Ovid’s use of love elegy in the Heroides 

Introduction 
Ovid is well known as a poet who pushed against the boundaries of genre[footnoteRef:1]. One such experiment is the collection known as the Heroides. Exact dating is disputed, but the ‘single Heroides’[footnoteRef:2] are generally believed to have been written between books 1 and 2 of the Amores[footnoteRef:3]. They are a collection of fifteen poems in elegiac couplets, composed in the epistolary form and purporting to be from heroines drawn from a variety of genres including epic, tragedy, and other mythological traditions. By resituating these heroines (and their addressees) in an elegiac context, Ovid changes the way in which his readers engage with their stories. In this essay, I explore how the Heroides both engage with and depart from elegiac expectations, playing with the idea of masculinity in new ways. I first suggest that any account of the collection should consider them first and foremost as love elegies, and I discuss the implications for interpretation. I then examine the elegiac relationship between subordinate amator and dominant puella, proposing that this relationship is central to the genre. Through discussion of two epistles within the Heroides, Phaedra’s letter to Hippolytus and Medea’s to Jason[footnoteRef:4], I explore the way this dichotomy operates in the Heroides, finding that the typical elegiac conceit of submissive male is subverted. I then consider a further axis of interaction between elegiac lovers: that of desiring subject and desired object. I argue that both Phaedra and Medea take on the typically masculine amator posture of desiring subject, relegating their male addressees to the passive role of desired object. As a consequence, I suggest that Ovid uses the familiar features of Latin love elegy to create new relationships in the Heroides, adding a new twist to elegy’s play with ideas of masculinity.  [1:  e.g. Farrell, 2009, p.372]  [2:  Distinct from the ‘double Heroides’ which are thought to date from a later period:  Hinds, 2012]  [3:  Hinds, 2012]  [4:  Fulkerson (2009, p.79) places the epistles into two groups: heroines wishing to further a relationship, and heroines whose relationships appear over: Phaedra is the former and Medea the latter, providing as broad a spectrum as is possible with only two epistles.] 


Heroides as love elegy
[bookmark: _Hlk216039359]Recent years have seen increased interest in the fluidity of genre in Latin literature[footnoteRef:5]. Nevertheless, genre remains an important element in the understanding of Roman poetry, and the choice of form can reveal much about a poet’s aims[footnoteRef:6]. For example, while analyses of Virgil’s employment of elegy in the Aeneid[footnoteRef:7] offer fascinating insights, the fundamentally epic nature of the Aeneid is, I suggest, hard to deny. Scholars continue to explore this important area of research, but there is still value in the identification of (at least primary) genre as a guide to expectations; expectations which may be either realised or deliberately subverted[footnoteRef:8]. While the interplay of genres in the Heroides has long been of interest[footnoteRef:9], I suggest that their metre[footnoteRef:10] and the elegiac lens through which the heroines see the world prompt us to read them primarily as love elegies.  [5:  Martorana, 2025, p.43; though the crossing of generic boundaries has long been recognised (e.g. Farrell, 2009, p.378 cited Kroll, 1924) ]  [6:  Boyd, 1997, p.14]  [7:  e.g. Keith and Myers, 2023 in Martonara, 2025, p.48]  [8:  Boyd (1997, p.14) argues that Ovid’s attempts to explore and extend the limitations of elegy highlight the fact that there are such limits.]  [9:  e.g. Spentzou, 2003]  [10:  On the importance of metre, see, e.g. Morgan, 2010, p.7] 

[bookmark: _Hlk216040507]That they are written in the elegiac couplet is evident; the elegiac lens which pervades Latin love elegy, causing everything to be seen through a perspective of desire[footnoteRef:11], is clear in each epistle. As Thorsen[footnoteRef:12] notes, “the act of writing letters fits into what might be called erotic-elegiac fundamentalism, where life consists of only one of two activities, depending on the beloved’s presence or absence: making love or writing about love”. When Penelope refers to the events of the Trojan war, she views it not through the heroic lens of epic but through the elegiac lens, seeing it only in terms of the absence of her bed partner[footnoteRef:13]; when Dido writes of Aeneas’ search for a new land, she reduces his travels to “mere sexual adventurism”[footnoteRef:14]. The significance of this is that recognition of genre should prompt us to interpret the Heroides in particular ways and, I suggest, problematizes alternative approaches.  [11:  e.g. Fear, 1993, p.12; Barchiesi, 2001, p.32]  [12:  2013, p.118]  [13:  Ov. Her. 1.47-50]  [14:  Gross, 1979, p.313] 


