould have been recognised by the more

perceptive members of the audience in the allegdrylitania, Oberon, the Indian boy and
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Bottom %> However, as Hunt points out, in writing lseam Shakespeare may have found himself
obliged to integrate allusions dictated by the tyamtlemen and probably he found himself under
pressure because he had to reflect cleverly th@ehance these two men had for their Qué#h .
According to this analysis, many scholars iderdifeepersistently relevant hint in the play relating
to the French marriage negotiations of 1578%IHowever, according to Stritmatter, there are
some speculations about the correct date of puladicaf theDream He divides these speculations
between the Oxfordian school, who suppose Dineam was written in close proximity of the
marriage negotiations; specifically in 1580 and tbst of the scholars who think tibreamwas
written in the mid-908% Even though in the study of this play there areyneontroversies about
the date of publication, it seems that the greadet of scholars agree with the fact that Bream

is a parody about Elizabeth | and the marriage ti&tmns of 1578-81. As Stitmatter points out: “if
topical evidence suggests a final date of the caitipa in the 1590s, the same evidence also
reveals an author whose chronological frame ofresiee stretches back to 1581 or earlier, and
whose topical preoccupations included a closelfedecomic commentary on one of the more
explosive issues of the reign: the intersectiothef private life and courtships of Elizabeth | and
matters of public policy and authorit§?® As has been often suggested in this analysisDtkam
could be defined as a play of succession, sinceQbeen, her courtship and the matter of
succession often appear in the critical literatofehis play. It is clear that thBream shows a
clever interpretation of sexual politics of Elizélen era. Titania, the fairy queen, symbolises
Elizabeth I, the Queen who has not accomplisheditigrto marry and to give England an heir, in
a society ruled by men except for her , and whese¢hd Tudor dynasty.

Concluding this analysis on Elizabeth Tudor, itpsssible to state that Elizabeth was a strong
woman who did everything in her power to rule alonthe Renaissance, a moment in history when
men ruled and a woman on the throne was seen ag ggainst nature. After the reign of her sister
Mary she managed to gain her subject’s favour btoreng the Protestant religion and defeating of
the Spanish Armanda in 1588. She was able alscetdecher propaganda in literature and in art, in
particular with the symbology of chastity in thetlgart of her reign. However not everyone was
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glad of her behaviour as a woman, in fact througtau reign she received a lot of requests for
marriage negotiations by her counsellors that shays declined.

She probably desired to marry twice; with the DakeAnjou and with her favourite, the Earl of

Leicester, but both marriages were rejected byaBgth's advisers who thought these marriages
were not respectable for her.

In the 90s the fear for the succession of Elizalveds high since she was more than fifty and she
was still alone. This general discontent was sonsgtrthat Elizabeth risked her life many times.
Even in literature many writers started to showrttessatisfaction with her way of ruling her rejgn
particularly Shakespeare who was known not to badmirer of Elizabeth and with his play
Midsummer Night's Dreanputs on stage a veiled political allegory of hise®u, highlighting with
the relationship of Bottom and Titania, the Fainye®@n, the one between Elizabeth and the Duke of
Anjou. With the characters of Hermia and Hippolytee first one not at all afraid to stand firm in
front of men, the second one the Queen of the Amgasho being defeated by her future husband,

became silent and complacent, could be differerttguts of the Queen.
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