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CHAPTERI·
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INTRODUC'l'ION

John lilil ton wr-ot e his Latin poe t ry during the early years of

his life. By studying these poems we can mark several milestones

in his poetic. development which poi rrt.ed the Hay to the writing

of his finest Latin poem, Epitaphium Damonis,l Although thi s .

was his last Latin poem he had already shown himself to be a poet

of the first order in writ ing his famous monody, Lycidas, in

memory of Edwar-d King's death at sea. This monody is described

by Misa Hope Nicholson as "the most perfect long. short poem in the

2
English langu.age."

The Epitaphium Damonis was written some time after Lycidas, at an

important stage in his career, for he was contemplating the subject

of his epic.3 This epitaph displays some of his most intensely

personal poetry and is addressed to Charles Diodati, a close friend

of Mil ton's, who had died at a young age. The poem is a turning

point in Milton's development as it indicates a resolution of

several thorny problems that had: bedevilled secular Latin metrical

verse for centuries.

In re vi.ewing f.fil ton's development we gain the impression that he

d d h· L t· t t· h' 4regar e ~s a ~n poe ry as an appren ~ces_~p. Hhen he had

proved his mastery of. the craft in the epitaph on Diodati, he turned

to writing an English epic with perfect confidence. In discussing

the epitaph, therefore , it is necessary to examine !~Iilton's'

technique in the light of an historical survey of secular metrical

Latin verse before He can fully appreciate the importance of his

achievement.
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'There Here three serious problems facing anyone who attempted

to Nrite Latin poetry in the Seventeenth Century. In the first

place there was the enormous difficulty of mastering Latin metre
5

and the Latin language i.tself. In order to succeed in this

Milton was the first ·Englishman who , after

a student had to devote the greatest part of his time to reading

and imitating the classical authors. Few poets gained the'

facili ty in this art that Mil ton did. Samuel Johnson readily

grants him this distinction:

."lance heard Mr. Hampton, the translator of

Polybius, remark what I think is true, that

the revival of letters, wrote Latin verses

6
with classical elegance."

The second problem facing a prospecti ve poet in Latin was the dead

\veight of trite phrases and tags that had been inherited directly

from the I;IiddleAges and indirectly from the rhetorical schools
7

that flourished in the Roman Empire. Ovid had been the supreme

model of excellence during the .r~iddle Ages. By the very nature

of his work, however, he had been misunderstood and his technique

had been abused. Hhere l£guax Naso had possessed a spontaneous

genius for elegant and faultless'verse, his imitators debased it

by reducing poetry to a collection of contrived, ostentatious

phrases.

This process systematically excluded all originality and personal

expression so that many poets of the Middle Ages abandoned the

I......3

classical conventions as they proved too constricting. Such

poets still \frote in Latin but employed the techniques of
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8
rhythmical verse, rather as we use stress in Eng;lish poetry tOday.,

The Renaissance, howeveri returned to classical principles and

required poets writing in Latin to employ the classical,

sidered worthy for the composition of

9serious Latin poetry."

quanti tati ve verse:

"In the Renaissance 'the troublesom and

modern Bondage of Rimeing ' - as Mil ton

puts' it - was rejected as tthe Invention

of a barbarous Age to set off wretched

f<latter and lame iVIeeterI, and the quanti ti ve

metres of antiquity were the only ones con-

Necessarily, therefore, Renaissance poets "lere forced to start from

the debased tradition of Ovidian poetry which Italy had chiefly

preserved in a mechanical and sterile manner through the cent.ur-ies,

The extent of this tradition is quickly observed in one Of Milton's

early poems.

"Elegia Prima depends heavily on Ovid; the tags of phrases from

the Amores, the Netamorphoses, the Enistulae ex Ponto and the
10 '

Tristia mark almost every line of ,the poem." Milton solved the

problem of this inheritance by an ingenious adaptation of it.

"But Elel!'ia Prima uses Ovid more cleverly than merely as a source

fer pat phrases: it poses a parallel, or more properly a cross-

relation, ' between !\'Iil ton's exile from Cambridge and Ovid ' sexile
11.

from Rome."

j. .:... 4



secular verse ever since the fourth century A.D. The poet had
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In this Nay Milton was follo\'Jinga classical procedure Hhich

was based on the stylistic precept enjoining authors to make

traclitional matter their Olm by personal treatment of it, and

in so doing he produced a verJrindividual poem. Throughout
12

his better Latin poetry the principle of adapting classical

form to suit the poet's particular requirements is successfully

applied. In solving the problem of having to use a body of

medieval conventions, Milton's solution was superb.

The third major problem that poets \-lritingin Latin had to

contend with during the Renaissance, had been the bane of

to face the dilemma of trying to reconcile a Christian conscience

with writing verse in heathen genres. Inevitably the poet failed

to reconcile these two elements and turned wholly to Christianity.

Throughout the Middle Ages this pattern was repeated, century after

century.

It began most obviously ,,,ith Paul.inus of Nola \1ho turned away from

the old, heathen studies of his tutor, Ausonius,to devote his life
14

to Christ. In Venantius For-tunat us we perceive the same problem.

He found poetical expression for his true emotions through the

new rhythmical verse and could only employ the classical forms for

the affected court verse wh i ch he was obliged to write. Serlon
15

of 'Nilton was not yet able to sol ve this thorny problem in the

twelfth century. His earl~er poetry is committed to gr~~atical

subjects or frivolous verse. After he had t ake n Holy Orders, his

verse bet~ayed exactly the same ~~easiness as that of Paulinus of

Nola.

( ... 5
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During the Renaissance, poets writing in Latin grappled with

the same problem again whe n they attempted to wr-ite love poetry
16

in the bucolic tradition of Theocritus. Sannazaro successfully

concluded his piscatory eclogue by deifying his beloved Phyl.Lis,

But that is a concession to the classical form and no solution
17 18

for a Christian conscience. Castiglione and Buchanan are still

less successful, as their poems lack even a pagan resolution.

!tlilton'ssolution is, once again, ingenious and based on adapt ation

of classical form in a un ique way wh i ch he later employed '\'lith

great success in h1s epic poems. Rather than try to reconcile

Christian and secular, Nil ton constructs a hierarchy. vhthin

this he accepts the ancient premise of bucolic or pastoral poetry

on the Love at rung and epic on the topmost, Vergil' s own poetry is

a precedent for this hierarchy: his first poems are the Eclogues,
19 ---

then he wrote the Georgies and finally the Aeneid. Milton did the

same ,by beginning wi th his minor Latin poems and ending with his

epic.

20
As we have said, the Epitaphium Damonis was wr-i t ten at a crucial.

time in Mil ton's 1ife, between the minor poems of hi s youth and

the major poems of his maturity. At this time he had to -reconcile

his secular w ith his Christian material. His solution· is contained

\-lithin the ePi taphium Damonis and is essential to an understanding

of Milton's hierarchical order and the whole tradition of classical
21

form generally.

fililtolisucceeded by placing Christian values above the epic. It

was such a simple solution and yet it required a poet of genius to

j .... 6
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envi sage the cosmic order of it all. It had taken European

literature over ten centUries to develop a scheme that could

accommodate, not reconcilew both Christian and secular.

In the' epita.ph to Diodati the resolution of the poem lies in

the promise of a Christian resurrectionD So, from the out.set,

Mil ton places himself at the very centre .of the d.ilemma of

secular and Christian valueso' The issue is death and salva.tion.

The poet masterfully takes us from the bucolic, through the epic,

to the Christian, He identifies the bucolic with the flesh and

the old world of sin in Adam. The earth represents the cold

mortality of the grave. He then moves on to identify the epic

\'Iith literary asp irati.ons which are taken to be more elevated

than those of the flesh. The immortality of letters is'still not

satisfactory and he finally resolves the poem in a vision of
22

Christian salvation.

The identity of the bucolic lvith pursuits of the flesh, the epic lvith

literary pursuits and finally Christian faith with salvation creates

an upwar-d flight which depends for the miracle of its ascent on the

depiction of earth first and of the spirit Last ; To depict these

vividly, nothing is more suitable than the classical bucolic and

the Christian hJ~n. The beautY'of the spirit is infinitely.

enriched by the reality of the flesh. The mystery of flesh become

spiri t is all the more convincing,

In this 'llay,then, Mil ton solved the problem of classical form and

Christian conscience. Re employed the one to enrich the other. As

direct heirs of the Rena.issance , we take for granted the order and

unity of a Christian-humanist hierarchy, but we cannot do the same
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when studying the evolution from medieval to Renaissance poetry.

It is essential, therefore, to trace the tradition of classical

metrical verse down to Milton, before we can underst~~d why the

various forms of Latin poetry changed the way they did.

Two protean figures stand at either end of the Middle Ages.
23

Venantius Fortunatus is at the beginning and is neither of the
24

ancient world nor of the medieval \'lOrld,,..hile Petrarch is at the

close and is neither medieval nor Renaissance. Between them the

three main lines in Latin verse tradition are those indicated above

with reference to Milton technical proficiency, the Ovidian

line and the dilemma of Christian/secular values.

These same three lines dominate the Renaissance period, which is

marked off, for the purposes of this tradition, by Petrarch at

the beginning and Mil ton at the end. The two periods treated

poetical forms quite differently, and the reasons for t~at

difference can largely be explained in terms of those lines. Three

more element's wh i.ch must be distinguished in this tradition are
25 26 27

friendship, satire 'and philosophy.

By observing the view of poetry which Horace upholds in his tss:
28

Poetica, it becomes clear that a far closer similarity exists be-

tween Nil ton and Horace than between Venantius Fortunatus and

Hor-ace, This indicates to what extent we are bound to ultimately

recall our past traditions no matter hO\-Iser-i ous Iy they may have

been jeopardized and no matter how long they have been forgotten.

Literature, after all, is an organic function of mankind so that

it is subject t o illness or good health in the same 'ltmy as a human

/ ...•. 8
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being.

.tunat ua as Petrarch. In order to do them justice i we must

During the Dark Ages literature was sadly ailing, but by the

end of the Renaissance it had not merely recovered the strength

of the ancient world, but gained a great deal as well. One could

hardly describe the weal bh of inheritance better than Mr. C. S. Lewis:

"Human i ty does not pass through phases as a train

passes through stations: being alive, it has the

. pri vilege of always moving yet never leaving any-

thing behind. Hhatever we have been, in some sort
29

we are still."

'I'hi s is the case >-Tith the Latin poems of John Mil ton. They stand

in an ancient tradition fixed as much in Horace as Ovid, in For=-

under-st-and the poet's early. verse in the context of that tradition.
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CHAPTEH2

VENANTIUSFOl1TUNATUS

"Two things in particular influence a

writer's style - the intellectual climate

character."

of the age in ~lhich he lives, and his own
1

The Rhetorical Tradition.

In order to consider the poetic forms employed by Venantius-Fortunatus

\..e woul d do ,...ell to trace, quite briefly, the tradition by which he

.recei ved these forms; in this way we may the more easily untangle

what is specifically his and ~lhat is not. Late Latin poetry was

always closely bound to poetic laws and was not, as poetry generally

seems today, a wide-ranging and quickly-changing art.

The earliest poetical wor-k of a serious nature in Latin was a

t r-ansl at ion of Homer's Odyssey made by Li vi us And:ronicus in the first

part of the Third Century. He was followed by Naevius and then

the greatest literary figure of the Second Century, Quintus Ennius,

a man of genius, who revelled in daring experiments. Although

"eminent advocates have protested Ennius' innocence of this particular
2

offence '(false use of tmeSiS)' I this grave error of taste, saxo
3

cere-comminui t-brum," provides a sui table departure point for referring

to the influence of Greek literature upon Roman poets, Ennius used

this poetic device (tmesis) on the model of Greek poetry, particu-

larly the devices of Homeric epic. "i'Jhen we turn to the study of

.... literary Latin this influence (of the Greeks) becomes overwhelming. 1°

I....10
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.Rome rather easily conquered Greece by force of arms because the

Roman soldiers at the time were vigorous and disciplined patriots

unacquainted wi th the leisure and ease of a reflective life spent

amidst the shelves of a library or the civilized charms of walled

gardens; whi ch does not mean that the Greeks were less fond of

fighting than they had been in the past. vlhat is interesting to

us is that. in conquering them Homewas forced to recognize the

poverty of her mm literature. Upon this realization, great

energy and errthus i asm Here immediately expended by several Latin

lolriters in making up for lost time. In the beginning there t-lere

indiscretions~ as shown above, and Horace is the first to poi.rrt

them out:

•...• ~ .•••••..•..••••.••• ·hic et in Acci

nooilibus trimetris apparet rarus, et Enni

in scaenam missos cum magna. pondere versus

aut operae celeris nimium curaque carentis

aut ignoratae premit artis crimine turpi.6

Greece 'flaS, at the time, past her zenith in terms of literary

achievement and it could be said that the Romans saw the lady

as a gracious dowager. Rather soon their own youthful exuberance

was checked, as we see in Horace , perhaps the more sharply for the

slightly wistful cynicism of the Alexandrian movement than it

might have been by the influence of the great Attic age:

"the literature and poetry of the Romans,

despite the Comedians, ~as still far from

maturity when it received the impact of the

Alexandrians in the first century BC

(and) it was one of the aims of the Alexandrian
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movement to revolt against current

imperfections, and to promote ideals of

technical achievement which were still
7

unsati sfied by Latin literature."

"Roman poets did. satisfy those ideals and the central fire of

essential Roman genius burned steadily beneath this mass of

8 .
imposed alien material,"· Virgil exemplified this inheritance

of Greek art in his Aeneid which, perhaps more than any other

Latin work, showe d the final perfection attained after a process

of refining native resources· under strict the disciplines of

Alexandrian poetics:

"Facundia Mantuani multinlex et multiformis

est et dicendi genus omne complect~." 9

Likew,ise, t:Q.ecarefree Lass of Roman poetry now became a

fine lady who began to age in her turn. Horace espoused the

cause of the Alexandrian finishing school for this Roman muse

of poet.ry but never imagined that Roman poetry would be hoist

with its own petard. For such attention Has paid by Roman

poets to fine mannerisms that natural charm became lost: the

Romans learned from their Greek masters to make their prose

poetical and their poetry rhetorical. On the one hand the

rhetoricians claimed poetry: on the other Lucan was "magi~
la

oratoribus auam nostis imitandus ;II Loquax Naso I"JaSdestined

to become the poetic ideal of the jiliddleAges. avid's ready

talent for writing irresiqtably spontaneous and delightful
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poetry whi ch marks so much of his work was mistaken by his

imi tators who became incurably obsessed Hith verbosity and

rhetorical excesses. Ovid ' s distinctively rhetorical style was
11

even more easily abased by the \oJ'i tty and dexterous versifier

that emerged. in the person of the medieva.l cour-t poet.

In Roman Republican times court cases were decisive factors

in the politics of a democratic state. Later, under the

Empire, important cases Here no longer tried in public.

Oratory, losing its public r-o l e , was mainly practised in the

senate and the lecture room. So it came about that audiences

listened more closely for the wel Ls-soundi ng phrase and, neatly-

turned period, without much regard for the matter. In poetry

the parting of the ways came with Statius. Juvenal speaks of

the feminine sensuousness of his recitations and the enormous

crowds that flocked to hear him reading. Statius' Silvae, however,

are much more easily recogniz~d as true poetry. They a.re un-

pretentious little poems of' clear and delightful description.

12
This genre alone seems to have remained fresh and attractive.

Much later, when the rhetorical tradition reaches a hu.rniliating

low, Ausonius' most considerable work is 'his description of the
13 14

ilJoselle. Paulinus of Nola was unable to reconcile the conventions

of the degraded rhetori cal tradit ion with his own conscience ..

In his preference for Christian asceticism 'and the dilemma of

Paulinus' communication w'ith his tutor, Ausonius, we can

perceïve the greater cleft behreen the values of an old and a

new world.
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.. The, two great, original genres that sprang to life in the
15

Middle Ages were the Christian (usually rhythmical) poems

and the Latin love lyric. These two formed the mainstream

of dynamic poetic expression. In Paulinus of Nola we can

see t.he great dilemma which was to face many poets after him.

He had to choose betHeen secular metrical verse in the.tra-

dition of ancient Rome and religious poetry in the tradition

of what Homewas to become - the Holy City of the Vatican.

Paul inus himself chose the new Romebut that choice was by
16

no means the rule. The Latin love lyric only appears Lat er ,

and after that Henaissance Nri ters f'ol.Lowed the ancient tra-

dition with meticulous care.

17
The direct heir to Ausonius is C'laud ian. In his affected,

ostentatious style no exaggeration is too great, fet"/' are

effective. As with Statius and Ausonius it is only his small

descriptions is too incidental to gain lasting admiration.

By chance, themes of natural beauty in these descriptions are

particularly suited to wha't, in other subjects, appears con-

t.ri ved and forced. The elaborate rhetoric attains the quality

of still-life dr-awings t the filigree detail does not pall but
18

enriches the texture.

Yet it must be stressed that these descriptions remain pleasant

exceptions. The political and social conditions of the time

wer-e so adverse to literature and culture that li t t Le could be

wr-i.t ten in the fifth century which was not intended for practical

service or theological controversy. "Typical of the complete

l .....14
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'corruption of taste is Sidonius Apollinaris, a man school~d in

traditional grammar and rhetoric, who , in the fifth century

Gaul of Goth and Burgundian, paid a pathetic tribute of laboured

imitation to the splendour of dying Rome. "Apropos of the style

of his letters H.B.Anderson has remarked on a reductio ad

absurdTh~ of all the resources of rhetoric and a travesty óf the
19

Latin language." There was , howeve r , a precursor of better

things ahead.

The bright genius of the Latin love lyric can be glimpsedi quite

suddenly and long before its real appearance, in the Pervigili urn
20~. It is the picture of a rose-garden on a Spring morning:

the last lovely flower of ancient verse and the first romantic

poem of a new world. Unfortunately it is only a glimpse and,

together \-liththe few outstanding descriptions, it forms the

minor key in Hhat is largely a sombre composition.

In the sixth century, Ennodi.us f'o lLowe d in the footsteps of
21

Claudian. His style is Laboured and contrived as a result" of

his obsession with meaningless literary elaboration merely fbr

the sake of striking effects. Essentially his work seems to be

nothing more than rhetorical pyrotechnics, fIIa.'(imian,on the

other hand, followed the example of Paulinus of Nola.

Né;l.Ximianemployed the elegiac couplet for a good deal of his

poetry. Hi,s choice of this metre is significant because it

dominated medieval metrical verse and vra s a direct inheritance

from Ovi d , 'VJe might almost call Maximian the last Roman poet

in the long line from Ovid to Claudian. Public recitations

we re still held and he himself wa.s so successful that "propter
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22
~eti tiones as s i duas " he was elected prefect of Rome. The

most interesting point about his bi ogr-aphy is that immediately

after his father's death he dismissed all his previous

accomplishments and becam~ a mo~. This volte face is s~~ptomatic

of the general issues of the day. Maximian bid f'arewe H to

the Rome of prefects and consuls just as Europe was welcoming

the monasteries whi ch were to prove a haven in the midst of

barbarian raids,

The pattern of Venantius Fortunatus' life follows that of

Paul i nus of Nola and Maximia,n,

Venantius Fortunatus is neither Roman nor medieval. As stated

above t he is G. protean figure between the two wor-Lds and in his

\'lri tings we can trace three main streams of medieval li tera.ture:

the Lati.n love lyric, Christian rhythmical poetry and secular

metrical verse. In his travels alone, we may observe how he

changes. He started out from Italy as a court poet and settled

down at Poi Hers where he became abbot.

n(Fortunatus) had his name out of a fairytale: a good name for
23

a man who was to be a sort of Mercury be tween two worlds." He

began his life as an Italian rhetorician but ended it as a

Christian saint. The natlu'e of his work reflects this change

most .notably in the forms lVhich he chose to suit his needs, At

the outset his poems ar-e the stiff set-pieges of a court poet but

in the end they are some of the finest examples of Christian

rhythmical poetry,
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A t;'lpical example of Fortunatus' early rhetorical pieces is

the elegy celebrating Bishop Nicetius' castle above the

Moselle. Its most obvious precedent is Ausonius' long de-
24

scription of the same river, F'ortunatus lived hlO hundred

and th.irty years after Ausoni us but the precepts for the

composi tion of these set-pieces had remained fairly cons t arrt ,

Latin \"las very much the literary language and poets were

trained professionally to \'lri te Hi tty epigrams, flattering

epi thalamia, epitaphs and other occasional poems. The

f'oll.owi ng extract is tak.en from For-t unat us ' description of

Bishop Nicetius' castle, It is written in elegiac couplets.

A Mons in praecipi ti susmtnsa mole tumesci t

B et levat excelsum saxea ripa caput:

C rupibus expositis intonsa cacumina tolli~

D tutus et elato vert ice regnat apex.

E proficiunt colli quae vallibus arva recedunt:

F undiql.le terra minor vergit et iste subit,

G quem Mosella tumens, Rodanus quoque parvulus ~mbit,

H certanturgue suo pascere risce locum,

I dtripiunt dulces alibi vaiSa fluinina fruges:

J h3,ec ti bi parturiul'lt! Mediolane ! dapes.

K quantllm crescit aauisg pisces vicinius offert:

L exh ibet hinc epulas. unde r:apina veni t ,

M cernit fru,o.:iferos cOTIp.auclensincola sulcos,

N vota ferens sea'eti fertili tate e;ravi.

o agricolae paSCtLnt oculos de messe futuraf
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p
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ante met it vi su guam fe rat annus opern,

ridet amoenus ager, .tectus viridantibus he rb i s ,

oblectant animos mollia prata vago s ,

~oc vir apostolicus Nicetius ergo peragrans

condidi t optatum pastor ovile gregi;

turribus incinxit ter denis undique collem,

praebuit hic fabricB_rn, quo nemus ante fui t.

vert ice de stunmodemittunt brachia murum,

dum Mosel1a sui sterminus extet aquis,

aula tamen ni tui t construeta cacumine rupis,

et monti inposi to mons eri t ipsa domus, 25

x

y

z

The passage above is characteristic of an occasional piece and:

the elegiac couplet is particularly suited to it as a result

of the fixed pattern of hexameter and pentameter Lines , The

couplet forms a self-contained unit of singular independence

and detachment. These two qualities are particularly suitable

for the formal pieces whi ch Fortunatus was commissioned to

'\-Tritee After all, he earned his br-ead and butter by \-Triting

these verses, and in seeking favour Hith pOHerful bishops, a

d~gree of formality was essential to create the deferential tone

required.

In writing these descriptions the poet traditionally employs a

"topical" structure. He deals Yli th various aspe ct s of the

whole picture one at a time. There is a careful order and

developmel').t in the placing of these "topics." 1J1timately

they should move t owar-ds the figure of the patron himself to

form a portrait in verse,·as it were , To shift the focus from

one "topic" to ano+ner , the poet often links hw couplets into

/.. ,18
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a. quatrain whi ch al.Lows just enough space for a single topic"

The elegiac couplet tends to degenerate very easily into un-

sus't a ine d boredom if perspective is not altered at regular

used, the effect is of a theme developing l'lith discipline t

order and clarity.

26
of a still-life.

The poem then can attain the serenity

In the first quatrain we have a picture of the vast mountain

on whi ch Nicetius built hi s fortress. By virtue of their being
27

~lealthy land-owners, bishops at the time were responsible for

the protection of numerous peasants working the land.

For-tunat us eventually moves t owards the castle itself as a

symbol of the bishop's protective power but begins by describing

the mountain.

The internal structure is almost as regular as the external.

In the first quatrain for example, each line has its pattern of

two adjectives and two nouns. In the hexameter lines the nouns

{rame the hw adjectives (placed next to each other), and the

verb is pl.ace d at the end of the line. In the pentameter lines

the verb (Tt/hieh is, as in the hexameter, third person singular)

is placed within the line and a noun ends each couplet. Both

couplets, AjB and CjD, use ~ to link the hexameter to the penta-

meter.

l .......19
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As far as external structure is concerned the topical develop-

ment can be clearly seen. After a picture of the mountain's

craggy reaches in A, there follows, in B, the surrounding land

and river. In e, D and E the fertility of the area is described.

The Haters abound with fish and the f.arineris delighted and

happy. .Finally the author a~d genius of all this plenty is

introduced in the person of Nicetius himself. Fortunatus

employs the image of shepherd and protector to impart this idea.

This image is the cue for completing the circle and returning

to that seat of the patron bishop built upon the summ i t ,

The development of the external structure is clear and well-

executed, The dominant position of the mountain is carefully

identified ,.,ri th that of the bishop and more specifically his

fortress on top 9f it, This identity underlines the role of

overseer or shepherd which Nicetius had to fulfil. rrhe internal

structure is equally neat and well-balanced. The precise order

does indeed create a sense of formality which supports the

deferential ~one required for what is, in fact, a sort of

panegyric. There is a perceptible tension in the order chosen by

Fortunatus. This tension is created by the sense of expectancy

suggested by dealing so closely, at the outset, with the mountain

., 0 which forms the centre-piece of the composition, then abandoning

that same mountain just short of its su~mit. The expectancy is

sustained over the subsequent quatrains wh ich are, hoi...ever, all

germane in subject matter to the bishop. Finally the poet

clinches the matter by ascribing the rural harmony and abundance to

the bishop and resolving this tension by a. prompt return to

Nicetius' seat, .this time the very summit. As a set-piece it is



I,

-20-

remarkably fresh and it is hardly surprising that Fortnnatus

was generally so well received at the courts of European

In For-tunat.us ' time t.here was still a remnant of the old Gallo-

nobles.

became eA~remely rare and literacy rather lillcommon. Fortunatus

Roman aristocracy who had been educated in the Roman schools.

But as soon as this remnant generation disappeared, learning

was an intimate of several ItIerovingian kings and a decoration

to their states and courts. Venantius depended upon the gene-

rosi ty of the great and here he asks for his daily bread.

Curri t avis repetens a te sua pasc1J.~l?ast0E.:

!lui _s.ibus esse solE':_s! ~..Tihi panie ~pem~28

"Por-tunat us wanders through the terrifying courts. of the giants I
29

a little like Gulliver, timid, gay and ready to admi r-e j " He

became a good friend of the king Sigebert's advise~ Gogo.

At this point we may quote an example of another conventional

form vrh i ch was part of every court-poet' s repertoire. This time

it is hot a panegyric in matter alone but quite blatantly in the

great tradition of the panegyric genre.

1.0
He is able to "proprie communia dicere" ~ when he praises a man

for whomhe had a deep regardj Duke Lupus, in the f'ol l ot..ing

wor-ds ;

l" .. ,'21
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the virtues of the late bishop Nicetius. The poem to Lupus

antigui proceres et nomina celsa priorurn

cedant cuncta, LUDi munere victa ducis.

