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the aim is worth it. The final purpose is to free the world and his fellowmen from vice: 'Who finds him touch't, may blame himself, not me: / And he will thanke me, doth himself know free' (To the Reader,p. 54,. Conscious of the dangers and the difficulties ahead, he defies depravity: 'Yet were Apelles here, he could not paint / Forth perfectly the worlds deformities; / For as the troubled mind, whose sad complaint / Still stumbles forth, halfe breathed accenties, / Th'Idea doth confuse and chaoize' (To the Reader,p. 54,. Surely recalling medieval moralities, he reckons: So will the Chaos of vp-heaped sinne Confound his braine, that takes in hand to lay A platform plainly forth, of all (that in This Pluto-visag'd-world) hell doth bewray, When death of hell, doth worke it liues decay. (To the Reader,p. 54, Through the word 'platform', the dedication to the reader paratext seems to link a rudimentary or metaphoric stage, and the author's revelations, in what is definitely presented as pertaining to the theatre. In his dedication to Sir Christopher Heydon, the author announces what he calls his 'metamorphosed Tragoedie' (p. 53,l. 12) said to be a 'transformation'5 , later in the last line of the prologue (p. 56, P., l. 42). 'My eies, whether they be, or dimm'd or cleare, / Clearly discerne a Transformation neare.' (P., p. 56, 6., l. 41-42). C. Tourneur's use of polysemic lexicon reveals that spectacular illusion is topical, metadiscursive and structural in what is usually called his best piece of poetry. It can definitely be read according to different viewpoints as metaphorical and/or technical, and as deriving from other genres. The world's follies were one of Tourneur's concerns (he also wrote Laugh and Lie Down or The Worldes Folly6 ), and distorting genres was one of his creative pleasures and idiosyncrasies: this work is a fascinating example, as well as The Atheist's Tragedy that is composed as a mosaïc of distortions.

The core of the text is called The Transformed Metamorphosis. It is framed by a prologue and an epilogue, and it is preceded by three dedications. The prologue depicts a scene in which a narrator is undergoing some kind of weird experience in which his senses are teased in a horrifying way. The whole process is edifying if taken as reflecting the future awarded to sinful men, but it is entertaining if regarded as a horror show, a didactic pantomime, a 'transformation', accompanied and guided by the voice of a narrator.

In the very first lines, the speaker is led into what is twice called a 'concavitie' in the prologue (p. 55, P., l. 3 and 4). The very first feeling is one of darkness: the expressions 'Cymerianized night' (p. 55, P, 1, 2) and 'defect of light' (ibid., 1, 4) deepen the plainer substantive 'obscuritie' (ibid., 1, 7). The place is scary, filled with screaming and 'ecchoized sounds of horrorie' (ibid., 2, 3). The speaker keeps wondering who is victimizing him, and imposing this ordeal upon him. Confusion and misunderstanding prevail. His ears are assaulted with frightful sounds. He asks: 'What Geomantike iaw howles in mine ears' (ibid., 2, 2). The lexical choice shows that he feels surrounded by shadows, gloom, corpses, skeletons or beasts. To his mind, the more confused and troubled his own vision, the more acute the others': 'Looke on my sight you lycophosed eies ' (p. 56, P., 6, 1). When his vision is blurred, the observer unpleasantly feels observed, like a spectated spectator.

