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MILTON'S THEORY OF POETRY

ABSTRACT

This study of Milton's conception of poetry rests on an
examination of all those statements in his prose and verse
which have a direct or indirect bearing on the subject. The
examination of these scattered passages has been undertaken
in the conviction that although Milton never wrote a whole
book on poetics he had a consistent view of the source and
function of poetry and that this view is clearly expressed
at many places in his work, from the early Latin elegies and
the Prolusjopes Oratoriae to Paradise Regained. A careful
study of these passages will show that throughout his literary
career Milton felt the need for defining his attitude towards
poetry by way of comprehending his vocation as a poet and
explaining it to his readers. He felt this need because he
believed that it was his mission to produce a new kind of
poetry which could be understood and valued only in terms of
& new conception of the poet's power and purpose. I have en-
deavoured to establish that in expleining his conception of
poetry Milton is primarily concerned with his personal poetic
creed and that he does not come to the business with any in-

tention of building up a system of poetics as an indepencent



discipline. His utterances on the nature and function of
poetry are therefore, more & part of an authentic spiritual
autobiography than a scholarly contribution to what is known
as poetics. And although he was well read in classical and
Ren\aissance literary criticism he never sought to formulate
his views on poetry in terms of any existing critical doc-
trines. His idea of poetry grew naturally with the growth
of his poetic mind and in the process he absorbed some doc-
trines under the plastic stress of his own poetic genius.
There is nothing in his utterances on poetry in his poems or
prose works which would seem to be stylised or deliberately
patterned after ready-msde theories.

So far all considerations on Milton's ideas on poetry
have been governed by the sssumption that they are mainly
based on classical criticism as re-interpreted by the critics
of the Italian Renaissance. My purpose is to prove that
this is a wrong assumption and that it has perverted our
estimate of Milton's views on poetry and, in some cases, of
his achievement as a poet and prose writer. Until 1902,
when the second volume of George Saintsbury's History of
Criticism was published, no critic of literary historian had
taken any serious notice of Milton's observations on poetry.

But even admitting the critical interest of some passages in
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the Reason of Church Government, the Apology for Smectymnuus,
the Tractate of Education and the Preface to Samgon Agonistes

Saintsbury did not see anything of special significance in

them and when he said that Milton's 'Short Defence of Tragedy'
was 'wholly on Italian principles adapted to Puritan under-
standing' he introduced a misconception which is yet to be
removed from Miltonic criticism. For since then Milton's
views on poetry have been considered either as a resiatement
of Italian doctrines or as a constrained adjustment of those
doctrines to the Puritanic temper. Six years after the pub-
lication of Saintsbury's book J.E. Spingarn said in the in-
troduction to his Critical Essays of the Seventeenth Century
that Milton ‘remained loyal to the "sublime art® taught in the

"Italian commentaries of Castelvetro, Tasso, Mazzoni, and
others".' And about a decade earlier he had considered
Milton's view of katharsis as a restatement of the similar
view of Minturno (see Literary criticism in the Renaissance).
Ida Lengdon's Milton's Theory of Poetry (1924) which is the
only elaborate and systematic study of the subject so far
published repeats, in the main, the view of Saintsbury and
Spingarn and discusses Milton's literary ideas in terms of
Italian criticiam. In fact the substance of all opinion on

Milton's theory of poetry is what H.J.C. Grierson says in his
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Milton and Wordsworth (1937): 'Milton's pronouncements on

poetry when brought together from the prose works through
which they are scattered, are just those of the Italien
eritics and their disciples, such as Scaeliger, Sidney, Ben
Jonsen. ' The main body of my thesis is an attempt to refute
this view.

Chapter I introduces the subject with a brief survey
of important critical opinions on Milton's literary ideas in-
cluding the observations of Thomas Twining, H. Weil, Jacob
Bernays and Ingram Bywater on the doctrine of ketharsis stated
in the Preface to Samson Agonistes.

Chapter II attempts to show that the governing principle
of Milton's conception of poetry is his idea of inspiration
which is different from the theory of inspiration of Plato
or his followers. The basis of Milton's doctrine of in-
spiration is the Judaic-Christian conception of the Spirit
and it should be studied with particular reference to the
Hebraic idea of prophecy. From this I have argued that to
Milton poetry was a kind of later prophecy which, though
different from the prophecy of the 0ld Testament was never-
theless the work of the Holy Spirit. This equation of poetty
with prophecy explains the fact that in speaking of poetry

Milton deals more with its source and function than with the



technicalitles of style and composition. And it is here
that he stands aloof from the tradition of classical and
Renaissance criticism. The chapter examines Milton's early
writings and the tracts with a view to tracing the growth of
this idea of inspiration and its association in his mind with
the idea of grace which is to be earned through appropriate
effort.

In Chapter III I have examined the invocations in Para-
dise Lost and Paradise Regained to show that they are a state-
ment of a consistent view of poetic creation and that they
are not introduced merely as a convention of the classical
epic. When he says in the seventh book of Paradise Lost
that his Muse is 'Heav'nlie' and the Greek Muse 'an empty
dream' he is deliberately countering a view of invocation and
of poetic inspiration such as is expressed by Thomas Hobbes
in his answer to Davenant's preface to Gondibert (1650).

The view of poetic inspiration embodied in the invocations

is anticipated in Milton's earlier works, particularly in the
'Elegia sexta' and the Reason of Church Government. This
prophetic view of poetry has two aspects - the divine gift and
the prayer and meditation which are necessary to deserve that
girt. This second element of proper dedication distinguishes

the poet-prophet from the prophets of the 0ld Testament.
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I have shown that this idea of human co-operation with the
Divine Will which was the cardinal principle in the Puritan
conception of Grace was assimilated into a theory of prophecy
by some of the Cambridge Platonists, particularly by John
Smith who was greatly influenced by the medieval Jewish
philosopher, Maimonides (1435-1204). I have suggested that
Nilton himself found in the Maimonidean conception of pro-
phecy a satisfying basis for his idea of prophetic inspiration.
In my interpretation of the Miltonic Muse I have endeavoured
to show that she is a poetic image for the Judaic~Christian
conception of the Spirit end that her status should be defined
in terms of the angel in Christiasn theology.

Chapter IV is a study of Paradise Lost and Paradise Re-
gained as illustrations of the idea of prophetic poetry as
defined in the previous chapter. Chapter V is an attempt
to show that this Judaic-Christian view of the source and
function of poetry has also determined Milton's conception
of tragedy which I think cannot be understood in terms of the
Italian commentators' interpretation of the Aristotelian
katharsis. I have shown that all important considerations
of Milton's view of tragedy, particularly those of Twining,
Bernays, Butcher and Bywater, have been led astray by an

attempt to find in the Preface to Samson Apgonistes a restate-



ment of the pathological interpretation of Aristotles'
dlctum. This Procrustean method of forcing Milton's views
to conform to a set theory of katharsis has not only given &
wrong view of his idea of tragedy but has also consequently
falsified our response to Samson Agonistes. Milton's
katharsis signifies a moral process by which the mind is
stabilised in faith. With this idea of katharsis in view
I have given a new interpretation of the action of Samson
Agonistes and in the process have questioned the validity of
the argument of Sir Richard Jebb and others against Dr. John-
son's stricture that Samson Agonistes has no 'middle’
Chapter VI deals with Milton's ideas of polemical
rhetoric and by an examination of his statements on the sub-
jeet in the anti-prelatical tracts argues that these ideas
were not typical of Renaissance theories of style. The
Animadversions and An Apology propound a docirine of vitu-
perative writing against the enemies of true religion which
is defended with appropriate citations from the Bible.
Polemical fury is linked up with the ildea of prophetic rage.
Chapters VII, VIII, and IX are a consideration of Milton's
estimate of the poetry of the 01d Testament, of classiecal
literature, and of English literature. Here I have shown

that while his literary judgments are largely influenced by



his Puritanism they are not perverted by dogma or prudery

and that there is nothing in his literary opinions to suggest
a laboured compromise between the spirit of the Renaissance
and that of the Reformation. He made a clear distinction
between two kinds of literature, secular and religious or
prophetic and this distinction led to his preferring Hebrew
literature to any other literature. Classical literature

was acceptable to him only in so far as it anticipated the
substance of Christian wisdom and could be a part of the

moral inheritance of a Christian society. The view of classi-
cal and Biblicel literatures expressed in the dialogue between
Christ and Satan in the fourth book of Parsdise Regained is
only a firm restatement of what Milton says earlier in the

Elegia sexta and the Reason of Church Government.

The concluding chapter sums up the main arguments of the
treatise to affirm that Milton's literary ideas were shaped
entirely by his Christian view of the universe and his con~
templation on the nature of his own poetic impulse. This
Christian view of poetry is Milton's unique contribution to
the literary thought of the seventeenth century and deserves

study for a reassessment of his achievement as a poet.
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PREFACE

My interest in the theme of the preseat dissertation
grew out of my response to Samson Agonistes which I first
read twentyfive years ago as an undergraduate in Calcutta.

A word on that response may explain the circumstance which
led me to engquire into the critical theorles ¢f & poet who
never wrote a treatise on poctica. The teacher with whom

I read Samson Agonistes taught us to think that the play was
Greek both in form and in spirit and that it was intended

to be so by its author. But a different opinion did actually
begin to take root im:'my mind till 1 came to believe, even
with the extremely limited kndwledge of an Indian under-

graduate, that JSamson Agonisies was fundamentally different

from a Greeck tragedy in its appeal and that lton intended
it to be so. But the critical issues inyolved in the study
of a Christian play composed in Attic form appearcd too;
testing for a student without a background of classical
education. Yet the provision for instruction in Greck and
Latin drame in translation in the post-graduate English

course of Calcutta university, encouraged me to choose

Samson Agonistes and a few other English plays in Attic form

as the subject of my WM.A. thesis. I sought to recuncile the



v.g. Fowys . nomwt ana - AXTRIA, TTRA TR aket, /g
1759,

YL dvimae Aelhan .‘c - ,Lu.”"fd Tna 1‘41”‘ al
goda anb 'm.cn--»lb.zs, of. lady Clowrndy’ & Phao
sf‘;lfz Lanelbamtve ad Lollh b Baek & Melic-
Ade

¢ - :.v».l.a‘.l-:-, A.l/l‘w‘ 24% a» /i lb-b'una'l\«(
cﬂnl‘ ? Aumpaw i hiicd m
¢ Y Rl

Y

Crbactn diug, o hassutt, @il
dolhs th Gvaek od/aa vos, A arppaon A’(/,a.‘-s
LanllA /mw“‘4’b‘h hama | “’Tif,“‘“"“"" A’ Chpa
Mim ALam ¢ 2 Moy b cf;‘r,"‘....q‘/}- N
7R ’h&tmm/ }W‘rl?w:rul‘ o b ulm;cn,..;../.
D Crmciomanm . T.Ls. 1 Moy 1159

) -
CAhiay AT, Meamag ae) Prrakelsy
C'JU"“JM-—-') s bt /4001 a ‘A/.cu'w( Kok
4 Lamdde Mo’ Prwya.