[bookmark: _Hlk216040991]For example, Jacobson argues that Ovid’s aim in Heroides was to develop character portraits with psychological realism[footnoteRef:15]. His resulting analysis is scathing of much of the collection, for example finding Dido “a failure”[footnoteRef:16], Medea “unfortunately dull”[footnoteRef:17], and Phaedra “a joke”[footnoteRef:18]. He compares Ovid unfavourably to Apollonius, Euripides and Virgil[footnoteRef:19], but his very points of criticism are those which reflect elegy, such as Dido’s desperation, Penelope’s self-pity, and Medea’s unhesitating betrayal of family and country for a selfish brand of love. In assessing the Heroides on grounds more suited to other genres, Jacobson looks for sincerely expressed emotional depth, which simply should not be expected[footnoteRef:20]. A psychological approach is also taken by Lindheim[footnoteRef:21] (whose application of Lacan’s theory of desire I will return to below). Though expressly linking a focus on sexual desire to the elegiac nature of the collection, Lindheim seeks to demonstrate that Ovid’s intention is to say something about the true nature of women[footnoteRef:22]. [15:  1974, p.274, 372]  [16:  p.76]  [17:  p.123]  [18:  p.157]  [19:  p.84, 123]  [20:  Sharrock, 2012, p.124 notes a history of scholarship which criticises Ovid’s elegies with lack of emotional depth.]  [21:  2003]  [22:  e.g. p.11, 179] 


On the contrary, the goal of Latin love elegy is not authentic psychological experience but literary performance[footnoteRef:23], in which conventional language, topoi and dynamics are used to stage a particular type of performed desire. If that foundational feature is overlooked, readings of the Heroides are liable to project intention that may not be justified, often to their detriment[footnoteRef:24]. With that in mind, I will turn now to the expectations raised by the Heroides’ elegiac nature. [23:  James, 2003, p.3 ]  [24:  Though psychological and similar readings continue to be pursued (e.g. Fulkerson, 2009), and not without value so long as their elegiac nature is borne in mind when coming to any conclusions about the poets’ intentions.] 


Expectations of love elegy 
A key element of the elegiac lens is its focus on the feelings of the amator rather than those of the beloved. Elegy deals with the amator’s desire, jealousy and despair, and usually offers pain and opposition instead of happier emotions. Common imagery includes love as madness, fire or a wound, love as slavery, and love as war. Common situations include alienation from the world, exclusion from the beloved, and infidelity. The conventionality is a deliberate choice by the elegists, their challenge being to deploy familiar ideas and images in new ways[footnoteRef:25]. These elements recur throughout the Heroides[footnoteRef:26], but the one I focus on here is the dynamic between submissive amator and dominant beloved. [25:  Gibson, 2005, p.161-2]  [26:  e.g. Fulkerson, 2013, p.81; Thorsen, 2013, p.118-9] 


The elegists explore this dynamic through the common topos of servitium amoris[footnoteRef:27], likening the amator’s love to slavery. This has many expressions[footnoteRef:28], but underlying them all is the implication of amator’s loss of control to beloved. His helplessness is underlined by his highly emotional nature. He is passionate, despairing and jealous[footnoteRef:29], and all these emotions are expressed in terms that emphasise their power over the amator and his emotional dependence upon the beloved. His subordination is expressed through his pleading and her refusal, with occasional (strategic) acceptance, which emphasises the beloved’s self-control in contrast to the amator’s lack[footnoteRef:30]; the resulting amatory persuasion forms a key part of Roman love elegy[footnoteRef:31]. These elements of slavery, emotion and persuasion interact to produce the fundamental dynamic of the submissive male lover. [27:  e.g. Fulkerson, 2013; Lyne, 1979]  [28:  For instance, Lyne (1979, p.126) notes that Propertius uses ideas of loss of freedom of speech more than other elegists; Tibullus physical punishment.]  [29:  e.g. Barchiesi, 2001, p.33]  [30:  James, 2003, p.25]  [31:  e.g. Gross, 1979, p.317; James, 2003, p.13,20] 