Scipio quod sapie.!!..~1 Cato guod m~turus ap'ebat,

Pompeius felix, omnia solus habe s ,

illis consulibus Romana potentia fulsit,

te duce sed nobis hic modo Rom~redit .~'31

The couplets .in this poem have a tone noticeably different from

that in the description of the Moselle, Here the strongest

unifying element is the expression of deep admiration for Duke
32

Lupus. The poem is a definite a.ttempt to state the poet's

sincere respect. Where the poetic force in the description

addressed to Nicetius lay in the fo;rmal structure of a court

portrait, in the poem to Lupus that force lies in the communi-

cation of esteem whi ch coalesces within the lines themselves.

As '<le, have observed, For-tunat us attained unity in the Moselle

description by carefully sustaining and resolving a tension in

its outer st ruct ure , The purpose of that uni ty was to extoll

has a more spontaneous ~!d ob1nous unity as a result of the

poet sustaining his Olm feelings wi thi.n the poem. This provides

the whoLe \"lith a commonelement throughout.

In this panegyric, line one displays a pattern of adjectives

and nouns, The ad je ct i ves "ant icrui " and ~~ frame the nouns

proceres and nomina. These t vto pairs are Linke d by et whiLe

E'ior~ qualifies them both and is, therefore, well placed at

the end of the line~ This neat and simple pattern is not

. distinguishable from the lines analysed in the Moselle de scr-i pt i on ,

I.. 2;;'
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.In lines three and four the simple, balanced pattern is more

tightly subordinated to meaning within the line. In line three

a s't r-aigh't f'orwar-d pattern is observed. There are two groups

of three wor-ds wi th a verb at the encl. The subject of either

group is a proper noun placed first. The object of either

group is a neuter pronoun placed second. Finally the ad je'ct i ves

qualifying the nouns are placed third. The verb is again

strongly placed at the end and serves both subjects .. Scipio and

Catoe In line four a third group is also served by the same

~. This time the pronoun is understood on the strengt.h

of the former two groupings. The last three-i·lOrd group of the

four draws the preceding groups "int o close subordination: the

omnia refers to the previous pronouns and solus, by its exclusive

meaning, equals all three former subjects, The impetus of this

construction carries the reader on into lines five and six where

the unity is readily equated with the meaning.

The meaning of three and four is continued in +he ablative

absolute iUis consul ibus , This is answer-ed by the sub je ct r of

solus (Lupus) in an ablative absolute in the sixth line. The

contrast is strengthened by the ~á. etYI;l,ologica in Romana

(L.5)allswered by ~ (L.6).

The more spontaneous esteem F6rtunatus felt for Lupus has dictated

a .closely dependent and continuous construction wi.t hin the line.

To conclude then, He may say that Venantius achieved unity in the

fotoselle description chiefly by a carefully planned external struc-

ture ,·á th the internal structure merely supporting it. On the
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other hand, the unity of the Lupus panegyr i o is achieved mainly

by the internal structure "lith the external dictated by the in-

ternal , This points the \'Jay to a more personal direction in

the poet's Hark generally.

His biography also confirms a development tovrards a more personal

and intimate lifestyle: he finally settled down at Poitiers wi th :

Radegunde, "a widowed queen, austere, but beautiful in all she
33

thought and did." His circumstances wer-e greatly changed. Hhile

he had travelled as a court poet from one patron to another, he

had lived by his \'lit and charm. NO"'l he had found a quiet niche.

where he was revered and loved.

Agnes was a nun who had grown up under Radegunde I s care and late l'

became abbess at ·the age of twent.y, These tlrlO women led a peace-

ful life and were glad to include Por-t unat us in their gentle haven.

He \"las "himself a gentle Epicurean COlU't poet. , .. An indifferent

poe t j but an artist and aware of every fault he had. And in the

grim, if humorous, ...ro r-ld of Gregóry of Tours, brutal and debauched,

his apercus of lovely things, a green parrot on a tapestry, violets

aIld primroses on the altar at Easter, moonlight on a church floor,
34

are proof that the sen se of beauty 1ingered. "

., 0

lï'ortunatus was learned· and courteous; he doubtless placed his

talents at the disposal of the monastery for the cond.uct of

business with the outside Norla. In return he was sent choice

dishes; delicious fruits and the best wi nes,

j ..... 24
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Here are some of the preparations:-

Respice delicias, felix convi va, bea.tas,

quas prius ornat odor quam probet ipse sapor.

molliter adridet rutilantum copia flort~;

vix tot campus habet quot modo mensa rosas,

albent purpureis ubi lactea lilia blattis

certatimque novo frag-ra,t odore locus.

insul tant epulae still anti germ~ne fnl tae;

~lOd mantile solet, cur rosa. pulchra tegi t?

conplacuit meLius sine textile t egmine mensa,

munere crUaIn vario suavis obWl1brat odorj

eni tui t paries _yiridi Eendente corymbo:

quae'loca calcis habet, huc rosa pressa rubet'35

Fortunatus' verse is freer and more spontaneous here: the

metre only goes to beguile, and so enhance the humorous ,undertone

of this poem. He notice the question mark which suggests a more

re Laxed and 'tête-a-tê'te atmosphe re , His urbanity is still that

of the court poet but there is a warmth and benevolence very close

to the surface. In line one, for example I "le observe the framing

of one adjective and noun group (fehx conviva) by another

(delicias"., .beatas). This balanced formality has appeared in

the previous poems discussed. "Jhat distinguishes those poems

(L e. the Moselle description and the Lupus panegyr-i c ) from this

one is that here the internal unity is even more strongly found.ed

on the poet's personal commitment.
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This uni ty is sustained by the vivid and convincing detail

This is no set-piece with ordered topics. He clearly remem-

bers how fresh and sHeet-smelling the roses were, The striking

contrast of purple and \ihi te reminds one of a finer but comparable

couplet from Propertius i. 20.

°et circuom inriguo surgebant !ilia prato

candidao ;I?Ur12ureismixta p..e.paveribus. 36

The contrast between poppies and lilies is very fine and the

. juxtaposition of ~~ and ourpureis is technically excellent.

Fortunatus is more prosaic by contrasting purple beetles viith

milk whi te lil ies, He is technically inferior by weake mng the

juxtaposition of purpureis and lactea through the insertion of

ubi. Nevertheless the occasion is very different. Venantius

is prosaic but homely, whereas Propertuis is tolriting of an

he r-oi c expedition in the Argo and he is descri b ing the tragic

loss of Hylas at the spring, all of whi ch is "Tell suited to a

pathetically elevated style.

Venantius treats an everyday theme in a straightforward and

pleasing manner. His style is careful but fresh and vivid,

so that the event is recreated with faithfulness and ease.

Humour plays a large part in :the friendship that existed between

Radegunde , Agnes and Por-tunat ue, Much of the humour in his verses

arises out of "friendship's familiarity. He can laugh at himself

••• CiI
mournful under doctor's orders (not to overeat •. ~ or be-

cause the "leather is poor, excusing himself from a visit and.
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37
covering up by an elaborate flourish of Jeromian courtesy."

In the famous lines composed when Agnes left a finger-mark
38

in the cream, there is "a teasing quality in the conceit."

Fortlmatus was separated from his friends at Lent, so that

Easter brought a double joy to him: Spring returned, along

wi th Radegunde and Agnes. The following poem describes his

annual separation from them and the glad prospect of a reunion

in Spring.

Uncle mihi recliit radianti lumine vultus?

quae nimis absentern te tenuere morae?

abstuleras t'ecum, revocas rne~ gaudia tecum,

paschalemque facis bis celebrare diem.

guamvis incipiant modo surgere semina sulcis,

hic egomet hodie te revidendo meto,

colligo iam fnJ.F;;-e~!plac5.dos compono maniplos:

guod solus AUe;ustu8 mensis, Aprilis agit;

et heet in primis modo gemma et par:1pinus exit,

iam meus autumnus venit et uva s irnul .

malu.s et alta. pirus 8Tatos modo fundit odores,

sed. cum flore novo iam mihi poma ferunt.

quamvis nud'.ls a;.(er nullis oruetur ar i st i s ,

~a "Olena tamen te redeunte ni tent. 39

The poem can be divided into three quat r-a ins and a final couplet.

The first quatrain is a complaint upon se par-at i on , '].'he second

is a resolution not to pine and bewai I his fate •. In the

contemplation of this re801 ution during the third quatrain He
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,see"how he forgets about his original complaint. In the final

couplet we see the resolution at last. He accepts their sepa-

ration as part of a larger cycle~

...
The contrast in tone be tween this final resolution and the

double question in the first couplet expresses a very real emo-

tional tension. In the questions there 'is a staccato effect

whi eh act s as a short cry. The gentle tecum placed at the end

of the third line alters it to a reflective sob. There is a

tone of resignation in the second coupl et , The repetition of

tecum in the hexameter line (3) frames the mea gaudia. This

emphasizes the personal element'and,underlines the strain of being

separated from the people he loves. The conciliatory "pis" in

the pentameter line only goes to balance the feelings of line

three but does not resolve them. Thus the initial quatra.in

clearly sets out the poet's first reaction of slitrhtly sulky

ill-humour.

In the second quatrain the separation is identified with the

seasonal change and perhaps Forttmatus might have been thinking

of Demeter and Persephone. Certainly he cou1d have used the

parallel. The identification of nature and separation, \'linter

and sadness, spring and reunion 'forms the bridge to the,actual

loss of his self~pity and self-concern.

In the third quatrain he is so t aken wi th the corrtempl ation of

Spring that all the dreariness of winter is forgotten. This is

the right mood for his resolution, There has been a subtle

change in his feelings wh i.ch I think similar to the focussing

of a camera. At first he only dimly registered. the separation
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as it affected himself .. As the poem unfolds, he controls the

reaction and processes it until he finally has the situation

in reasonable perspective.

Dr. Raby calls this one of the occasional poems whi ch were "the

la.st expression of that refinement of"manner, that cult of

friendship and literature whi ch was one of the civilizing gifts
40

of the ancient world." He would be mi st ake n to dispute this

view: "Fortunatus came from Italy, where no violent changes

had availed to sweep almy the public schoo Ls , and no barbarian

settlement had beeri able. to obscure the Roman civilization of

th t 't' 41e grea Cl les."

Professor Bezzola, however , does dispute this vi.ew, He sees
42

these poems as "de v~ritables vers 4'amour." In answer to this

Dronke points to the scene of the pious and ht~orous nun in her
43

kitchen. The brief, intimate poems are not sublime or ,passionate
I·

but vii tty and urbane. Fortunatus, after all, was the professional

courtier. It is what For-tunat us shares wi th Claudian, and with the

ancient panegyric "tradi t i on, a language whi ch scarcely changed
44

over a thousand years. Had Venantius been writing sublime or

passionate poems, he might have been more moved to describe his

lilies as "candida" and not realistically miLky-orhi te i but he

was not. He wr-ote occasional poetry in excellent taste and did

not hesitate to describe purple beetles next to white lilies.

Poets such as Paulinus of NoI a or Maxtmian realized that the new

wor-Ld, and that to whi ch they ul timately belonged~ demanded a

different form." So they broke with the old world of the schools

/ .. , ... 29
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of rhetoric and with the declamations, and devoted their li ves

to Christ. Fortunatus moved t owards the same realization of

his ultimate identity as a Christian and also broke with the

old forms to express his sense of that identity,

The discussion of Christian rhythmical poetry does not fall

wi tb i.n the compass of this wor-k, but it is convenient to conclude

t-.ri th For-tunat us ' final poetic achievement. His expression of

Christian faith was truly sublime and passionate, as his love

of Radegunde and Agnes never had been, so that here, for the

fir'st time I the ancient Latin rhetoric suffered a transformation

into something rich and str~1ge. For-tunat us I immortal hymn

was universally taken up by the Crusaders as their blissful chant

of faith.

It is important for our stuoy of Fortw1atus' development as a

poet that He see hOH clearly he became increasingly personal in

his verse, Finally the old forms could not match his true poetic

demands. "'here the elegiac couplets had served for the polite

intercourse of ,very dear friends, the bold rhythmical verse form

was the only one sui table for For t unat us ' greatest compositions.

"The strains of a nets music wer-e heard in lines like these:

arbor decora et fu1eida

ornate. regis purpura
? .: --

electa di~no stipite

tam sancta membra,t anaez-e ..... "

(Vexilla Rer;is)' 45
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By a wonderful transformation the man who started out as a

professional versifier ended his life a saint. His transforma-

.t ion is a touchstone of the age he lived in and his sublime

vision of the Christian faith was only the d.awn of a new world:

crux fidel is, inter omnes 2.rbor una nobilis,

nulla tamen sil V2. j?rofE';£t flore fronde ..£._ermine,

dulce lignum, 46dul ce clavoï d.ulce pondus sustinens ••• 0"

(Pange linp.;ua)
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CHAPTER3

THE AGE OF TRANSITION

LOl"l-tide on t.he Continent.

After the death of Fortunatus He know of very feu men who were
1

comprehensively instructed in literature. It is possible to

exaggerate this dearth of scholars; but as far as the Dark Ages

can be defined, it is precisely that period. be tween Fortunatus I

death and the reign of Charlema.gne. The classical tradition

seemed to be in danger of petering out al t oge+hez-, l'lhat little

poet ry of value there was , took on the appearance of embers

fading in the grate. It seemed impossible that any amount of

coaxing could revive the fire and pring the t-larmth and light

that Hestern Europe so badly needed.

The only value of the poetry that did appear is that it forms

a link with the past. The rough warriors of the time could

not possibly have recognized the value of the ancient tradition

of classical learning wh.ich they Here destroying, Their va.ndalism

is largely to be ascribed to ignorance which made the preservation

of that tradition so much more precarious. Barbariruls had erected

their huts in the halls of the great· and were ignorant of the

absurdi ty,

Virgilus Mar-c typifies this period. It ~s possible that he 1ived

at 'Iou'louse around the latter half of the sixth century. His name

is the irony of his situation. .He lias only awar-e that Virgilius

1-1arowas connected in some Hay w it.h literary fame. 'I'he Vi.rgi Li.us

of the Dark Ages concocted a story in which he was the heir to

/ ..... 3~
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this fame:

•
"There was also at Troy one Virgil I am the third Virgil, ..

2
NOl" Virgil of Asia was the pupil of the first Virgil!'

The man is indulging in fantasies merely because ignorance had

temporarily proved the greater force and, as a result, dis-

tinctions betneen fact and fancy had. been obscured.

"It was low tide on the continent of Europe, except for one deep

pool at Toulouse, wher-e the grammarian Virgilius Mar-c agitated
3

strangely on the secret tongues of Latin,"

(ii) The Irish Golden AM.

Revival came by proxy from a people to whom Latin and Greek we re

a foster culture. Secure and remote, the Irish monks garnered ...

up scraps of learning lVhile Europe was floundering. By some rare

but happy coincidence of fate the Irish monks escaped the Norse-

men at their heels just long enough to pass on their learning to

the other literary schools of Europe, which were begirming to me$e

their ~ppearance.

An important factor in the flourishing of Irish learning was the

fact that a considerable nTh~ber of scholars abandoned the conti-

nent for the "terra rid.entiUf!1t"the island kingdom alongside

Hales. In 550 A.D., we are informed, a shipload of fifty

l-Tanderingscholars arrived at Cork after a three day crossing.

/. ....33
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from the Loire, By the Sixth Century already the Irish schools

'\'lere the most famous in Europe. However, in spite of their

pre-eminence these schools only incidentally maintained a link

with past learning.

The Irish scholars were generally free of the trad.itions which

had suffused Europe previously. It may have been possible to

gain some knowl.edge of anti.que prosody at the great Irish

monastery of Bangor, but vie cannot be blind to the fact that

any study of Irish poetry at that time amounts in fact merely

to a study of Christian hymnal poetry. It was \'1.ritten in rhythmic,

very seldom in quant at ive , verse, For the Irish, although they

formed a bastion of ,learning, only took from the classical tra.-

dition what was relevant to the artistic expression of their own

Chr-i sti.an faith.' In this "'la::! secular studies of literature were

kept up only as an incidental part of mona.stic learning .

.)From the Irish, primarily represented by Columbanus, this meagre

knoHledge of ancient writings was handed on to the British under

the cloak of religious studies. Afterwards Theodore of Tarsus ~~d

Hadrian of Africa gave Canterbury the impetus it needed and soon

theEngHsh Here rivalling the Irish. The tt10 scholars vrho came

., 0

from overseas had received the rigorous' training in grammar and.

rhetoric which was still normal in parts of the (·lediterranean

wo r-Ld , The st andar-da they set Here considerably higher than

anything the Brit i sh had known before, andrt he Britons were anxious

to learn.

j.",.34
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Benedict Biscop (69)) f'ounde d Hearmouth and .Iar rou in the

North. At such places metrical and rhythmica.l. v.erse wer-e

both practised henceforth. In both types, however, only

religious subjects were dealt with.

Aldhelm is typical of this time. He had begun his studies

under an Irishman named I:iaeldubh and later, under the tutelage

of Hadr-ian of Jl.frica, read widely in the Latin literature handed

down, He even acquired some Greek, but the Irish mould had set j

and ..le read:

Er; mitUf) DAn_tOrllmpro~rum pra.etorUi"ilqUepio potissimum paternoque

~raesertim privilegio panagericum poemata.que :eê.ssim prosatori

sub polo promulgantes stridula vocum simnhonia et melodiae

cantilenaegue carmine modulaturi xmnizemus •• 0 •• 4

Such unbearable alliteration is reminiscent of the early stages

of Latin. Ennius had wr-i t te n in his Annales I:

m .
lal ! tibi tanta, tyranne, tulisti.

5

6
Bede, the massif of English scholarship, was at the Northumbrian

school. Here the European conventions were even more closely imi-

t at ed than at other schools as a r esul t of Abbot',Biscop's trips

to Gaul and Rome. Bede preferred rhythmic verse which attempted

to imitate the values of antiquity. It is the difference between;
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Apparebit repentina dies magna domini
7

Rex aeterne rIomine

rerum creator omniTh~

gui eras ante saecula

semper cwn patre fj_liu~

and

f·

Gradually, as the amount of verse increased and the sta.ndards

for ~..ri ting it rose, preferences for classical standards Here

shown to an increasing extent. Just as Enni.us ' heavily

al.Li ter-at t ve line won little admiration from posterity, so

Aldhelm's alliteration ~..as short-lived. By Bede's time

enough poetry "18.S written to establish the Imper-tanee of

knowing the art of poetry in the classical line. These preferences

,..ere not made on the basis of blind prejudice in favour of

classical verse. It was simply found that the ancient conven-

tions were universally applicable to the ",riting of poetry.

The proof of their .applicabili ty was given by the fact that

Bede preferred them quite sporrt aneous Ly for the greater subtlety

and variety that they al Lowed, Rhythmical verse tended to be

painfully repetiti ve and slipped into jingles too easily.

This spontaneous recognition of the classical, superiority of

form manifested itself much more strikingl~ in the attempts for

its reVival by that great patron of the arts - Cnarles the Great.

/. .... 36
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(ii) The Carolingia..'1 Eenaissance

Charle s the Great or Carol us j,'lap,11USinherited the kingdom of

the Franks in 768 A.D. ru1d reigned until 814 A.D. To the

later Middle Ages he soon became a. great, even a legendary

figure. In the Chansons de Geste, the epic tales recited

by minstrels in the eleventh and tHelfth century, his visage

is described as f'o l l.owsr

Uhi te are his locks and silver is his be ar d,
,8

His body noble, his countenance severe.

'I'he r-e was good reason for his fame. "He was the first f i gur-e

of international stature since the end of the Roman empire .. , .

became again a reality in Vlestern Europe:"

the concept of a.political unit bigger than a single people
9

In three important

respects he was reminiscent of Caesar Augustus.
10

"He was a

soldier, statesman and patron of scholars." Both men had

achieved the. impossible, Hhen it seemed certain that the entire

Roman republic should collapse in the endless embroilments of

ci vil Har, Augustus stepped forward and restructured the whole

machinery of government whilst trying to restore the ancient

-> 0 moral values. In a similar "lay Charlemagne created a sound

and unified kingdom out of what seemed a hopeless confusion of

war-ri.ng states.

In each case the political harmony whi ch resulted brought about
11

a new e.ra in fi terature. Horace himself lived in the generous

wor-Ld of letters that Auc,"\J,stuspromoted, Horace also enjoyed

a close. circle of fellow poets. Hhat Ls interesting in comparing
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-
the Augustan l-lith the Carolingian age, is the part played by

the literary circie.

It must be conceded that the Carolingian poets are of lesser

stature than the Augustans, but if '''8 observe how each circle

of poets benefited its particular age, it may be stated that

they bear comparison.

12
Alcuin, "the d.oyen of the Caroline renaissance," describes the

curriculum of the school in detail. It i s true that it fell

short of the standards set for the liberal arts by antiquity,

but it was a great achievement for such a bIe ak period of Laar'ning,

\\Tecan only wonder at the brightness of the whole conflagration

after the seemingly unmitigated gloom of a half century before.

The flames appear all the brighter for the surrounding darkness.

Three traditions met at the court of Charles the Great: Peter

of Pisa. and Paul the Deacon from the old rhetorical school of

Italy, Clement and ·Dungal from Ireland, and Alcuin from England.

The great Spaniard Theodulfus could possibly be regarded as a fourth.

v 0

It Has due to the Italian poets that many manuscripts and cod i ce s

were imported from. Italy. It was by virtue of this action that

many scribes were employed in copying them at the Carolingian

court. As far as textual tradition is concerned, this marked

the turning point for the survival of a great dea.l of wha't we

possess today.
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Charlemagne attended Peter's classes and we still possess the

tradi tional picture of the king sleeping 'olith a slate under his

piLlow so that, if he awoke at night, he could practise his

lettering, He never mastered the art of writing but he read

. , 1vlJ.Cte_y, His enthusiasm for a revival of letters sprang partly

from a r'ea.l i.aat ion of how important learning was in the admini-

stration of a state.

Charlemagne realized that the only guaranteee of ~ lasting peace

and stable order was a class of Vlell--educated men who were re-

liable and incorruptably true to the values of the e st abl i shmerrt,

Augustus had realized that poetry was an important factor in the

public sense of Hell-being, He had remarkable insight into the

commonman's mind and turned. it to great advantage in establishing

a just dispensation, At every turn. he attempted to place people

fairly within 'a new f'r-amewor-k and to co-ordinate them within his

neH system, His court poets'Here not simply good propagandists.

They were men of integrity trying to preserve the essential

qualities of' the Roman people for present and future.

Alcuin had a similar task to perform for Charlemagne. He Vlas

., 0

appointed as head of the emperor's school and the full responsibility
13

for catching up on several generations óf ignorance was his. It

was rather like the swor-d of Damocles suspended above his head.

'I'he energetic emperor never lost sight of the urgency of the situation.

He was constantly plc?..gned by the threat of .ignorance and the im-

por-tance of learning. Charlemagne was , as a result, forever

impatiently pressing Alcuin to .speed up his programme. Augustus

'vas similarly anxi ous to obtain moral and political stability

j" ..39
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in Rome and its Empire and encouraged his poets to co-ordinate

their efforts towards this end.

Alcuin himself is a venerable scholar who impresses us most by

the humb le and gentle nature of his verse. His verse reflects

the profound wi sdorn that springs from a dedicated l'ife'. FIe

writes the lines quoted below on the nightingale that stayed so

briefly. Hhere Charlemagne might have berated the fates for

begrudging man so little time to complete his miriad duties,

Alcuin regards the brevity of the birds' visit in an elegy of

poise and discretion.

A
tu mea dulcisonis imples"ti pectora musis,

atgue animum moestum ca.rmine mellifluo

B

quapropter veniant volucrum simul undique coetus I 5

carmine te meClUTIplangere Pierio. 6

spreta colore tarnen fueras non spreta canendoj 7

y

z

lata sub angusto gutture vox sonuit ,

dulce melos iterans vario modulamine !'''iusae,

8

9

10

11

12,
C

atque creatorem semper in ore canens.

noctibus in furvis nusquam cessavit ab odis

vox venerél.nclasacris, 0 decus atcrue decor. 14

In Alcuin there are reminders of the essential bliss in a quiet

Hell-ordered world. He J.ived during turbulent times of war and

unpredictable threats, but in his outlook there is great clarity

/.' ." .. 40
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..
of peit'ception bound to an unshakable Christian faith. The quiet,

unpretentious elegiac couplets above reveal this st rengt h,

He remai ned very faithful to the couplet structure and alternates

them to good advantage. At B and C have a definitely stronger

tone than X, Y and Z.

This has the effect of Light and shade which al101-'IShim to vary

his tone from the regretful sob of ]_'uscinia in line one to the

bold praise of 0 decus 2.tque decor in the last line.

In the first couplet he seems to turn aside to recall the sadness

of the nightingale's departure. This meditative mood adds pathos

and depth to the event. Not only are the loss of the cu.ckoo and

the poet's immediate feelings represented, but the picture of a

wor-Ldthat has lost yet another beautiful ere at ure is dr-awn,

Alcuin is a sufficiently good poet to 1010\'1 that the variation of

tone only increases the impact of the emotional passages. So it

is that the strident call of imulesti seems to have been made whiLe----0..- _

the poet Has searching the sky for his nightinge,le. The ref~ecti ve,

thoughtful mood of the first couplet makes this call all the more

affecting.

This alternating of soft and loud couplets is repeated in Y and B.

The very first "lord of Y is crua or-oriter- vlhich t ake s us back to the.......__ C ..

tone of X where the poet is mulling over his feelings. He seems

to be doubting whethe r the sudden cry of line three was r'eal Ly

genuine. In B he aga in turns to the outside wor-Ldand addr'e s se s

I..·.41
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the nightingale l..ri th f'ueras , The repetition of spreta in

line 7 confirms the personal appeal of the second person

singular and raises the tone of line 8. In this line ~ ..•

vox and angusto gutture form a strong contrast.

The tension created by the paradox in the carefree connotations

of lata and the constraint of angusto underlines the brevity of

the nightingale's song.

By Z the tone is gently relaxed to fuller praise of the nightingale.

The hlO pre sent participles are strategically placed (i te;~ans'

behind melos and canens behind rore form strong images ). Alcuin

masterfully employs the continuous qua.lity of the participles to

sustain our emotions in a tjrpe of intermezzo.

In tbe last line Alcuin acclaims his nightingale in a fine cl imax,

The most romantic feature of the bird's song is beautifully de-

scribed. He has left it till last and placed it just at the

beginning of. the line and for just long enough. The dusky

Italian evening \....i th a nightingale on the bough is described.

He captures the rarity of that strange phenomenon; the finest

bird of song, as it wer-e by universal consent I being allowed to

o 0 interrupt the quiet- of the night with its sweet tones.