. 4
O W an Mgk s wviRey M #v“A:;MJ
& Coaf N dhawn Van eﬂawm“) f‘”" o

o A—Jal‘v'ukmd AR Pradaen s, ”"'!m ” :-DM'
basnsg " Coma mina TN Koo SV e

S b)) and ik o fer ke TR BT

o‘bcl.)‘, ot ppay . ,b""l]'/'l el )

T.A. S.

Candiselr  powts oat 8/ milonady Cotnoe WA Aaftniko
! /“h] iy C Aimpu, Llignrm wd f%é"h..\f»" wan A

I nd das bealc Ko daFves tu' cHotbvi sd ved pned Aigrat.
ﬁ‘cm l) A b d)

e Koide Ahtmens , 0 orore
Richos = 8335

Mt g & R ’y™ proeed



ii.

Hebraic spirit with the Hellenic form of Milton's drama by
saying that it wes Greek in the sense that 1t was very
Christian, tmttfgahocles would have written a play like thie
if his mingd yﬂ influenced by the Bible. But gradually this
appeared to me too facile s settlement of the question and
then an extreme statement of a classicist's view of Christian-
ity convinced me thet my argument was fundamentally untenable.
After reading my M.A. thesis Professor Gilbert Murray said

in a letter (9 August 1939) to me that ‘monotheism apart,
Christianity is a Greek invention'. My approach to the
Christian spirit of Milton's poetry has developed from the
conviction that this view of the Hellenic origin of Christian-
ity could be an obstruction to an understanding of the
seventeenth-certury Christilan poet. It is possible that in
defining Milton's Christian view of poetry I have been in-
different to the classical elements which others have seen

in 1t. But I think the classicists have ignored things in
affirming which ane may not be guilty of being too bold.

I recall with gratitude the help which the Rev. C.S.
Milford, F.A. (Oxon), my teacher in the Fost-graduste Depart-
ment of Calcutta Un;vcrsity, gave me in my first effort at
writing on ¥ilton: M“} debt to Hilton scholars for the

present work is mwh more than I have space to acknowledge



iii.

in this preface. I must specially mention Dr. E.M.W. T11ll-
yard's Milton, Miltonic Setting, and Studies in Milton,
Professor C.S. Lewis's Preface to Paradise Lost and Sir Maurice
Bowra's Virgil to Milton. The four volumes of Zhe Life

Reeords of John Milton by Professor J.M. French have been of
great help to me for their store of documentary material.

The facsimile edition of Milton's Poetical Workas by fH.F.

Fletcher was handy for examining the material several times
over which I cdould handle but rarely in the original. Like
all Hilton students I have used the Columbia edition with its
two volume Indéx and have found volume XVIII containing the
uncollected writings particularly useful. My quotations from
Milton's prose writings are sll from this edition except in
the case of thelProlusions and the Familiar Letters for trans-
lations of which I have used Mrs P.B, Tillyard's Private Corre-
spondence and Agademic Exercises. 1 have benefited by Pro-
fessor Ruth HMohl's notes on ¥ilton's Commonplace Book included
along with her translation of it in volume I of the Complete
Prose_Works of John lilton edited by Don. ¥. Wolre. For

Milton's poetical works-I have used the text in lNiss Helen
Darbishire's two volume edition in the Oxford Standard Authord
Series. Translations of hilton's Latin poems are wiven from

those by Professor N.G. Mccrea included in Students jilton



edited by Professor F.A. Patterson. Amongst editions of

Hilton's works published in the last twenty years 1 have found
the three volumes edited by Professor Merritt Hughes, Professor
F.T. Prince's edition of Semson Agonistes end Frofessor S.A.
Wright's edition of the Shorter Poems imuensely helpful.

1 am grateful to #iss Helen Gardner for the very precious

help she gave me as my supervisor. Her shrewd criticiams of
my arguments and presentation have taught me a great deal rore
sbout the method of ressarch and writing than I could expect
from only six terms' residence at Oxford. I must thank Dr.
B.M.¥. Tillyard of Cambridge, Professor devill Coghill of
Oxford, Yr. J.B. Leishman, Senior Lecturcr in iknglish in the
University of Oxford and liiss Kathlecn Lea, Fellow of Lady
¥arpgaret Hall, Oxford, for the encouragement and valueble
suggestions they gave m¢ in my conversaticns with them. I am
indebted to Mr. ¥.C. Bayley, Fellow, University College,
Oxford, for many valuable suggestions for the improverent of
ny work.

I must thank Dr. J.L. Teicher of Cawdbridge and Dr. C
Rabin, formerly Lecturer in Hebrew in the University of Oxford
and now a Professor 1ln the University of Isracl for the valu-'
able assictance they pave me in my enquiry into the influence

of Jewlsh thought on Milton's cunception of propheey.



I am grateful to my College in Delhi for granting

me study leave for two years and to my alma mater, the
University of Calcutta, for awarding me the Sir R.3. Ghosh

Travelling Fellowship in Arts for the year 1955-56.

18 October 1957
8 Colterne Close
Ozford.

R.K. DasGupta
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CHAFTER ONE
INTRODUCTION

hee who receives
Light from above, from the fountain of light,

No other doctrin needs, though grented true;
ilton

When Dryden seid sbout Milton that 'this man cuts us
all out, and the anciente too' he suggested & critical oblipa-
tion which he did not fulfil. Or it may be that when he
praised ¥ilton in such absolute terms he did not realise thatl
the praise needed a speciel critical support. For when he
declared Loat as 'undoubtedly one of the greatest,
most noble and most sublime poems which eitder this age or
nation has produoed” he certainly did not mean that #ilton's
poem conetituted a class of poetry by itself and that it
could not be Judged by eriticel standards which applied to
other great and sublime poems. And later sdmirers of Hiltonm,
from Addison to Macaulay, 4id not devise any new theory of
the epic or of poetry in general to Jjustify thelr admiration.
Consequently the greatest tributes to Milton's greatness as
an epic poct produced a critical unrest which ultimately made

such tribvutes appear vague and unienable. There is 'certainly

1. Preface to The State of Innocence snd Fall of Man, 1677,
see lssays of John brydern, ed. U Ker, 1900, 1. 179¢




a disturbing contradiction in Dryden's estimate of the poet
as one who combining the respective excellences of Homer and
Virgil was superior to both1 and his view that the subject of

Paradise Lost 'is not that of an heroic poem, properly 80

called'.2 It is a contradiction which later criticism did
not seek to resolve. In the eighteenth century only John
Dennis (1657-1734) saw that Milton's greatness as a poet was
in some unigueness of his theme and its treatment:
We shall now shew for what Reasons the choice of
Milton's Subject, as it set him free from the
Obligation which he lay under to the Poetical
Laws, so it necessarily threw him upon new Thoughts,
new Images, and an Original Spirit.
But he too did not even outline an epic theory which would

define the poetic status of this 'Original Spirit'.

1. fhree poets in three distant ages born,
Greece, ltaly, end Englend did adorn.
The first in loftiness of thought surpass'd,
The next in majesty, in both the last:
The force of Nature could no farther go;
To make a third, she join'd the former two.

See Poetical Works, ed, G.R. Noyes, 1950, p.253. This
epigram is engraved, without the name of the author,
beneath the portralt of #ilton which forms the front1spiece
to Tonson's folio edition of Paradise Lost, 1688. Dryden's
name is first Joined to it in the second edition of the
3ixth Part of Miscellany Poems, 1716.

2. 'The Original and Progress of Satire' 1693. 3See Besays of
John Dryden, sd. W.P. Ker, ii. 29.

Works of John Dennls, ed. F.N. Hooker, Baltimore, 1939,
1. 334.
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Milton knew that his poetry was inspired by an original
Bpirit and that he had an idea of the nature and function of
poetry which gave support to his original poetic intentions.
He had none of the critieal impulse which inspired G¥ovan
Giorglo Trissino (4478-1550) to write his Ppoetice (1529) or
Tasso (1544-1595) to write his Discorsi dell' Arte Poetica
(composed about 1561). For he had no speculative interest
in the questions which belong to poetics or aesthetics. Ror
had he any wish to propound any eritical doctrine and to con-
firm or to refute in the process any doctrines of the past.