Recent scholarship demonstrates a continuing interest in the subversive nature of this play with gender relations[footnoteRef:32], in respect of which it is often emphasised that the important side of the polarity is the masculine: i.e. elegists are not interested in elevating or empowering the female but in shaming and feminising the male[footnoteRef:33]. Protection of the male citizen was of great concern to Roman law[footnoteRef:34], but the amator cedes control to his beloved; masculine identity was centered on military ideals[footnoteRef:35], ideals which the elegiac amator specifically rejects in favour of love. Rather than the victorious general, the amator is the captive of Love itself or of the beloved[footnoteRef:36]. His expressions of submission are viewed as “countercultural”[footnoteRef:37], “nonconformist”[footnoteRef:38] and “intended to provoke”[footnoteRef:39]. It is often seen as a way of talking about questions of power and powerlessness in a safe, non-political context[footnoteRef:40], at a time of political and societal upheaval as all Roman men became subordinate to the emperor, effectively effeminizing them[footnoteRef:41]. Another, perhaps complementary, interpretation of elegy is as “escapist literature”[footnoteRef:42], allowing a temporary escape from masculine responsibility[footnoteRef:43]. Whatever its motivation, Roman love elegy’s play with male submissiveness is fundamental to the genre, and it is subverted in the Heroides. [32:  e.g. Ancona and Greene, 2005; McCoskey and Torlone, 2014, p.76-8 ]  [33:  e.g. Gibson, 2005, p.163. For servitium as feminisation, see e.g. Fulkerson, 2013, p.185.]  [34:  McCoskey and Torlone, 2014, p.51]  [35:  Drinkwater, 2013, p.194]  [36:  e.g. Prop. 1.1.1-4; Ov. Am. 1.2]  [37:  Harrison, 2013, p.149]  [38:  Barchiesi, 2001, p.38]  [39:  Lyne, 1979, p.117]  [40:  e.g. Fulkerson, 2013, p.87]  [41:  Westerhold, 2023]  [42:  Goold, 1990]  [43:  Fear, 2005 ] 


Submissiveness in Heroides
Ovid’s heroines adopt the usually male role of amator. Instead of a male poetic persona, as in the vast majority of Latin love poetry, we have female amatrices, each writing to their beloved as a supplicant seeking to persuade[footnoteRef:44]: to win love or to justify their emotions, or both. Phaedra and Medea produce two very different epistles, but each demonstrates through elegiac convention that she is supplicating amatrix.   [44:  Many scholars explore the implications of the male author (e.g. Farrell, 1998; Spentzou, 2003), but here I accept the fiction that the writers of the letters are the heroines themselves, focusing on the assumed ego of the speaker of elegy rather than the poet himself. ] 

Phaedra’s servitium and loss of control are evident in language of submission and captivity familiar from love elegy, for example: me tua forma capit (64)[footnoteRef:45], nobilitas sub amore iacet (161)[footnoteRef:46]. Here, Phaedra combines elegiac ideas of enslavement to love and the insignificance of a good name when faced with love’s power. When she says it was love that compelled her to write (iussit amor, 11), she highlights the power of love, and her suggestion that love rules over even the gods (12) is familiar from elegy[footnoteRef:47]. Medea too describes her younger self as capta (92) upon meeting Jason. Both incorporate triumphal imagery: Medea’s innocence is praeda (111)[footnoteRef:48]; Phaedra tells Hippolytus ponite tropaea (66). Triumphal imagery appears often in love elegy and was exploited to the full by Ovid in Amores 1.2. The ideas of captivity, triumph and slavery are closely connected in servitium amoris, marking the lover’s submissiveness. In fact, it is not only Phaedra herself who is enslaved to Hippolytus: taking the trope to elegiac extremes, she suggests that her whole kingdom will be his slaves (164). Phaedra picks up the loss of freedom to speak which is a common feature of Propertius’ servitium[footnoteRef:49], describing how she tried to speak to Hippolytus but ter inutilis haesit/ lingua ter in primo restitit ore sonus (7-8). [45:  c.f. Cynthia prima suis miserum me cepit ocellis (Prop. 1.1.1)]  [46:  c.f. caput impositis pressit amor pedibus (Prop. 1.1.4); nec tibi nobilitas poterit succurrere amanti (Prop. 1.5.23)]  [47:  e.g. Ov. Am. 1.9.39, 2.9.47]  [48:  c.f. Ovid is Cupid’s praeda (Ov. Am. 1.2.29)]  [49:  e.g. Prop. 1.1.28, 1.5.14-7] 