Alcuin knows better than to diVell on this and concludes this part

of the poem on a high note. 'The alliteration of !lV" in the last
'~>

line and the climactic "0" próvide the correct sense of finali ty.
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'raken as a whol e the initial part of this poem is very carefully

developed. Each change in tone seems natural. It typifies his

meticulous mind and extreme care in treating what could easily

have become a trite jumble of meaningless tags. The strength

of his composition lies in the humility of his attitude and the

candou.r of his treatment. 'I'her-e are no affected techniques, but

e ver'ywher e the calm certainty of an excellent cr-af't sman, It does

not bear the stamp of standard, hackneyed verse in the rhetorical

tradition of contemporary Italy.

Álcuin drew other outstanding scholars to his school and his

circle of literary friends reminds us of the Augustan circle.

"The cu.lt of friendship which Fortunatus and his circle had en-

deavoured to set. up was in the court of Charles a reality bas~d
"-

on a common good humour, a common piety, and a common love of
15

learning and of poetry."

This is very similar to the precepts of Horace ,

vir bon11s et prudens versus reprehendet inertis,

culpabit duros, incomptis a11il1et' atr1JIn

transverso cala.:no sigl1mn, ambities", recidet

ornamenta, parurn cla.ris 1ucem dare co~,

ar&;1.1etambigue dictum! mutanda. notabit,

fiet Aristal'chusj
16 ,.,..

Brink comments: "The vir bonus ~t prudens is 6h01>111at ,,,ork,·

and the influence of a friend li.ke (,2uintilius on such as Hor-ace,
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Poetry so judged involves the Nhole of a person - his character

17
as well as his mind and rmag inat ion,"

These lines are quoted in full because they go a long v.layto

giving us some useful insight into the psychology of the literary

circle. A large amount of the rapport between imaginative and.

acti ve mind.s occurs through mutual criticism. This can only be

pooling their individual talents and by cand.idly discussing each

other's wer-k a group of poets produces something greater +han the

sum tota.l of their individual efforts. For, as a result of con-

sbr-uct i.ve criticism, each member under st ands his OHncapabilities
18

and limitations more .cl ear-Ly than by "agi t at mg" morbidly: by him-

self.

It is no coincidence that the August an and Carolingian literary

per iojla died ""ith their patrons. It was no whim of For-tune that

these literary groups Here in existence at the same time as

Aagustus and Charles respectively_ Both men provided the l.mpetus

and genius of patrons.

In this matter of friendship aJld the arts Alcuin represents the

spirit of Charlemagne's court. "Amor-is friendship to' Alcuin,

as to all the earlier, Middle Ages, and again to the sixteenth-
19

century Renaissance." Alcuin 'vas the recogn.ized leader of the

school but not the finest poet .. This distinction belonged to

Theodulf.

/ ,.,,44
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'This poet \-TaS educated in schools which were not much changed

since the days of Isidore of ~ieville. By virtue of that educa.-

t ion he was one of a very small number of men thoroughly versed

in letters, Hhat is remarkable in 'I'heodul f' ' s case is that, had

there intervened no Dark Ages he might simply have been another
. 20

professional versifier, much in the tradition of Claudian. At

best he could have been another Fortunatus, As j_t was, 'I'heodul.f

\-TaS highly esteemed for the very knowledge that would have excited

no particular admiration in F'ortunatus' time, At Charlemagne's

court he played a leading role and achieved far more in a position

where his talents and learning were earnestly sought than in a

position where his abilities woul d have been taken for granted.

This represents a fairly general tendency at the time, Learning

was qui te c l.ose to disappearing but, as soon as Canterbury and

Jarrow revived a serious interest in letters, the ancient standards

of poetry were chosen v..i th greater alacri ty than at the time when

they had been more wi deLy known tHO centuries before,.

This situation then, seems almost ironical. The old order "of

letters had been enervated by unimaginative conventions and swept

away by barbarian hordes. But when interest in 1earning revived,

it vias representatives of that same, old order who led the revival,

Yet there is a difference.

The new order sa", the trite, worn-out rules and regulations of

Claudian's day in a fresh and enthusiastic Hay. It is in fact

a pattern as natural as winter and spring. L.R.Palmer quite aptly

uses an agricultural rnetal?hor to describe it:
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'IIThïspoisonous crop (of bad rhetoric in the old order) had to

be cleared and the stubble burnt in barbarian fire before the

field could again be made fruitful." 21

Therefore Theodulf's role cannot be seen in Charlemagne's court

as representing merely a continuation of the ancient tradition

in the face of barbarian invasions.

In the time of Sidonius Apollinaris rhetoric was only slightly

valued. The importance of learning had waned e~d the greater

number- of people were apathetic about it. The court of Charlemagne

knew what it meant to be toYithouta sound body of scholars. }c'or·

this reason the precepts that had been unenthusiastically main-·

tained before we re now "taken up l\Tithfervour. This enthusiasm

sprang from a great need and TheoduIf answer-ed that need. Unex-

pectedly the barbarian hordes at last brought new life and vigour

to the culture they had so seriously threatened.

Theodulf is not to be seen as an émigré noble re-instated in his

ancestral chateau. Throughout the Middle Ages and the Renaá saance

Latin secular verse was not the driving force. in letters. Scholars

only drew on ancient sources as they required them. Paradoxically

the more they developed the vernacular languages, the more they

required classical learning. For the ancient wor-Ld had, in many

cases, been through similar processes of development and the wor-ks

of its \Vriters contained useful parallel s. It woul.d be a grave

error to mi st ake this grmving interest in classical literature as

an enthusiasm for it, ner se. This thesis Hould have no motiva-

tion. If, on the other handl Ne see J3edels preference for poetry
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that approached clasical forms, and Theodulf' s leading role at

Charles' court, in terms of the new order and its desire to

Le ar-n from the old, I t.h i nk this growing interest is much more

easily accourrt ed for.

'I'he most significant evidence in support of this explanation is

the aftermath of Charlemagne's death. The emperor had pa.rtly

encouraged learning because he qui te cor-r-ect Iy Saw it as an

essential element in any stable state. To implement this need

for learning he appointed Alcuin. As we have seen, the poetry

of Alcuin is far short of Horace's or Milton's but reached the

standard that Charlemagne needed. As soon as the emperor died,

the recognition of that lacking fell away, and his circle of

literary men floundered) as we noticed above. Char-Le e ' great

energy and. unremi tt ing sense of urgency had been the mainspring

of this imag:Lnati ve group.

!'The centre of gravity in learning i s moving eas twar-dr it has
22

left the valley of the Loi r e for the Meuse and the Rhine." ~ln

the ninth century the homes of learning were the great Benedictine
23

houses of Germany and Lorraine. II· The close of the Carolingian age

did not produce any prominent figures such as Alcuin or Theodulf.

But Charles' impetus \'1aS nevertheless the turning point and after

him people began to look fOI'\<lard.

XII THE NTNTH CENTtPY.

Ireland Has now in a very different situation to the one she had

previously occupied. Earlier, scholars had been dr-awn there, as
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it ha.d been a place of refuge. NOli the barbarians were clri ving

them out. In 795 Northmen sacked Rechra, and Bangor in 822.

Amongst the poets fleeing before the barbarians was Haban Maur.

He passed on his knoVTledge of rhythmical verse to Gottschalk,

who was a poet of some importance.'

Gottschalk Has a lone wolf. He held unorthodox religious vi ews

and , as a re suf t, "l8,S refused the final sacr amerrts , His verse

was intensely lyrical and fell easily into the rhythmical forms.

He achieved an admirable lucidity and streng~h. His verse is

part of the mainstream of European writing at the time. Lyrical

and religious verse constituted the' strongest literary forces •.

Everrtual Ly , in the Renaissance, these f'oz-ces would be perfected

by classical ana.l ogyj but that time was still a long "my off.

A more typical poet of the age was Halafrid Strabo. Several of

his pieces are merely catalogues and descriptions presented to,

the powerful of the day. They ar-e , however , full of a mellow sun-

light and fullness wh.ich greatly distinguishes them from Gottschalk,

whose lyrics are taut with anxiety and passion. Halafrid Sh'abo

succeeded in leaving us one of the finest poems of his times,

"De Cul tura Hortormll." It is a work of honesty and simplicity \á th

the freshness of Vergil ' s eclogues.

"History has been very tender to the stooping figure with the

watering-pot, and in one poem, (De CuItura Hortorum) that figure

straightens itself wi th an undr-eamt=-of dignity.

Hhen the moon's splendour shines in naked heaven,
24

Stand there and gaze beneath the open sky."
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Wi"thpoets of this order the Nay was cLe ar-Ly open, and after

the first exciting flashes of Alcuin' s circle, the sparks

carried wi deLy , Little flickerings liere lighting up whoLe areas

that had previously been cloaked in darkness.
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CHAPTER 4

THE TENTH AND ELE'\J'.Sh'TH CENTURIES

Almost as inevitably as the standard of poetry fell after the

culmination of the Augustan poets, so the standard rose t owards

the Renaissancee He ought, therefore~ to take stock of what

has passed in order to discern more cIe ar-Ly the pattern of what

lies ahead.

The Carolingian Renaissance is at the heart of the fho.dle Ages.

As much as Charles the Great was the champion of Christendom and

learning, so his. poets represent the central core of the Hesi's

refusal to remain satisfied with barbarism. By tracing the part

played by secular metrical verse in the tradition from Horace to

Milton we are able to equate quite closely the development of

the standard of classical learning with that of the standard of

vernacular poetry.

Horace and lvIilton bath stand centuries apart from Charles'

Renaissance. Immed.iately on either side of this Henaissance the

state of learning is in tvrilight: evening before and morning after.

Alcuin and his circle cast an alloy of the old and the new, It

is the case of a primitive culture re-shaping and preparing itself

to accommodate a much larger whole. He'may compare the situation

of Tenth Century Europe \1ith that of First Century (B. C.) Rome.

Just as the Romans had imitated Greek models, so the European

vernaculars imitated Roman models, The Rom~nacquisition of Greek

learning ..ras much more peaceful than Europe I s painstaking recovery

of blassical learning. The elements of that rec?verYj however,

were much greater than RomeI s had been. t-lhere Ennius had
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only to try and match Homer, all Europe "las nOH in the process

of a long, arduous assi!:!ilation of Greek and Roman authors.

Horace appears, in his Ars Poetical to be a poet celebrating

the acme his national literature had attained by following Greek

precedents,

In the Renaissancey Milton stands in a similar relation to the

past and to the vernaculars. In both cases there was a core of

ei vilization confronted by a much Lar-ge r and stronger:, compara-

tively barbaric, force. As the Romans had plundered Greece, so

the Oaths, IlosLems and Vikings pl unde re d the vital pa.rts of the

Roman empi re, In both cases the knowledge about matters of poetry

was so superior and weLl.=f'ounde d that the newer force could only

recognize it and form Hs Qtm, at first meagre, li terature on this

model.

I'ibat most strikes us about the tenth century is its similarity to

the seventh, for nOHthe graph tends to duplicate itself. The

various peoples of Europe were now settling into distinctive nations

and wer-e asserting their par-t i cul ar characteristics, As they did

so, they dr-ew increasingly on classical sour ce s , alrnost as much as

the later Latin authors had drawn less and less on classical sources,

vie may compare this commentary on that essentially medieval poem,

"The .::iomance of the Rose,"

"As a whoLe it is almost formless, in the sense that its parts

bear no reasonable or harmonious proportion to one another ..• ~'le

shall see later' howf as the moderns became better acquainted v,ith

.the great books of Greece and Rome, they learned to give better
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form to their own by learning the simple rules of proportion,
1

relief, balance and climax."

'I'he ark of classical values Has constituted by the monastic orders.

In the monasteries of St. Gall and Climy many scribes were occupied

in copying out ancient texts. A succession of famous abbots suc-

ceeded one another at th~ head of St. Gall: Grimald, Hartmut and

Salamo. It was the leading monastery ~f the tenth century: the

seven liberal arts were taught in its school.Notker Balbulus was

perhaps the most famous teacher there. He r~ote occasional poems

in a light and \vitty vein. Such is the epigram wr-i t t en by Ba lbulus ,

in a bantering toner to remind some felloN monks of a bet tha.t he

had taken with them and won. The other monks would not believe that

one could obtain mushrooms in winter. Balbulus, howe ver , greH them

in a damp cellar' and having provided the evidence, now demands his

prize: hTO fish ~

Si mihi non vultis, oculis vel credite veatr-is;

vos saltem binas piscis mihi mittite sninas
2

The repetition of mihi and the imperatives credite and mitti~

playfully express a mock anger in the form of a somewhat peremptory

command. Notker has won a bet and pret'ends to be defiant about his

original statement. 'This pretence is the basis for his humorous

tone. The hyperbata between oculi8 and vestrisj binas and sninas.....e..

also indicate a humorous formali ty, as if he were making an im-

-portant point and demanding a great prize.
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Balbulus Nas most loved and revered for the sincerity of his

scholarship, He tutored two successive abbots of st, Gall:

Salamo and Hartmut.

"The CaroLingi ans had rehabilitated the Muses and. the monks

of st. Gall who loved to imitate them, gave them a place by the
3

side of the Psalmist."

Epic and historical wr-i tings were keenly pr act i.se d, both in the

wake of Charles the Great and as a result of increasing nationalism.

'I'he Poeta Saxo adapted the works of Einhard in a different f'orrn ;

Abba described the S·i.ege of Paris; 'Ekkehar-t I revrrote an old

Germanic tale in Latin. This is perhaps the mest a.cceptable

of the three but no credit to fine scholarship in the classical

tradition, At heart it is a heathen lay. It is, however, superior

to the "Beast-epic" or Ecbasis Captivi whi ch was sure Ly as obscure

then ,as it is now.

The Italians provided the most acceptable compositions at the

time. "1'-Ierealize that the Italian scholar felt himself to be

4
in the direct line of descent from the classical past." It is

particularly interesting t~ see this in the light of Horace's

A.PI' for here the best t z-ad'itions of Greek poetics vlere presented

by the Roman poet ",ith regl.l.larity. As a \'Ihole the A,P. is a

classicist's work. In the st:-ength, of hi S CODIni tment we 9.2.'e s+r uck

by the irony that Horace succeeded in being one of the most dis-

tincti vely Roman poets. ]\ieanv-lhile the st andar-ds of schola.rship·

in Italy had, hewever, sunk far be Low those of Hor-ace, In addition

Italy had to contend I-rith political uphaaval s , During the tenth
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·century Rome and the papal states Here continually threatened
5

and frequently actually invaded by bands of j;ioslems. Heverthe-

less political factors and the Lowe r i.ng of s t andar-ds did not

combine to break the Italian sense of continuity.

Until the time of the Renaissance~secular metrical Latin survived

in an almost mechanical \vay. Jl. typical example is Liutprand,

Bishop of Cremona. Compared to equivalent wr i.t er s eLsewher-e in

Europe he is an acceptable poet. Nevertheless he is guilty of

didacticism and quotes excessively f'r-om Virgil and Juvenal.,

Italy had. been so infused with literature that the ancient con-

vent ions still sur-vi ve d, in a pr-ogr-e ss ively weaker form as time

passed, until the vernaculars started to draw on anc i.errt sources.

As Horace had done with Greek literature, so Italian writers would

praise the standards of ancient Romebut ultimately become the first
6

really modern ,,,ri ters.

In the tenth century, however, secular studies Here viewed with

a measure of distrust. Poetry of greater force and conviction

than that of secular poets is contained in the so-calledCarnbridge

sones: q collection of Christian poetry consisting of verse by

ALdheLm, Boniface, I'lilo and Smaragdus.

Hhat is .impor-t ant to note is that these poems, which rate as

poetry of the first order, are a continuation of the Carolingian

. tradi t i on. Had we stated that the old secular tradi tien represented

by Theodulf had been given a new lease of lifes this fact would

have di spr-oved it, 'I'he Cambridge songs, al though in Latin, were
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.wri tten in a rhythmical verse form" The mainstream of literature

whïch emanated from Charlemagne's Renaissance was stimulated by

the force of the moderns, Notker established the vers libre of

the J-liddle Ages in order to help monks "to carry in their minds
7

the endless modulations of the Alleluia. " Notker forms a direct

link between Charles' court and the Cambridge songs.

France and England were now to take the lead in the development

of literary studies, Italy, for the moment, was treading the

same we l l=-known paths of ancient rhetoric while the force of

.her vernacular tongue increased, quite gently below the surface.

Urrti I Italian suddenly broke the surface, other modern languages

led the Nay.

Cluny reformed the religious orders and secular studies fell to

the cathedral schools wh ich gladly promoted the surge of human i srn,

structure and architecture in poetry, the demanding disciplines

of classical verse, we re kept alive more and more incidentally in

comparison with the mainstream that Charles' court had channelled.

THE ELEVENl'HCEN1'URY

"Damian is the greatest name in the century: the next are, like
8

him, Italian though they made their name in France,"

Damian succee\ied in firing the old Latin traditions by his own

peculiar genius. His example is very much the exception. Gene-

rally speaking, the preponderance of literary activity during the

eleventh century was , in fact; in France. Damian superseded. the
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·old ..trite rules of the rhetorical schools in Italy, by revealing

his brilliant imagination in such a remarkable vlay that those

same old rules almost seemed natural to his wr-i ting. 'I'he re sul t

in his style was the heady air of the fantastic. His personal

expression was so forceful that it outdid the old tradition.

"If Peter (Le.) Damian was a rhetorician, it was the rich and

fantastic spirit of the man himself that coloured his wr-i tings

and his speech. His inspiration and invention never failed;

with him the conventional exaggerations of rhetoric became the

towering fantasies of the visionary, and the lifeless forms of
9

the school are t r-anernuted into poetry of the inner life."

Damian I S achievement was not readily matched. After him poets

tend to return to more fundamental subjects and wor-k up t owar-ds

rhetoric. D2~ian, however, took hold of that long tradition and

created his own means of expression from it. As much as his wor-k

represents the last dynamic employment of the old wor-Ld vlithin the

f'r-amewor-k of the oratorical school, his life also shows a final

change in European thought ..

He vras a dominant figure among Eur ope an thinkers and \-,ri ters, as

Mis s Haddell ShOHS:

"They likened him (Dami an ) to a spring from whi ch rivers went out
10

all over France, and history confirms them."

Althoueh Damian had successfully mastered the rhetorical conventions,

he later denounoed them and upheld fasting and privation. 'l'his
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. change was symptomatic of a. new Hay of thinking that had begun

to move through the whoLe of Europe. Damian Has shown the

folly of his extreme asceticism by the Abott of Cluny who

argued a tolerant and und.erstanding approach to mankind fused

lvith Christian faith. In effect it Has a type of'<humani sm that

proved to be what Eur-ope needed.

Damian I S influence was particularly strong in Prance. The poets

there Here being awakened to the goodness of the earth, 'I'he not ion.

of fanaticism and extremism was rejected and a hankering after

peace and harmony was urGing men's hearts, Gerbert of Aurillac

and his pupil Fulbert of Chartres are hJ'Q representatives of this

intellectual vitality in France.

Gerbert was a great admirer of Cicero and paid a lot of attent ion

to his wor-k, Philosophy also gained prominence and this type of

discipline, more rigorous than copying the bare adornments of

langua.ge, marks a poetical appreciation and activity of greater

depth,

Ful bert was a good successor, He strove for a comprehensive vi ew

of life, read widely from the classical poets and studied both

rhythmical and metrical verse. Adal bara of Laan re vi ved sat ir-e,

which is evidence,' at least, of the activity of men's critical

faculties. This satire was doubtless founded on the basis of the

Carolingian .di al ogue s, I·ien had the time to study and differenti.ate

be twe en the desirable and undesirable e Lemerrt s in society,
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Godfrey of Reims was chancellor and scholasticus at the

cathedral school of Reims. He.writes in the .elegiac metre

and uses many of the devices so typical of rhetorical training.

"!-/henFortunatus had died in 609 ADhe had left a world virtually

at the nadir of scholarship, Yet his O\-Tn century, the sixth,

corresponds nicely v,ith the eLe vent h , Hhat Godfrey's age found

useful and interesting in their gradual rediscovery of classical

stylistics, the age of Fortunatus had been losing for want of

understanding and. enthusiasm, In Fortunatus' time the light was

warring and. in Godfrey' sit '..as waxi ng, According to thi s pattern

the standards of scholarship at the end of the eleventh cent ury

were similar to those at the beginning of the sixth. The first

difference is that t.he sixth century was on the decline but the
~
~leventh was on the incline. In God.frey' s time there was all

I the excitement of a .new order, new powers and languages arising

vthich made the old seem exciting in its own Hay. --The 'sixth

century had been plodding along the well-trodden paths and

churning out a good deal of bad verse, which Horace would certainly

have put a r'e d 1ine through. The eleventh needed discipline and

instruction in much the same ,,,ay as the Latin of Pl aut us ' day,

The second difference is that in the sixth century there had been
., 0

a strong sense of continuity \-Tith the Roman authors. The same

sense still pervaded Italy during the eleventh century but in an

even more debased form th~~ in the sixth century, The world of

For-tunat us could, as it were, look downhiLl., awar-e of the great

achievements behind.

. The wor-Ld of Godfrey of Reims had a steep hill to climb. Every
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so often they would look back to gain enCOlITagement from the

challenge of emulating the achievements of the ancients.

This second difference is cLe arLy ill u.strated in Codf'r-ey ' s

description of a lady.

_Farce, precor, virgo, tociens michi cD-Ita videri,

megue tu.um forma perdere parce tua,

parce supervacua cultu componere membra:

gugeri studio tam bona. forma nequit,

ne t ib i sit tanto caput et com~xa labore ,

nam caput hoc placuit, Cl~ coma mixta fuit.

ne stringa.l1t ru.-tilos tibi serica vincle. canillofl,

cum vincant rutile serica vincia come.

ne tibi multiplicem crines revocentur in orbem,

nalO curn forte iacent 1 abs~e labore p'lacerrt ,

.aure a non 'video cur ver-tice flammea. Dortes .

aurea nam nudo veTtice tota ni tes.

utraque fert auris aurumL fert utra.ane "emInas,
11

utraque nu.da novis anteferenda rosis.

As we have previously observed', Haso loaue~"'(HaS the model for
l2

many medieval poets. On the one hand, his incorrigibJ.e

Loquac ity knew fe,·! bounds, as long as yet one more clever, racy

line could be fitted in. On the other hand , Ovid had a I-wnder-

f'ul Ly ready 'genius for metre, so that the overall effect is br-i ght

and lively verse. Hhen lesser poets imitated Ovid, the effect i-laS

usually one of endlessly precocious boredom. 1'!ever"thelesG, al though

even lesser poets exaggera.ted the indiscretions of Lucan, the verse

L__~ _
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i tself was always unmistakably Latin, simply by virtue of

rhetorical conventions.

Even as late as the eleventh century Damian could restore wliat

was by that time a tattered collection of sta.gey effects. He

succeeded in.firing them with a new energy. After him the

same Horn collection 'vas gradually but surely corrupted.

The French poets had f'ol l.owed the tradition of Char-Lernagne ' s

court and their compositions bear few of these rhetorical stage

.pieces. They are a strange amalgam of vernacular spirit and

Latin form. This \'1aS a simple expedient to the fact that .the

vernacular had not yet acquired the suppleness of Latin.

Criticizing Godfrey's verse by the st~~dards ru1d conventions

of Damian, the lines seem to be sagging al ight Iy , as if they wer-e

barely able to limp through the pentameter. But Damian ' s worl d

was sinking, and if He scrutinize the lines of Godfrey's poem

more closely, a new spirit may be discerned.

The most obvious -f'eat ure is the. repetition. It. is rather overdone

by st andar-rl Latin criteria but actually belongs to the spirit of

the vernacular; the repetitions áre part of the machi nery of a

type of ballad. It follows, therefore, that He should eval uat e

the poem-with this in mind. Parce a.ppears in each of the first.-
three lines. In lines five and six bot h caput and coma are re-

_...... --=:0

peat e d , Tibi appears in lines 7 and 8. Auree.. and vertice are

repe at ed in 10 and 11. Utraque appears in line 1.2 and 13. Fer-t

appears twi ce in line 12. The combination of these repetitions

and the nature of the metre provide a new tone.
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.A fyPical line is 6; although Ne recognize the caesura it can

be divided too easily at the commaand placui t rhyming with ~

only exagserates the division, The éffect of ths repetitions

and the slow, dr-awn-out lines is typical of the Lnf'or-ma.I i ty and

artless simplici t;y of the ballad, The strange feature of the

poem is that it is in Latin. The old tradition whách was

reaching senility in Italy has little to do 'Vlith this anomaly

of form in European poetry.

The second half of the poem reflects·the mood of the pioneer in

this new under t aking \,,110 stops to glance back at the classical

past. In Italy the sense of c6ntinuity made this impossible

until the Renaissance. In France and England more and more poets

l"lere to look back at intervals and classical allusion added interes-

ting vistas to European poetry. The second half is quoted below:, .

de pretio forme cum tres certarnen inissent,

electusque Paris arbiter esset ei~

prefe ci t Venerem Pari di s censura deab v.S ,

deerue tribus victe succubuere due. 13

The proper nOW1Sin the above verses act as punctuation marks. Their

tone is allusive and r-ecal Ls to the reader's imagination lost f igure s

of the ancient world. This usage is most signigicant because of

the part that classical mythology and literature were to play

later on. This early usage is distinct in poetic quality, and

the closest parallels are the allusions to Greek mythology and

literature which we find in Latin verse. When poets use allusion

in this wayf we have indeed passed the point of no return.
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The nostalgia of a backward glance is clearly identified in

some of the eleventh century's most successful elegies whi.ch

wer e 'vri tten by Hildebert of Lavardin. They are addressed to

Home.

"For the first time since the passing of the Empire a man's

eyes turn to Home, not as the inheritance of Peter, but the

14 .
grave of a buried beauty." .

hic superum formas snperi mirantur et ipsi,

et cupilmt fictis vul t ibus esse Dares •

. non potuitnatura deos hoc ore creare

quo miranda deuJn signa crea-vi thomo.

vultus a,dest his numinibus, potillsqUe coluntur

artificUm studio quam dei tate sua. 15

'I'he barbarians were once bemused by its splendour but are now

enraptured by the grandeur that vlas Rome.

quis glaclio Caesar, quis sollicitudine consul,

quis rhetor lin,gua, quae mea castra manu

tanta declere mihi, studii s et legi bus horurn

obtinui terre.sj 16crux dedit U112.: po l.um,

These are sonorous and noble lines, There is a grave and sombre

digni ty about the procession that moves along at sl ow march from

guis to s.u::i~. It has the deathly ring of the kne l L, as if the

shades were being summoned from Hades , The finali ty of onLY: una

takes the poem towards a greater truth. He realize the transience
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of even the finest wor-ks of mankind. v·Ierealize the inevi ta-

bi l i ty of our classical inheritance as well.