Trissino wrote his epic La Italiam Libersta da Gotti (1548)

according to a recipe already made in his treatise and Tasso's

Gerusalemme Liberata {1581) is an illustration of the poetic

creed stated in his discourse. Milton did not write any
erlticism in defence of his poetic practice as he ¥id not
write a poem to demonstrate the validity of a literary formula.
St111 he knew what he wanted to achieve ms a poet and he said
it, his sayings being of the nature of a confession with none
of the elmborations of formal criticism. He 1s not eagesp to
prove anything; nor is he anxious to prescribe rules for
others. He is primarily, if not entirely, concerned with
himgelf, reflecting on his own poetic objectives and defining

for himself the source and function of the powers he is to



exercise. These reflections and definitiocns are our
materials for reconstructing Milton's theory of poetry. It
is a task which i1s more important for a proper appreciation
of Milton's poetry than for ascertaining Milton's place in
the history of criticism. It will be an enquiry into the
growth of a poetic mind. Such enquiry is indispensable for

reading Milton. To appreciate Hamlet we need not ask what

Shskespeare wanted to accomplish or show in the play. We
cannot discuss his intention spart from his performance and

we may suspect that if anyone had asked Shakespeare what he
'meant’ by Hamlet Shakespeare would have replied 'the play's
the thing'. But in reading Paradise Lost we muai make some
effort towards knowing what it is not, 1f only for the reason
that it bears an apparent resemblance to something from which
it is essentially different. And the same is true of Samson
Agonistes which is no more a reproduction of classical tragedy

then Paradise lost is a reproduction of classical epic. A

'Reader of Milton must be Always upon Duty' said Jonathan

Richardaon:1 our duty 1s not only to read the poem intently
but also to walt on the purpose of its author as it is suggested
in the poem itself and in his other works. When Milton pre-

pared himself for his poetic task he also thought it important

1. Explanatory Notes and Remarks on #ilton's Paradise Lost,
1734, p. exliv. See Barly Lives of kilton, ed. H. Darbi-
shire, 1932, p.315. ’




that he should prepare his reader's mind for what he meant to
give him, If we should think that a poem is perfect when it
can be enjoyed without a lecture from its author about its
purpose we should be taking a critical stand which can be only
partially valid. The poems in the Lyrical Ballads can be
appreclated without a reading of its Preface. But certainly
8 knowledge of what Wordsworth and Coleridge intended to
accomplish as poets, what new things they wished to introduce
and what old habits in poetic thought and language they were

determined to discard will sdd to our understanding and appre-

ciation of their works. In the case of Paradise Lost, Para-

dise Regained and Samson Agonistes witness from their author
has a special value. For these poems do not fulfil the ex-

pectations which their apparent forms ralse in their readers.
The whole history of Milton criticism shows a gulf between

the poet's intention and the reader's taste. If this gulf
can be bridged by a careful enguiry into Milton's literary
ideas it will not make his works more popular. But it may
remove a good deal of critical confusion which arises from
our demanding from Milton something which he did not choose

to give. It may also discourage conjectures about the poet's
unconscious motives thwarting his conscilous purposes which have

led to all manner of conclusions regarding Paradise Lost. An
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instance of such confusion can be found in one of the acutest
estimates of Milton ever written. 'The Paradise Lost' sald

Sir Walter Raleigh 'is not the less an eternal monument because
it is a monument to dead ideas.' And yet he believed that

the 'epic value of Paradise Lost is centred in the character

and achievements of Satan'.1 Paradise Lost may indeed appear

to many a monument to dead ideas. And to many again it may
be an epic with Satan as its central figure. But certainly
the two impressions cannot make one unified and consistent
ceritical judgment.

It may, however, be argued that what is important in
repding a poem is not to ask what its author wanted to make it
but to see what it has actually become. That is, the poetic
intent is something inherent in the poetic achievement and
cannot be recognized or defined as a thing existing outside
the poem. We have said that it is s0 in Shakespearc and we
may now add that there is another class of writers whom we can
appreciate only by meking a constant intellectual effort to
undersiand what they are about. And the effort becomes par-
ticularly imperative when the poet concerned says a good deal
about his poetic intent and asks his readers to expect from

him a certain kind of poetry as distinguished from certain

1. Milton, 1922, pp.88, 133.
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other kinds of postry. And even to ascertain if Milton has
promised one thing and given another we should study that
promise still more closely.

Throughout his literary career Milton felt the need for
defining his attitude towards poetry by way of comprehending
his vocation as a poet and explaining it to his readers.

He felt this need because he believed that it was his mission
to produce s new kind of poetry which could be understood and
valued only in terms of a new conception of the poet's power
and purpose. In explaining his conception of poetry Milton
is primarily concerned with his personal poetic creed and he
does not come to the business with any intention of building
up a system of poetics as an independent discipline, which,
I think he would have considered a 'vain philosophy'. He
was well-read in classical rhetoric and poetic and in Of
Education he prescribes such resding for the young student:
that sublime art which in Aristotle's poeticks, in

Horace and the Italian Commentaries of Castelvetro,

Iasso, Magzoni, and others, tecaches what the laws

are of a true Epic Poem, what of a Dramastic, what

of a Lyrie, what Decorum is, which is the grand

masterpiece to observe.

This is obviously a humanist recipe. But there is nothing
in the tract to show that Milton was committed to the poetic

represented by the literary doctrines of the men he mentions.

And the passage we have quoted is much less than a defence of



neo-classic literary theory and is primarily a convenient
critical base for an attack on the popular literature of
his age:

This would make them soon perceive what despicable
creatures our common Rimers and Playwriters be;
and shew them, what religious, what glorious and
magnificent use might be made of poetry, both in
divine and humane things.l

Thet he was not himself a follower of the theorists he men-
tions is evident from the fact that his conception of poetry
was sharply opposed to that of Castelvetro according to whom:
'poetry has been discovered solely to delight and to re-

' 2

create’. Again Castelveiro strongly repudiated the idea of

divine inspiration which constitutes the essence of Milton's
poetic theory:

Aristotle was noi of the opinion that poetry was a
special gift of God vestowed on one msn rether than
on another, as is the gift of prophecy and other
similar privileges that are not natural and common
to all.

1. CM. iv. 286.

2. Litersry Criticism, Plato to Dryden, ed. ¥.G. Gilbert, New
York, 191;0, p.307. Nothing could be more repugnant to
Milton's conception of the higher ends of poetry than what
Castelvetro says in this passage: 'la poesie sia stata
trovata solemente per dilettare, e per ricreare, io dico,
per diletiare e per ricreare gli animi della rozza molti~
tudine e del commune popdlo St »-’qetlg_a___ Aristotele
vulgarizzata et sposta Basel, 1576, p.29., See H.B. Charl-

ton, Castelvetro's Theory of Poetry, 1913, R, 60—61

3. Literary Criticiem, Plato to Dryden, ed. W.G. Giloert, New
York, 19L0, p.311.
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1 mention these two fundemental differences between ¥ilton
and Castelvetro in support of my argument that the obaerva-
tion on claesical and neo-classical literary theorists in
Of Education cannot be taken ms proof of his acceptance of
Renaissance poetic doctrine.

Milton's uttersnces on the nature and function of poetry
are more a psrt of an authentic spiritual biography than a
scholarly contribution to what is known as poetics. And
although at one or two places he refers to some treatises and
terms of clasaical oriticism the statement of his own literary
ideas has very little in common with the most influential
critical theoriea of his age. His conception of poetry grew
naturally with the growth of his poetic mind and in the pro-
cess he sbsorbed some well-known literary doctrines under the
plastic sirees of his own poetic genius. There is nothing
in his remarks on poetry in his poems or prose works which is
stylised or deliberately pg}temed after resdy-made theories.
30 far all considerstione nyilton's idess on poetry have been
governed by the assumption that they are mainly based on
classical criticism a® re-interpreted by the critics of the
Jtalian Renaissance. I believe this to be a wrong assumption
and 1t has perverted our estimate of Milton's views on poetry

and, in some cases, of his achievement &8s a poet aud prose
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writer.

1
Until 1857 when Jacob Berneys published his pamphlet’ on

Aristotle's poetics no critic or literary historian had taken
any serious notice of Milton's observations on poetry. In
this pamphlet Bernays gives Milton the credit of having rightly
interpreted Aristotle's theory of katharsis and has conse-
quently recognized the Preface to Samson Agonigtes as an
important document in the history of dramatic cl":l.f.icism.2

Since then Milton's statement on katharsis has been an impor-
tant point in all discussions of Aristotle's poetics. Yore
than thirty years after the publicetion of Bernsys's pamphlet
A.0. Pickard recognized Milton as a sound interpreter and an
impressive exponent of the Greek doctrine of tragic katharsis.3
This recognition of Milton as an Aristotelian in dramatic
criticism gave him an affiliation to Renaissance criticism and
consequently obscured the points in which he very significantly
diverged from it. For example in 1899 J.E. Spingarn observed

about the Preface to Semson Agonistes that 'it need hardly be

1. FKepublished in Zwej Abhandlungen liber die Aristotelische

Theorie des Drame, Berlin, 1880. See 3.4, Buleher,
Aristotle’s Theory of Poetry and Fine Art, 1951, p.24l.

2. It must be mentioned here that Thomas Twining paid Milton®
the same tribute though more briefly and rather casually
in his Aristotle's Treatise on Poetry, 1789, p.241.

3. Aristotle on the Art of Poetry, 1891, pp.42-43.




said, he (Milton) was merely following the interpretation of
the Itelian commentators on the Poetics'.'
Amongst the historiens of criticism 1t was George Saints-
bury who first considered Milton's ideas on literature. But
even while sdmitting the critical interest of somc passages in

The Reason of Church Government, the Apology for Jmeet uus,

the Iractate of Education and the Preface to Samson Agcnistes
he 3id not see anything of special significance in them and
when he said that Milton's 'Short Defence of Tragedy' was
‘wholly on Italian principles adapted to Puritan understand-
1ng'2 he introduced a misconception which 1s yet to be removed
from Kiltonic criticism. For since then Milton's views on
poetry have been considered either as a restatement of Italian
doctrines or as a consirained adjustment of those doctrines

to the puritenic temper. 3ix years after the publication of
Saintsbury's book J.E. Spingarn saild in the introduction to

his Critical Essays of the Seventeenth Century that Milton

'remained loyal to the "sublime ari" taught in the "Italian
commentaries cf Casteivetro, Tasso, ¥azzoni, and others"'.3

Ide Langdon's Milton's Theory of Foetry (1924) which is the

only elaborate study of the subject so far published repeats,

1. Literary Criticism in the Renaisaance, New York, 1908, p.80

2. History of Triticism, 1902, il. 366 fn.

3. 1908, 1. xxii-zxiii.
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in the main, the view of Saintsbury asnd Spingarn and dis-
cusses lilton's literary ideas in terms of Italian criticism.

In recognizing [she says] that the poetical impulse

is natural, and in attributing perfection in the art

to care and industry in the gifted, Milton agrees

with Aristotle and Horsce, and with the Italian

theorists who followed them.?
More than a decade later Sir Herbert Grierson said:

Milton's pronouncements on poetry when brought

together from the prose works through which they

are seattered, are just those of the Itallan

eritics and their disciples, such as Sealiger,

Sidney, Ben Jonson.2
In Criticism and Creation Sir Herbert Grierson reaffirms his
_conviction that Milton's statement on classical eriticism
in Of Education is a 'confession of adherence to the critical
faith as derived from Aristotle, Horece, Castelvetro'.3 Even
scholars who have discussed kilton's critical ideas without
any special reference to Rensissance ceriticism have found in
iilton a follower of Italian doctrines. Thus G.i. ¥iller
remarks’quoting the sentence from Of fducation: 'This is pure
neo-classiciam, of the Italien, and therefore Elizabethan
variety, only six ycars before Davensnt's introduction of
cu

French influences. And on the same sentence Leah Jonas

1. p.b2.
2. Milton and Werdsworth, 4937, p.26.