In his notes on the text, Allardyce Nicoll mentions Ambrosius Theodosius Macrobius as a possible source for 'lycophosed eies'. The Roman grammarian and Neoplatonist philosopher's most important work is the Saturnalia. Saturnalia was one of the most popular Roman festivals. It was a time of extravaganza, involving conventional sacrifices, license, bustle, public dissipation and festivities marked by tomfoolery and reversal of social roles, slaves and masters pretending to switch parts. Yet, although social order was disturbed, it was never subverted, everything and everyone remaining under control during what first lasted one day (December 17 th ) and then a full week (Dec. 17 th -23 rd ). The analogical hint is interesting here, since besetting chaos is the impression C. Tourneur's narrator is harping on, and harlequinades are currently associated to transformation scenes. His words recall Dante's inferno (Divine Comedy), the recognition and rejection of sin, and the journey of the soul towards God as well. Literary echoes seem to hide behind the horrid reverberations that harass the speaker's ears. His eyes are assailed too: they are tried and dazzled ('Daz'led with obiects contrarities […] Or els transpiercing: ayre-cleare brightnes, loe ', ibid., 6, 3 & 5). They then get accustomed to the surrounding darkness, in the same way as an audience would in a theatre. What increases the man's torment is the atmosphere that turns from ghastly to ghostly when an 'ashie ghost' (p. 55, P., 2, 1), a 'dead Cadaverie' (ibid., p. 55, 2, 1), a 'pallid spirit ' (ibid., p. 56, 3, 3) join in. The aggrieved narrator's vision is obliterated, and his hearing is hassled. The man is aghast and confused. To relieve him somehow, he is given a torch. The device emitting a flame becomes a source of enlightenment: in this obscure environment which he compares to hell, the man wants light to stimulate his sight and to allow his mental illumination. Fire, a symbol of the underworld where sinners are sent to expiate, helps to awaken him. Completely lost, submitted to strange forces, alien to this world, he tries to find answers. He keeps repeating 'O who': this anaphoric phrase iterated in the four-stanza sequence is emphasized by an extra epizeuxis (ibid., 4, 1). Slightly comforted by the flame, he is advised to be very careful where to stand, as if his jeopardised balance was at stake. The paradox of the torch which is offered to find one's way through hell and the surrounding darkness, and that is meant to defeat sin, amplifies the symbol.

Two of his senses are ill-treated at first, and soon after his smell and taste are too. Some foggy scents fill his nostrils and some distasteful sweet and sour feeling described as 'honysmacking gall' revolts him (ibid., p. 56, 3, 1-2) while a tale-telling 'pallid spirit' is harping on Man's fall, on perpetual damnation ('night', ibid., p. 56, 3, 3-4), and on hell to be expected as everyone's final destination (ibid., 4, 7).

The speaker's informational channels are choked, perturbed and acknowledged as degraded. Consequently, emotions overwhelm him as soon as he feels unable to maintain emotional control or composure because his guiding light and milestones are taken away from him. His body cannot apprehend his surroundings, and his mind cannot compensate for this loss of vital landmarks. Confused, the narrator analyses this new and disturbing experience from a Manichaean viewpoint, involving a back-to-basics reliable process in which evil and good are struggling, while hell and heaven are framing the earth. His reaction may remind Tourneur's readers of the didactic journey described in Everyman, while passing through the land of the dead may recall Thomas Kyd's The Spanish Tragedy (I, 1) and medieval literature. C. Tourneur evokes a 'Pilgrim's wandering without light' (Epilogue, p. 75, 2, 4). As the narrator puts it, the whole scene 'Is now transformd to hel's enuironrie' (P., p. 56, 4, 7). Realizing he is certainly passing through Satan's territory and universe, he feels devastated and horrified. A sense of panic overpowers him: 'O who affrights me with blacke horrors gape?' (ibid., 4, 5); 'O who, O who hath metamorphosed / My sence?' (ibid., 4, 1-2). Fright defeats his reason: 'My soule is vex'd with sense-confounding feares' (p. 55, P., 2, 5). He is terrified when taken by surprise 7 : 'What chaoizd conceit doth forme my feares?' (ibid., 2, 4). The ambivalence of the line highlights fear as an innate emotional response to a perceived external threat, to a specific stimulus, but also as a possible creation of the mind. Horror triggers off some basic survival mechanism 'What ashie ghost, what dead Cadaverie, / What Geomantike iaw howles in mine eares, / The ecchoized sounds of horrorie?' (ibid., 2, 1-3). The speaker is blinded, deafened, choked and disgusted. His experience is given as dreadful, and he strongly feels like escaping when the whole experience takes a new turn: the 'transformation' then begins and the beholding narrator is given the opportunity to attend the Transformed Metamorphosis proper.

By using the word 'transformation' to announce the gist of his work in the last line of the prologue of his Transformed Metamorphosis8 , C. Tourneur puzzles his readers. The change is expected to be a spiritual one since the author has announced that vice and sin would be fought and vanquished. But in the fourth stanza, the speaker claims that his 'sence' has been 'metamorphosed' (p. 55, P., 4, 1-2). One is entitled to wonder how and what he is undergoing some modification for, then. Moreover, the direct link between the dramatised poem and its close notice seems some hint atif not evidence ofits genre. Although the reference to 'transformation' in the theatrical field -transformation scene-is indicated in the Oxford English Dictionary as being a 19 th century one, it can be said to be far older9 and currently used with the 'demon scene', with its red fire and trap, invariably discovered on the rising of the curtain upon a pantomime. The masques are certainly at the origin of the transformation scene.