The Middle Ages could not recover the remnants of their pre-

decessors and the relics of their ordered, gentile life wi t hout
, 17

is enr-i ched bf the add i t ion of another dimension to the field of

poetic reference.

,The last poet representing the Revi val of Learning in France is

Baudr-y of Bour-guei L, He belonged to a wide intellectual circle

and: his poems are marked by the warmth of his sincere friendship.

In his poems 'Florus to Ovi d ' and ' Ovid to Florus' we can easily

see the cleft gr owing between cathedral school and monastery.

Poets lvere wri t i.ng lvith the assurance of a. secular backgr-ound and

the undisputed _values of the ancient wor-Ld, Baudry ' s wor-k shows

that .men could once aga.in devote themsel ves in a simple and rewardá ng

vJay to the 1ife of letters,
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CHJI.PTER ')

In the A.P", Horace descr-Lbes the frenzied poet in a strongly
1

satirical passage. By that time this concept had already be-
2

-come a literary commonplace. However , the vesanus Doeta is

no awkward set-piece in the A...P. As a satire it is extremely

realistic and impressive, bringing the figure of a demented

poet right on to centre stage. 'I'o successfully conclude as
3

heterogeneous a poem as the ft.. P. with a sat ire does indeed 1'e-

quire a good deal of the very quality (1:E.~nium) that is,

aftel' all, be ing caricatured: the difference behreen the

manifestations of ingenhlm is that Horace condemns the mad poet

for relying so l.eLy on in,Q;enium, wher-eas the true poet should

have the latent curse of,ineeni~ relieved by ~ and at the
4

base' of his ars' have Socrat icae chartae,-
This is, it must be conceded, dialectical pce t ry of a kind, but

it links up some very important elements which proved to have a

central place in 1i terary de veLopmerrts of the h!elfth century.

Satire and philosophy wer-e two are as of literary accomplishment

that fl ouri shed then w i th a new-found vigour. Inevitably atten-

tion was also paid. to ars, and apart from grammatical studies, ----- 5
more handbooks, on poetry were writ t en.

The same elements occur in the poetry of Milton. As in the case



of Horace, the satire does not intrude upon the poetry but

forms a natural part of it. In Lycidas the bad priest is

satirised in some of Milton's most famous lines. "Blind
p

mouths" is a perfect example of the poetic genius for distillation

of imagery to the point that it is unintelligible out of context.

The force of the invective is so much greater as a result of this

apparent brachylogy.

7
'I'he influence of Neoplatonism is noticeable in Milton's fifth

elegy. Here we can appreciate the facility he had gained in dealing

\"i th compl.ex mythography and we must consider the fact tha.t at the

same time the poet is concerned wi th philosophical concept-ion as

well as the technica),. (~) difficulty of adapting classical form.

In the poetry of both Horace and Mil ton satire i ~ and philosophy

appear without the reader gaining the impression that anyone of

thes~ elements has nót become an integrated part of the whoLe .

The ars is not crude display, nor do the satire and philosophy

overpower the whole. As aresul t Y1I~ do not start Hith surprise

upon recognition of them.

In the twelfth century these same elements had not yet been so

finely assimilated and we cannot but notice them in particular

poems as identifiable parts.

Philosophy was the siren who took up lodgings in Paris in the

twelfth century: men flocked from far and wi de to study the

anc ierrt pursuit. There ar-o se , however , as was to be expected,

many thorny issues between Christianity and what later came to
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be identified as humanism. A number of men still had to devote

their lives to letters before Pan would be allowed to run freely

through the woods and before Christian metaphor could be em-

ployed as happily as secular,

The first differences between Christianity and humanism arose

from a lacking ih mutual respect. An initial manifestation of

this attempt to harmonize can be noticed in the work of Abélard.

Humanism "had. really been, in Jerome 's metaphor, the captive maid
9

of the theologians." Abélard himself Has the first representative

·of the new way of thinking, he was a scholar for scholarship's sake,

This does not imply a permanent departure from or even éUl indiffe-

re nee to Christiani ty. His endeavour should rather be viel-led as

a necessary step in the process which led to the harmonious and

balanced assimilation of these elements in the Henaissance. In

order to gain recognition, hwnanism first had to assert itself.

The follo\ving poem clearly intends to make such an assertion:

qui pere1..111t.in se vi V1.U1tper scripta poete.e j

quam natura. neg-at vita per ista manet.

o 0

per fam"r.'l vivi..t defuncto corpore doctus!
10

et uIu::: natura philosophia potestj

This .smaj I piece is char ac t er i ae d by a calm assurance which may

pe rhaps be ascribed to the gentle spirit o~ humani st scholarship.

In a \'if:q it shows a similarity of spirit with PI iny ' s in his quiet

conviction of the writer's immortality in letters. It is impor-

tant (and Horatian) that pereu.nt is juxtaposed 'tli th the contrast ing
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vivunt in Line one ; that vivit is j1L"Ctaposedwi th the clashing

defundo cornore i.n line three. NattLra is identified w ith cor-

poreal and. transitory existence. In line two the pentameter is

neatly divided by the strong contrast betNeen negat before the

main caesura and manet at the end.

As the writer looked to immortality per scripta in the first

hexameter, he now looks to it per fam8.m,as synonymous, in the

second hexameter. This creates a firm bond betwe en the couplets.

In the first place there is the actual repetition of £:1' and
11

secondly the real meaning is obvious Iy ~r fafnam scriptorum.

The closed insularity of the elegiac couplet perfectly all ows

this meaning to come through, simply by the repetition of wor-ds. .

and the similarity of expression. Technically this is very sound

and shows an excellent understanding of the particular metrical

f'orrn ,

The last line ends on a positive note with a third person singular

verb as in line two. This is a. good ending for a pentameter line,

as it has a particularly conclusive f'o.rce both in its form and

meaning. Manet a~d potest both clinch the argument in a most

unambiguous and assertive manner. The actual resolution of the

, 0 poem is derived from the natura/philosophia contrast. This re-

veals the devoted scholar expounding his unsh2~eable faith in

the superiority of learning over nature.

It is in the 'rery assertiveness of this poem that He can ascertain

the' novel ty of philosophy as a separate and independent study •.

lrle have to recognize some truth in Du néril' s view that AbeLar-d

only propounded 'les "Préce1:2_tcsuses d'uDe morale 'V'_ll~,.12!tJe
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have to admit that Abelard's learning was occasionally very wide

of the mark. He even thought that Socrates had left t-lri tten

woz-ks , In his own times I however, he was a leading figure in

the literary wor-Ld, His assertion of humanist values was a

great cont r i.but i on to learning in the 'I'wel f't h Century.

"It is easy to belittle AbeLar-d' s achievement .•.• it remains t'hat

he is one of the makers of life, and perhaps the most powerful, in
13

'I'weI f th Century Europe. "

The next t,vo scholars that demand. our attention are I<1á:tthel'lof
14

Vendame and John of Salisbury. The former was an unimaginative

ped.agogue and the latter a famous man of letters, To obtain a

correct picture of attitudes towards poetry during the TNelfth

Century it is important to take account of them both,

f4atthew 'VIasvery much a representative of the old type o,f medieval

school. He was mainly concerned with extracting moral precepts

from the ancient writings by means of allegorical explanat ion , and

in so doing he c.ir-cumsor-ibe d the real value of the classical tra-

dition within a very narrow and misleading compass, He seems to

have been more taken with the picture of himself as a successful
o 0

and respected scholar than \vi th the love of learning. The

f'ol l owing excerpt indicates this quite well.

/ ...... 68



1 69

-68-

Parisius maturo gradus; mihi dulcis alumna

tempore Primatis, Aureliards, av~

Instrui t ad versus pueros haec slunmulaj nomen

ex re sorti tur; summa docere potest •

Vive, precor, nee formida livoris hiatum,

summula, per menses emodulata duos,

haec memini I meminisse iuvat: sat prata biberunt.
15

EXElicit emeritum Vindocinensis o'Ous~

He are immediately struck by the staccato effect, In every line

but the last the poet has a stop of some sort, This gives us

the impression that the poet has a penchant for ceremony and

bombast, The lines .proceed in short j dignified phrases but the

overall effect is one of contrived gr-avity, For example, the

ave at the end of line two is, to my.mind, very unhappily placed,

Hhat should have had the effect of a strong, generous wor-d of

praise, trails at the end as a result of the preceding commas

wh.ich interrupt the f'Low of the words, This was doubtless done

to gain greater solemnity but in' fact destroys the impact of ~,

reducing it to a patronizing afterthought,

Similarly, the ~mini, meminisse should have been part of a st r ong

development, Such rhetorical pieces meri t all important cl i.max

which is not reached because of the poet's love of superfl liOUS

effects. This concern palls very quickly and merely provides a

good example of the. pedant's slightly comiQal pleasure in dis-

playing his abilities,
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Besides his own verse he wrote technical handbooks. Hiss \'iadd.ell

remarks that "i,1atthe~., is responsible for perhaps the dullest Art
16

of Poetry that has ever been vTritten. It It i s based. on the &Jl of

Horace and Cicero's Ad Herennium. The specific art of Statius'

Silve.e ha.d become more important in the rhddle Ages than ever and

the first part of I\Iatthew' s book accordingly deals ,.litll descrip-

tions. r,latthe~'1's "Art" also contained rules for describing famous

characters.

In the first place the treatment of these rules is very different

. in Horace "s A. p.' The following is Horace ' s advice fór acharader'

sket ch of Achilles •

••••••••••••••. si forte reponis Achillem

impiger, iracundus, inexorabilis, acer,

iura neget sibi nata, nihil non arroget armis.

sit Medea ferox invictaque, flebilis Ino,

perfidus Ixion, lo vaga, tristis Orestes. 17

Let us compare Hatthew's prescription for a representation of

Helen:

Pauperat artificis Naturae dona venustas

Tindaridis, formae f'Lo scul us , oris honorj
18

Horace is concerned \Y'ith the principle of consistency in li terary

character. He makes his point by starting off ",d th a rapid-fire

line of four adjectives for Achilles, then he relieves the t ens ion

?y hlO car-e f'uLl.y balanced f'our--wor-d groups in line 122. Straight-

a'tlay he ru.shes on to hammer in the principle of identifying one

character with one emotion by alternating three names with three

adjectives in line 124.
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Matthew, by contrast, is making no attempt to illustrate any

underlying principle. He is merely giving a description of

Helen as an example to his readers, and no more. This shows

how the preceding centuries of the Ihddle Ages had impoverished

the content of the classical tradition in this respect;

In the second place we can see how completely foreign this

!!].oclusoperandi' is to our own, The difference can easily be

understood by looking at Greek tragedy, which took themes from

mythology. The char-act er s were accordingly legendary or di vine.

The scope of literature was restricted by this fact but tragedians

knel-Thow to turn it to advantage. In the..l\...:Lit is also clear

that RQrace regards most literary undertakings as based on some

precedent al though he does make al Lowance for new material,

'I'hrough the passage of time literary characters from ancient

literature sometimes acquired a soft, romantic light in the

Middle Ages. A few classical characters benefited from this,

but it may be said that r'latthew's treatment left Relen's garments

very threadbare.

To a large ext errt the reason for such poor representations of the
19

classics Has simply a lack of knowledge , By the time of the

Renaissance, enthusiasts had patiently recovered details of classical

figures as they had been known to the ancients, so that poets such

as I!;il ton wer-e not only in a position to recreate them with greater

conviction but use d them in an original 'day. I·;atthel.,' s shortcoming

vlas due to his inability to distinguish betwe en the ancient ~

~etica and the medieval árs di ct arnin is , This was the result of

ignorance and confusion,
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In respect of ~, therefore, Matthew is not an exemplary

exponent. His satire is also wanting and he took little interest

in, philosophy. Horace ' s formula of satire/ars/philosophy does

seem to hold water:

"These pieces are caricatures, satires set in the framework of

ars poetica. Their sha.rpness is mitigated, not blunted, by

hWflour. The curse of ingenium is relieved by ~ ru1d at the
20

base of ars there lie Socraticae chartae. !I

'I'he difference is that where Horace possessed. enough .i~~ te

sati r-i ze 2E&;enium, Matthevi did not. The object of his sati r-e is

Arnulfus the Red-headed, "the off-scouring of the human r-ace ,
21

says Ivlatthew kindly. If' Essentially it is unimaginat i ve invective

that amourrt s to little more than a stream of insults. He have

to conclude then that !IIe.tthev.Jlacked ingenium and philosophy but

prac~ised ~ and satire in predictably unsuccessful poems.

The opposite to Matthew in many ways is 'John of Sa.lLabur-y,

"The ablest and finest scholar 'of all was undoubtedly John of Salisbury',

a man of 'even-balanced soul', who was not led astray by the passion

for short cuts to knowled.ge, or the conceit that the new knowledge

was an end in itself .••• his ... poem (Enthetj_<?us de dozmate

philosoph~) ..•. is no mere tour de force or school exercise,

It has preserved ••. the imp~ss of his keen and judicial intelli-
22

gence, of his grave irony and his deep seriousness."
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·JOhn believed in the truth of word and reason and the ultimate

goal of theology. "John of Salisbury, Hho held the religio

gr~matici, feared it, very much as ll'iilton did: a sterile science,
23

except it conce i ve from without." As Nilton himself described it ï

"An infamous tract of rocks, not here the sounding of Apollo's
24

lyre: not here the dance of goddesses," .

In the poem mentioned above John first of all deals to/i th the

Christian doctrine of God, then loTith the philosophical sects of

antiquity, Pla.to being afforded pride of place . He then deals

.~lith the Romans and particularly Cicero: lastly with Seneca and

what Quintilian says of him, John was, however , a Chr-Lstian be-

fore anything else and he saw the study of philosophy as serving

the greater ends of his own faith.·

Christicolae soli sé!J?iunt, et phUosophentur

_vere, quos tibi dat pa.gina sacra. duces.25

A large part of John's poem is satirical, but it does not

possess the subjecti ve intensity of !'fJattheH. He notice in

this respect a difference between the patient and careful scholar

and the dull pedagogue. John ' s satire is tinged w i th an impatience

on the one hand for the need to correct folly, and sadness on the

other hand for the necessity of discrediting his f'el Lov man: The

following excerpt is é'J1 exampl e of John's verse.
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vetus hic cruo tendit ase l l us ?

cur veterwn nobis dicta vel acta refert?

a nobis sapimus, docuit se nostra iuventus,

~ecipit veteru~ dogmata nostra conors.

non onus accipimus ut eorurn .verba 'seauam~

~os habet auctores Graecia, Roma coLit ,

incola S1.un modici pontis, novus auctor in art~1

dum prius inventuJn glorio_r esse meurn;

guod docuere senes, nee novit amica iuventus,

pectoris inventum iuro fui sse mei j

sec1ula me iuvemun circumturbat turba, putat~

~ra.ndi_a iactantem non nisi vera loq1!}.. 26

John's phrasing is very sound and, at times, quite beautiful

in a sonorous type of chant. His feeling for a well-turned

couplet is excellent, as we may observe by considering lines

fi ve and six. It is simple and reads easily \'ii th no jerkiness,

The hexameter forms a clear and balanced pattern with accipim~

echoing segu.a.mur,and ~ and ~ complementing their respec-·

t'i ve verbs in a st r-aight t'orwar-d object/verb construction, The

simplicity and clarity of this line give a pleasing sense of

ord.ered architecture. The objects are placed neatly l,iith the

first person plural verbs so al Lowing units to develop and thus

weighting the line by .providing a frame and formality very

sui table to the larger aspect of the hexameter.

EoruJ;I i s carried through very 'smoothly to quos auctores, a,nd. the

more trencl1allt' qual.i ty. required of the pentameter line is finely

displayed in the ju~di:Lpo~;ition of Graecia, Roma.. This time the

line is. framed by the third person singul ar- present verbs. 'I'he
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. s im'i lar-i. ty be t.ween the hexameter and perrt ameter; whi ch is marked

by both lines having hw verbs which stand in similar positions,

in either case is saved from boredom by the change from the

objec+-sve r-b construction of the hexameter to the subject-verb

construction in the pentameter.

The overall effect is that of a good C'i.ceron i.an period. It is

grave, floHing, but above all masterful. Hhere it differs most

clearly from Horace and Iiiilton is in its lack of imaginative

projection. It has an impetus and dignity which i·1a"tthel'l's

satire could never approach and yet it falls short of the com-

plete portrait presented,
27

critic or Milton's on the

say, in Horace's passage on the false
28

false priest.

John was a reflech ve and philosophica.l man of great erudition

'....ho enjoyed the scholarly atmosphere of Canterbury, where men

wer-e keen to learn and books were revered. Once again we ob-
29

serve the circle of friends. John enjoyed the warmth and free

exchange of ideas fostered by studies shared with fe110I'I scholars.

There Has Br i to, the sub-prior and ado I the prior - both' good

friends of John's. Thomas Becket was yet another of his friends.

John of Salisbury was a man of such stature that "he viouLd be a,
.30

scholar in every age, and was he ad and shoulders above his ovffi."

Regrettably he is not the t:;rpical representative of his age.

Through his .poetry Vie are made aware of the broadening of twelfth

century scholarship and especially of the gr-m'Ting interest in the

Socre,ticae chartae. Philosophy had long been neglected but was

now being revi veel in earnest. 'I'hi s revival was rooted in
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humanism, which was the condition necessary for Petrarch and

his companions, somewhat later, to relive the wor-Ld of the

. ancients. "He hath made everything beauti.ful in his time, con-

tinues the voice of Ecclesiastes which John found so st r-ange Iy
31

poignant," It was , however , only a prescience of the beauty

and truth that was to be recovered from the classical world •

.He "vas as much the greatest scholar of his age as he was ahead

of his times.

A far more typical representative of the t"lelfth cerrt ur-y is

Serlon of Hilton. He Lacks both the faults of r'Iatthew and the

virtues of John. He was educated in a rhetorical school and

taught :in Paris. In hi s youth he "Jas humanist, secular and

intellectual, but eventually began to feel that life was passing

him by. He then joined the order of Cluny and appear-s to us as

yet another scholar who f'ol Lowed the example of Paul inus of Nol a,

His early poetry is committed to grammatical subjects or consists of

frivolous verse which shows some of the characteristics of Catullus.

There still existed insufficient harmony be tween scholarship and

Christiani ty as compared vii th the type of uni ty that Ni l t on vlas to

create. "Serlon's career, .. might almost be said (to have been)

the ordinary progression of the clever scholar who was not from
32

the firsct called to saintship. " His verse represents the pro-

blems of his age, for it is either the dry grammar of Hat thew:
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Dissera grammaticae structurae quae sit origo,

nomina cum verbi s arie 1igancl.a 1is:o

vita brevisj brevitatis runans compendia quaeritj

guisque sui similis semper amator erit.

sum quod guisque cupi t, Si.1.il1 qui compendia quaera,

sum brevis atgue brevi pondere multa fero ...
33

or the licentious on the model of Catullus:

Dum fero languorem fero relligionis amorem;

expers 1anguorïs non sum memor huius emori s ,
34

or the purely religi'ous:

Custos mentis ego fas dictb ne f'asrrue rele{;o:

me duce si e:raderi s post carnem non gra,dier.i.§.

insta ne cesses, aderunt post semina messes ... ."

35

"It is easy to see that all the advantage lay henceforth t-lith

the new rhythmical measures. For here vias freedom instead of

bondage to the rules of the text-book or the supposed authority
36

of the classics."

The greater part of spontaneous poetry during this century is

to be f'ound in the great f'Lowe r-i ng of the Latin lyric. This

kind o.f lyric is nob I howev8r! part of the' traclition from

Horace to r;:il ton nor does it use classical forms in the sense
37

of the A.P. or the Epi taphi LUn Damanis .
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The most remarkable feature of these Latin lyrics is the theme

of Spring. Hith the exception of the Pervi<>;ilium Veneris the

. spring song hardly exists in Latin literature. These lyrics

have a wonderf'ul freshness and vitality that is fed by the

vernacul ar-s , whereas old secular verse was displaced. "The

truth is that Latin secular poetry had no longer any real excuse

·for existing. The lyrical part of it \11aSfed, on the whol e , from

vernacular sources, .and, both in execution and in range of ex-
38

pressi.on, the vernacular had now an unchallenged supe r i or-ity..«

To make matters worse for secular letters, after an i.nitia.l

assertion in the first half of the twelfth century, human i sm

started to gain a poor reputa.tion. Latin metrical poetry was

once again being driven into the schools. One of the last im-

portant poets in this t r-ad'ition is Master Henry of Arranches who
. '.

wrote for kings and ecclesiastics. There is little Oerrnan

secular:poe"try of the Thirteenth Century and "the tale of Italian
39

poet:cy in (that) century is no more inspiring." It almost

seems ironical that one last poem of the Statianjrhetorical school

line of medieval Latin is an 'Art of Poetry'. 'I'his is the

Laborintus "Tritten by Evrard the German sometime before 1280 at

Cologne. Far from the vigour of Horace's A.Pothe school exercises

which this wor-k contains are so f'ul I of pedagogic dryness that the

poet stresses at every turn "the wretched lot of the master ..Tho
40

VIas forced by necessity to teach such subjects,"

B_ut Italy .woul d prove to be the harbinger of the new age, ahead

of England, France and Cermany: Dante was \-Triting his great epic

in the Tuscan dialect.
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"The emergence of the vernacular is really a medieval achievement,

and does not belong to the so-called I\enaissanceo Indeed, it might

be said that the Renaissance in one of its aspects "las a reaction

against the vernacular in the interests of an artificial r-evi val
41

of Latin,"

The Renaissance could not have taken place \-lith all the fervour óf

an heir seeking his patrimony, had the Niddle Ages not successf'ul Iy

defended Europe from barbarism; but as for true empathy wi th and

close synthesis of ancient values it is Petrarch, Politru1, Bembo,

Joannes Secundus, Cowley and Milton who realize and assimilate

the: precepts of Greece and Rome. Through the most exacting

imitation of classical authors the learning of these scholars

became a part of vernacular poetry; and through their illustration

of the beautiful architecture and structure of ancient poetry, our

own inheritance was infinitely enriched.
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CHAPTER6

According to a traditional view the knowledge of Greek and the

invention of printing were the two decisive factors which distin=

gui shed the iiliddle Ages from th~ Renaissance. Criticism of this

view points out the superficiality of these two developments.

In a 'day this criticism is justified, since the clanger exists of

mistaking the result for the cq,use. Greek and printing only

came to be so prized because the Hest had reached the point where

such knowLedge was needed. These accomplishments cannot, there-

, fore, be necessarily regarded as a cause of the Renaissance i they

should rather be seen as the manifestation of it.

We should note straightaway that Greek literature had not been

stored and forgotten in unsuspected hiding-places throughout the

Middle Ages: the state of learning had simply not developed a need

for the original texts of Greek writers. Greek had actually been

the language of diplomatic intercourse "behleen the Church and the
1

Empire in the \~est and the Church and Empire in the East" for a

long time.

Apart 'from this modern Greek there vias also the simple, elementary

form vrh i ch was knovm at st. Gall 'in 614.

John the Scot produced, for'Charles the Bald, a "literal rende-

ring of the Neo-Platonic works attributed to Dionysius the
2

Areopagite." Although Plato was unknown in the Hest except for

parts of the Timaeus, and Aristotle was unknown except for parts

/" ... 80



/ .. , .... 81

-80- ,

of the Organon translated into Latin. by Boethius, Latin versions

of Aristotle, at least t reached Europe through the agency of the Arabs

by 1150. Gradually pieces in the original Greek replaced these.

Several important 'I'we l.f'th Ce nt ur-y translations .by Hilliam of T'loer-

beke came unde r the scrutiny of Roge r Bacon, a leading scholar,

who drew on Byzantine sources. Prior to this, such recourse had

been denied the Hest, During most of the 'I'we Lf't h Century Byzantine

emperors had built up a new nationalism wh i ch discouraged contact

with the Hest. A monk, Guillame de Gap, had indeed verrtur-e d to

Constantinople and re t urne d ~"ith some Hermetic Lit e r-at ure , Southern

Italy had harboured a number of Greek monks driven out b,y i cono-«

clastic d.ecrees in 727 and again in 816. Some monks still lived in

the extreme south . at the time of the Renaissance, so that
3

"certa.in Calabrian villages" still spe ak Greek t oday, The t\,relfth

century translators of Aristotle had learnt their Greek in the

south of Italy and undertook no bold journeys to Byzantiwn vrhere
4

a . more complete knovrl edge \'TaS guarded.

B.T2:anti urn st ar-te d flageing after 1190 and contact \'li th the Ea ster-n

Empire became easier. "The Byzantines spoke Greek, 2.S Roger Bacon

points out, but did not unde r st and the gr-ammar nor kn ew how to

teach it, being for the most part semr-e ducat.ed and inarticulate
5

folk." By the middle of the Thirteenth Century there was, in

the Vlest, a number of men equal to the ta.sk of approaching the

treasures·of Byzantium.

Barlaam, a Calabrian monk; visited Avignon as an envoy from

Constantinople in 1339. Pet r ar-ch received a manuscript of
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Homer and six years later he wrot e a letter of thanks to the

bl ind poet, "Florence (at that time) could not claim more

than four to five who kne i.....and loved Homer, Verona. only two,
6

Bologna, ]·lantua and Solmona one and Home none," Fetrarch

persuaded Boccaccio to learn Greek, He did so and his mentor,

Pilatus, a pupil of Bar-l aam, wor-ked hard. on a translation of

Homer into Latin. Hhen it was complete I Pilatus returned to

Constantinople in order to recover more scripts, Unfortunately

the man was struck dead by lightning and, we are told, Petrarch

hurried to the quay in the hope of gaining a manuscript of Euripides

or Sophoc Le aj B06caccio, with his smattering of Greek, claimed to

be the first to publicize t.he Horks'of Homer in Tuscany and to be
7

the first of all Italians to re sume the reading of Homer. ti

. ~ After this, however, the typically medieval contemporaneity of

conception in life altered perceptibly and men came to '(;he fore

""/ho~e worlds of thought and expression stood recognizably nearer

to Cicero I s than to the traditionally educated average of their
8

(Boccaccio I sand Petrarch ' s ) -day, II 'I'he cha.nge was primarily the

re su.l t of the pedagogic progress fostered by If:anuel Chrysoloras, a

Byzantine of noble birth, an accomplished and eloquent Greek

scholar who came to Venice,

Sal ut ati , ",ho stood in the tradition of Pet r ar-ch , persuaded the

city of Florence to appoint him as a reader in Greek for the

benefi t of the community, By 1441 a li teraJ. rend.ering of Plato I s

Republic into Latin was dedicated by Pier Cand.ido Decembr ic to

Humphrey , Duke of Glouces:ter. By this means the future of

/. ..... 82
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immigrants very probably would have fallen on deaf ears.