3. 4949, p.48.

4. The Historical point of view in knglish Literary Crisicism,
Heidelberg, 1943, p.77- ¢
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has observed:

It is evident that ¥ilton had studied classical
and Renaissance critical authorities, in hie
effort to gather the full tradition concerning
the three great divisions of 'lofty’ poetry:
the epic, the drama, and the lyric.!

J.w.H, Atkins makes a distinction between Renaissance
criticism and the neo-classic literary doctrines of the
seventeenth century and affirms that Kilton is an exponent

of the former:

He |Milton], like Jonson, was also instrumental thus
late in the day in calling attention to the best

that had been thought and said on literature in an-
tiguity. His contributilon, it is true, was of a

casual nature, consisting of remarks on llterature

and literary theory scattered nere and there in
pamphlets or set forth more fomally in brief Pre-
faces to his greater works. Nevertheless, such doc-
trines as he submits are of considerable interest.

How practically for the firat time, certain elements

of Aristotelian theory are clearly and accurately

set forth; wnile the views expressed concerning poets
and poetry are the views of a greatl poet drawing ob-
viously on his own experiences. Then, too, the spirit
which animates his theorising is reminiscent in part

of the early fumanists, with deference paid to classi-
cal entiquity in the main, regardless of that crys-
tallizing of aucient theory into whnat is known as the
neo-classical system - & process ithat was taking place
in France at the time. Of the development of neo-
classical dectrine in dngland many of his contemporavies
beginning with Davenant, were already giving signs; and
meanwhile, in addition, a new aesthetic was being for-
muleted by Hobbes, Such developments, however left
¥ilton wholly unaffected; in his theorising, as in his
creetive work, his was the last volce of the Renascence
in Zngland.2

1. The Divine Science, New York, 1940, p.4177.

2. English Literary Criticism: The Renascence, 1951, pp.335~33!
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Atkins has restated the view which has been current in Milton
eriticism since the days of Berneys and in his main concluslons
he i8 in egreement with the conviction of Spingern, 3ainte~
bury and Orierson that Nilten's literary ideas belong to the
tradition of Penaissance literary criticiam.

¥ilton's conception of poetry does not originate from
classical and Itelian criticism and does not conform to any
of its major doctrines. There is nothing in his literary
i1deas end practice to show that he ever made an effort to work
out a theory of poetry which would be consistent with either
Greeco-Roman or Renalssance literary theory. The governing
principle of Milion's conception of poetry is his ides of in-
spiration which he never sought to bring in line witha the
theory of inspiration of Plato or his followers. The basis
of this doctrine of inspiraticn is the Judaic-Christian con-
ception of the spirit and it should be studied with particular
reference to the Hebraie idea of prophecy. To Milton poetry
was & kind of later prophecy which, though different from the
prophecy of the Uld Testament, was nevertheless the work of
the Holy Spirit. This equation of poetry with prophecy ex-
plains the fact that in speaking of poetry liilion deals more
with its source and function than with the technicalities of

atyle and composition. And it is here that he stands aloof
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from the tradition of classical and Renaissance criticism.

It is however not easy to define Renaissance criticism
as 2 body of literary opinion for purposes of sharply dis~
tinguishing it from the idess which shaped Milton's concep-
tion of poetry. The literary doctrines of the English Re-
naissance whether formulated by theorists or stated by the
poets themselves have a variety and comprehensiveness which
suggest affiliation to traditions that are opposed to each
other. They cover such a wide range of. taste and opinion
that it is not possible to bring them under a fixed label
without ignoring some of their fine and significant dis-
tinctions. And & good deal of the diversity of critical
opinion of the Renaissance was due to the fact that the cri-
tical impulse of the age did not grow as a whole out of its
creative activity. A large part of it developed as an in-
dependent discipline representing a view of poetry which would
assimilate the doctrines of classical criticism with the new
intellectual attitudes of the sixteenth century. Principles
were formulated and rules prescribed because they were already
a part of the Graeco-Roman literary tradition. Moreover the
humanist theory of education gave an additional support to
literary doctrines which emerged out of Greek and Latin.

Sidney's Defence of Poetry satisfied a critical demand which



had no relation to the plays of Shakespeare and there were
poets in the Elizsbethan period who could be popular without
following the recipe of Campion and Daniel. As Bagil Willey
hes observed the 'main mass of Renaissance criticism is peda-
gogic and not interpretative' and "its formulated literary
principles contribute little to the progress of true criticism
or aesthetic theory'.1 What made Renaissance criticism in
large part unreal was its dependence on Greek and Latin which
again were the sources of whatever strength it possesses.
Saintsbury may have framed his charge-sheet against the Re-
naissance critics a little too harshly but his main argument
ig basically fair:

The Renaissance critics at first committed, and to

far too great an extent handed on, a combination of

the sins of their classical teachers. They assumed

the stationary state of literary kinds and qualities,

as both Greeks and Romans had done; they adulated

classical literature, like the Romans in regard to

Greek; they despised medimeval literature, like the

Greeks in relation to Latin.2
The only common ground amongst the Kensissance critics is
their love of classical literature and their attempt to give
it a place in the mental life of a Christian society. And

one of the more important achievements of the Renaissance

critical intelligence 1s that it resolved the medieval conflict

1. Tendencies in Renaigsance Literary Theory, 1922, pp.35-36.
2. History of criticism, 1922, i. 484.
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between literary taste and Christian dogma. The Renalssance.

man of letters could read his Virgil without the compunction
of St. Jerome and could enjoy Ovid without the obligation of
making him an allegorist. The other important task of the
Renaissance critic was to define and stabilise the important
forme of poetry and to formulate certain principles regarding
their composition. There is nothing in Milton's reflection
on poetry to show that he ever shared the Renaissance impulse
for eatablishing the moral prestige of classical literature

or for setting forth any formsl principles of compositions.
Some of his statements may seem to be echoes of some well-known
Renaissance eriticel pronouncements. But in his general
attitude towards poetry as well a8 in his view of the rules
and principles of composition Milton was too individualistic
and unorthodox to fall in line with Renaissance doctrines.
Neither in his critical principles nor in his literary practice
does he conform to a particular tradition. His literary
beliefs emerged from the force of his creative genius: it was
& force which could not be bound by the set limits of stereo-
typed doctrines. If he would appear a neo-classic in the
cholce of his epiec form he would appear firmly individualistic
in certain other no less important respects. E.M.W. Tillyard

has observed that



Milton was in the advance-guard of his age thro?gh

casting his epic in the strict nec-classic form, he

was daringly individual in flouting the traditional

association of the epic with rhyme; but he was

medieval in going behind the Renaissance vogue of

the heroic story to that of world history and the

pllgrimage of the human soul.?
Milton's theory of poetry would then represent ideas which
have no affiliation to a particular critical system and even .
when some of these ideas resemble a few influential literary
doctrines of the Renaissance their basic uncrihodoxy is un-
questicned. When Wordsworth said of Milton: 'Thy soul was
like a star, and dwelt apart’ he mentioned a characteristic
of Milton's personality and poetry which is equally true of
his literary idess. This characteristic of Milton's critical
beliefs is yet to be perceived. The observaticns on ¥ilton's
conception of poetry which we have already cited should be
enough to show that in dealing with the subject scholars have
80 far failed to relate it to that 'loneliness'which, as 3Sir
Arthur Quiller-Couch has observed 'must be the common dominator
with all of us in our conceptions of #ilton and of the poetry

in which he reflects himself'.2 The ideas on the source and

power of poetry stated in The keason of Church Government,

the estimate of Greek and Hebrew literatures in Paradise

Regained and the conception of tragedy suggested in the last

1. The English Renaissence: Fact or Fiction, 1952, p.77.
2. Studies in Literature, second series, 1922, p.89.
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Chorus of Semson Agonistes must be recognised as the ideas of
one who in many ways 'dwelt apart', whose mind loved to repair
in ‘som high lonely Towr' and who in his 'sdventrous Song'
intended 'to soar Above th' Aonian ¥ount'.

In affiliating Milton's idea of prophetic poetry to the
Biblical conception of prophecy we have to distinguish it from

the Rensissance notion of gager vates. The distinction is

fundamental though not obvious. The Renaissance theory of
poetic inspiration is a re-statement of the classicel idea of
inspiration made more acceptable to the religious mind through
an affirmation of the sacredness of the poetic profession.

The neo-classic ides of sacer vates was a pastiche of the

Platonic doctrine of imspiration, the myth of the Olympic
Muses and the Christian notion of sagehood. It was not
rooted in any clear conception of the poetic act and was not
linked with eny view of the umiverse or of history. Whether
it is Puttenham's idea of 'all maner of bewtifull visions'!
or the idea of Pegasus that

flew up unto this starry sky, 2
And there abides among the heavens hye

the conception of the poetic power does not go beyond the

c ommonplaces of divine inspiration.

1. Elizabethan Critical Essays, ed. G. Smith, 1904, ii. 20.
2. Mirror for Magistrates, 1563, see sd. Lily B. Campbell,
1938, p.353.
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The Renaissance ides of the poet-prophet is fully repre-
sented in Sir Philip 3idney's An Apology for Pogtry (c. 1583,
printed 1595):

Among the Romans a Poet was called Vates, which is
as much as a Diuiner, Pore-seer, or Frophet, as by
his conioyned wordes Vaticinjum and Vaticinari is
manifest: so heauenly a title dia tnat excellent
people bestow upon this hart-reuishing knowledge.

Sidney calls 'holy Dauids Psalmes' 'a diuine Poem', 'his
handeling his prophecy, which is meerely poetical'. To 8id-
ney poetic inspiration is 'the force of a diuine breath he
(poet) bringeth things forth far surpassing her dooings, with
no small argument to the incredulous of that first accursed
fall of Adam'. Yet Sidney calls the poet a maker: 'Wee
Englishmen haue metie with the Greekes in calling him a

l‘naker'.1 Similarly George Puttenham in his The Arte of

Bnglish Poesie (1589) speaks of the poet both as a meker and

as a divinely inspired mind:

Poesie an art not only of meking, but also of imi-
tation. And this science in his perfection can
not grow but by some diuine instinet - the Plato-
nicks call it furor; or by excellencie of nature
and cumplexion; or by great subtiltie of the
gpirits & wit; or by much experience and observa-
tion of the world, and course of kind; or, perad-
venture, by all or most pert of them.