C. Tourneur's aim is surely to moralize and condemn the evils of his time. Yet, The Transformed metamorphosis bears a metatheatrical dimension that cannot be ignored. Whether performable or not, this work has largely been influenced by (travelling-) shows, by performances using technical devices based on mystification, and relying upon optics as well as hydraulic systems, and upon what can be called 'Magic', which the word 'Geomantike' confirms since it is explained by Florio as defining a 'sorcerer that works by circles or pricks on the earth'. Geomontia is the art of enchanting by circles or pricks in the earth.

At this stage, the word 'Magic' has to be carefully defined. In the first two chapters of book I of his Natural Magick10 (written in Latin in 1558, and translated into English later) Giambattista della Porta (or John Baptist Porta, 1535-1615) defines the word and explains the nature of the concept. According to him, one of its sides is related to occult activities and to witchcraft, and is condemned as evil:

There are two sorts of Magick; the one is infamous, and unhappy, because it has to do with foul Spirits, and consists of incantations and wicked curiosity; and this is called Sorcery; an art which all learned and good men detest; neither is it able to yield any truth of reason or nature, but stands merely upon fancies and imaginations, such as vanish presently away, and leave nothing behind them; (Porta,G.,2. p. 1) On the contrary, the other side is natural and it derives from sciences, which wise and learned men, such as philosophers have praised for centuries11 :

The most noble Philosophers that ever were, Pythagorus, Empedocles, Democritus, and Plato, forsook their own countries, and lived abroad as exiles and banished men, rather than as strangers; and all to search out and to attain this knowledge; and when they came home again, this was the Science which they professed, and this they esteemed a profound mystery. They that have been most skilful in dark and hidden points of learning, do call this knowledge the very highest point, and the perfection of Natural Sciences; inasmuch that if they could find out or devise amongst all Natural Sciences, any one thing more excellent or more wonderful then another, that they would still call by the name of Magick. (ibid., 2, p. 2)

The application of such 'Magick', that is to say correlated natural sciences and philosophy, fitted into the idea of the composition of the universe some people had and professed then:

Others have named it the practical part of natural Philosophy, which produces her effects by the mutual and fit application of one natural thing unto another. The Platonicks, as Plotinus imitating Mercurius, writes in his book of Sacrifice and Magick, makes it to be a Science whereby inferior things are made subject to superiors, earthly and subdued to heavenly12 .(ibid.)

The content of Della Porta's work gives information on experiments and tests he and some of his colleagues performed, on what he called 'Natural Magick'. What he describes sounds close to some phenomena depicted by C. Tourneur's narrator. He, for example, explains how to make statues speak (Book XIX, 'Of Pneumatic Experiments') or images hang in the air13 in the middle of a room terrifying the beholders (Book XVII, 'Of Strange Glasses', chap. 8), how to distort figures and faces, and how to colour them green or white or black ('To make men seem like to Blackmores') 14 . He gives the recipe of how 'To make the face seem extreme pale and lean'. To achieve this, Della Porta suggests to:

Pour into a large glass very old Wine or Greek Wine, and cast a handful of Salt into it. Set the glass upon burning coals without a flame, let the glass should break. It will presently boil. Put a candle to it, and light it. Then put out all other lights, and it will make the faces of the bystanders to be such, that they will be one afraid of another. The same falls out in shops, where bells and metals are melted, for they seem so strangely colored in the dark, that you would wonder at it. Their lips look pale, wan, and black and blue. Also let Brimstone, when it burns, be set in the middle of the company, and it will do the same more powerfully. Anaxilaus the philosopher was wont to work such delusions. For Brimstone put into a new cup, and set on fire, and carried about, by the repercussion of it when it burns, makes the company look pale and terrible. That often happened to me when at Naples I walked in the night in the Leucogean mountains. For the Brimstone burning of itself, made me look so. (Book XX, chapter 9, p. 408) He cites his predecessors and sources to give some evidence of truth, and to win his readers' confidence: 'I much rejoiced when I found among the ancients, that Anaxilaus the philosopher, was often found to make sport with the Snuff of a candle and the wick, and by such delusions would make men's heads show like monsters, if we may believe Pliny.' (ibid.)