Phaedra’s likening of herself to harnessed animals is also familiar and a submissive image: scilicet ut teneros laedunt iuga prima iuvencos/ frenaque vix patitur de grege captus equus (21-2)[footnoteRef:50]. Love harnesses the lover like a reluctantly domesticated animal. Like Ovid’s amator driven to the exertion of waging amorous wars[footnoteRef:51], Phaedra is driven to Hippolytus’ outdoor pursuits (37-50). Her language (mittor, 37; mihi impetus ire, 38; subsequor, 40) is passive: she is controlled by her love. Medea’s deeds in the name of love are darker, and are enumerated throughout her letter, making it clear that all was for Jason (132). However, while it was her love that directed her previously, it is now her anger (quo ferret ira sequar, 209). [50:  c.f. detractant prensi dum iuga prima boves/ asper equus duris contunditur ora lupatis (Ov. Am. 1.2.14-5)]  [51:  Ov. Am. 1.9.43-5] 


These uncontrollable emotions further establish the heroines’ lack of control, and are expressed through elegiac imagery. Phaedra’s dominant emotion is desire, and she describes her love in terms of burning (nostras avido fovet igne medullas, 15; urimur intus/ urimur, 19-20; adurimur igni, 33)[footnoteRef:52], madness (furor, 51)[footnoteRef:53], and a wound (caecum pectora vulnus habent, 20; acer in extremis ossibus haesit amor, 70)[footnoteRef:54]. Medea’s principal emotion is despair[footnoteRef:55], as is evident from the outset of her epistle with her lamenting: ei mihi…cur…cur…cur (7-12). She weeps (55, 58, 64)[footnoteRef:56], beating her breast and scratching her cheeks (153-4) with hair undone (64), and she emphasises that her despair never leaves her: tener a misero pectore somnus abest (170); acta est per lacrimas nox mihi (58); non mihi grata dies; noctes vigilantur amarae (169)[footnoteRef:57]. Both Phaedra’s desire and Medea’s despair[footnoteRef:58] distinctly recall elegy’s extreme emotions and loss of control, as well as its focus on the painful aspects of desire. [52:  Medea’s fire imagery also drives home the strength of her desire from the first time she sees Jason (nec notis ignibus arsi/ ardet ut ad magnos pinea taeda deos, 33-4) until the present (non valeo flammas effugere ipsa meas, 166); c.f. Ov. Am. 1.1.26, 3.2.33-4]  [53:  Very common in elegy, e.g. Prop. 1.1.7]  [54:  c.f. Medea’s male saucia (57) and, e.g. Ov. Am. 1.2.29]  [55:  Overshadowing even her anger, though this becomes more prominent towards the end of her epistle.]  [56:  Crying is common in elegy, e.g. Prop. 1.5.13-6]  [57:  c.f. Prop. 1.5.11, Tib. 2.4.11-2]  [58:  As well as the emotions of other heroines, such as Ariadne’s bewildered desolation and Penelope’s anxiety.] 

Following an outpouring of emotion, both Phaedra and Medea turn to supplication. Like their male elegiac counterparts, their pleading illustrates their dependence on and subordination to their beloved. Phaedra describes Hippolytus in terms often used for the elegiac puella: durus (85, 156)[footnoteRef:59], ferox (165)[footnoteRef:60], saevus (166)[footnoteRef:61]. Her supplication repeats imagery of submission and captivity, for example: non ego dedignor supplex humilisque precari (149); victa precor genibusque tuis regalia tendo/ bracchia (153-4)[footnoteRef:62]. Medea concentrates more on Jason’s broken promises of fidelity (infido, 72, 210; fraudis, 120)[footnoteRef:63], and she also expresses her submission in elegiac terms: tam tibi sum supplex quam tu mihi saepe fuisti/ nec moror ante tuos procubuisse pedes (185-6).  [59:  e.g. Prop. 2.1.78, Ov. Am. 2.4.23]  [60:  e.g. Prop. 1.5.12, Tib. 3.4.76]  [61:  e.g. Prop. 1.1.10, Tib. 2.4.6]  [62:  c.f. porrigimus victas ad tua iura manus (Ov. Am. 1.2.20); non ego tellurem genibus perrepere supplex (Tib. 1.2.85)]  [63:  Such betrayal also appears in, e.g. Prop. 1.11.15-6] 


These key elements of loss of self-control to extreme emotion and supplication of (and subordination to) the beloved mark Phaedra and Medea as elegiac amatrices. 
The result of the heroines’ adoption of the submissive role in the amator/beloved relationship is the removal of the dynamic’s subversive nature. With the heroines acting as supplicants, their heroes by default regain their traditionally dominant position. Fulkerson[footnoteRef:64] sees this as wholly reversing the normal pattern of elegy, but elegy offers further avenues to subvert expectations of masculinity, and next I will explore another axis of elegy’s gender dynamics.  [64:  2013, p.84] 