And when Puttenham says 'So also were they (poets) the first

Prophetes or secars, Videntes, for so the Scripture tearmeth

1. Elizabethan Critical Essays, ed. G. Smith, 4904, i. 154~
155, 157. S
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them in Latine after the Hebrue yora'! he does not in reality
propound a theory of poetry as prophecy but only mentions some

popular notions of the sacer vates by way of establishing the

prestige of poetry. For when he believes that the creative
genius of the poet may lie in some divine instinet or in wit
or in observation he does no more than repeat the Aristotelian
statement 'Hence it is the poetry demands a man with a special
gift for it or else one with a touch of madness in him. 12
Neither Sidney nor Puttenham gives & theory of inspiraticn
presenting poetry as & form of prophecy or revelation. Milton
on the other hand,gives a conception of poetry as a form of
revelation and although his statements are scattered over all
his works he has a far more consistent view of diviné or
prophetic poetry than any cther poet or critic of his age.
Indeed an examination of all Miltonic statements on inspira-
tion will show that he had & firmer belief in the divine
source of poetry than is indiceted by the Renaissance notion
of the sacredness of poetry.

The prophetic conception of poetry must necessarily be

rooted in a religious view of literary art. And since the

1. ibid. ii. 3,7.

2. Poetics, 14552, see Aristotle on the Art of Poetry, ed.
I. Bywater, 1909, pp.L8-49. According to Humphry House
'in this almost incidental passage, Aristotle slips in a
valuable distinction between two classes of poet'. Aris-
totle's Pogtics, 1956, p.12. But certainly Aristotlels
rererence to mania is no basis for reconstructing s theory
of inspiration covering poetry as a wholé.
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serious intellectual pursuits of the Klizabethan period were
somehow influenced by Christianity the critical beliefs of the
period have some links with religious ideas. *So all impor-
tant was the subject of religion' says H. Craig 'in every
depertment of Renaissance life thet those who seek to know the
sources of llizabethan thought must turn to it. " In the
literary criticism of?:ixteenth and seventeenth centuries
religion is no less powerful and influential than it is in the
literary criticism of the medieval period. But neither the
Middle Ages nor the Renaissance could create a philosophy of
literature fimly rooted in the Christian view of the universe
and formulate laws of taste which would place the classic along
side the divine poetry of the Christians. Tertullian's
description of literature ss 'foolishness in the eyes of God'
and his question 'What has Athens to do with Jerusalem?' in-
dicate an intellectual unrest which the Renaissance could not
remove. If the enlightened reader of the sixteenth century
never asked like Tertullian 'What concern hss Horace with the
Psalter, Virgil with the Gospels?' it was not because he knew
how they were either sharply different or very near to each
other. In reality his taste for poetry ancient or modern hdd
nothing to do with questions of faith or doctrine. #hen

Sidney declared thet the

1. The Enchanted Glass, 1936, p.49.
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chiefe both in antiquitie and excellencle were they
that did imitate the inconceiuable excellencies of
GOD (like] Dauid in his Psalmes, Salomon in his song
of Songs, in his Ecclesiastes, and Prouerbs ... and
the writer of Iob!

he was not creating a literary teste which could cover both
the Bilble and the Aeneid. The Renaissance mind spoke of the
literary qualities of the Bible meinly in support of literature
itself. Consequently the Renaissance conception of divine
poetry is more an attribution of some divine power to poets
than a consistent view of poetry as revelation. Thus to
PFrancis Meres the poet was divinely inspired because without
such divine inspiration he could not have been so eloquent:

As the holy Prophets and sanctified apostles could

neuer haue foretold nor spoken of such supernaturall

matters vnlesse they had bin inspired of God: so

Cicerc in his Tusculene questious is of that minde,

that a Poet can not expresse verses eboundantly,

sufficiently, snd fully, neither his eloquence can flow

pleasantly, or his wordes sound well and plenteously,
without eelestisll instruction ....

Such idea of divine inspiration does not go beyond the notion
which was very common throughout the WMiddle Ages that the
poetic faculty being an extrasordinary gift must be s divine
gifrt. So when Bacon says that poetry 'was ever thought to

have some participation of divineness'5 he was repeating what

1. klizsbethan Critical hesays, ed. G. Smith, 1904, i. 158.

2. Palladis Tamia, 1598. See Blizsbethan Critical s3saya, ed.
G. Smith, 1904, ii. 313. Cf. William Webbe 4in A Discourse
of English Poetrie, 1586, ibid. i. 231.

3. The Advancement of Learning, ed. W.A. Wright, 1926, p.102.
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was already an established literary belief. Skelton meant
the same thing when he said 'God maketh habytacion in Poetes'.’
There is nothing in such statemenis which even remotely
suggests a definition of the poetic activity in terms of
Christian beliefs and of poetry as a kind of divine revelation.
There were, however, a few poets who weve more directly in-
fluenced by the Biblical conception of prophetic inspiration
and who belijeved that the poetic act was inspired by the Holy
Spirit. And since this was Nilton's belief too it is likely
that their idess gave support to his growing conception of

poetry as a divine science. In William Browne's Britannis's

Pastorals, for instance there is an invocation which suggests

comparison with the opening passage of Paradise Lost:

And thou which through the Desart and the Deepe,
Didst lead thy Chosen llke a flock of sheepe:
As sometime by a Starri thou guidst them,
Which fed vpon the pleines of Bethelem;
S0 by the sacred Spirit direct my quill,
When I shall sing ought of thy Holy hill,
That times to come, when they my rymes rehearse,
May wonder at me, and adnire my Verse:
For who but one rapt in Coelestiall I‘irg,
Can by his Muse to such a pitch aspire.

Milten's marginel notes on the folio volume of Britannis's

Pastora153 should be enough to show that he read the work with
P

1. Works, ed. A. Dier, 1843, i. 222.
2, ¥orks, ed. C. Hazlitt, 1868, i. 108.

3. CM, xviii. 336-340. 'That the marginal notes were in Hil-
ton's hand was established by S.L. Sotheby in his Ramblings
in the Elucidation of the Autograph of Milton, 1861, bp.97-
104. The editors of the Columbia Hilton 'are completely
satisfied that the book was Milton's and.that the notes
were composed by him'. 3ee p.570.




25.

great care and to make it appear very probable that when he
mentioned the Muse and the Spirit in his first invocation he
was remembering William Browne's ides of the sacred gpirit in-
spiring the Muse. “here is no mention of Donne in Milton's
works but it is very probable that the divine poems exercised
some influence on the growing conception of divine poetry in
the seventeenth century. The idea of Mosaic inspiration
expressed in the lines

A last and lasting'st peece, a song

He spake to Moses to deliver unto all the song still in
their memory.

is a basis of all conceptions of divine inspiration known to
the seventeenth century. In Donne's poem 'vpon the transla-
tion of the Psalmes by sir Philip Sidney, and the Countesse of
Pembroke, hi%ﬁiister' the conception of the Holy Muse is in-
tegrated withgBiblical idea of prophetic inspiration:

The songﬁ are these, which heavens high holy Muse

Whisper'd to David, David to the Jewes:

And Davids Successors in holl zeale

In £orme8 of joy and art doe rereveale
To us so sweetly and sincerely too.2

There is nothing in Donne's prose works to represent his ideas’
on divine poetry which are just suggested in this poem. But
the idea of the Davidian Muse has an important bearing on then

Miltonic cunception of poetry as a revelation. For #ilton's

1. ‘Firzt Anniversary', see Poems, ed. H.J.C. Grierson, 1912,
1. 245,

2. The Divine Poems, ed. H. Gardner, 1952, p.34.
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idea of inspiration is rooted in the Biblical idea of the
Spirit as the inapirer of the prophet and the apostle. What
has been called his Protestant sesthetics end its shift
towards seculnrity1 is an extremely misleading descriptlon of
a literary theory according to which all sacred poetry is the
work of the Spirit. The idea of poetic creation implied by
the invocations of Paradise Lost and explicitly stated in The
Reason of Church Government is based on the conception of the
holy Spirit which is thus stated in the translators' Preface
to the Authorised version of the Bible:
++. the author being God, not man; the enditer, the holy
spirit, not the wit of the Apostles or the Prophets;
Penmen such as were sanctified from the wombe, and en-
dewed with & principall portion of Gods spirit.2
While the root of this idea of the 'inditer' Spirit is in
¥ilton's own piety and his Christian cosmology it was certainly
very greatly influenced by his study of medieval Christian
litersture. And his literary ideas have a greater and more

significant affinity with the more influential critical doe-

trines of the Middle Ages than with those of the Renaissance.

1. Discussing the style of Lycidas M.M. Ross has remarked:
'For the movement of the specifically Christian symbol
from the centre to the periphery of the work of art implies
8 decisive shift of value and anticipates the emergence of
a dominantly secular culture.' 'Milton and Protestant
Aesthetic: The Harly Poems', UTQ 1948, xvii. 360.

2. 'The Translators to the Reader', in the Holy Bible, 1611,
sig. b 3 verso. T
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When Sip Oliver Elton said that 'Nilton hed a very Hediaeval
side to his brain' he did not illustrate his point from ¥ilton's
literary theory and it is possible that the Renaissance colour
of Milton's educational ideas has so far obscured the medieval
element in his poetic dectrines. But when 3ir Oliver Elton
affirmed that Milton 'was not a son of the Renaissance at an'!
he came very near to a true conception of his mental habits.
It must, however, be borne in mind that this medieval strain
in Milton's literary thought is not due to a deliberate choice
of medieval ideas. He shared the views of the Christian
Fathers and the Latin Christian poets because he snared their
experience and like them he felt the need for a view of poetry
which would give it the status of sacred literature.

The two major concerns of the Christien Fathers and early
Christian poets in the field of literature were firsi, to find
a truly Qhristian support for the pursuit of pagan literature
and secondly, to establish the divineness of Christian litera-
ture by affirming its divine source. The three entries in

Hilton's Common plece Book which deal with literary problems

refer exclusively to early Christian writers. Of these two
deal with the status of profane literature in a Christian
society and one with the divine origin of poetry, it is par-

ticularly significant thet in dealing with these questions

1. Milton and Party, 1909, p. 5.
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Hilton does not quote from Renaissance authorities in support

of his arguments.