\1aS, most of it was snatched up with alacrity.

As it

Greek was ensured in the \vest. Only twe l ve years later

Constantinople fell to the 'I'ur ka, It seems a rare piece of

irony that the Roman Empire, forever remarkable for its expe-

diency, by splitting its powe r between Rome and Constantinople

at an early date, sur-vi ve d the invasions by Hestern barbarians

after a retreat to the Eastern capital, as well as by Eastern

conquerors a.fter a recovery operation to the Hestern side.

Ironically too, Chrysoloras originally travelled to Italy in a

bid for aid against the Turks but remained to aid the Hest in

a bid for the re vi val of Greek letters.

"I'he ci r-cumstance s of his arrival in a non-scholastic capacity

and his final scholastic. appointment show clearly what importance

we must ascribe to the Humanistic enthusiasm which had its origins
9

in Petrarch' s teaching, It was the demand that created the supply. II

\~hen the Eastern capital fell, an exodus of scholars fled for

Italy and the Hest. If we only accepted Greek in a causal function

and did not presuppose a tradition ready to accept it, we should

al so expect that a good deal of the knowl e dge brought by these

So we see that in the political weakening of Byzantium lay the rescue

of its literature and the doom of its empire.

Learning i teelf had been revolutionized by Chrysoloras I new system

of philology which stressed the closest attention to detail. 'I'hi s

ushered in an age of precision and craftsmanship as the only means

1·.·.·.83
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tOHards a right appreciation of letters. "Herep for the first

time in the \-lest, we have the love of detail whi ch characterized

the Byzantine imitators and a reasoned statement of the belief

that eloquence in its various forms depend.s on the attention paid
10

to linguistic minutiae." It Has the' age of memorization and of

the note-book.

As the anatomical studies of the human body wer-e an indispensable

preparation for Leonardo da Vinci's art, so the philologists of

his day sought to reconstruct the patterns of language by a

ruthless df ssect i ori of its parts; more than anyt h.i.ng else, until

the scholastic age of the twelfth century" Eur-ope had lacked the

discipline of professional p precise tui t i on, 'I'he spirit of the

Middle Ages died as soon as this deficiency was recognized, for

medieval attitud~s of mind were bas~d on the utilitarianism of

the specialists and on the moral and religious fears of the orthodox.

Petrarch represented the changing world of his time; tl'lq-.faced

like the Roman god Janus, he belonged to both old and new,

"Pet r-ar-ch, like Byr-on after him,' ot...ed his popularity to the fact
11

that he showed his' time its future self."

His attitude towards the classics was pre c i se Iy the expression of

the new Renaissance sentiment, so that 'many scho l ar-s could identify

their personal ambitions \'1Ï th Petrarch.

He specifically selected his material with, an emphasis on the joint

pursuit of ar-ti st ic form and the good life. A necessariis aT'tifici ;_s

In some ways he was, in spirit, the first mddern

scholar.

/. ... 84
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Through his letters and his ep i c , Africa, Pet rar-ch re-e:;~ablished

two great genres.· Ris imitation of Cicero is not altogether

convincine and.has the unmistakable ring of the theoretical

imitator to it. It must be r-eal i zed that Cicero, more than any

other ancient thinker, inspired the most power-f'ul and characteristic

spiri tual concept of the Henai s sance , whi ch "oan be swnmed up by

Cicero's own wor-d h1.Ulla.nita.s - the quality of mind and character of
12

El- man who is civilized." The ma.jor Roman treatises whi ch attracted

the interest of intellectuals wer-e De Offici is and the Tusculan

Disputations. As soon as the Renaissance had learnt to love these

wor-ks, scholars were spurred on to study the original Greek texts

of the four great philosophica.l schools: Epicureans, Stoics,
13

Peripatetics and the. Acaderny, From this re sul.teel a new appreciation

of the appeal·of free thought and individualism.

This revi va.I of ancient thought WB.S in opposition to the spirit

pervading the literature of the vernacular Language s , Yet one

cannot deny that these Languages might never have attained the

heights they have, had it not been that they "served apprenticeship

in reproducing Cicero and composing tragedies after a Senecan model."

Sty1is"tics became a real matter of controversy Md competition,

Reading was analytice.l, as exemplified 'oy the method of a famous

teacher, Guarino. Beginners read the easier works to find inspiration

and guid.ance for the wri ting of short stories. Lists of phrases

were made lUlder the headings of form and. cqntent • Pl or-i Lez ia we re..e_ tt;

compiled in order to make these devices readily available to at I

men.· Commentaries classified all the most famous sayings into

categories. Valla produced his Elee;antiae Linsuae LatJ.nae

j. .. " 85
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15
which became the handbook of the hwnanists. The appropriate

constructions of individual words and lists of uses of particular

'nouns were compiled.

The stile e mosaico Has an accepted norm. It assumed that the

overall effect of any piece is gained by the ordering of ma.ny

'smaller "pebbl e sv r arrangement of subject-matter', varieties, of

argwnent, ideas, illustrations, metaphors, and other figures of

speech, choice single \\fords, speech rhythms and euphony.

Gnarino recognized the importance of Greek. as a sine g,ua non for

Latin composition. 'I'hr-oughout Europe, facility in Latin was

taken to be the mark of an educated man. Necessarily, therefore,

the attainment of this f'ac i l ity required an arduous apprenticeship
16

which took much time. One is reminded. of the Elder Pliny's mv'are-

ness of time when reading the following piece of advice to the'

teacher of those seeking education. ,

"In every library let a clock be so placed that it may catch the

eye of the reader, and by recording the flight of time, war-n him
17

of the need of diligence."

The aftermath of Pet r ar-ch t s signal achievements was a long and

heated scho l ar l.y dispute that was only resolved completely by ,

Erasmus. The outcome is significant for our evaluation of the

?-ssimilation of classical learning by the vernacular literatures.

Before Petrarch the standard. of Latin composition had been low.

By reason of his strong personality and a spiritual and intellectual

j ..... , .86
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i derrt Lty with Cicero, Petrarch became engrossed by the great

orator's style. Rumanitéls was to be understood and assimilated

through a detailed analysis and imitation of the original ancient

texts. Petrarch's disciples, however , became firebrands.

Initially imitation 'vas rewarding. Boccaccio, Saluta"ti, Bruni ,

Barizza and Braccioline greatly promoted studies in the classics.

Eventually' though, the means became the end so that imitation was

held up to be the whoLe issue. Reaction against this mi cunde r-.

standing was not SlOl'1in coming during an age when "the hwna.nists

even out-rival Aeschines and Demosthenes in their criticism of
18

one another's style."

Valla quarrelled wi th Poggio. "\'lhy.' '].111every first sentence

(Valla declares) begins \'Ji+h the beginning and ends wit h the end
19

of a hexameter. II Politan, an ecl ect i o, found himself in

oppos i t ion to Scala and Cor+e s i , The former held that one style

could not express everything, wh i l e the latter tVlOput their com-

plete trust in Cicero.

Bernbo, the "Cd ce r-oni ant' , and the eclect ic Pi eo de l l a I.;irandola

continued what developed into a general po l emic , The f i.naL, be.l ance d

view came after the rno st trenche.nt satire by Erasmus: the
20

C'i ce r-oni.anus , In it, he dr-ew a picture of the Ciceronian extremist.

Ris study had double door-s and. w i ndows , so that neither sunligh-t; nor

noise could'penetrate: his diet, ten cur r-ant s and t hr-as co r i ande r

seeds daily. He wrote a sentence per night and compiled dictionaries

of rhythms and lists of Ciceronian phrases. The severest. controversy

broke out when this satire was pub.l ishe d, Pi nal.Iy the eclectic

/ °7~ ... ft , ,v I



Venturnerat ad miseri felicia tecta tyranni

side \1on. "The exclusive reign of form had ended, but there was

21 22
still room for form in its proper place." ,

Poet~ gained far greater versatility in their Latin verse, as the

following example shows. It is an extract from Petrarch's epic

poem Africa.

THE VICTORIOUS MASINISSA MEETS THE BEAUTIFUL SOPHONISBA

Moenia magnaniumus victor trepidantia Cirthae

Ingreditur,~iosgue lares et avita tuetur

Tecta libens generis cara incunabula primi.

Milite confestim ad portam custode relicta,

Ipse altam cupidus raptim tendebat ad arcem.

Sic stimulante fame lupus amplum nactus ovile,

Intima dum penetrat, socium praedae atque laboris

Linquit in ingressu, qUO tutior abdita fidis

Corpora diducat latebris mergenqa palata.

Quae verso malefido viro regina tenebat

Haec subitis turbata malis in limine visa est

Obvia victori, si quam fortuna pararet

Tentatura viam duraeque levamina sortis •

Undique sidereum gemmis auroque nitebant

Atria; .non illo fuerat rex ditior alter

Dum fortuna fidem ten~it, nunc fidite laetis

Pauperior non alter erat: tarnen omnia longe

R ' d' 'b t l' , , 23egla praera lans Vlnce a lmlna conlunx.

'l'hisepic as a whole is not well thought of by literary critics

generally, but this passage from it is agreed to stand above the

larger whole.
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'Particularly when we compare i t ~...i th the verse of Venanti us

For tunat us we are aware of Petrareh's empathy ~!ith the classics.

Fortunatus' poems to Radegunde were, after all, unmistakably court

poetry and accordingly restricted in scope. Petrarch uses the

heroic hexélJneter Hith confidence in this passage, and -that is in

itself a major change, when we consider hou the elegiac couplet

had dominated medieval poetry.

The passage may be divi ded into four parts. Lines 1 - 5 describe

Nasi.ni saa t s arrival at Cirta and his 'trepidation at being so close

to his enemy Syphax who was in the company of his beloved Sophonisba,

She had earlier been betrothed to Masi.ni s sa but Syphax had actually

married her. Something of the tension that runs through Keats's ~

of st Mmes can be felt. The romantic appeal is founded on the

situation of a lover separated from his damsel by an evil force.

The maF,TIanimusvictor is effectively framed by the trepidantia moenia- ---
since it is a representation of the physical situation. In the

same "flay line two is suitably framed by in.9"reclitUl' and tuetur as

we feel the time lapse, exaggerated by fear, behreen entering and

surveying the building in search of his beloved. The discreet

posting of armed guards at the gate is visibly real in line 4 as a

result of the milite and relicto placed to wat eh each end of the

line,

To heighten the furtive tone of l·!asinissa' sentrance, Petrarch

employs a cross-fire pattern in the fifth line. The separation

of ipse from cupidus and then from tendebat as weLI as the hupe r--

baton of Altam .,. Arcem gives the effect of deep feelings, dis-

traction and vacillation. This leads on easily to the elevated
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gi ven a fine analogy to the emotions whách are uppermost in

Masinissa's mind. On the one hand there is the burning desire

to regain Sophonisba but on the other hand the dreadful anxiety

to escape safely.

The third part of the description (lines 10 to 14) deals with

the actual meeting. Pet r-arch employs the oxymor-on of miseri

felicia. tecta. tyranni to stress the dilemma of Hasini sea ' s

si tuation. Again the poet uses the separation of wor-ds in

strategic positions to underline Sophonisba's confusion and distress

in line 12. This 'is possibly the best line in the piece as the

visa est really does seem to glide into place, qui te unexpectedly

and in a flash at some doorway as an image of his r omanti c ideal.

The position of this verb at the end of the line is quite masterful,

. particularly at the moment when the next line brings the impact

of that brief appearance vividly before us by juxtaposing obvia

~Jith ,victori.

'I'he last part may be t ake n from line 15 to 19. The contrast

be tween non f1.18r3."I;alt,=r and non é".lter erat is carefully sustained.

over lines 16 to 19. 'I'hi s forms a perfect heroic formula for

chi valric honour. Even though Pet r-az-ch had created a thoroughly

classical piece, the inner strength is de r ived, here at· least,

from as st andar-d a medieval picture e.s the kni_;ht looking up to

the noble maiden locked in her tower , The result is that the

narrative. nov; has the versatility of a classical piece, but the

form d.eri ves a par·ticular colour from the medieval romance, so

that the overall effect i.s deci dedLy modern; wher-eas Fortunatus

lacked. this modern tone completely :in his metrical pieces.

;. ... 90
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This is in line wi th our observations on Pet rar-ch t s nature,

whi ch \'TaSha.Lf medieval and half Hena i ssance. For a much

closer representation of the classical world still, we look

at Go short poem Hritten by Pietro _Bembo. It shows an admirable

use of the eLeg i ac couplet. In the long structured sentences

(1 - 8, 9 - 14) there could easily have been an element of

precoci ty. Insteacl the poet cleverly turns them to his advan-.

t age ,

GALATEA

~ deum Sicul i per iniSLuas 1i ~ und,;:ts

lUudit tarda dtlJ7}Galatea fuga,

Seg-ue a.deo ~pe profectus, studioaue sequendi

Plus medium infielo tinjg-ueret ille mari 1

"Quo fu~is 0 Gala:tea? mane, mane 0 Gala~1

Non eiesosum," clixH.J "non eeo, Nym:e.~a, Cyclops,

Qui flavum avulsis iaculatus rupibus Acin

Saevi hae liquit tristia signa suae ,

Pastorum pecori Saue deus, cui g2-1'rula ce.E2;

Prima dedit varias fi~tl.lla iuncta modos,

Quem f','elidi frondosa colu..l1t pineta Lycaei,

Laetacue [',:2.8nalio Parthasi s ONi, il.1SO,

~ de c1.t.nctis te diligo Heptuninisj

A very real danger in vTriting elegiac couplets is that the self-

suffi ciency of the hlo-line units tends to drag the rhythm so

that the poem often begins to pall very quickly.25 Sometimes this

/ en
• 1 •• ~ ... ./.



-91-

desperation and wre+chedne ss to slowly come to the fore. He again

.very danger can directly be turned to advantage if a shorter

poem iVith trenchant, polished. lines is suitable, but this can

seldom be done in longer wor-ks. Here Bembo overcomes this

problem by his use of the ext ende d , complex sentence. Lines one

and hw are held b,y~; in three and four (se )que. picks up

~j the main verb dixit appears in five and six whil e seven

and eight. are linked by qUi.

By this means' the.elegiac metre is able to contain a more continuous

f'l ow of emotions. To succeed. in this, whdLe remaining y.lithin the

standard bounds of a couplet, is a difficult feat of met r-icat xon ,

The first long sentence is a good example of his virtuosity. The

poet "'ants to create the impression of the lover's emotions

changing: then he stops, catches his breath and still in all good

humour but a little chagrined, asks why Galatea is fleeing. This

emotion changes into a playful rebuke in defence of his acceptability.

The poet also wi she s to contain these changes within a single sentence

in order to indicate the rapidity of the change. Moreover he uses

the elegiac couplets to provide a cross-current of mournful regret.

This underlines the lover's inevitable realization that he has been

rejected. The turnáng points· in these changes are the repetitions

of mane and non ego. His vanity has been hurt, as he is forced to

realize that Cal at ea does have a will of her mm and that net everyone

finds him attractive.

The second sentence is equally Hell handled. Bembo allows the lover I s

allows the sadness of the couplets to act as a refrain within the

/. .• ,,92
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/ ('"). . ~; . .; ...:

.lar-ger- sentence structure from nine to fou:rteen. The lover is

finally driven to a humble declaration of his love, Placed as

it is directly above a second appeal to Galatea this line carries

great pathos for the memory of the first surprised cry, wh.ich

clearly proved to be completely ineffective, 'I'he change of the

form between lines five and fifteen is an excellent testimony of

Bembo's mastery of the elegy.

Line five is broken by the que st ion ha.l fway in the line. Clearly

the lover is put out by the foolish girl's evasiveness. The

. juxtaposition of the imperati ve ~ has a peremptory, aubhor-i t at i ve

tone as if she were being called to heel. By line fifteen the

vocabulary is not very different but the form and effect have altered

totally, It has settled into a lifeless formula of despair with

Ithe line divided into tHO groups that seem to echo the lovers loss.

The finest touch is the insertion of iam into the second group

whi ch takes upon it all the exasperation and humiliation of a

lover's rejection. The utter foolishness of his vain belief, even

assumption, that his affections would be reciprocated is contained.

in the painfully SlO"l'1sob of ~.

This type of craftsmanship has little in commonwith the ;.;id.dle Ages.

It. bears the stamp of a perfectionist intent on precision and 2.CC1).-

racy. The f'ol l owing poen by Dante lacks this classical di s cipli ne

and. the poet is qui te content. to fudge whe.t he cannot master.
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Ridebam, !·,!opsej ~l1agis et ma~ ille pr-emebat..

Victus amore sui; posito vix denique risu,

"Stuite, quid insanis? "inquamj" tu§- cura capellae

Te potius poscunt, quarnquam mala cenula turbet.

Pascua sunt i~ota ti bi, quae ;.;aena1 us alta

Vert ice deel i vi celator soh s inumbrat,

Herbarurn vario florurncrue impicta colore.

26

"7;ven making al l owance s for the pastoral nood mavi s 'O)tme;>:is is

s l ow and lacks all sense of urgency , let alone persuasion. The

et hampers the "Thole effect. A ready knowl e dge of asyndeton might

have avo ide d this problem. 1£;1101:8. tibi: rruae is rather ChU1Wy

reading, as the words seem to have been lumped together 'l'rilly·-nilly.

By contra.st we would do well to regard the majesty of a really

fine passage written by Baldassare Castiglione.

CLEOPATEA

!<Tarmorecruisquis in hoc saevis ad.r.lorsa colubris

Brachia., et e.eterna torpentia l'.lmi!l2. nocte

A • .__SPICIS, invi tarn ne crede occumbe r-e letho.

Victores vetuel'e diu me abru:"TIpere ·Vi.têJTI,

Reaina ut vehere}.' celebri cantivél. h'ir1Jimho,

~cilicet et nuribus narerem serve.. Latinis,

Illa er,'O uron-enies tot ducta ab 01";.cr;ne re.Gum,

Q~.lain Pharii col ui t ;::;8n5 fOl"twlata Canoni,

~1iciis fovitrrue suis Ae;:;i'Pha telhls,

Atone orien2 orania di vum dj:~natus hono-re e~.

2eduli te.s, pnlchraeque n(~cis eenero~~é', cupido

Vici t vitae i,"11ominiam insidias'1ue tyrannj .•

27
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It moves with the gentle dignity of a splendid procession down

the Nile. This is weI I suited to the sol.emn contemplation of

.Cleopatra's suicide. The:c-eis a ritual quality to the poem and

a certain timelessness in the picture of a woman reflecting upon

the value of her 01'10 life" To achieve the effect of a mind

cast into this strange limbo of personal inquiry the poet writes

Hi th a distinctive simplicity that beguiles the consummate mastery

of his craft. The construction of lines five to seven shows a

carefully planned crescendo. At first (s) Pharii is separated

quite far from Canopi. In line six Aeeyptia and tellus are

placed together. ~'inally oriens omnis is the general term embracing

her vast dominions. This crescendo adds pathos to the queen's fate

.by convincingly representing the majesty of her state and, by impli-

cation, the greater tragedy of her- fall from such he i.ght s ,

These examples indicate to what extent the Renai s sance poet regained

the spirit of the ancient wor-Ld, Gradually the medieval wor-Ld

slipped further into the distance as the classics exercised the influence

of more rigorous discipline upon the vernaculars.

/
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CHAPTER 7

In one way the Renaissance has been regarded as a reaction, in

another broader and positive way, it must seem both an assi-

milation and a necessary step in the development of the lite-

rature of the .vernacular languages, \...hich could not gain their

majori ty until they had thoroughly equalled the ancients, or

at least attempted to do so. 'I'he mainstream of E-uropean li te-

rature continued to f'ol l ow the cou.rse that had been taken through~.

ou.t the Middle Ages, but after the Renaissance that literature

was the more forceful for being controlled by the assimilation of
1

the classics.

In terms of the reaction mentioned. above, the f'ol Lowing quotation

from Dr. Reedijk is applicable:

"Of course the humanists \"Jere to a large extent, if not entïrely,

justified in their claim to have regained classical purity of

f'ormj and if the manner in whi.ch they used to assert themselves

strikes us as being needlessly obstreperous, we should not forget

that no cultural movement can preserve its impetus wi thout vili-

fying its predecessors, Yet the question remains Nhether, as

far as poetry is concerned, it would not be mer-e accurate to say

that the humanists brought about an important technical improve-

2
ment rather than a. rebirth."

/ ' , .. 96
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Dr Reedijk' s first sentence refers to the reaction aga.i ns t the

Mi.dd.Le Aees, while hi s second sentence describes the overall effect

after the ass i.miLat i on of ancient form. I'fuat seems at first to be

something of a contradiction is in fact a paradox. The. Romans,

after all, both vilified and exalted their predecessors. Horace
3

looks down on PI aut us ' amat eur-i.sh lines and is somewhat scornful

of Ennius too. At the same time the cultural predecessors of the

Haman poets of the golden and silver ages are aften t aken to be

the Hellenists, to whom later Latin poets n01.Jand then paid the

high compliment of imitation. It seems to me then, tha~ vili-

fication is in the nature of the young Turk.

The danger of this phenomenon for an hist.orical appreciation lies

in mistaking this rejeGtion of the immediate past in favour of some

more noble and ancient forefather, as an attempt to set the clock

back, The Renaissance was not an attempt to revive the use of the

Latin languaE;e so that it might again maintain the commerce, both

intellectual and material, of future ages. Nen sought far more

to recover the exact detail of the great body of though t and know-

ledge expressed in Latin. An example of this attitude is Erasmus.

Like many hunan i s't s he believed in atte.ininG an eloquence that

could reflect ever;/ shade of me ani ng in the rai nd of man, "'=":·('él.smus

recognized this quality in ancient Hriters and souE;ht te match

it, His method vras "t r-ansmogri f'y ing Greek and Latin 1 i t er-at ur-e

into a series of notes to produce 8. body of' material wh i ch wou l d
4

be easily r'et a i.ned and repeated," For this reason he "\-irate the

ne Coni.a Verborum I-lhich covered var iat ion and appr-ec iat ion of

/. " .. 97
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wor-ds themsel ves as well as the De Copia. Herum whi ch dealt \-1ith

matters such as simile J metaphor, fable 8J1d allegory.

Erasmus suggests that chosen passages should be noted down and

then studied for different ways in which they could. be used as

topics. 'I'he matter in the note-book should be organized under

headings, sub=he ad.inge and themes. Prospective writer s are advised

to work in this way through classical literature at least oncc,

Headings are to be chosen according to virtues and vices, so that

opposites are grouped together. Stock themes, such as "each to

his own taste" I "love and hate" or "old age and youth" also provide

useful material. Erasmus himself had read. through the classical

writings and could the more convincingly inspire others to do so as

HeU. Much Lite r-atuz-e was popularly categorized. in accordance w ith

the methods of the De Conia. Memory Nas the Hatch-word, Leporeus

suggested his readers should imagine a wall divided up accor-d ing to

the fa.cts they needed to remember by associating each brick in the

wall wit h a fact. Fact s were thus catalogued in long, complicated

lists, and it is this fact that most clearly indicates the deter-

mination and tenacity of Renaissance scholars in the i r cernnri tme nt

to classical learning.

"Ue can trace the effects (of the absorption of those portions into

the ElITOpean tradition) in the seventeenth and eighteenth centuries,
5

throughout the plays of 2êcine a.nd the paces of Johnson II

He_feel at once a closer bond ",itb a completely Renaissance fieure

such as r:lachiavelli Hbo o.rel'! on a culture "where a demagogue can be

j., ... ,98
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6
descri bed by comparing him with Cleon the Tanner", than we do l-Jith

a man like Petrarch who was forced, by necessity J to dr-aw on the

'medieval background of "sermon-books, fact.s inextricably mixed with
7

fancy." As a result, student.s of the eighteenth century were en-

abled, through the efforts of men such as Erasmus, to enter the

classical world of thought far more readily than that of

'Charlemagne's court. Historical, spiritual and. linguistic details

firmly fixed. the patterns of Hestern thinking along ancient rather

than medieva'l 1ine s , This was the sense in whi ch the humanists re-

shaped the Hestern wor-Ld,

'I'he work ing s of this process are well illustrated in Erasmus' ovm

development "His work. shows us the process in all its stages: the

De Copia 'Outlines his method. The Ada...zespresent us vIi th the fruits

of that method, . , . _ at the moment when the preliminaries of analysis

and classification are complete, but before the imitator has sat down

to ",rite. And finally thB f.olloguies and the Praise of Folll show

us the finished product."

In the approved method of the De Coni a, the Adc.ges wer-e cho sen for

their bre vi ty; above all anecdotes, metaphors and sent.ences. It vras
9

a work particularly aimed ad philoscphiam, ad decus oratlouis, ad

persuadendLlIn et ad intellig-endos auctores. Adages must also be

popular sayings put in a pithy and attractive ''lay. Erasmus war-ns

that adages are not to be used. indiscriminately but are best appre-

ciated when rarely employed. He reminds us of his resourceful

belief in adapting a single adage to various occasions by a discreet

and clever setting. Nost of his ad.ages have a rhetorical cast,

although some have a moral bearing.

/ ., .. 99
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Erasmus was a great admirer of Euripides and Luc i an , He loved

their natural metaphor, sensitivity to kindness and beauty and

hatred of anything threatening the pursu i t of happiness. He

adept ed Greek values and attempted to establish Greek cul t ure in

Henaissance circles. He initially translated Greek aut hor s I and

then excerpted from them to create the Aclages which became a

monumerrtal testimony to the Greek Hay of life. This Greek \-lay of

life was put across by means of quotations and masses of seemingly

disjointed detail. This was exactly what had so long been re-

qui re d in Europe: an easily accessible source-book of representa-

tive and carefully selected detail capable of re-creating the

salient characteristics of what was regarded as an exempl ar-y a,ge.

The r-e sul t of this on Neo-Lat in poetry was the Lnt r'oduct ion of a

large quant i ty of imitative verse. Quite often it is not so much

verse wri tten in an attempt to equal the Hork of some ancient poet

(although this is also occasionally the case) as verse written to

gain all under-st andf ng , in a more intimate 'Vlay, of the classical. wor-Ld,

The primary aim is often not the crea.tion of Teal poe t ry, but is 8.

mere attempt to master verse techniqu~. The importance of this

sheer cr-af't sman sh ip in Latin verse for men of the Renaiss2.nce can

easily be underestimated .. Scholars stood in awe of the cla,?sics

and the ul t i mate measure of facil i ty in Greek and Latin was f'Lawle s s

verse and prose composition.