Desirer and desired in Heroides 
Lindheim applies Jacque Lacan’s psychoanalytical theory of desire to the Heroides, to address the perceived issue of incoherence in the heroines’ self-presentation, in that they present alternately as powerful and helpless[footnoteRef:65]. She identifies all of Ovid’s heroines with Lacan’s desired identity, and argues that Ovid’s goal is to represent the homogeneity of women, with each similarly fluctuating between self-representations of powerful and helpless in order to attract their lovers[footnoteRef:66]. However, while Lindheim sees these self-representations as the creations of a desired to retain her place as the object of desire[footnoteRef:67] (thus aligning the heroines with the elegiac puella rather than the amator), two features of the epistles suggest a more complex picture. After a brief outline of Lacan’s theory as applied by Lindheim, I will consider the effects of these.  [65:  2003, p.90]  [66:  p.90, 180]  [67:  p.89, 98] 


Lacan’s theory of desire[footnoteRef:68] posits two desire identities: desiring subject and desired object[footnoteRef:69]. These binaries map well onto Latin love elegy: the amator is the desirer who wants to, in a sense, possess the puella; the puella in turn is the desired, who wants to be wanted by the amator. As I will demonstrate below, the amator/desirer is the active party whose passion elegy expresses. In contrast, the role of the puella/desired in elegy is that of passive object, her own desire rarely seen. Motivated by a desire to possess[footnoteRef:70], the amator gives the puella gifts for which he feels he is owed favour.  [68:  See Lindheim (2003) for an overview.]  [69:  Lacan refers to these respective positions as ‘masculine’ and ‘feminine’ but, given that they are not firmly linked to biological gender, I will avoid the confusion that Lindheim sometimes appears to slip into by using the more neutral terms desirer and desired.]  [70:  e.g. Tib. 2.4.21-6] 


McCoskey and Torlene[footnoteRef:71] observe that: “although love poetry pivots on ego’s alleged attempts to ensure that the puella is faithful in loving him, her actual desires are rarely considered”. The same can be observed in the epistles of Phaedra and Medea, which focus entirely on their own feelings. As discussed above, Phaedra expresses her passion for Hippolytus at length, but acknowledges that he hates puellas (173): clearly it is Phaedra’s desire, not Hippolytus’, that is the focus of the letter. Medea recognises, as she must, that Jason has moved on, but is trapped by her own love for him (me sequitur semper, amore tui, 136). Again, it is her feelings that are the entire focus of the epistle. [71:  2014, p.64] 


Like the elegiac amator[footnoteRef:72], both Phaedra and Medea describe their beloved’s physical beauty. Phaedra calls Hippolytus pulcherrime (125), and provides a full description of his charms (71-84). Much of the description is familiar from love elegy: candida vestis erat (71) – since Hippolytus is tanned (flava ora, 72) it is his clothing that is candida, but the feminine form of the adjective agreeing with vestis nudges the reader to comparisons with elegiac puella[footnoteRef:73]. In an echo of Propertius’ warnings to Cynthia about excessive adornment (Prop. 1.2), and Ovid’s advice to young men (Ov. Ars. am. 1.505-24[footnoteRef:74]), Phaedra praises Hippolytus’ manliness (virilis, 76), including his hair (a feature of puella often mentioned[footnoteRef:75]), his falling sine arte (77). Medea too references her beloved’s hair (flavi…capilli, 11) and credits her downfall to her first sight of him: tunc ego te vidi (31), then emphatically et vidi et perii (33). Jason was formosus (35), and abstulerant oculi lumina nostra tui (36)[footnoteRef:76]. Phaedra was also captured by Hippolytus’ beauty (me tua forma capit, 64). This focus on the beloved’s physical beauty is a regular feature of elegy and is emblematic of the amator’s desire, the beloved being seen as a physical object to possess. [72:  e.g. Ov. Am. 1.5.17-22; Prop. 2.2.3-6]  [73:  e.g. candida…colla (Ov. Am. 1.5.10); candida diva (Cat. 68.70)]  [74:  Ovid uses Hippolytus as an exemplum in Ov. Ars am. 1.511: nec erat bene cultus ]  [75:  As Hippolytus’, usually loose, e.g. dividua…coma (Ov. Am. 1.5.10); lapsos…capillos (Prop. 1.3.23)]  [76:  c.f. Cynthia prima suis miserum me cepit ocellis (Prop. 1.1.1); non illa relinquet ocellos (Prop. 1.5.11)] 