In the first entry on literature which is

entitled 'of the knowledge of literature' Hilton says:

Whether it is permissible to spend time upon profane
writers, Socrates decides in the affirmative, ad-

vancing not only other sound reasons but in par-

ticular the example of the Apostle Paul anc the earliest
of the Church Ffathers. 3ee also uusebius about

Dionysius of Alexandria. Julian the Apostate also per-
ceived the weapons by which the cause of his party could
be weakened when he forbade the Christians to read poetry,
rhetoric and philosophy; for, sald he, “we are being B
wounded (as the proverb puts it) by our own feathers’.'

Milton's argument in support of classical literature is in line
g

with what was said on the subject by Origen, Besil, Lactantius,

Ambrose, Jerome and Augustine. And in Areopagiticas ¥ilton

advances the same argument and again refers to Julian the

Apostate.

In his entry on the 'Spectacles' #ilton deals with the

early Christian opposition to the stage and while he disagrees

with its extreme rigorism he is on the whole respectful towards

Tertullien's opinion:

In the work entltled Un Spectacles Tertullian condemns
their vogue and excludes Christians from them. 1In fact,
it is not only with arguments (which excoriate the pagan
gemes only) that he supports his obligation to bind with
religious scruples the mind of a wary and prudent
Christian from venturing to witness dramatic poem, artid-
tically composed by a poet in no wise lacking in skill. Sti
in the epilogue of the work he very finely with all the
flowers of rhetoric directs the mind of a Christian to

1.

CM, xviii. 136-137.
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better spectacles, namely, those of a divine and

heavenly Character, such as, in great number agd

grandsur, a Christian can enticipate ln comxectign

with the coming of Christ and the last Judgment.
This idea of a Christian literature as a substitute for the
literature of the pre-Christian world favoured by all Christian
defenders of the artes in the Middle Ages is the core of the

literary theory stated in The Resson of Church Government.

The Preface to Samson Agonistes and the passage on classicael
and Hebrew literatures in Paradise Regained represent critical
views which were most influentisl amongst the Christian
Fathers. Milton's general disregard for patristic doctrines
had no influence on his literary ideas.

The entry on poetry in the Commonplace Book is another
instance of Milton's interest in early Christian thought on

divine inspiration. And it must be noted that when iilton

not introduce any boint which is inconsistent with the Latin
Christian conception of sacred poetry as the word of God.
Again his invocations which are certainly much more powerful
than anything in Latin Christian poetry have a striking simi-
larity 1;1 respect of basic conceptions with the invocations in
Juvencus or Sedulius, '

In relating Milton's literary ideas to the literary ideas

1. CM, xviii. 207.
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of the Latin Middle Ages there is a danger of calling ex-
clusively medieval what was also & pert of Renamissance poeties.
For the Renaissance critics like Puttenham and Sidney absorbed
some of the early medieval conceptions regarding the literary
status of the Bible and their ideas on poetic inspiration seem
to resemble the ideas of the Christian Fathers and some of the
early Christian poets. And Milton's Muse too is valid for
grounds which the practices of the Latin Christien poet can
make clear to the modern mind. For in considering the status
and functiocn of the Miltonic Myse we must remember two impor-
tant aspects of the invocation in medieval poetry. The Latin
Christian poet rejected the classicael Muse and yet felt the
need of a divine being as subject of prayer for a divine gift.
When Prudentius (b. 348 A.D.) asks the Muse to discard ivy

1

crowngand put on mystical crowns or when Paulinus of Nola

(353-L431 A.D.) says:

Negant Camenis nec patent Apollini
Dicata Christo pectora

1. Sperne camena leves hederas,
cingere tempora quis solita es,
sertague mystica dactylico
texere docta ligs strophio,
laude Del redimita comas. Cathemerinon, i1ii. 16-20.
(Spurn, Nuse, the ivy vain
Wherein thy brows thou usest to entwine!
Weave mystic garlands of dactylic strain,
And braid thy locks in praise of things divine.)
Prudentius, tr. Francis St. John Thackeray, 1890, pe27.

2. QCapmen, x. 21.
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they represent a mentality which the seventeenth century
Puritan poet would not find very strange. Milton's heavenly
Muse is nearer the subject of invocation in latin Christian
poetry than the Muses of Dante. Boccaccio had to invent an
allegory to explain Dante's invocation of the Muses in the
Inferno and had to defend the use of a pagan neme by citing
the authority of Iaidore.ul: And Boccaccio himself addressed
his invocations to God and;Virgin Mary in the verses he added

to the Commedia.2 All this may seem much too doctrinal to be

admissible in poetry. But to the medieval mind the doctrinal
question was an important question end to the Latin Christian
poet piety is more important than the elegani use of an old
literary device. And if we are to undersiand the profoundly
Christian sentiment of Milton's invocations and their bearing
on his conception of peetry we must realize that he had not
only a genuine disregard for the Muse of classical poetry but
also sn equally genuine need for expressing his Christian

devotion. And the Christian basis of his conception of the

1. 'E adungue da sapere, secondo che 1 poeti fingono, che le
muse son nove, ¢ furono f1gliuola di Glove ¢ della Wemoria:
¢ la ragione perché questo sia déd poeti, fingendo, detto,
€ questo. Place ad Isodoro, cristiano e santissimo uomo- e
pontefice, nel libro Delle etimologie, che, percioché il *
suono delle predette muse e cosa sensibile, e che nel
preterito passa, e impriemesi nella memoria, perd essere
da poeti delle figliuole di Giove ¢ della Memoria.'
llaCommento alla Divina Commedia, ed. D. Guerri, 1918, 1.
198.

2. Qpere latine minori, ed. A.¥P. Masséra, 1928, p.99.
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Muse can be more intelligible when we bear in mind the Christia
spirit in the invocations in Latin Christlan poetiry. E.R.
Curtius has observed that 'the rejection of the Muses by
Christian poets ie scarcely anything but a badge of conven-
tionally correct ecclesiastical thought' and in his view ¥il-
ton's Christien Muse velongs to the same tradition. But Milto
he says 'is as unsuccessful as Tasso or Prudentius in £illing
the Christian Urania with life'.1 The estimate is certainly
influenced by & comparison with the Greek luse who however is
not a particularly convincing figure either in fiomer or in
Virgil and by his notion of what he calls the 'deceptive phan-
tom of "Christian epic™'. To Milton his heavenly Muse was

no less important then his ides of Christian epic. And we
shall miss a good deal cof his conception of poetry if we con-
sider his invocations as nothing more than an unsuccessful
attempt at Christiamnizing a rhetorical practice of classical
poets. A11 discussions on Milten's duse nave been concerned
mostly with the identity of Urania and with the affiliation of
her invocations to particular poetic traditions and have done
little to indicate what conception of puetry they suggest.
H.F. Fletcher and Denis Saurat havc endeavoured to define the

object of the invocations in terms of some rabbinieal notions,

1. Buropeen Literature and the Latin llddle Ages, 1953, pp-
240, 24k,
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the former identifying her with Ben Geprson's spirit of Under-
standing1 and the latter with 'the third Sephire' of the
Kabbalah.2 E.£. Kellett, on the other hand, suggests that
Milton waes influenced by the rabbinical tradition of the Bat Kol
(daughter of the voice of God) in his conception of Urania.3
Although these speculations are interesting and sometimes
suggestlve they do not take us very far towards an understan-
ding of what iillton actually wanted to do in his invocations.
For it is not enough that we should be satisfied about the
identity of the Muse and the doctrinal propriety of her invo-
cations. We should mlso try to understand the impulse behind
such intensely lyrical apostrophes. My study of the invoca-
tions is prompted Dy the conviction that Milton had a twofold
purpose in composing them. He wanted to pray for the great
gift he needed for accomplishing his great task and he also
wanted to tell his reader that this task was a divine task.

Milton's conception of the Muse was a part of his conception

1. '... the spirit invoked at the beginning of Book VIl is
quite clearly the Spirit of Understanding, conceived in
the same sense as by Ben Gerson'. YNilton's Rabbinieal
Readings, Urbana, 1930, p.110. In his earlier book on
the subject Fletcher said that %ilton 'conceived of his
muse, not as a plurality, not as now one, now another,
muse, bul as one muse, appearing and appealing under
different aspects'. Milton's Semitic Studies, Urbana,
1926, p.121.

2. Milton, Man and Thinker, 1944, p.240.
3. Reconsiderations, 1928, pp.198-199.
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of poetry. It is possible that @he calls her Urania because
that name had already become & tradit10n1 and it 1s equally
possible that Milton uses the name as a poetic word either for
the Third Person of the Trinity2 or for some angel.. DBut what
is important is that Milton intends to convey through this
conception a definite idea of the poetic process and the
poetic purpose.

Whether Milton had any religious ground for disregarding’
the Graecco-Roman conception of inspiration we need not discuss
here. It is enough for us to observe that throughout his
works he associates inapiration with the Holy Spirit end the
Biblical idea of divine vision. And in order to understand
the significance of this influence on Milton we need to see the
very important difference between the Hellenic and the Hebraic

ideas of inspiration. This difference was important for

1. '... the acceptance of Ursnia as the muse of Christian
poetry was so well established by Milton's time that he
was bound by tradition to invoke her ald when he wrote the
Christian story.' Lily B. Campbell, 'The Christian Huse',
HLB, 1935, viii. 67-68.

2. 'I take this passage to be an invocation to the Holy Spirit
In terms which seemed to be as clear and unequivocal as the
poetic statement can well be, Milton is here invoking the
Third Person for its beneficent functions towards a human
being, for the graces of the upright and pure heart and for
the illumination of his mind, the donum or grace by which
the finite mind of the poet may comprehend the creationist
and redemptorial powers of the First rerson.' C.D. Baker,
'Certain Religious klements in the knglish Doctrine of the
Inspired Poet During the Renaissance', JELH, 1939, vi. 322.
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Milton and we have enough evidence in his work to show that it
was. In the 'Nativity Ode' the 'Oracles are dumm' and the
'pale~ey'd Priest' can no more prophesy. It is possible to
read more into the poem than what Milton actually ,anted to say
in it. But on the whole it must be true that the stanzas on
the dissolution of the pagan order represented a very signifi-
cant aspect of Milton's conception of history. For what is
suggested by the richly decorated passages in the Hymn is more
plainly but more categorically affirmed in Paradise Reggined:

Such are from Qod inepir'd, not such from thee.
In the only serious discussion on Milton's idea oﬁ inspirstion
this distinction that Milton made between the Hellenic and the
Hebralc ideas is ignored. J.H. Hanford thinks that Milton's
doctrine of inspiration represents a kind of synthesis of
Rensissance Platonism and the scriptural idea of revelation:

Milton's thought regarding Moses has gone beyond

the point of making him & mystical philosopher and

seer. He has made him also a supernatural visitant,

as he apeculated that Pythagorss might have been,

& representative of the spiritual world itself.