Dr. ~eec1ijk unde r-r-atee the force of this desire arid discusses at

some length the problem of why there was such a quant i ty of ver~r

correct Latin verse and such a 101-1 standard of poetry.

/ .", .100
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Fortunately ,...e knou of an analogous si tuat ion in the ancient wor-Ld,

Palmer describes the impact made by Greek culture upon the 110mans

in, the f'ol Lowi ng wor-dsr

"The revelation of ~he cultural treasures amassed by the world's

most gifted people over a lone and eventful history had an over-

,\Vhelming effect.... 'I'yp ica'l of the philhellenic zeal among the

Roman ar i st oc r-acy is Aemilius Paullus:.,. as the spoils of vi ct or'y
10

(3rd Mace doni an T,_rar)he demanded. nothing but the king's library."

'I'he main difference be tvreeu the Roman and the Renaissance situation

is that the Romans we re living at the same time as the Greeks, !;lhere-

as Renaissance scholars had first to overcome a huee gap of about eieht

centuries. To do this, they had. tb synthesize their own picture of

the ancient wor-Ld from the surviving texts before the work of incor-

pora.tion could be begun, Latin had been able to employ Greek models

at first hand but the Renaissance required one more step wh i ch had

to be taken first.

'Once (a student) had embarked upon the recommended course, once he

had started analysing and memorizing, the techniques he employed,

acquired, like some powerful engine, a..1'J. impetus of their own and

took in everything irrespective of its interest, so that the whole

or nearly the who Le of the classical heritage passed into the common
H

stock of Europea.n thought ;"

'I'o t.he Renaissance, Greek and. Latin literature possessed very much

the same value that Greek literature had possessed for the Romans.

l. ,',lOl
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He certainly do not judge Cicero by his Greek writings nor Virgn

by his, if any had been sufficiently prized to survive, For this

.reason we do not even know whethe r they wrot e Greek verse at all,

The Renai ssance scholars cer-t ai.nl y did wr i te Latin, and it is no

d.oubt to their credit that some of that verse is fine poetry.

-Ln his inability to account for Renaissance Latin verse of this

kind, Dr. Reed.ijk attempts three explanations Hhich are all equally

irrelevant.

He first suggests that today we tend to appreciate poetry with

criteria different from those of antiquity.

"He are prepared to regard poetry as a legitimate art only if it

has as its source Inspiration with a capital I t.owe r-i ng above all
12

suspicion."

If we refer to the modern audience, it must be strongly doubted

whether the success of T, S.Elliot's highly allusive poetry could

be use.d as proof of Dr. Reedijk's assertion. Secondly it must be

pointed out that the danger of Inspiration is not even modern.
13

Horace "s picture of the vesanus poeta proved there were anc ient

thinkers who were con vi.nce d that an excessive 'stress on inspiration

alone ea~ily leads to a kind of bad poetry vrh i ch has, like the poor,

always been vrith us and is, even today, unlikely to depart in

favour of :good poetry.

Dr. Reedijk's second explanation is that at the time of the

Renaissance rnen were not ver;/ pressed for time. "Accumul at ion of

knowledge .... had not compelled them to economi.ze .... ; they
I.....102
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could afford to dispense what ideas or knoul edge they possessed
14

. of· leisurely Renaissance scholars is hardly to be reconciled rIi th -the

rigorous scholarship undertaken by men such as Erasmus who r'e commend

analysing and categorizing the whole range of the classical Horks
15

as a sound beginninG.

Dr'. Reedijk' s third explanation is that the Henaissance must have

appreciated poetry in a different viay, It simply regarded it as a

technique: "the art of poetry held no secret wh ich a. man of learning

16and good taste, and blessed \'Ti th ample leisure could not master, II

This solution is incorrect on three counts. In the first place

Dr. Heedi.jk fails to recognize the reason behind the emphasis on

t echn i cal i ty and in this re spec t" m'isinforms his reader. Secondly

the man of Le i sur-e turning out poor poetry is as uni.ve r sa.l and as

objectionable as the vesanus poeta .. Horace provides the correction

necessary for this fault as well.

II, • , , •he knOI'1Snothing about poetry, yet has the audacity to uri te

He 'And why not?' he says. He is his O\'n1 mast.e r , a man of good
17

family and above all rated. as a knight in Heal tho "

The third count disqualifying Dr. Eeed.ijk's vier; of .Renaissance

poetry i,S from his Nm mouth. He himself shoue that Erasmus only

wr-o t e short poems whe ne ve r he" f01.U1d the time and. that the role of'

a poet W2.$ more of 0.. convention than anything else. Dr. Reedijk

then tells us, ironically enough, that Erasmus's one fine Latin

poem was wr i tten at his Lei sur-e , .whi l.e his poorer poetry was

",ritten under pressure.

/ , ... lq3

'l'his is a. blatant contradiction in his

criticism:
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"In one great poem, however , Erasmus confronts us ,..,rith all the

qual i ties and Nith all the force that we expect to find in the

true poet The CFm~en Alpestre was conceived in Augus t 1506,
18

durin&; a f'ew days of forced mental inacti vi ty. "

Dr. Pe ed.i jk r a; ses the question of why it was that the nenaissa.nce

scholars persisted v!ith Latin verse imitations "for so ma.•ny generations
19

and to so little avail," I

'I'o answer' thi s , the who Le tradit ion of

secular metrical Latin verse from Venarrt iua Fortunatus to Petrarch

and then to J·hl ton has to be kept in mind. It woul d be most mis-

leading to study a single H.enaissance poet in isolation from his

cul t.ur-al. mil ieu and on the basis of modern criteria. InevHably

this results in the. kind of d.esparate e xp.lanat ioris mooted by

Dr. Reedijk.

Nevertheless, whethe r we choose t o- regard the Carmen Alpestre as

the single redeeming f'e at.ure of Erasmus I s Latin poetry or as a

sample of fine poetry that would have been far more numerous had the

poet found more time to devote to poetry we certainly ought t o. be

aQquainted with this poem.

AD GULIELI-lUI·I COPLJl.I I-~DICORm·I E~UDIrrTSSnnIT.i nE 8?SCTUTE

C_;'?U·fE},f

Vnica nobilium mecl.iconun glorie. Cope,

Seu qui s requira,t artem,

Siue fidem spectet, seu cur2..'7!: in auo}.ibet_horl£

ye], iniquus ipse nostro

Praecipuous tribuit Gulielmo liuor honores.

Cedi t fuZi taue morbi
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Ingenio genus omne tueJ Teterrj.ma porro

., .105

ienecta, morbus ingens,

Nullis arceriue potest pelliue medelis

Ouin derepente oborta

Corporis epotet succos a.dnimique vigorem

Hebetet, simul trecentis

Rinc atque hinc sti.pata malis; quibus omnia carptim

Ve11i tque deteri tque

Commodaquae secum subolescens vexeri t aeta.s:

Formam, st at um, colorem,

Partem animi memorem cum pectore, lumina, somno~,

yires, al8,critatem,

Autox-em vitae igniculum decerpit, et huius

Nutr i ci.urn liquor-em.

Vitaleis ad.imit flatus, cum sanguine corpus,

20
Risus, iocos, lepores.

The poem is writ ten in couplets consisting of hexameters which

alternate ,,,i th catalect i.c iambic dimeters. This creates the

effect of a simple, li ving force in the hexameter line sharply

disrupted by the contrasting staccato dimeter. The excerpt i s

concerned "li th physical deterioration in old age. 'I'he metre is

well suited to the subject, as it underlines the contrast be tween

the once strong, firm body of 'youth arid its poor remains when

senility sets in.

Erasmus Dortrays the harsh truth that life is decav, and not onlyi • v. v

of the body but of the mind. By implication he touches on.the

harsher notion that the mind is ultimately subject to the bod.y,
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Probably the most convincing lines describe the pathetic collapse

of the human f'r ame by means of a type of catalogue. In lines ten,

·tHelve, fourteen and sixteen the dimeter by its sound and rhythm

contri ves perfectly to toll a kind of knel l for all the joys of

youth; one after another. 'I'he contrast be tween the eroups of

single wor-ds (which almost audi bly reproduce the sensation of the

.Lr-revocab l e loss of the faculties) and the swi f't hexameter lines

Ll , 13, 15 and 17 is quite dr a..mat i c in this passage. The 'retro-

gression towards the helplessness of senility becomes a horrible

real i ty.

By contrast He may look at one of Erasmtw' s poorer poems. It Ha.S

wr i tten on the occasion of Archduke Philip' s homecoming. This

poem, c.LXXVIII, describes the croHd's enthusiasm.

"The poet's good taste Ls not al.ways infallible?" says Reedijk.

Nec fétllax iata est iteratae -..rocis ima..o:o:

Saxa etiam reducem serrt i scunt :TlutéJ.Fhihppwn

l.:;t recimmt reducem minime iam mut.e. PhD ipmt:1. 21

"The poet tries to make too much C?f the effect, and' the jubilant

chant ing of the prince's name peters out in what becomes rather
22

boring r~petition."

Other examples of poor taste are in C XIV 69/70:

Nu.scruam :::TandisonaE'] '.[i r::;i 1 i i "tub2..':l,

Nusquam ble ..nd.isonam ?,:aeonii ITc~ ...

23
and in C VIII 133:
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Tu quoque qui cumque es cui pax et gaudia cu_rae. tt ~ c
24

and in C XX Q'
';'

Quis tarn turbo ferox, tant.us et omnia

Reuente eonentit tremor?

Nostra et non moelico mens treuidat metu.. 25

Erasmus' early poems form the bulk of his'versei in this regard

he is similar to Milton. The difference between the two poets is

~hat Erasmus continued \"lriting in Latin verse long after the time

of his carmina Luveriali a, It would he unf'a i r , howe ver-, to judge

him by these productions, for he did not consent to their pub l i...

cation. It was only after his early poems had been printed wi t.hout

his knowl.edge that he granteel pennission for these Pr-ogymnasmat a

to appear,

His Ca.rmen Bucolicum was the earliest attempt and displays the

closest imitation of classical verse, particularly of VergiL

He wrote this poem at the age of fou.rteen. It is not to be

excused or regarded as something better than a curiosity \'1hen com-

pared t·rith the Carmen Alpe st re , Neve r-t.he Le s s , we can r-ecogn i ss

. the precision of his metre and the accuracy of its execution;

As Dr. Reedijk points out, Erasmus 'vas a specialist in metre;

"The 156 poems printed in the main body of this e di.t i on (Erasmus's
. 26

Latin poetry) represent tlventy different kinds. Il

On the \'Thole, the earlier poems are not as firm and subtle as the

later one s partly because he was in.itially preoccupied Hi th rne-
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29
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trical perfection and only later gained the ability to concern

himself vii th the creation of genuine poetry. In the wer-ks he

wr-ote until 1489 we calmot r api dl y and safely determine whethe r

Er-asmus is referring to actual events in his life or merely fictions.

Often he is simply employing classical forms as an exer-c i se in itself

as mentioned above. After that date, howover, his poetry turns to

weighty subjects with whi ch he deals at considerable length.

Poems 23 - 25 are not very convincing, and it is not unt i I the

1496 wor-ks in De Gasa )'latali tia that we see the poet writing really

commendable pieces, "Especially the complimentary poems addressed

to Gaguin anel Andrelani are rather charming samples of Erasmus'
27

cra.ft. "

In the Exnostulatio Iesu and the Institutum hominis Christi ani

there is an apparent simplidywhich is in contradiction with a

conviction of Erasmus , i.e. that simple things should be said

in a simple way. In fact both these poems while using rather

everyday language, are skilfully and painstakingly contri veel.

'I'he f'ol Low.ing is an extract from the ~xpostulatio Tesu C.LXXXV

52/5: Cur efferatior feris

liTe, me non r'edamas homo, cui semel omnia feci,

Quem con!iidi, quem sanguine

28
Asserui proprio .....

the melancholy of the Lord in the face of the obduracy of mankind,"

In his epigrams and epitaphs Erasmus shows himself capable of graceful

/ ..... 108
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and weLl e-bal ance d poetry. Emotional tension is not the deter-

mining force in much of Erasmus' poetry.30Unfortunately Dr. TIeedijk

once again misUnderstands him and ascribes rather harsh sentiments

to one of the great humanists; as He may observe in the f'o l l owing

extract:

"Erasmus' passions we r e his Hork, his belief in the basic truths

of Christiani ty ... his need. of prestige and re cogm t i on , his

suspiciousness, his tenacity, his preference for devious methods
31

and his overwhel.ming desire to be more clever than anybody else."

Above' all else Erasmus was a popul ar-i aer- of the classics, and it is

incredible that his 'interest in antiquity \-.rasas shallow as Dr. Eeedijk

Hould have us believe. "Erasmus.Has not only a scholar and popula.-

rizer of the classics, he Has also the author of some of the most
32

original wor-ks of his century." Ni ss Phi Li.ps points out the delicate

nature of ,Erasmus' relationship vli th the classics and storesses thd

he a.Iways saw Greek and Roman literature in terms of the contemporary

wor-Ld r moreove r that he \oJasa pr-of'ound Ciceronian, not in the bl.i nd ,

unthinking Ha.y of many scholars satirized. in his Ciceronianus, but

in a deep empathy Hith the Harm humani sm whi ch He notice in his

short treatises.

"I can't r-ead Cicero's De Senectu.te, De Amici.tia, 'I:'e OfLLciis,

De Ti.lsc1J.le.nis r::;uaestionibus vri t.hout sornet i.mes ká s s ing the book

. /..',,.109
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'As much as Pet r-ar-ch t s personality Has the reflection of his own

age, so it Has 'I'Ïith Erasmus, "The distinction of Erasmus lay

in his clear vi s ion of the object in view .•• , (Fhat "las needed

\Vas) a practical idealist who could appreciate the necessity for

exactitude but could see beyond it to the knitting together of

the best in human exper ience , Erasmus Has in this Ha.y the man for
34

the hour. " Dr. Reedijk vi ews Erasmus from OHr ai-m situation t oday

and misses a good deal of significant achievements. in Erasmus ' Hark

,..hich we take for eranted as heirs of the Renaissance. One of the .

most important, perhaps, is the attitude t owards time which the new

learning qui ckly developed.

"Erasmus and his contemporaries .••• wer-e building up a new viel'l

of the past, differentiating be tvreen the centuries and obt a.i ning
35

a perspecti ve whi ch had been unknown to the medieval wor-Ld,II

Hiss Philips is in line Hit h Bolgar by dravri ng attention to the

nature of Erasmus' efforts in terms of the shortcomings and gaps of his

times. Imitation explains a good deal of his peculiarities as an

~nterpreter of the classics. The Ad.2.''''es were used to transmit the

essence of 2. vast body of classical thousht in a readily com-

prehensible form. The f'oI Lovri ng quotation clearly illustrates hi s

attitude t owards imitation:

"It shou l d not be a matter of' attaching to y01..U' speech what evez-

pretty thing turns up but of assimilating it in your soul .~, so

that it may seem born of you rather than be gge d from another, and.
36

may carry with it the force arid character of yOUI' Nm mind."



-110-

2

CFW.PI'ER 8

lHL'rON

"i.1any of his elegies appeal' to have been Hri tten in his eighteenth

year, by which it appears that he had then read the Roman authors

wi th very nice discernment, I once heard nr. Harnpt on , the translator

of Polybi us, remark what I think i s true I that Hilton was the first

Englishman who , after the revival of letters, wr-o+e Latin verses

. th 1 " 1 " 1\-H' C aSS1C!( e egance ,

'I'his commentary clearly indicates how important it is not to unde r=-

estimate the difficulty of sheer technical mastery of classical

La.tin verse composi tion. ~Iil ton only appears at the end of the

Renaissance and is then the f'Lr et :to ....ri te 'lvi th classick elegance! .•

This is true to the pattern Nhich had been sketched previously in

Erasmus' poetry. A great effort on the author's part Vlas required.

merely to regain a truthful picture of the ancient world before any

real empathy vTi th the classics could be ensured. Dr. Johnson goes

on to emphasize the difficulty of Milton's task;

"Of these exercises \'lhich the rules of the University required,

some Here published by him in his maturer yea:rs. They had been

undoubtedly applauded; for they Here such as 'fei'1 can perform."

Dr. JOPJ1son chooses the correct verb in "applauded" and carries us

straight back to the schools of rhetoric in Gaul during the fourth

century. Ingenious display pieces had won pr ai se right down to the

time of Venant ius For+unat us I but the accompl i shrnerrt was so much

more remarkable nine centuries later, when Latin had become an

/. .... 111
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anc ierrt tongue. The most serious problem in attempting such

::a-cris in c :cer.rplun C2,e"ter2. t 1.lrOar uurrt
6

ve r-se ' compo s i tion was this very attention, uh'i ch served to hamper

a spontaneity of expression, In order to attain poetic conviction,

I\:ilton had to overcome the unavoidable publici ty of proclucing a

rari ty J however nat ur a'l the ancient language Has to him.

{,hlton sol ved the problem in a most original, but at the same time
3

traditional, way. Quite often the most original efforts are the

result of a close study of a particularly traditional theme.

Hor-ace ' s A.P. is a case in point, By dr-awi ng on Greek sources but
4

imparting his ovm "force and character, r; Horace wrot e one of the

most personal poems that have come down to us from ant iqui ty.

l\jilton I S treatment of the Elegia (:!uinta. demonstrates a similar

technique.

"The (Eil ton 1 s) treatment of such a theme (threefold r-enewal, j

of cosmic c?J11orousness,.of just order, ·both cosmic and soc i al , and

of prophetic vision) in such a poem embodies an interesti.ng and quite"

rhl tonic so I'ut i on to the Renaissance problem of adapting classical
5

genres." 'I'he fifth elegy is a ce Lebr at ion of spring and the

r-enewal. of the poet's powe r-s, As P, :f. Condee points out, it i.s

essentially a static poem in the same "\"l'a.y that the :Nativity Ode is.

There is little progression, simply the' wi sh for an eternal and

everlasting spr ing-;

Sic Tellus.lesciva suos suspirat ~mores

/ ..... 112



-112-

''Ele?:ia Quinta . . . . .. is one of Nil ton's greatest short poems

j" .., .113

in either En5lish or Latin and certainly the best poem he had
7

l'1ritten up to this time. It

Condee.believes it to have been so particularly successful because

!'Iilton did not stop to dr-aw a moral, but was content to paint a

picture. The Greco-Roman elements are controlled and never alLowed

to t ake over in their own right, The ancient figures are used.

symbolically:

8
The plunge of Phoebus the sun into Tethys the sea.

Appo11o, the still-god,' lifts the poet t owar-d.sthe Heavens after it

has been announced that spring is.returnine along with the poet's

powe r , Spring gives song to the poet (ihl ton) and he in turn gives

thi s part i cul ar song (the poem in que st ion) to spring. ~-lith spr ing

comes the nightingale and together the poet and nightingale sing.

Their song is a poem which not only turns out to be a pr-aye r but

Cl- celebration of fertility:

lIee vo~; ?.rr;·:Jr:eadi.i p 2:'.3(:01' i te o.'or:o

Te referent mise r-i s te :::upiter aurea terris

,-1' ?1'e,,15.

9

Furthermore the duet of nightingale and poet may be taken as a

doctrine of cosmic vision to kindred. minds. This is a Neoplatonist

view in uhi ch "art arid nature. transcend the mat.er i al wor-Ld and in
la

their ma.terial l'fOrks copy the same transcendent models . tt
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Skulsky takes the eLe gy to be a hymn accord.ing to the ancient

scheme of Comes and Scalip;er, ir'lsti tutUr:l cOr:l"Donendonunhvmnor-um,

The forms of harmony in the visible wor-Ld , eros, justice and

poetic vision, are affirmed and by that me an s Tempus revol1.l1)ile

and formissima dearttITIHattL,:,a similarly affirm the maker. The

elegiac topics of commemoratio diei, gratulatio and exsultatio

are amp'l i f'Le d, and moral topics are combined Hith meteorological.

They do not, houe ve r-, damage the fabric of love elegy, and H. Skulsky

does ue I I to quote "the motto of Propertian love elegy - maxima

de nilo nasci tur hi storia to which Nilton retorts: .J2aulo .

maiora canamus. " .

Milton's adaptation of classical forms is a clear indication of

his complete mastery of them. He. does not distort or abuse them

Highet aptly compares i-lil ton to Shelley for their knowl edge of

eo smol ogy and wi de uni versal thought in both poets. Shelley bad.

"a thorough grasp of the principles of classical form, which serveel
12

not to repress but to gui de his Luxur i arrt imagination.". In both

poets the writings and thought of the ancients were assimilated so

completely that I from the point of vie" of their poeh ..cal achieve-

merrts , they could spontaneously arid readily r-ecalI the atmosphere a..'1Q

character of the Greek and Roman wor-Ld,

According to Skulsky, the" central cosmic eros of the eLegy is the

un ion of sun and earth vrh i ch is parallelled" by Aether I s cl ai rn to

earth in the Georsics and the Pervigil iun iJen.eris. In the Homeric

hymns and I.;acrobius, Sol I!":1bricator' s br i de figure.s variously e-s

/. .. ,114
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Cybele, Venus or Proser'Dina. All of them are linked Hith the

passion of Telh.1.s in rilton's E.leD'ia 0uinta. Pan is also used

by I.iilton, as we Ll as i·fatalis Go~eG as a solar figure. From

the union of Pe.n and Te:!.lu.s comes AuroT'é1vrho announce s the annual

woo ing of mother earth and the sun,

Fur-thermor-e there is a principle of animation and regularity in

the i:ietaphysical sense, enstated by I'·Tilton's ch't horri c dynas by of

'rellu.s, C,vbe1e or ~ (62, 126), Vesta. (112), Ceres (126) and

Pr osez-pina , 'I'hi s cons+ant value is sueeeded by Comes' image of

e Lemerrt or-umn2.tura wb i ch i s close to that g'uarantee' of perpetuity

in i<lilton's fourth prolusion, i'D1at Skulsky is proposing is part

of a dominant stoic .and Heoplatonic allegory:
13

ani.mation of a terrene spirit or soul." He r'aise s the question

lithe moment of

of whe t.he r- or not this elegy is a revelation of that standard

principle of an imation and harmony.

~ is shown as being annual Ly rejuvenated, identified \vith

'I'e Llusvor- C:rbele and at a more cosmic level as the Lucr et i an aspect

of a foeclus naturae, or the Stoic wor-Ld soul of the Per-vigiLium

Veneris. This goddess in Heopl at oni c myt hogr-aphy gives birth to

"an omnipresent generative. elan or Love that, like l:ilton's Cupid,

runs wande r ing throughout the wor-Ld - the di vine intelligence, in
14

Comes' terms, that .pervades all things.!!

The second part of the myt.hol ogi cal. con st r-uct ion vrhi ch lends um ty

to the eleeJ is concerned. Hi th 'Just order) cosmic and eoc iaL." Thi3

is substantiated by Ver-ruGas the link bet ueen eras arid just order:

woo ing and mar-r-i age, Lucr et ius and Qv-id have this in common;
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Venus is identified l"iith Juno Pronuba, the latter sometimes being

. /. .. " .116

an aspect of Ceres or E;:.rth. .Juno and Venus are applied to the

same planet, as Pl ot inus sees cosmic Love as be ing the offspring

of Nature (~) and i.rind (Jupiter). j.lar1'ia-:;e and tranquillity

"-
are part of a larger order from which Guile, Slaughter and Force

ru'e banished. The spring gods have fW1ctions of order. Apollo

is the Orphic .eye of justice. Ceres is attended by Eirene and

Eun~nia, Cybe l,e Hears a turreted. C1'01111as a symbol of the cities

she provides for, and ~ gave the cities laHs, Hhile Proserpina

is laiVgiver.

Part of MiI ton's poetic gift is his close identification of the

abstract vri th the concrete. By equating abstract thoughts ,\'iith

actual mythological fig'ures, he ga:i:ns an admi.r-ab l e fa.ci.lity and

articulation in dealing viith what could have been very abstruse

problems .: It woul d be clifficul t for those uninitiated in the

mytho,log)' of Greece and Rome to correlate Nilton' s closely

reasoned ar-gument of di vini ties \-li th the under-Ly i ng , personal

images. The material is inherited but the appropriation is quite

personal. Milton succeerls in using this method to bring to the

surface a good deal that is normally considered latent •

•Tupi ter was , to the Neopl.at oni st s , the personification of eternal

Law and virtue. He had. conferred on created man the civic art of

shame and • .J.'JUSlolce. At the enq.of the elegy he is i nvoke d to return

and. usher in a neH Golden Age, He is the god of spring, as Venus

is the patron goddess of Spring. Sol is called the patro~ of swruner,

as IaQ is of autumn and ,Pluto of \:iinter. In a.ny restoration it woul d
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be sui table for Jupiter, who had originally shrunk the yearlong

reign of spring to a season, to reappear and re-establish that

compl et e Golden Age.

The last part of Skulsky's thesis is the final rite of· spring:

the rebirth of the vat e s, Spring gives the poet his inspiration

and he uses that gift to repay her by exercising it in song

(Can~, hymn,' poem). In spring all nat ure is song: Apollo

is cosmic mind and Heaves universal order by granting understanding

to men. Apollo is the source of cosmic vision to kindred minds.

Art and nature both copy the. models prov-ided ideally by thi s vision:

so rri ght ingal e (nature) and poet (a~t) sing together symboliz.ing

the union provided by the vi sion •.

MiLt.on ' s approach (in the role of the poet) to this ideal is due

to a cosmic flightj corpore liber just as L1.1.cretius' anirni iactus

libel' . The poet has successfully adapted the love e Legy to cosmic

nature by a careful balancing of mythological fig1.U'es. Love is

used, through Venus and the who l e integrated band accompanying her,

to bring eros, justice and poetry tosether as an affirmation of the

maker, of creation and universal un ity.

This e l.egy pr-o vide s a very effective introduction to !·:il ton's

mod'_,soner<?.ndi in (j_ealin,s vTi th classical f'o r-ms , A similar method

is used for ::~le,~i2.Pr ima, al though not Vii th the same measure of

success. 'l'her e is a la.r[;e anourrt of aut obi ogr aphy in it} for vrh i ch

I t urn to Dr. Johnson as Ei. nost ast ut e observer.
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Nil ton was unpopular at 1.Jj'1iver s i ty and Has one of the last at uderrt s

at either Oxford, or Cambridge to suffer corporal puni shmerrt , He

Has rusticated and sent clO1-J1l to London, pos s ibl.y losing a teriTI.

j":e tenet urbs reflua ouam Thamesis aliuit und.a

lam nee arundiferu.ll mihi cura revisere Gamwn

Nee dudurn vet i t i me lal'is an!rit ar.lor

Nee duri libet usque minas perferre magistri

Caeterarrue .in.ren i o non sube unda meo, ]-.)