Playing with light, with the elements, minerals and glass among many other things, he masters illusion and shares the devices with his readers. The process of each experiment is made clear step by step: if any man shall dip a wick in Cutles Ink, and Verdigrease, those that stand by will seem partly brass color, partly black, by reason of the mixture. And we may imitate this in all colors. For setting aside all other lights that might hinder it, for else the other lights will spoil the sport, and if you do it by day, shut the windows lest the light come in there and destroy the delusion. If the lamp be green glass and transparent, that the rays coming through may be dyed by the color of the medium (which is of great consequence in this) and green Coppras be mingled with the oil, or what moisture it burns with, and they be well ground together, that the liquor may be green. Make your cotton of some Linen of the same color or Bombast. This being smeared with it, must burn in that lamp. The light that is opposite against you, will show all faces of the beholders and other things to be green. (Ibid.,Book XX,chapter 9) Colours, shapes and apparitions are used to delude the beholders' senses, and to cause some violent reactions, such as terror. It is meant to either be a form of entertainment or to reach other less pleasing dishonest purposes. It's all part of a game played by the artificer. The words 'deceive', 'delude', 'cheat' are used by Della Porta when he explains the magicians' tricks, machinations and set-ups in detail. C. Tourneur uses the same vocabulary as, for example, 'The fraudfull floore of this deceitfull place / Is all of quagmires, to intrap the wight / That treades thereon' (T.M., p. 63, 30, 1-3); 'Who ere's deceiu'd by this illusion ' (ibid., 31, 1). In these lines, 'fraud' is a root that involves the idea of criminal deception.

In his Natural Magick, Della Porta acknowledges that making absent things visible, or objects come and go, is possible. In Book 17, chapter XII, he reveals 'How we may see in a Chamber things that are not.' Once again, the conjuring device is based on optics and illusion, fantasy and entertaining deception being the main goal: I thought this an artifice not to be despised. For we may in any chamber, if a man look in, see those things which were never there. And there is no man so witty that will think he is mistaken. Wherefore to describe the matter, let there be a chamber wherein no other light comes, unless by the door or window where the spectator looks in. Let the whole window or part of it be of glass, as we use to do to keep out the cold. But let one part be polished, that there may be a Looking-glass on both sides, whence the spectator must look in. For the rest do nothing. Let pictures be set over against this window, marble statues, and suchlike. For what is without will seem to be within, and what is behind the spectators back, he will think to be in the middle of the house, as far from the glass inward, as they stand from it outwardly, and so clearly and certainly, that he will think he sees nothing but truth. But lest the skill should be known, let the part be made so where the ornament is, that the spectator may not see it, as above his head, that a pavement may come between above his head. And if an ingenious man do this, it is impossible that he should suppose that he is deceived. (Della Porta,17,XII) The title of this study includes the word 'phantasmagoria' despite the anachronism it may seem to generate. It was chosen because the expressions 'Magic lantern' or 'camera obscura' or 'fantoscope' did not entirely cover what C. Tourneur is dealing with in his Transformed Metamorphosis. The word defining this sort of show was given later, that is to say at the end of the 17 th and the beginning of the 18 th centuries, but the devices existed and were well-known long before, as Della Porta's references to his predecessors prove. In Book XVII, chapter 7 of his treatise, he explains how to use torches to create wonders and his discourse reminds us of the camera obscura technique illustrated in Oculus by Christopher Scheiner in 1619 15 . Della Porta wrote:

How you may see in the dark what is light without by reason of torches. We may demonstrate the same without the light of the sun, not without wonder. Torches, or lights lighted on purpose in chambers, we may see in another dark chamber what is done, by fitting things as I said. But the light must not strike upon the hole, for it will hinder operation. For it is a second light that carries the images. (ibid.,chap. VII,p. 365) Terrifying deceptive images hanging in a room are possible to create; they can easily trick beholders:

That by night an image may seem to hang in a chamber. In a tempestuous night the image of anything may be represented hanging in the middle of the chamber, that will terrify the beholders. Fit the image before the hole, that you desire to make to seem hanging in the air in another chamber that is dark. Let there be many torches lighted round about. In the middle of the dark chamber, place a white sheet, or some solid thing, that may receive the image sent in. For the spectators that see not the sheet, will see the image hanging in the middle of the air, very clear, not without fear and terror, especially if the artificer be ingenious. (ibid.,chap. VII,p. 365) C. Tourneur's narrator can see phantoms, and he suffocates because of the smoky stifling atmosphere: 'Now eies prepare, and be your sight as cleare, /[…] for O (alas) I feare,/ They will be dazzled with smoake and fier' (T.M., p. 60, 15 1-4). In The Transformed Metamorphosis, the smoke and spectres of the phantasmagoria are made to coexist with the shadowplay, both technical and entertaining performances acknowledged as the ancestors of the cinema, as well as of horror shows and films. They had been known since the Antiquity. In the online history of the cinema Bob Lansdale explains how popular the shows were throughout Europe. They were based on illusions created by all sorts of technical forms of projections. They came from a combination of the showplay and the magic lantern 16 .

All these tools and deceitful machinery were very much appreciated at the time when C. Tourneur wrote his Transformed Metamorphosis under study, although they became popular and widespread later. In the pamphletic poem, the narrator describes a complex and sophisticated set and architectonic, with rocks, pillars, walls and bridges. The 'concavitie' is made of a series of well decorated rooms and it is peopled with myths, accompanied by music and songs. The statues and the marvels related to them remind the readers of the works of Salomon de Caus17 in grottoes and follies. The French-born engineer emigrated to England in 1612 where he worked for James VI-I. He designed the garden of Somerset House and Greenwich. He interpreted the writings of Heron of Alexandria (also called Heron) and he, for example, built a replica of the automaton singing bird which Heron had imagined. In Peri Automatopoietkes (Constructing Automaton Theatres) the latter described 'phantom mirrors' and 'mirror writing' and he also wrote about concave, convex and plane mirrors in his De Speculis (the oldest extant Greek writing on mirrors). His Caoptrica explains the rectilinear propagation of light and the law of reflection.

Both De Caus and Della Porta were famous throughout Europe at the turn and first decade of the 17 th century. When Tourneur wrote his Transformed Metamorphosis, the Italian scientist attracted people from all over the world. In the biography Louise George Clubb wrote, Della Porta is highly praised:

The two greatest tourist attractions of Naples about the year 1600 were, according to contemporary report, the baths at Pozzuoli and Giambattista Della Porta. Certainly Della Porta was one of the most famous men in Italy. The Emperor Rudolph and the Duke of Florence sent embassies, and the Duke of Mantua came in person to see the Neapolitan wonder-worker who had penetrated the secrets of nature and was expected at any moment to discover the philosopher's stone. He could count as friends, admirers, or detractors the most learned men of his time. Kepler, for example, and Sarpi, Bodin, Campanella, Peiresc, and Galileo. The literate world knew the results of Della Porta's investigations, experiments, and speculation through his heterogeneous publications, for the earliest edition of his Magiae naturalis (Neapoli, 1558) to De aeris transmutationibus (Romae, 1610), the last of his scientific works printed in his lifetime. He wrote on cryptography, horticulture, optics, mnemonics, meteorology, physics, astrology, physiognomy, mathematics, and fortification, and when he died at eighty, he was preparing a treatise in support of his claim to the invention of the telescope18 (Clubb, 1965, p. 14).

C. Tourneur who spent his life travelling from England to France, Flanders, Italy and back, seems to have used his knowledge of contemporary artificers' devices to expand the scope of his writing and be more attractive to his readers. The Transformed Metamorphosis may be regarded as sheer poetry satirizing the political and religious vices of the time, which critics currently reckon and which it undeniably is, but it may also be read as a dramatic verse proposal for festivities including a satiric distortion of the horror and tragic genre. In his dedication to Sir Christopher Heydon he wrote: 'To thee (this metamorphosed Tragoedie) / To thee, I write my Apotheosie' (p. 53, l. 12-13). The metatheatrical character pervades the lines and metaphorical curtains frame them. The epilogue insists on the morning putting an end to the night revels, and a theatrical metaphor amplifies Tourneur's metadiscourse: 'Now are the pitchie Curtains […] / Drawne backe; and all that in hels caue reposd, / Are dauncing chearely in a siluer twine' (Epilogue p. 75, I, 1-4); they had been pulled back in 'The Author to his Book' (p. 53, l. 5).