As such he is not merely a Plato gpeaking Hebrew

but a Platonic symbol of reality.?
Another scholar who has dealt with Milton in a study of the
English doctrine of the inspired poet observes that in the

Renaissance ideas on inspiration

1. iv. 350.
2. '"That 3hepherd, who first taught the Chosen seed”: A note
on Milton's dosaic Inspiration’, UIQ, 1939, viii. 442,
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The thought and the example of the classical
theorists exercise & by no means negligible in-

%

fluence, ané influence which ... appears to have
been substantiating and confirmatory.

It is indeed very difficult to trace the growth of ideas in
their relation to particular systems of thought and still

more difficult to discover how ideas belonging to different
eivilizations coalesce into new conceptions. And in & com-
plex of many ideas and influences we may separate things which
exist together or discover harmony between things which are in
fact disparate? Still it is clear that Milton's ideas on in-
spiration and prophecy developed under the influence of the
Christian doctrine of Grace. There is nothing in the classica
or the Kenaissance docirines of inspiration which could give
support to Milton's conception of poetry as a form of revela-
tion through a mind sanctified by grace. We cannot mix up
this conception with Renaissance notions of inspiration without
ignoring its unique features. And when we make this confusion
& misinterpretation of whet iilton actually wanted to say is
most likely to result. For Milton's primary concern was not
to formulate a theory but to state an experience which was
supported by his religious belief. Consequently if we are to
interpret his ideas on poetry in terms of any doctrine we
should look for it not in Renaissance literary theory but in

the seventeenth century beliefs in grace and election.

1. C.D, Baker, 'Certain Religious Elements in the English
Doctrine of the Inspired Poet During the' Rensissance',
JELH, 1939, vi. 329-322.
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Whether such beliefs could ever be the basis of a sound poetic
is another gquestion. But we cannot ignore the fact that they
are at the centres of Milton's visws on poetry. A literary
doctrine which comprehends both inspirstion and self-discipline
will seem inconsistent and confusing unless it is seen in its
philosophic affiliation to the Christian idea of grace earned
through devotion. Defending Milton's theory of inspiration
B. Rsjan observes that where Milton 'is wrong is not in his
assertion that creative power depends upon self-discipline,
but in his vague conviction that the two are some what pro-
portionsl'.1 In reality Milton did not think thst the
creative power, that is inspiration, depended on seif-disciplin
e believed that it depended on grace, the creative will of
God operating in history. And there was nothing vegue in his
conviction that to earn that grace there was neecd for an
initiative on the human plane.

This unique feature of ¥ilton's theory of poetry has been
ignored because so far it has been viewed in close association

with the Renaissance defence of the grtes. And in our attempt

to exalt iilton above the Puritans we have brought him much
closer to the Renaissance than his literary beliefs and prac=

tices would really justify. Thus Haller has observed that the

1. ™simple, sensuous and Passiocnate", RES, 1945, xxi. 299,
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that
essence of his (Milton's) blographia literaria is

when in the cultivation of his gifts he found his way

to the poetry of the ancient world and the Renaissance,

he found not distraction and escape from the Puritan

urge to salvation and service, but the strongest pos-

sible confirmation.1
Milton defended poetry but he defended it on grounds that are
fundamentally different from those advanced by the representa—-
tive Renaissance critic whose poetic was much more comprehen-
sive and would cover the whole range of duropean literature.
As & classical scholar and as one who on the whole amccepted
the Renaissance scheme of education Milton would support the
pursuit of all the liberal arts; but the view of literary
history which is implied in his early work and more eéxplicitly
stated in Paradise Lost and Paradise Regained shows that he

did not believe in the intellectual eclecticism which would

comprehend Moses, Plato and St. Faul in a conception of uni-
fied knowledge. He firmly believed that the Graeco-Roman
universe was different from the Christian universe and his
theory of poetry is definitely related to the latter. His
theory of poetry, his conception of tragedy and his response
to the litersture of the past and of his own country were
determined by his Christian view of the universe and his con-

templation of his own poetic impulse.

1. The Rise of Puritaniem, 1938, pp.306-307.




CHAFPTER TWO
PROMPTED SONG

These abilities, wheresoever they be found,‘are
the inspired gift of God, rarely bestowed, but

yet to some (though most abuse) in every natlion.
Milton

When Milton says that his song is divinely prompted or
that the poetic genius is a gift from God he may seem to
repeat what has been a commonplace of literary criticism
since the time of Plato. But & careful examination of all
his statements on the subject will show that his idea of
poetic inspiration has no éffinity with the Hellenic notion
of furor poeticus as it is suggested by what Hesiod and Homer
say about their divine gift or what Socrates says about Ilon's
rhepsodic powers. Scholars who have concerned themselves
with this question, have related Milton's idea of inspiration
to the controversy regarding the proportion of genius and
diligence in the puetic act. This relationship has been
affirmed under the assunption that kilton's ideas on poetry
belong to the main tradition of Renaissance eriticism. Thus
1ds Langdon has esked: 'What wae Milton's attitude in the
time-honoured dispute between art and genius? To what extent

was he "Aristotelian"? To what extent "Platonic"?'} And

1. Miéton's Theory of Poetry and #ine Art, New Haven, 1924,
p.60.
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there are statements in Milton's prose works, particularly in
his The Resson of Church Government and Of Zducation, which

would seem to support the view that if the poet valued 'easy

numbers' he also knew the importance of 'slow-endeavouring
art' and that in his conception of poetry genius and effort
were equally important. Commenting on Milton's reference to

the rules of epic poetry in Qf Kdueation A.3. Cook has said:

That Milton would not have declined to be judged by
these rules is evident from & passage of his Iragtate
of Yducaetion, in which he speeks of 'those organic
arts, which enable men ... to discourse and write per-

spicuously, elegantly and according to the fittest

style of lofty, mean or lowly'.l
But in fact Milton's regard for rule or discipline does not
bring his poetic within the general scheme of Graeco-Roman or
Renaissance literary theory. We should not forget that all
pronouncements of itilton regarding inspiration are expressions
of personal experience rather than academic theorising. And
the idea of poetry which this experience gave him has nothing
in common with the Platonic view of inspiration.

Plato's theory of poetic inspiration cen be linked up
with the Greek poets' idea of thg ¥use as the inspirer of
poetry. In many ways the analysis of inspiration in the Ion
is a philosophic treatment of what the Greek poets had alreaéy

eaid about the supernatursl source of their powers. In fact

1. Addison's Criticism of Paradise Lost, Boston, 1892, p.162.
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Plato maede out his case sgeinst poetry with evidence with which
the poets had themselves furnished him. And when Aristotle

speaks of msnla or ecstasy in his Poetics he takes for granted

the Greek poets' idea of divine inspiration. The poets spoke
of it by way of establishing their claim to divine wisdom;
Plato found in it one of his grounds for denigrating them;
and Aristotle eccepted it as the only explanstion of the poetic
power. Plato was apparently led astray by his antipathy

towards poetry and Aristotle recognized mania as a fact and

did not think it necessary to explain its working with refer-
ence to his statement that poetry was more philosophical than
history. Consequently we have nothing in the Greek idea of
poetry which connects or seeks to connect the poetic act either
with the religious consciousness or with the phileosophical
temper. After quoting Socrates' words on inspiration in the
Ion Sir sisurice Bowra has remariked that the

modern idea of inspiration is not so different as

we might expect from the primitive. There are of

course points of divergence. The modern poet is

not primaerily & prophet like Amos or Hoseas or even to

judge by his claime, Hesiod.1
While Sir Maurice thinks that 'Milton was carried through
Paradise Lost by what he believed to be the prompting of the*

Holy Spirit'2 he does not dwell on the important difference

1. Inspiration and Poetry, 1955, pp.2-3.
2. 3bid. p.19.




u2.

between the Hellenic and the Miltonic conceptions of inspira-
tion.

In the Apology as in the Ion Plato compares poets to
'diviners and soothsayers who also say many fine things, but
do not understand the meaning of tl'xem'.1 And from what
Socrates says about the divine power of 'diviners and prophets,
including the whole tribe of poets'2 one wonders if Castel-
vetro was not right when he said that Plato's worde on in-
spiration were.after all a good ;)oke.3 For when Meno agrees
with his view, Socrates says, how seriously we can only guess,
'and women too, Meno, called good men divine‘.u In the Laws
the description of the poet is only a repetition of what is
said in the Ion:

the poet according to the tradition which has ever

prevailed among us, and is accepted of all men, when

he sits down on the tripod of the Muse, is not in his

right mind; 1like a fountain, he allows to flow out

freely whatever comes in and his art being imitative,

he is often compelled to represent men of opposite

dispositions, and then tc contradict himself; neither
can he tell whether there is more truth in one thing

1. The Dialopues of Flato, ed. B. Jowett, 1892, ii. 11L.
2. ibid. p.63.
3. 'E Pla\toneE quando ne fa mentione ne' suoi libri, senza

fallo se a', Poetica d'Aristotele vulmarizzate et spo ta,
Basle, 1576, p.65. See Gilbert, Literary Criticism, Plato
to Dryden, New York, 1940, p.314. The reclevant passage in
Castelvetro, as translated by Gilbert is 'It is wrone then
to attribute to Flato the opinion of the furor infused into
the poets because, as I sald, it originated with the people
and the poets agreed to it for the sake of their own in-
‘terests. Plato, when he mentions it in his books, surely
is jesting.'