C'learLy vetiti Lar i s indicates his ban i shmerrt, albeit temporary,

from Cambridge, Lines five and six show that "he is weary of

endurine the threats of a rigorous' maste~6 end something else,

whi ch a temper like his cannot undergo." As Johnson aage Ly
17

r ernar-ks, "what was more than a threat was probably punishment. 11

All the same, he returned and graduated a Easter in 1632, but

uith no love of Cambridge. Of the two explanations for his rusti"'7

cation whi ch Johnson proposes (harshness of the authorities or
18

l.Jilton's "captious perverseness,") I favour the latter. There is

an uncanny similarity in that perverseness to the nature of :::helle~r,

who, like jhl toni had a ruthlessly cerebral intellect.

"Rand says that I·IUton' s elegiacs breathe a spirit of Hor-ace and.
19,

Ovid. ft 'i'his is rather an unusual combination of elements and not

an easily.reconcilable one. The key might be that unden i abl.e eLenerrt e

of both poets certainly do appear in the elegies but the.t the

I....1l8
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traditional for!!! alone, is Ovidian Hhile the structuring genius

behind it ",hich is detectable in the tone, is Horatian. C.O. Brink.

quotes a description of l"lordSNorth given by Shelley: "wakening a
20

sort of thoueht in sense," Brink reverses this expression to
21

apply it to Horace: "Uakerri ng a sort of sense in thought."

'l'his applies to both Shelley himself and the Hor-at i an element in

rhl ton's Latin verse. The danger is that the outwar-d sense of

the Ovidian form may be confused Nith the inner sense that comes

through the structure and tone. I,iilton employs the Ovidian forms in

a dásarrm ngIy direct lrJay, and it is easy to underrate Milton's

familiarity wi th classical thought so far as to imagine his merely

deal.i ng wi.t h Ovi.d.ian conventions verse,

R.W. Condee points this out: "Elegie.. Prima depends heavily on

Ovi d ; the tags of phrases from the Arnores, the I,Tetamornhoses, the--
;EJis.!_ulae ex Ponto arid the Tri dia mark almost every line of the poem•..

But Elegia Prima uses' Ovid more cl ever Ly +han merely as CJ, source f'o'r

pat phrases: it poses a parallel, or more properly a cross-relation,
22

be tueen j·lilton's exile from Cambridge and Ovid t s exile from Rome.a

It is in this rational adaptation, whi ch can only occur when the

poet is completely at one !tIith his tradition, that VIe can identify

a s imiLar-i,ty to Horace ' s treatment of inherited material,

Ovid 'vas exiled from Rotte to 'I'ornis t !Ul ton from Cambridge to London.

Mil ton has a s inewy grasp of his ana.Lagous situation. He notice how

cl,everly Hilton inverts the most obvious echo of Ovid, At 'I'orai.s

the Latin poets remembered the theatres of Home and the appl audi ng

cr ovrds ; in London i.jilton enjoyed the plays more than anything else.
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At Tomis Ovi d was without books, in London Hilton could devote

endless hours to st udy, Ovid was without his ladies, ,...hile

I:iilton's most successful part of the poem concerns the beautiful

girls in London:

Gloria vir8:ini bus debetur prima Brité',nnis
23

Extera sat tibi sitfoemina pOSGe segui

At the end l'hlton suddenly cuts short this clever exercise and

abruptly tells us of his approaching return ito Cambr-á dge , 'l'h i s

note give s a clue to a simil ari ty in SheTley, Both. poet s di spl ay

a certain ar r oga..nce and. d'i sda.i.n of petty matters. Johnson exposes

this in lhl ton's objection to academical education, which arose

from the fact that men planning to be ministers took part in

"wr i thing and unborn ng their clergy limbs to all the antiek and
" 24

dishonest. gestures of 'l'rincalos. Yet this is the same man who

took such pleasure in London theat.re. Clearly this elegy is

merely the construction of a very cleft mind. To a shrewd critic

like Johnson the contradiction is obvious. But to a poet like

SheTl ey or I,:il ton, who is able ·to m'i te poe t ry in a at r-ongl y

cez-e or-al. manner, the one is divorced f'z-om the other.

hlilton's second and third ~legies are mediocre, They are clearly

nothing more than exercises and. bear the st amp of artifice in

every 1ine , The second is cold and mechani cal , vri th har d.Iy a

suspicion of real sor-row at tr:e derri se of the ?rê.~conis ;c~d.~:::ici.

F.H•.Condee points out +hat the third elesy is

interesting in its adumbr-at i cn of the poems vrhi ch have been rated

as fhlton's finest, ~ and Enit;:>Tih.iumT',D."1()nis. In e l.egy number

three, written on the death of Dishop Andrews, the progression in
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25
knowledge that Andr-ews rests happily in Heave n ;!' The execution

of the theme is want in.::; in mornent um and pr ocee ds by that very
26

difficul t device - the dream. Lucan handled this superbly in a

portrayal of Pompey's prophetic vision of Pharsalia, but it is

rarely treated well and easily falls .int o a deus ex machina

t;ype of escape mechani sm,

The same criticism may be levelled at the poem In Quintum Novembrjsl

which J'.Iilton wrote at the age of sixteen. 'I'he preamble is long and

fraught 'tJith pl ot s , counterplots, flights and popes, in Quite a

ininiature epic. Such intricate preparations take up 193 of the

22ó lines: leaving Fama a tight sche dul e in which to flaw Cuy

Fawke s ' plot. The reader is left with the suspicion that Milton

gr-ew weary of the exe r ci se and cut it short as quickly as e xpediency

permi tted.

The fourth elegy is commendable but has none of the s t ar-t Li.n g powe r

that distinguishes its later sequel, ERnso, wh i ch is also a

panee;yric hut of a much higher quality. The f'our t.h elegy is

addr-e sse d to his former teacher, Thomas Young. It is superior to

the .second and third elegies for its warmt h and sincerity, despite

the standard ho st of Greco-Roman deities ·'?nd Lotre r di vini ties.

'I'he seventh e l egy has. often been underestimated. The poet tells

of a romance in which he tur ns up his n03e· at love, only to expe-

rience Cupid vind.i cat i ng the amatory Ca1J.28by having another be aut i>-

ful girl bevri teh and promptly snub him. l,Iil ton r-ee.l i zes his er r-o.r

and Nith penitent heart prays that in future he may pursue love

with greater success.
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R.H.Condee points out what sets this work above the second and

third eLegi.e s , It is nil ton's treatment of his O\>1npoetic nersona:

.' "he makes fun of himself not only by setting forth his foolhardy

scorn for Cupid early in the poem, but also by the quasi-heroic
27

quali ty of hi s mock serious invocation to the god at the end."

.,T,R,.C.Hartyn reaches the same conclusion from his analysis of the

poem. He points out the deceptive factor in the poem is the
28

subtlety of tone which arises from the irony of the Ovidian Hit.

Th~s is scarcely more than one would expect from as self-conficent

and gifted a poet as John Nilton at the age of eighteen. '1'he'co21-

c1usion enhances our appreciation of his clever treatment of the

J2_ersona of a love-sick.poet on his knees before Cupid - his prayer
29

is for connubial bliss. "The tone must surely be ironical,"

li,Thatstrikes Hartyn is Hilton' s artistic mastery. As Ne have

observed in connection \1ith the AdventmIl Veris, the poet may use

a whoI Ly Ovidian technique, but the force underlying it is that of

an uncompromisingly rational mind. )',iartyn appreciates this duality

betHeen the Ovidian form and the subtle irony underneath.

Condee shows to what extent rhl ton falls short of this method in
30

the Ad Pat rern , He isolates three main faults •. Milton writes the

poem in reply to his father's r-ebuke about his preoccupation w i th

verse. 'The reply admits that in future poetry might gain i.mmor=

tality for himself and his father,

According to Condee, j,Iilton's first fault in the Ad Patrern, is his

concern'Hith disassociating himself from frivolous works by belittlinG

-;., .• ,122
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them rather than turning his head upward in order to prove his

ability to tackle lal~ger subjects. By negating the petty subjects,

.he,only affirms their hold over him all the more: he feels behaved

to account for them.

The second fault is poor arrangement:

Ordinis haec virttlS eri t et venus.,l aut e",:o fallor

ut iam nunc dicat i2.8 mU1C d.ebentia dici
31

Pleraque differat et praesens in tempus omittat.

Brink remarks, ''(1101'ace) demonstrates the strength and charm of

the procedure by postponing, accor d.i ng to his precept, all that

is not needful in this ,place,..... 'I'h'i s amounts to illustrating

ordo both as the art of concentration and as the art of the highly
32

concentrative and undiffuse poet, Eora.ce."

'I'he Ad Patrem rises to a cl imax at L.37 w ith a vision of heavenly

bliss - at a place whe re three-quarters of the poem is st] 11 to

folloH. Ll 41 - 55 seem to present an anti-climax and. to be

randomly placed ~fter the false climax at L.37. 'I'he r-easons for

the po.s i tioning of LI.67 - 76 i s equally el us i ve. "The r-ef'e re nce

, '... th d· ...' ,,33 Thpoem In·q1.11~e ne wr-ong are cra on , eto Phae t.hon ... takes the

use of ereo seems unpr-ece dent ed and hangs in mid.-ai.r. This hazy

and random order produces a purposeless, hit-and-miss type of 10E;ic.

'Phe third' fault is to be found in th.e conclusion. Lns.t ead of givin§:

a confirma.tory tone, it is again dr-awn back into the mi r e of tri-

vi a.lit ies that clogged the {)e.3innin~. It leaves tr:e poem w i t h J.j_r::p

ends and a rather sorry aspect generally as a re sul.t of the feeble

/, •.. , 123
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logic.

The value, however , of the Ad Pa.trem lies in the way Hilton treats

his persona. He tactfully stresses his father' s generosity. and

personal interest in the arts, pa~ticularly music. So he avoids

portraying his father as an oppressive ogre and himself as a

fatming supp l iant . By including him in the number of admirers of

the arts he presents a generous image of him. Milton changed to

hexameters in this poem and shows great skill and facility in using

them. This is to prove of value in his later wcr-ks,

So we notice three Seri01..1.Sfaults in the Ad.Patr-em., but tvio

advances, In subsequent poems he avoids precisely these faults

whi l,e developing his Dersona and his treatment of the he xametez-

even further. 'I'he next poem we are to discuss picks up nicely from

here.

It is a panegyr-i c addressed. to ;1il ton's host in Naples, qiovanni

Batti sta i,lanso. E. j·L1:"1. Tillyard consi der s Eanso to be Mil ton's
34

finest tatin poem. EU ton wa.s thirty when he h'I'ote it. The con-

ventional topoi of the lons trádition of this genre are carefully

observed.

As we have seen in several of his other poens , r·:il ton's cl ose

obedience to form beguiles a.deeper poetic principle, It is as

weLl , I t.h i nk , to di st ingui sh between principle and craft in

Eilton's wor-k, Ris craft in the Elezia. Septi::lê.. may weLl have been

Ovidian, but his principle was Lroni c ,

invertecl his situation ~Ti th that of Ovid "s whi l,e remaining I'Tithin

the imi t at i.ve convention. 'i'lhat may appear Ln In Adventum Veris
j ..... 12.:
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as the craft of complicated. trappings characteristic of classical

composition, is, in fact, the principle of a la.rger who l e : the poet's

..profound cosmological sense.

The be t.t er Ni I ton masters his craft, overcoming the blemishes

observed in the Ad Patrem, the closer the co-incidence bet\'leen the

. cr-af't and his actual poetic principle comes, until it becomes even-

tually impossible to dishnguish be twee n the t"IO, without an analysis

of the poem on the basis of the particular conventions of its genre.

Miltonic poetry then, is Horatian merely in its observations of

traditional form but is much more so in the co-incidence of craft

and principle; a requirement which is so outspoken in the A. P.

In Hor-ace ' s work co-incid.ence is so close that C.O.Brink is obliged
..

to take the greatest pains in substantiating its dependence on
35

Alexand.rian cri heal tradition at all.

As Condee points out, Manso begins st r aá.ght away with a traditional

!£E0~ - that of the subject's fame, more ~articu1arly in war and

peace:

Haec quoqt:.eI :018.n88tuae meclitantur carmi.ne, laudi 36

f'Ianso is a kind and generous patron of poetry. Eil ton compares him

to Chiron in a 10n,3'metaphor, 11. 54 - 69. Milton reverses the

synkrisis central to much panegyric in ~enaissa.llce times: from

poet (giver) host: patron (recei'!er)-guest to poet; guest;

patron - host. In line wi th this our poet establishes the hierarchy

of Virgil, Horace, Tasso, Marin~ and Milton, then, on the second

rung of the hierarchy, their patrons: Callus, Eaecenas, and ;.Tanso.

1 -, .
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s .•••• l26

Milton then writes some of his most celebrated lines in Latin:

Aut dicam invictae social i foedere mensae

llIagnanimos heroas, et (0 modo spiritus adsit)

Fran,q;am Saxonicas Britornm sub J'·1arte phalan,::;es.
37

"There is great pONeI' in the crash of frangarn after the hushed
38

parenthesis of 0 moelo spiritus adsi t. It is fine poetry and the

reversal of slE,krisis is in keeping 'fTi th his adaptation of the

other genres we have already noticed.· Much of the new-f'ound

humanism so highly prized by Erasmus can be seen in this poem, 1>Je

find it first expressed by 'l'erence: Homo sum, nihil humani. al ienum
39

a.me Duto esse. Nilton's panegyric similarly captures the spirit of

harmony be tween poet and society whi ch we read of in the Orpheus

passage of the A.P •.

"In the large vi ew', Milton's poem finds its integrity not merely

in the theme of praise for Nanso, but more importantly in its em-

bodirnent of a universe urn ted by mutual trust, respect and affection
4°'

t r-anscend i ng hurian mcr-t al i ty ;" This is reminiscent in some '<'lê.ysof

impressions we gain from classical authors of the 'Romeof [ilaecenas.

rhl ton's adaptation of the pane gyr i c 'das an e nr-i chment of the genre I

as the cosmology of his elegia quinta proved to be an enrich!!le::1t of

the love elegy. 'I'he same accompt i shrnent is repeated in his last

Latin poem: the Ep it aph i trn T'l2ï:ionis. As F. J. Ni.cho l s points out,

pastoral e1ee~r in the ~enaissa.nce proved to be a di.f'f icul.t genre,

Conter~poraries· of I.Iilton's found that. it vras virtually impossible to

resol ve the lament in poetic terms. In classicaY ecloeues the de-

ceased had been deified, as in Virgil's fifth ecloGue. Nicho l s quo+e s
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the exa"lples of the Renaissance poets Sannazaro, Castiglione and
41

Buch anan.

The first poet wrote a love poem in the form of a piscatory

eclogue: Phyllis is deified and the paean is, therefore, success-

fully concluded in the ancient !tTay. On the other hand, Castiglione IS

work , Alcon, the efficacy of' the song is dubious. 'l'he poet may 'bui.Ld

an al tar but the harmony resulting from a real consolation still

seems to be lacking. In the Des i der ium of Buchanan the poet seems

to fall between two stools. Admitted.ly the work contains a song

1:li thin a song, but in spite of this greater subtlety the resolution

hardly seems any closer.

To the pagan wor-Ld of Rome, a deification was , of course, a sa.tis-

factory conclusion to all epitaph. Hhen the Christian wor-Ld desired

to employ the pastoral elegy, this conclusion was obviously eontl'a-

d.i ct or-y to Christian teaching and therefore f'a.iLed, The Rena i s sance

did desire to Virite pastoral eleeies, for the beauty of their form

and because they so perfedly answe r-e d the uni versal human need to
42

honour the dead. Miss N.H.Nicholson touches on the compulsion resting

on everyone in the Greek and :Romanworld to bury a kinsman decently

and mark his passing in some wa.y. She refers us to the example of

Antigone who 'l-12.S refused permission to perf'orrn the rites i however scant I

which it was her duty as a daugh ter- to perform.

l':Iilton needed to pledge his affection to the memory of a close f'r iend.

In that pledge ~ a poem, hé r-eso l ved the tragic iniquity of fate l)y

bringing Diodati (literally: gift of Heaven) to a Christian salvation.

On the surface, this resolution is a.,'YJ. u.nsatisfactory intrusion upon
/ ï ,;,...



f

r
-127-

the pastoral elegiac form. It would seem that Milton realized

. . / , .. ,128

that ascribing some pagall apotheosis to his lamented friend

.'would have been uhol I y imitative and bound to fail if addressed

to a Christian, It would also seem that Hilton adopted the poor

expedient of simply tacking on a Christian after-fife.

-Furthermore Nichols clearly proves that the actual song as a form

was iclentified \"Ii th the love that prompted it. Pastoral verse

necessarily had to be questioned when the lost companion Vlas himself

a poet. It seemed a hopeless task to offer a song to the departed

poet when that very verse had been of such little aid to him while

he was li ving. Renaissance poets grappled Hi th this problem, largely

t..rithout success.

Orpheus was , to the Renaissance, a popular prototype of the poet,

but a strict observation.of classical conventions was not satisfactory

in a-Christian world. Orpheus had been unable to save his own life.

Christ Himself had been taunted with, "If thou be Christ! save t.hyse Lf

43and us." But He was resurrected and promised resurrection to others.

To reconcile this \'lith the classical pastoral elegy seemed impossible.

In the Epi t aph ium Damon i s , r·lilton. speaks of the f'ut ure caught in the

present:

Et quae turn facili spel~abam mente fut~ra

Arripui voto levis et praesentia
44

finxi

This seems to be yet another problem attached to the genre «Ó:
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Castigliane warmly dreams of his lost companion and so vividly

remember-s him that the projection of it all suddenly, but only

.'momerrt ar-iLy , comes to life. The poet is alone once more and
45

unconso l.ed in hi s misery. NichoIs calls this the empty dream

wh i ch .the unadulterated pastoral elegy con jure d up. Its resolution

HaS imaginary and fleeting: as a genre its very nature Has its

defeat. If the poet employed it to mourn in the hope of finding

consolation, it \-Touldonly underline the futility of trying to

recapture Euridice.

One resolution is proposed in !=ycidas. Apollo she v/s the poet the

immor-t e.Li t.y of letters. HarcUy has he clone this, howe ver , than

jiTilton de sc r ibe s hOHmerit is r-ewar-ded by God. The earthly fame

of letters is superseded by Christian immortality. Even the prospect

of a great epic is ultimately replaced. by the intrusion of a Chr-ist i an

salvation in Lycidas, so. that the pastoral mode fails yet acain.

The conclusions that Nichols drm'ls from this failure of song, or the

empty dream as he puts it, are firstly that in order to console the

grief-stricken poet confronted by the loss of a dear one, the status

of the deceased must change, and. secondly tha.t this change became

increasingly difficult for Renaissance ~1riterse He goes on to indi-

cate "Jga.t the poem must reject the ver:/ tradition of vrhi ch it

part I" whi ch shows the extent to which Eil ton '3 di senchantment ,,12. th

is a

more general diffic1.11tjT in integrating classical, and therefoTe pace.n,

literary traditions Hith his mm Christian consc ience ,

/ 1 ')c
I ". '" -- ....
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This is clearly a correci appraisal of the problem if we assess it

by means of the observable facts alone, but all incorrect interpre-·

tation of them due to an ignorance of the importance of the tradition

in whruh l~i 1t on wrote.

Hhen appraised solely b,y means of our own modern poetic criteria,·

E1>itaphium DaInonis is not a success. By the same token the larger

part /of Erasmus' poetry is equally unsuccessful. By virtue, howeverj

of the long secular t r-adi tion of metrical Lat in verse, such poetry

has to be judged in the context of its history_ Hhen this criterion

is applied the Eoitaphium !)ainonis is a triumph gained by poetic

conception; for the precepts of classical tradition, for the unde r=

taking of a major epic and for the integration of secular and

Christian elements in European literature.

This can be proved both by the external evidence of Neo:':'Latin poetry
.

before flhl ton and his Olm treatment of the vernacular: as Hell as by

the internal evidence of rhl ton's treatment of craft and pr-inc ipl.e in

his work.

The ~oit2.phium !)amonis moves from paganism through to Christianity.

As it does so, along the course·df this development, the pastoral

convent ions fall alda_y. The effect is that of a rising bird. The

vivid portrayal of a bucolic backgr-ound al Lows the poet to represent

thi sascent with a greater sense of r-eal i ty. Had it not been for

this essentially earthy background , I'·iilton woul.d have had no choice

but to compare air to a i r-, As it is, he uses the pastoral conven-

tions to represent the earthly existence of man as 1;;e11as the pagan

wor-Ld before its redemption thr-ough Christ. One can only compare
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this poetic correlation to L Corinthians, 15,20, in ..rhich

spiri t ua l and earthly are contrasted:

"'1'he1'e cl-re also celestial bodies and bodies terrestrial; the

glory of the celestial is one, and the glory of the terrestrial
47

is another."

l'El ton might well have been saying that the delights of the buco l ic

or earthy world of the pagan are one, the delights of the spiritual

are anothe r •

"The first man is of the earth, earthy; the second man is the
48

Lord from Heaven."

The rising movement of the poem is identified \'lith the risen Christ I

and the bucolic represents the earthly world of the graver as the

final hymn represents the resurrection. The Christian eJement is not,

as Nichals would have it, an intrusion upon the pastoral, but as much

an enr-ichment of it as r:Iilton' s adaptation of form in his earlier

Latin works. The ·role of ·classical imitation is not to be blindly

interpreted as poetical expression which happened to be voiced in

a.Tl ancient Language , Such indiscriminate criticism does not account

for the facts. Imitation formed an essential apprenticeship for

Thl ton both f'o r a technical mastery of his craft and for the assimi-

lation of classical sour ce s into a larger, loftier Christian body.

One of the most distinctive devices in the En). tê.phi.~"TIDamon i s is the

pastoral refrain. At line 18,. as Condae points o,_~t, "it is wholly

Hithin its pastoral genus:" By 1. 180 "it is no longer pastoral
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Ite dommn im'Oasti, do:nino iam .non var::2.t, 2,c:ni

.and no longer sor r-owf'ul ;" but by 1. 203 "a significantly modified
49

vestige of the refrain." This is the change in status Nichols re-
. 50.

quires, but in this poem of T·:ilton's it is part of a poetic who le ,

qui te proof against any external, circumstantial criticism, wh i.ch

could have been levelled at the expedients I'lil ton might have re-

sorted to on the anal ogy of the general dilemma wh.ich faced h i.s

contemporaries.

As l'Tith Lycic1as 37 - 75, the beginning of Damon is dark from the

.outset:

Turn vera 8Jnissum t um deni que sentit amicurn51

Irrbe rwoven with the pastoral devices, the sor-row is deep and con-

vincine·

Pectora cui credam? Quis me lenire docebit

Pordace S c'1.ra.s! crnj. B lont'e.r:1 falle re necteen

~~olle pyrur:1, et nucibus strepitat focus, at malus _:'..uster. .. - 52
!lÏiscet C'LYlcta fO].'is, et desuDer intonat ulmo?

The ambi$Ui ty of dor.-t1.neand Domine, 8S well as the analogy be tween

the sheep of pastoral conve nti on and. the Lor d I s flock, are no t

co i ncá dent al, 'I'hey can only be ascribed to the poet's allusive

ámaginat Lon , Line fl9 emphas i ae s this dual.i ty in vrhat is one of

I·;il ton's best verses p 'I'he \<fincl, or the ~:.piri t , wh i ch "b Love th
. 53

where it l.isteth" is, in Chr ist i an terms, an .inap i r ing and upl i f't in;

force. In t.he early 1 bucolic part of the poem the wi nd is a dr i vin:., _~.
/ . 1 <.. '
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lashing force. The poet is cowed and seeks shelter in the

loneliness of exile, 'I'h i s refers to t.he heathen 1:101'ldof exile

. after Eden, The elements are hostile and ~ilton purposely chooses

the verb intonat as the traditional allusion to the supreme pagan god,

Jupiter. This wor-Ld is cold and pit iLe ss so that the flock is \.ill-

fed: the Old, classical \'101'ld is harsh and lacks the loving figure

.of our Lord with. bread and "line for his disciples, The image of the

tal} elms beat ing in the storm strongly evokes a fee line of desola-

tion and wi nt ry despair.

This is the spiritual desert of ancient values, of Christ's cold

body in the grave guar-ded by Roman soldiers. The poet is lost and.

disturbed at the meaninglessness of his friend's death, In it he

sees only the pointlessness of his mm existence and searches his

soul for some deeper truth. It is some of rhl t on ' s most intensely

personal poetry wr-i tten at what was a crucial point in his poetic de-

velopment. The cruel wor-Ld has snatched avTa.yDarnon qui te unjustly

and left [;lil ton alone and shaken by the sudden realization of in-

evi table death and corruption in this wor-Ld,

At i.~ solus 8.0:1'03, iain pe.~3cuasolus ober ro ,

Sicubi r~mosae densant1J':'~'1811;1ms ')':1or2..e 54

Aga.in th~ Hind in the heavens (or Heavens) seems more than part of

the pastoral convention alone', It is dialectically loaded. and. all

~bout him .the real, minutely defined worl d of tangible nature is

broken and di etur'be d, It is pathetic f'al.Lacy as the poet identifies)

in the untimely death of his companion , his 0\'1'11 rejection from the
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wor-Ld of nature whi ch 'VIe see transferred f igur at I veLy to the woods,

The poet is disill usianed Hith the physical, bucolic world. j·;il ton

has already fitted the seemingly inevitable rejection of pastoral

e Legy as craft, to his personal principle of Chri stian faith.

55
Thyrsis, ]':lilton's ~Tsona., rejects Tityrus, who represents the old

wor-Ld (of 'Adamor of classical antiquity). Ihl ton rejects pas't or-a'l i sm

and moves t owards a rejection of the sombre realities of de cay and

death in the wor-Ld of flesh. Há s method of transition is to recall

Darnon by remembering what he had meant to tell him of his literary

plans. This t ake s us out of the Theocri tus tracli t ion t owar-ds the

heroic epic that MUton had planned from the outset. It is a natural

ascent i.n the hierarchy of ancient genres: bucolic at the Lowe st

rung and epic at the topmost, Clearly rUl ton is displaying the intense

concentration and co-incidence of imagery observed in Horace. In

thinking of Homer' s "wi nged" wcr ds , this upward generic movement
.

foreqhadows at the same time the loftier motif of Jesus' resurrection.