Tourneur's work sets the scene of a fantastic (almost gothic) masque-like performance or showa phantasmagoria-including a transformed -somehow distorted-tragedy. It offers a series of correlated highly poetic entertainments, full of Ovidian references to mythology in a space recalling Plato's myth of the cave (the word 'cave' is repeated five times). Whatever its genre, the piece is meant to awaken the senses, to be a sinner's eye and mind opener ('awake' is repeated eleven times, and 'awakes' is once) but the device is paradoxically mystifying since it is mainly based on illusion and on deceitful tricks cheating Man's senses, developed throughout centuries by well-known researchers, whether scientists or not. It is to be noted that theatrical productions are founded on illusions too, and that spectators are their accomplices in the whole process. The Transformed Metamorphosis concentrates on outer and inner forms of chaos blurring the cause-and-effect ambivalent processes as in a phantasmagoria, which French Max Milner 19 defines as 'mental alchemy' 20 in his study of the topic. Funnily enough, C. Tourneur's dedication to Sir Christopher Heydon and Milner's expression could be seen as reverberating each other -although centuries apart-since Heydon was a well-known connoisseur in Art, in Magic and in Alchemy. Knowing that he was a supporter of Essex too, and that The Transformed Metamorphosis allegedly praises the exploits of an Essex-like Mavortian hero involved in an epic expedition to Ireland, in its central part, the loop seems to be looped.

With this information in mind, along with its author, we can say that The Transformed Metamorphosis is, quite paradoxically, 'sence-bereaving', enchanting and 'confounding 21 '.
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'Transformation' is only used twice whereas 'transformed' is repeated ten times including once correlated with a reference to Charon's boat (T.M., p. 58,7,4).

This 'pamphlet' including a 'masque' has been attributed to him for a long time.

Describing the process Charles Darwin wrote: Fear is often preceded by astonishment, and is so far akin to it, that both lead to the senses of sight and hearing being instantly aroused. In both cases the eyes and mouth are widely opened, and the eyebrows raised. The frightened man at first stands like a statue motionless and breathless, or crouches down as if instinctively to escape observation.[…] In connection with the disturbed action of the heart, the breathing is hurried. The salivary glands act imperfectly; the mouth becomes dry, and is often opened and shut. Darwin, Charles, The Expression of the Emotions inMan and Animals, D. Appleton, New York, 1929. p. 334-335. 

Ironically, the grammatical passive form shows that even the concept of metamorphosis can be submitted to itself.

It is often related to harlequinades and to La Commedia dell' arte.

Porta, Giambattista, della, Natural Magick, London, Printed for Thomas Young, and Samuel Speed, and are to be sold at the three Pigeons, and at the Angel in St. Paul's Church-yard, 1658, <https://archive.org/details/naturalmagic00port/page/n9/mode/2up> (accessed 07/12/2023).

'The other Magick is natural; which all excellent wise men do admit and embrace, and worship with great applause; neither is there any thing more highly esteemed, or better thought of, by men of learning'(Porta, G., op. cit., 2. p. 2).
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Ibid., chapter 8, p. 365 : 'How without a Glass or representation of any other thing, an image may seem to hang in the air.' 'Before I part from this image hanging in the air, I will show how you may make the images of all things seem to hang in the air. Which will be the wonder of wonders.'

'When the glass is melted with heat in the furnace, with any little color it will be tainted. If you cast in yellow, the face of him that looks into it, will seem to have the Yellow Jaundices. If black, he will appear wan and deformed. If you add much of it, like to a Blackmoore.', 'Of Strange Glasses' (Book XVII, chap. I)
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 19 Milner, Max, La Fantasmagorie : essai sur l'optique fantastique, Paris, P.U.F., 1982. 20 In his work (cf. supra, footnote 15), Max Milner wrote that 'mental alchemy' is another form of imagination, of fantasy, that optical devices improved through the 18 th century, and that people like Robertson transferred them from entertaining physics to shows. To him, these devices allow to think about the fascinating deceptive connection between reality and the mind that reflects, deforms and transfigures it. 21 cf. supra, footnote 2.