Turning to the idea of possession of desired by desirer, here too both Phaedra and Medea epitomize the desirer. While participating in the elegiac conceit of being conquered by their beloved (victa, 4.153; capta, 12.92; praeda, 12.111), their epistles reveal a desire to possess rather than be possessed. Phaedra addresses Hippolyto meo (164), and Medea asserts that Jason gave himself to her (197), telling him: meus est (158)[footnoteRef:77]. Medea’s attitude is one of having earned Jason through her generosity to him, a theme she returns to repeatedly (15-18, 97-118, 127-30, 159-74, 199-206), summing up her position clearly in line 197: te peto, quem merui. This sentiment of being owed something for gifts or exertions is shared by male elegiac lovers, such as Propertius (munera quanta dedi vel qualia carmina feci, 2.8.11; and yet nec mea dicetur, 2.8.6); and Ovid (ad vatem, pretium carminis, ipsa venit/ magna datur merces, Ov. Am. 2.1.34-5). When Medea acknowledges the wealth of Creusa and the benefits she can bring to Jason (25-6, 53-5), comparing it to her own, she brands Jason an elegiac puella attracting multiple lovers to meet his greed[footnoteRef:78].  [77:  In contrast, Penelope tells Odysseus tua sum (Ov. Her. 1.83) and calls herself tua Penelope (Ov. Her. 1.1).]  [78:  James, 2003, p.38] 


With the heroines embodying the desirer position on the axis, their male beloveds are forced into the role of desired. Accordingly, although the heroines’ supplication appears to have returned the men of the Heroides to the dominant position expected of Roman masculinity, these same men have now taken on another feminizing role. Instead of their desires being expressed, they are the receptacle of others’ desire and, like the elegiac puella, their words are not heard[footnoteRef:79] except through the mediating and selective voice of the heroines. Rather than imposing themselves, they find themselves in a passive position which is so antithetical to Roman ideas of manliness.  [79:  James (2003, p.178) notes that only Cynthia ever speaks, and that rarely.] 


Conclusion
In this essay I have sought to demonstrate that Ovid uses the Heroides to continue elegy’s engagement with masculine norms. The aim of the essay was to illustrate the type of insight made available by the recognition of the fundamentally elegiac nature of the Heroides. Having primed us to read the collection as love elegy through choice of metre and deployment of the elegiac lens, Ovid delivers elegiac language, imagery and situations. His amatrices’ submissiveness returns a dominant role to their male beloveds, but Ovid uses elegiac conventions in new ways in his exploitation of an alternative axis on which gender dynamics are played out, that of desirer and desired. This allows him to take Latin love elegy in a new direction while continuing its key subversion of masculinity.

Not all of the Heroides follow this pattern: in Heroides 7, Dido’s presentation wavers, for example describing Aeneas as materiam for her love (34), and yet offering to be his (168); in Heroides 1, Penelope seems to embody the desired position with her focus on how she is viewed by Ulysses and by the suitors, and her repeated assertions that she is his (Ov. Her. 1, 83-4). This suggests that Ovid does not pursue a consistent policy throughout the collection when it comes to gender relations. What I have sought to demonstrate in this essay is only one of the ways in which Ovid retains elegy’s playful challenge to masculinity while expanding the boundaries of the genre. Some scholars have questioned the success of the displacement of Ovid’s heroines into elegy. For example, Westerhold[footnoteRef:80] suggests that Ovid reveals the limitations of elegy in its reinterpretation of everything to fit its erotic ideology, finding that his tragic heroines, Phaedra and Medea, are unrecognisable as women in elegy. Here I have sought to show that it is these heroines’ very differences from elegiac puellae that allow the collection to embody the elegiac ethos of play with masculine identity.  [80:  2023] 


But perhaps the Heroides does something more. McCoskey and Torlone[footnoteRef:81] review the continuing debate in modern scholarship in relation to whether Latin love elegy can be considered feminist. They wonder whether, when we bring gender to the study of elegy as a key binary, we ourselves reinforce and reproduce gender as a means of structuring difference. With its inconstant treatment of gender relations, the Heroides appear to destabilise these distinctions, no longer presenting a homogeneous masculine/feminine divide, but rather shifting roles which perhaps invite us to view elegy through a lens other than a gendered one. [81:  2014, p.76-8] 
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