56
The sil vae or woods are dismissed and this refers as weTl to the

departure from pastoral, sylvan scenes as to the dismissal of silvae

or minor works. Once again i'El ton's economy of imagery in the use

of craft and principle may be pointed out. Not only is there an

identi ty be tween the actual sil Vê..e of the poem and the sil'rae of "the

genre but also an identity be tween l-lilton and Virs:;il. The English

poet. modell ed hi s career cl oseIy on that of the f'arnous l,:a.utuan, Just

as· Virgil .bi d f'areue l l to minor themes in the Georsics in order to

unde r t ake the larger 'VTOrkof hi s epic, so iiiLbon dce s in the

Epita.phiu!"!1JaITlonis, ,'lithout disturbing the pce t i c whoLe in a.1W

57respect.
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After the gloom enshrouding those Nho believed in pagan nature

has been portrayed in the pastoral mode, an intermediate section

dispel s this darkness and He look upwar-ds to brighter literary

prospects. Apollo offers immortality to ~ilton by inspiring him

to \-Trite an Aut hur i an epic. The progression is the same in part

one of Lycio.2.s ~.35 f: despai r , literary hope, then a Christian

resolution.

Wlat makes Epi tanhitun Damorus one degree more complex is the appearance

next of the f'amous hTin cups given him by Hanso. Read.ing thd his

deceased friencl was a poet who also looked to pat-r-ons such as Kanso·,

one ma.y see the inclusion of these cups as a further development of

the +heme of irnmortali ty in Nri ting. Hhere Apollo symbolized

li terary ambi tion for the sake of wor-ldl.y recogni t ion, Illanso repre-

sents literary ambit i.on for the sake of a love for f'eLl ow men. This.

is a humani st note and important for the amaLgamab i on of classical and

Chr i st ian materia.l. Amor is prominent amongst the engravi ngs on it

and recalls the bond of f'r-Lendsh ip be tween patron and poet, Again,

in terms of Christ's commandments it is the gift of uni versal brother-
58

h

· , liP' (.. \. t he ··i ].L . ~. ~ Love ibv wb , ,. .OOG_, de nanso ) lS, rie op .at orn c z a gur-e 01 uove y wno se o i vi ne

splendour, I ~icino tells us, 'the soul is infla~ed glNlir:.g in the

beautiful person as in a mirror, secretly" lifted up, as by a hook, in
59

order to become God.!1f 'The cup become? the chalice of wi ne that

symbo l Lze s comrnuni on Ï"(i th one's f'el l ow Chri st ians in the body of

The patron sponsors the poet, who in turn shar-e s the sift

of vrr i.t ing for posterity \~ith his fellow men, The gift of patronage is,

the re rore , a .bft of love to benefit all men. It a.ILows Darnon ( a poe t )

to enter into the Heavenly union. As the lasts vestiges of pas't or-aI

drop away, it r ai se s his eyes "to the met aphy s i ca.l beauty of the final
60

.. "V1.810n •. By writ i ng a Christian epic, Hilton finds the resolution
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to the di l emma of classical genre. By justifying the 'flays of God
61

to man in his epics, Ih1ton uses the gift of patronage to share his

love of God Hith all men,

Darnon t ake s on a new name: his old, pastoral one is forgotten and

he is now D'iodat i, Gift of God. 'I'he poem is transformed into a

hymn a.nd the harsh sickle of death has been overcome by Amor. The

cruel wi nds that fixed him upon the earth have been sublimated into

the Spirit moving through euchar i st and the vision of life after

deat h in Christ.

I •

He procul, 1 aCf..yrTIe.e,~rum coli t aethera D~~~ 62

In both cases ·"the dear might of Him that wal.ked the waves has over-
63

come death. II A~~niss Nicholson r-emar-ks of Lyc idas , "A shepherd. has
64

died, .• , at sea, but both body and soul have risen to immortality."

Furthermore the Damian line (205, quoted above) is also the refrain

to their !.Taster, where as they had been rejected in the pagan wor-Ld,

·In the uplifting of the Christian spirit, ii:ilton has clearly turned

the very cru-x of tha.t problem described by Ni.chol s (the inappropriate-

ness of Christian resolution in cla.ssical form) I into the driving

force behind the epitaph's superb generic ascent: from earth~y to

spiri tual and pagan to Christian by means of, not in spi te of, pe.s-

toral elegy.
65

ship in classical imitat::'on and lays the cornerstone for his elaborate

Hilton's solution marks the climax of his apprentice-

hierarchy of Chri st i.an and secular elements, in the vernacut ar epics,

?a.:!'adise Lost and ?e.re.dise ;~e".'ain'd.,

/. .. , .. 136
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At another level the epitaph is a turning point in the complex

function of the classics as a who l e in relation to the Christ ian

wor-l d; The Midd'le Ages had lacked the perspective to delineate

the borders of an ordered intellectual wor-Ld large enough to acóommo-
66

date ancient and neH. This was a result of contemporaneity of con-

ception as we l I as the gener al.Ly amorphous nature of their psychology
67

wh.i ch had been continually torn be twcen old Rome and the Vatican.

Milton's solution of this dilemma was the final establishment of a

larger intellectual wor-Ld in the late Renaissance.

A.H.T. Levi shows clearly what view the Renaissance held •.. Prior to

Erasmus, f:ieneca had been variously shalom as essentially Christian

or even as a Nicodemite. Erasmus rejected both views, without re-

jecting Seneca. He believed Seneca was to be seen very much as a

pagan , but should be read for his moral elevation. "The classics

became a tool in the task of pr ocur i.ng the moral renovation of C~ristencicc:~'

Erasmus envisaged a progression through the classics to the ultimate

truth of Christ. Although Ignatius, the Je sui i; counter-reformer, is

traditionally contrasted to Erasmus, his attitude to the classics is

remarkably similar. "Ignatius .r~garded a classical formation as a
69

stepping-stone to another Lnt el Lect ua'l level. II This does not di f'f'e r

from I.!ilton I s amal gamat i on of bucolic (classical) \·;ith the Christian

in Eui t aDh.i~)..!""!1"D8!.10n~_ s .

His technique is s im.iLaz- to Horace ' s in the j\..P. Poetry proceeds

+ouar-ds kriowledge (its d.i dact i c function) not oy rhetoric out b.~r
70

~i~esis or fiction.
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H. S. HOHeJ.l identifies mimf!sj.G in the A.P. in the principle of

t each ing people about poet ry bJr means of deLight Lng' them \<li th

..attracti ve poetic i.rnage a, Similarly, Ihlton! s mimesis in the

Enitaphium Damonis consists in the principle of climbing a ladder

from the intellectual level of the bucolic up to that of Chr-is't i ani ty ,

Hithin the cr af't of an ascent in I i terary genres. This use of form

·1\TaScommon in cLaas i ca.l ant iqui ty but Has la.rgely lost to the IoIicl.clle

Ages. It r ema.ined for the Renaissance to recover the principle of

mimesis and enrich it by incorporating

elements within a greater hierarchy.

classica.l and Christian

-000--
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CONCLUSION

This investigation brought to light a clear difference in poetic form

betwe en the med.i eva.l and Renaissance poets chosen for discussion. 1:;e-

dieval metrical verse generally tended to be mechanical and monotonous;

displaying little original or dynamic treatment of ancient models. Re-

naissance poetry, by contrast, was often indistinguishable from classical

models and employed the conventional forms '-lith spontaneity and subtlety.

The reason for this difference was shown to be that the Renaissance was

inspired by the challenge of developing the vernaculars to the same

standard as the classics. In order to do this Henai ssance scholars were

led to analyse ancient wor-ks in the greatest detail. It Vlas only after

the labours of rigorous scholarship that they began to appreciate the

'l'lorkings of Greek and Roman poetics. It was found that thi s knowl edge

of li t er-ary theory was the essential difference d.ist ingui sb ing medieval

form from Renaissance form.

A carefu_l analysis of important specimens of Venarrt i.us Fortunatus' poetry

demonstrated the inevi tabiii ty of his gradually abandoning the dead wei ght

of the conventional rhetorical tradition in preference for rhythmical

poetry. This illustrated the incompatability of Christian and secular

, elements Nithin contemporary poetic .gerrre s r not because the elements

themselves were necessarily incompatable but because the ancient poetic

genres were simply preserved and not unde r-st ood, This set the pattern

for much of medieval Latin poetry and represented the constant, struggle

between Christian rhythmical and secular metrical verse. Venantius

Fortill1atus was show~ to be the archetype of many medieval poets.
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A brief review of the Dark Ages showed that the first complete break

vii th tradition entailed a grave loss of the actual techniques of \>Triting

in metrical verse, This break "lith literary tradition accounted for the

vernacular languages experiencing so much more difficulty in gaining a

complete sense of the past than it had been for the Romans to learn

from the Greeks.· Hithout the elements of classical verse medieval

'vri ters often' failed to appreciate and re-interpret much of the ancient

literature to which they still had access, The overly alliterative verse

of Ennius which was scorned by Horace resembled pieces by Aldhelm "Tritten

at the time of Bede,

It was: shown that the Carolingian revival was most remarkable' for its:"~

political moti vat ion and that the harmony of an established state greatly

contributed to the advance of letters; The analogy between Augustus and

Charlemagne showed how important B, patron was in the functioning of a

li terary circle, Amor was shown to form the basis of a common' bond be-

tv/een po_ets and meant friendship to those of Alcuin' s circle as vre I I as

Mil ton's patron Manso, It was clear through the example of Theodulf

and his part in the court of Charlemagne that the interest in the classics

had already altered radically frorri Venanti us Fcr-tunat.us t day. The inter-

, mission of the Dark Ages meant the' classics were no longer perpetuated

~~ but only in terms of contemporary requirements.

It was shown that the pattern of assimilation whi ch had been set in

Greco-Roman literary hi story Has, being repeated "iith the vernaculars.

The Lmpor-tant centres of learning, however , "Tere the monasteries. Since

letters had not yet developed suf'f'i ci errt Ly to accomodate both Chri st i an

and classical elements progress Has retarded by the fact that the monks

transmission of ancient texts gre\-l stale for lack of any fresh' Lnte rpr-et at a c»
/ 1 tin
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conventions in a dull and lifele ss way. The Eleventh Century saw

and adaptation. Scholars such as Luitbrand simply practised the ancient

Damian succeed in re vi ving the old tags of Ovidian tradition. It "las

shown that philosophy and satire were more w i deLy studied largely as

a result of the rise of hl~anism. The Latin of Plautus' day as criti-

cized by Horace was shown to bear similarities to the state of letters

in the Eleventh Century. It was also shown that the Ihddle Ages '\'Tas'

SlO\'11y recognizing the ancient wor-Ld objecti vely as part of a rich f i el.d

of reference for their mm understanding of contemporary life.

The remarkable parallels be tween Horace's close identity of ~,

philosophy and ingenium on the one hand and the same elements i.n the

T\velfth Century were pointed out. This was closely linked to the

increasing independence of humanism. It was shown; however , that de-

spite its relative progress this century could unmistakably be recognized

as medieval by the difference be tween Hat t.hew of Veridême and John of

Salisbury. Matthe\v represented the old type of medieval pedagogue who

continually extracted moral precepts from texts in the course of his

dry and tedious' studies. By a comparison of his Art of Poetry w ith that

of Horace 's it was clearly seen that the Ihddle Ages still lacked a real

grasp of classical poetics. Although John of Salisbury was shown to be an

out standing scholar he vias more the exception then the rule. Sedon of
'.) 0

\'Tilton was the last medieval poet discussed. and he fell into the same

pattern as Venantius Fortunatus. Serlon finally turned to rhythmical

póetry and this Vlas the precursor to the f Ioue r-i ng of the Latin lyric in

the subsequent cerrt ury ; Poets lacked the motiyation to employ anc ierrt

metrical f'orras,

The Renaissance was shown to 01:1eits impetus to the fervour of classical

Lnqui ry rooted in the sudden maturity of the vernaculars. Petrarch i-las

I. 1-:1
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seen as the genius of this movement and he played the saITIerole as

Theodulf had done at Charlemagne's.court. The enormous interest at

the time in Greek .and Latin was completely identified in the person

Of Petrarch. Like Fortunatus he vias a Janus at the turning-point of

two ages. Petrarch represented the ruthless precision and analysis that

Vlas suddenly being practised in the arts and sciences alike. O\-ling to'

this analytical approach, the classical models wer-e far better under-

stood and copied. 'l'he d'evi ee s of rhetoric Here vi ewed wi th new interest,

compiled and adapted. The form of Latin poetry altered cornpl et eLy from

medieval standards. Rhythmical verse was d.iscarded as a jingle and

metrical verse was r-eins't at ed, The analysis of poems by Pet r-ar ch , Bembo,

Dante' and Castiglione demonstrated some of the various forms employed by

Renaissance poets.

In the last hw chapters j_t was shown hOI" seriously the poetry of

Erasmus and Ihl ton had been misinterpreted as a result of not appre-

ciating their work in the tradition observed above. Er-asmus Has seen

as an interpreter of the classics who strove to transmogrify the learning

of the ancient world into a form whi ch was easily accessible to his con-

temporaries. He wr-ote several wor-ks to thi s end but his peetry was

nevertheless mistaken by modern commentary as if Erasmus had seriously

been attempting to expr-ess. his personal feelings in Latin. By a careful

ahalysis of the arguments behind this mi st akan view it 'das shown that

Erasmus! poetry was I in fact, to be understood in terms of his other

li terary unde r-t ak i.ngs , His poems wer e above all exercises in the use

of Latin metrical convent ions of whi ch Erasmus. himself ....ras a master.

It I'TaS proven that these exercises were eminently suited to the under-

standing of classica.l poetry.
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Erasmus was specifically chosen to illustrate that, al though certain

pattern as Venanti us Fortunatus. J'hlton however , was seen in this

poets such as Castiglione actually ,did succeed in employing Latin as

their own mean s of poetic expression, such poets could not account for

the main impetus behind the practice of Greek and Latin verse compo-

sition, Such exercises Nere simply ail excellent Hay of learning the
, ,

techniques of classical languages. By placing Erasmus directly in the

tradition of medieval and Renaissance letters it Has more convincingly

demonstrated that Mil ton's final Latin work signalled the point at whi ch

the operation of classical principles was sufficiently advanced for the

vernaculars to completely assimilate ancient literary lore.

Critics generally accepted that by comparison Hith his earlier poem,

Lycidas, the Eptiphium Dallloni~ Has sadly wanting and displayed those

very qualities of laborious convention observable in the majority of

medieval and Renad saance poets writing ,in metrical verse. It was also

accepted that, as a result of the comparative failure of this epitaph,

Mil ton turned to the vernacular and a Christian topic, in the same

investigation as standing in the same relation to the classics as

Erasmus, Although his one Latin poem, f,~ansomight have succeeded as a

convincing panY~Jric and a real expression of the poet's own feelings,

the majority of his Vlork in La.tin ",as purely an attempt to master the

techniques of classical verse.

I.lil ton was a classicist for whomit was inconceivable to approach hi s

greate st vror-ks , Par-ad.ise Lost and Paradise Regain' d , Hithout dr-awing

on the classics. It Vlas therefore essential for him to synthesize a

system that would include' classical and Chri stian element s, Thi s 'study

showed that in assessing the ~pi t~aphiwn Damonis it was more important

to d.i sr-egar-d its pecul iar' failure as a piece of original poetry on the
lIP
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grounds that it had never been intended as such a piece. It Vlas clear

that the epitaph should be regarded. as a peculiar success for the sake

of its generic integration of secular and Christian elements. This

latter success was ascribed to lUl ton's superior unde r-st anda ng of the

treatment of poesy in ancient literature. Furthermore this under-

standing was in fact gained by means of those very exercises in literary

imi tation which wer-e previously so raist aken Iy criticized, Mil ton's grasp

of essential principles in ancient poetics simul t aneous ly explained the

centuries of unsuccessful attempts to reconcile Christian and secular

elements within the inherited tradition as it also marked the beginning

of a comple"te assim:i.lation of the principles of classical poetics by

the vernacular languages.
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APPENDIX

"The interrelations of poetics, rhetoric and logic in Renaissance

criticism are so imperfectly understood by present-day British

to cease' expressing opinions al together about this aspect of

history or to re-examine it with a view to discovering what .it s

1
true contours really are."

H. S. Howell goes 'on to single out the concept of tea.ching by de-

lighting which is contained in the A. p. of Hor-ace. This was a.

popular convention in Renaissance times, recognized by Sydney,

Harington, Na she and Ben Jonson. "Aristotle plainly indicates

that the aesthetic and didactic functions of art operate simula"te-

2
neously upon us." .Howell further point s out that in the very

pity and fear which were an emotional response from the audience

there was the wisdom of values and rnsigh t s previously half-guessed

and half-understood.

This interpretation of Aristotle's view should not be confused with

the Horking of psuchagogia 3 cf the Poetics. mh" :+~. 4
lo' 1S 1S an a. v v rac v 1ve

for~e exemplified by peripety and discovery which are essentially

techniques that may be successfully employed in a tragedy. Eowell is

not concerned with how to write a successful play but· how to analyse the

relat ions between poetry, imi tat ion or fiction, pleasure and learning.

Psuchagogia would be the sugar around a pill or the delightful

fiction used to attract us t owar-ds a revelation of some truth.

In chapter 4, 'however, Aristotle more specifically analyses the

process as "the reason of the delight in seeing pictures (imitations)

is that one is at the same time learning. ,,5 It is a question of

I , F:/ ....... ,+)
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gaining knowledge through the delight of identifying reality in

fiction. and not gaining knowledge through delightful fiction.

"And as imagination bodies forth,

The forms of things unknown; the poet I s pen

'l'urns them to shapes and gives to airy nothings

6
A local habitation and a name."

This is clearly the modus operandi with form in the A.P. Some

modern scholars, however , show the "dom inarrt Ly rhetorical cast"

of the A.P. and the Renaissance slavishly imitating it, Such scholars

are mistaken: rhetoric to Aristotle was proof by clear statement,

which is not the action of poetry. Poetry proceeds tov;ards knowledge

"fllodern scholars must recognize poetics in classical and rtenaissance
7

poetical theory." If they do not, it is likely that Matthew of

Vendome's mistake wi Ll be repeated: !!'VlhereMatthew failed was in his

inability to distinguish between the ars poetica and the ~

dictaninis.

HoweLl warns that the pr-act ice of tracing rhetoric behind every

f igure of speech and. thought should end. In poetry ernp.loy ing

mimesis or f i ct ion , .t.he se figures have a compl ex function, unlike

the simpler part they play in oratory.8 If there is an essential

difference be tween the ;;:iddle Ages and the Renaissance in their

respective attitudes t ovrar-ds form, it is that the ~iiddle Ages con-

fused oratory and poesy! as ~:atthel'! did,9 whereas the Renaissance

firmly grasped th~ principle of mimesis or fiction in poetry and

could distinguish bet ween the hID.
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The peculiar' object of poetic imitation is said in the Poetics to be

"men in action," their char-ac t er s , pas s ions and deeds or experiences

. 10
(ethe, pathe, praxels). Aristotle, in short, means that poetic

imitation (as opposed to the elements of rhetoric consisting' of ethe,

pathe and apodeixis or Pist:i.sll) is art imitation of human action. In

the generic mimesis employed by Milton in his Epitaphium Damonis ethe,

pathe and pra.xeis may clearly be distinguished \<lithin the conventions

of pastoral elegy, epic aspiration and Chri.stian salvation.

From the start Nilton identifies the character of Thyrsis wi th himself.

This is an allusion to the shepherd who mourns for Daphni s in Theocri tus'

first Idyll. The name Milton 1:l.sesfor Diodati is common in pastoral

literature: he may al so have thought of the famous friendship of Darnon

and Pythias. Thyrsis' character is further identified as being devoted

to letters.

Dulcis amor I:iusae Thusca retinebat in urbe. 13

Ast ubi mens expleta

Darnon is seen to be a noble character and greatly admired by r,~ilton •

•..•• , dignw~aue tui te ducat in agmen, 24

IgnaVl..lf:1gueprocul pecus arceat o~nne si Lerrtum.

Darnon is also an excellent poet as may be observed in the f'oLl.owing

quotation:

Constabit tuus tibi honos, longungue vigebit, 29

The following lines indicate the lofty ideals held by both poets in

Mil ton's eyes:

j .... 147
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Si quid est, priscama.ue fidem coluisse, piumoue,

Palladiasa.ue artes, sociurnaue habuisse cancr-um.

33

Darnon.a.I so appears to have had a charming and delightful side to

his character.

Quis mihi blanMtiasque tuas, quis turn mihi risus

Cecropiasaue sales referet, cultosa.ue lepores?

55

It appears that Thyrsis' scholarly nature ','las itself the reason for

his absence at the time of Damon's death.

Ecquid erat tanti Romamvidisse sepultam

The next four lines show Damon ' s relation to Italy.

lJ.4

Quatn<!Eametiam vestri nurnauam merninisse pigebi t

Pastores Thusci, ~:usis operata iuvent1.l.s,

Hic Charist..1!:.!.9:ue Lepos, et Thuscus tu quoque Damon

Antigua genus W1de petis LucuHionis ab urbe

125

Damon and Thyrsis had commonfriends who were also poet-scholars.

Et Dati s et Franchinus i erant et voci bus anbo

Et studiis noti, Lydorum sanguinis ambo

137

The final tribute that Th;yrsis pays to the noble character of his scholarly

companion is contained in lines 198 - 219. I quote the section in wh.i ch

he asks Darnon to intercede for him, what ever name he may be kn01Vi1by.

De;...-ter ades, placidusqu:) fave oui cunoue vocaris

As may be expected from the characters of Thyrsis and Damon, their

activities (or prax~is) are based on their friendship and a common love

/ ...148
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40

of poetry. rtliltondescribes some of the daily activities wh i ch the

two shepherds had shared,

At ·mihi quid tandel7lfiet 17l0do? guis l7lihifidus

.Haerebit lateri comes, ut tu saepe solebas

Frigoribcis duris, et per loea feta pruinis,

Aut rapido sub sole, siti morientibus her'bis?

. 37

Quis fando sopire diem cantuaue solebit? 43

Line s 45 - 49 and 51 - 56 are in a similar vein and recall the 'days

in which these hw friends passed many long hours together. The' passage

from lines 93 to III deals ..wi th the topic of man's continual search for

companionship. Milton contrasts man's habits to those of birds and

animals.

Hei mihi guam similes ludunt per prata iuvenci

Omnes unanimi secum sibi lege sodales.

94

Nos durum genus, et diris exercita fatis

Gens, homines, aliena.....§?imis,et pectore discors

Vix sibi quisaue parem de millibus invenit unum ;

106

.Milton describes a rustic scene in tine 129 - 136 in which Thyrsis

and Da~on joined in friendly competition to sing ·songs. In a sad

passage of remembr-ance (140-152) rhl ton portrays 'I'hyrsi s in happier

days solaced by the thought of ivhat Darnon might be doing.

Finally Thyrsis is shown contemplating his great epic after abandoning

the bucolic lays. Milton uses praxeis to denote the bond of literary

friendship inherent in the term amor.

. j <:» 149
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Dumsi bi praerepttun queri tUI' Damona, neaHe al tam

Lucti bus exe~i t noctem, 10cB. sola pererrans

7

Pathos is modulated throughout almost the whoLe of the Epi taphjym

Damonis.

Quas miser effudi t voces, quae murmura ThEsis

Et quibus assiduis exercuit antra auerelis

4

Coepi t et immensum si c e:zonerare dolorem:

. Milton stresses that the pastoral po~t Thyrsis is alone and finds

no consolation.

At iam sol us agros L..i~_J)ascua sol us oberro

Ista canunt sur do, frutices ego nactus abibam

58

72

...... i bis ille miser gui serus amavit 86

••••• o.V~le! nostri memor ibis ad astra 123

The tone of Thyrsis' complaint alters completely at the prospect of

Christian immortality for his companion Damon, !.'Iilton describes Cupid

kindling sanctified minds and the souls of the gods.

Rinc mentes ardere sacrae, formaeque. deorum 197

Since Aristotle's threefold requirement for poetic r:limesis only

applies to epic, tragic, narrative and nomic poetry in the Poetics,

.it seems that) from the extracts above taken from the ~phiU;::!

Darnonis, it might equally be asserted that this poetic ni mes i s holds

true for r.;il ton's use of elegiac poetry in the epitaph.

/ .. ,.1SO
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S'(],ThlARY

By tracing the tradition of secular metrical Latin verse from the

Fifth to the 'Seventeenth Century the final assimilation of classical

sources into the mai.nat re am of vernacular European literature can. be

much more meaningfully understood.

Venantius Fortunatus began his poetical ·career in the Sixth Century

as a professional court versifier, who earned his living by writ ing

poems for wealthy patrons. His work initially fell strictly vrithin

the bounds of the rhetorical tradition of Latin poetry but later he

started to write more spontaneously upon personal subjects when he

\1TaS settled at Poi tiers. Eventually he abandoned the confines of

metrical verse altogether and wrote his finest poems in rhythmical

verse upon Christian subjects .

. The Dark Ages closed in rapidly upon Venantius' death and little

Latin poetry of any wor-th was produced. The Irish scholars formed

an isolated body of learned men whose work was r i.vaLled after some

time by schools in England.. Bede's work at .Jar-r-owmarked a signifi-

cant advance in learning·while Charlemagne prompted a renaissance

of the arts on the continent. Alcuin was appointed to head this

revi val of letters and gathered together a circle of highly talented

men,

The monasteries subsequently took upon themselves the weight of

lea,rning and the abbots of St, Gall maintained a particularly good

standard during the Tenth Century. Secular studies were not encouraged

by the monks, however , and t cwards the Eleventh Century classical

studies were more readily promoted in se parat e cathedral schoo l s ,



In the 'IweI f't h Century philosophy and satire were reinstated in

scholarly wri tings. The differences between humanism and Christianity

gr ew clearer so that men such as Abelard openly wr-ote as scholars

for scholarship's sake. The immortality of letters Has recognized

once more. The career of Serlo of Wilton is typical of the times.

Initially he wrote about grammar, then licentious subjects but finally

preferred religious topics in rhythmical verse.

The beginning of the Renaissance Has marked by Petrarch and Italy's

recovery of Greek manuscripts from Byzantium, Classical studies

were pursued with fervour and the original Greek text s of the gr-e at

philosophical schools vlere read. 1,letri.cal verse attained the grace

of ancient models throllgh a process of painstaking imitation. Erasmus

,,-TaS a popula.rizer of the cLas s ics and re-a,i3::::crted the val UG of ancient

works to his contemporaries.

Mil ton's first task as a poet· was to attain a. mastery of classical

metrical technique and his first exercises display a remarkable

proficiency. He later developed an original \-lay of transforming the

mass of inherited conventions whi ch had stym i.ed so many of his

predecessors. His Epi taphium Dal7Joniswas a highly individual solution

to the problems of ....rr i t i.ng upon Christian topics in a secular tra.di-

tion and signified the final a.s s irniLat ion of a classical inher i t ance ,
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