4. The Dialogues, ii. 63.
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that he has said than in another.1
The meaning of the passage may be strained to discover in
it some anticipation of Keats's ideas thet the poet 'has no
identity', and that 'he 1s continually in for - and filling
some other body‘.2 It is true that, as Professor F.#. Corn-
ford has said in another connsction, 'owing to Plato's drama~-
tic method, we cannot fix the extent of Socrates's reserva-
1:1.on'.5 But this is certain that the psychology of poetic
creation as explained in the Ion or elsewhere in Plato's
Dialogues bearing on poetic inspiration has nothing in common
with Milton's 1dea of postry. And the fact that Milton was
influenced by Pleto in respect of other ideas or that he had
& deep regard for his philosophy does not necessarily diaprove
the view that he could never accept his idea of inspiration.
It is significant that although Milton refers to Plato directly
or indirectly more than seventy times and calls him divine in
'Ad Patrem' and at several places cites from his Dialogues in
support of his arguments, he never mentions his idea of in-~
spiration anywhere in his works. On the other hand there are
two passages in his works which would suggest that although in

many ways Plato was, as Coleridge said, 'Milton's darling',l"

1. v. 102,
2. Letters, ed. M.B. Forman, 1952, p.227.

3. Plato's Theory of Knowledge, 1935, p.3.
L. Collected Letters, ed. E.L. Griggs, 1951, ii. 459.
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his views of poets and poetry were not acceptable to him. The

concluding lines of 'De Ides Platonica quema dnodum Aristoteles
intellexit' (4628) show that in his Cambridge period Milton was
acguainted with Plato's ideas on poetry. And when he asks
Plato to call back the poets from their exile or to go into
exile with them1 he is certainly expressing his disepproval of
the denunciation of poetry in the Republic. Seventeen years
later ¥ilton expresses his disagreement with the Platenic view
of poetry in Areopagitica (416L44) in stronger language.  Com-
menting on Flato's banishment of poets he says:

But that Plato meant this law peculiarly to that

Commonwealth which he had imagin'd, and to no

other, is evident. Why was he not clse a lawgiver

to himself, but a transgressor, and to be expell'd

by hia own Magistrats.
And when in 'Ad Patrem' he puts up a defence of poetry he is

certainly recalling Plato's strictures on it though he does not

1. At tu perenne ruris Academi decus
(Haec monstra si tu primus induxti scholis)
Jam jam pletas urbis exules tuae
Revocabis, ipse fabulator meximus,
Aut institutor ipse migrabis foras.
David ‘esson found in this poem 'an evident admiration of
Plato’. Milton's Poetical Works, 1940, i. 101. H. Agar
too thinks that the poem is a lipghthearted criticism of
Aristotle. Milton and Flato, Princeton, 1928, p.3. Irene
Samuel however has observed that the concluding lines of.
the poem show 'that from the first #ilton recognized in
Plato's words on poetry a paradox'. Flato and Wilton,
New York, 1947, p.45. N S

2. CH, iv. 316.
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apecifically rebut any of his charges. At least he does not

mention the Platonic idea of divine inspiration as an argument
in support of the divindty of poetry. de speaks of the
divine origin of poetry which is valued because it retains the
'sacred traces of the Promethean fire'. Nor is there any
reference to the Platonic idea of poetic inspiration in 'Man-
sus' (1639). And the two passages in his early work which
deal with inspiration suggest sn idea of the source of poetic
power which has nothing in common with the ideas of the Ion.
On the contrary they show that Milton wanted to propound a
theory of inepiration which would give the poet a status
denied him by Plato.

In Prolusion 11I {1628) the postic power is a gift from
Heaven:

Now surely divine poetry, by that power with which it

is by heavenly grace indued, raises alofi the soul

smothered by the duat of earth and sets it among the

mansiona of heaven, and breathing over it the scent of

nectar and bedewing it with ambrosia instils into it

heavenly felicity and whispers to it everlasting joy.
While in this passage there is nothing to suggest that Milton
was thinking of the 'possessed' poets of the Ion, in 'Elegia
sexta’ (1629) there is a view of inspiration which is speci-

fically different from Plato's. In this poem Milton spesks

1 Pr;vgtg Correspondence and Academic Exercises, p.69.
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of two kinds of inspiration, Bacchic, which comes to the
poet of love, and the truly divine which works in poets of
a superior kind. About the latter he says:
But the poet who sings of war and of heaven subject
now to mature Jove, and of pious heroes and leaders
half-divine, who sings now of the sacred conferences
of the high gods, now of the abysmal realms where
barks a savage dog, that poet should live sparingly
as did the Samian teacher and should find in herbs
his simple food. Let the crystal water stand beside
him in a beechen cup, and let him drink only sober .
draughts trom a pure spring. Let him have, in addi-
tlon, a youth chaste and free from evil, uncompro-
mising standards and stainless hands.1
It appears that the full significance of this passage as an
expression of Milton's idea of poetry is yest to be recognized.
This is indeed the first statement of a conception of the
poetic act which ¥ilton explains in greater detail in his
later works. And the conception is fundamentally different
from Plato's. Great poets, he says, speak the word of God

through grace earned by their self-dedication. The idea of

4. At qui bella refert, % adulto sub Jove caelum,

Heroesque plosg, semidecsque duces,
Et nunc sancta canit superum consulta deorum,

Nune latrata fero regna prorunda cane,
Iile gquidem parcé Samii pro more magistri

Vivat, & innocuos praebeat herba cibos;
Stet prope fpgineo pellucida lympha catillo,

Sobriague € puro pocula fonte bibat.
Agditur huic scelerisque vacans, & casia juventus,

Et rigidi mores, & sine labe manus.
Comnenting on these lines David Masson remarks that they
'are about Milton's noblest in Latin, and deserve to be
learnt by heart, or to be written under his portrait'.
Poetical Works, 1910, i. 93. To an enquirer into Milton's
poetic they are extremely importent.
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inspiration becomes the idea of divine grace which descends
only on souls made holy by austerity. And the difference
between the Platonic inspiration and the Miltonie is important.
While to Plato inspiration ie an accidental visitation to
Milton it 1s Heaven's response to prayer. In 'Blegia sexta'
the poetical sctivity is the activity of a regenerate soul and
the regeneration takes place through a moral initiative on the
part of the poet. Since this power comes through effort the
poet is in full possession of the faculties of his mind in-
c¢luding reason which is exalted by the gift of grace. In the
Ion, on the other hand the poet is lost in an ecsta&y which is
not caused by any spirituval preparation.

Scholars who have endeavoured to present Milton as a
Platonist in his theory of Poetry have given an interpretation
of Plato's statements on poetry which is not supported by what
Plato plainly says in the Ion. And Greek scholars too some-
times present Plato's conception of poetry in two independent
aspects, thus creating a notion that it represents such a
diversity of opinion that it can lend support to any system

1

of poetic based on the idea of inspiration. When Irene

Samuel says that to 'Milton fresh from reading the Phaedrus,

1. Cf., J.¥.H. Atkins's observation on the difference between
the idea of inspiration in the Ion and that in the Phaedrus
in Litersry Criticism in Antiquity, 1952, i. 53.
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the language of divine inspiration was highly acceptable',1
she forgets two important propositions of Plato regarding the
origin and effect of the poetic power, that the poet is a mind-
less and possessed man, and that his influence on soclety is
bad. 'Elegia sexta' is an implicit repudiation of both these
propositions. And the similarity which Irene Samuel dis-
covers between Milton's idea of inspiration and Plato's reminds
one of Coleridge's regret that scholars studying the influence
of the Greek philosopher on the English poet 'only hunt out
verbal pérallelisma'.2 Herbert Agar too has said of Plato and
Milton that 'both agree that poetry should not be written merely
to give pleasure and insist that it should have a high moral
purpose', and on this assumption he concludes that the 'same
agreement will be found in the two men's esthetic theories'.3
Both Herbert Agar and Irene Samuel have ignored the very
important fact that unlike Plato, Milton considers inspiration
as a divine gift whiech is to be earned through effort. And

to Hilton this effort is both intellectual and moral. In a
letter to Charles Diodati (1637) he speaks of 'growing my wings

and.:".ezarning-t‘.o"fly'.l‘L sut this is not all. The exercise

1. Plato and Milton, New York, 1947, p.48.

2. Collected letters, ed. E.L. Griggs, 1951, ii. 459.
3, Milton and Plato, Princeton, 1228, p.3.

L. Privete Correspondence, p.1k.




49.

of the intellect must be combined with a spiritual and moral
self-preparation. The essence of this poetic doctrine is
stated in The Remson of Church Government urged Againat Prelaty

(1641) where the poetic power is a divine grace which is to

be obtained

by devout prayer to that eternall Spirit, who can

enrich with all utterance and knowledge, and sends

out his Seraphim, with the hallow'd fire of hise

Altar, to touch and purify the lips of whom he

pleases: to this must be added industrious and

select reading, steady observation, insight into

all seemly and generous arts and affairest
The inspiration occurs through God's will but it will occur
only to those who are intellectually and spiritually prepared
to receive it.

In his early poems this idea of inspiration 1s associated
with the idea of prophetic vision which God eslone can give.
In 'At a vacation sxercise' (41628) which is the first poem
containing any reference to inspiration the 'fit sound' of
poetry is

Such where the deep transported mind may soare

Above the wheeling poles, and at Heav'ns dore

Look in «...

In the 'Nativity Ode' (1629) the gift of song comes from God:

From out his secret Altar toucht with hallow'd fire.

The imggery of 'hallow'd fire' which is obviously borrowed

1. CM, 1ii. 241.
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from the sixth chepter of Isaiah is used more elaborately in

The Reason of Church Government. in 'The Passion' (1630) the

poet's'holy viston' of Jerusalem is compared to Ezekiel's
vision on the Chebar:

See see the Chariot, and those rushing whecls,
That whirl'd the Prophet up at Chebar flood,

My spirit som transporting Cherub feels,

To bear me where the Towers of Salem stood,

Once glorious Towers, now sunk in guiltless blood;
There doth my soul in holy vision sit, 4
In pensive trance, and anguish, ecstatick fit.

In 'Il Penseroso' (1631-32) the imagery of the wheel of fire
reappears in lines which are no less significant as expression
of Milton's idea of inspiration:

But first, and chiefest, with thee Dbring,
Him thst yon soars on golden wing,
Guiding the fiery-wheeled throne,

The Cherub Contemplation ....

At the end of the poem ecstasy and 'old experience' are men-
tioned as two elements that inspire the prophetiec strain:

There let the pealing Organ blow,

To the full voic'd Quire below,

In Service high, and Anthems cleer,

As may with sweetnes, through mine ear,
Dissolve me into extasies,

And bring all Heav'n before mine eyes
Till old experience do attain

To something like a Prophetic strain.

Since the Commonplace Book was begun by Milton in July 1632 it
is probable that the entry in it on Caedmon's poetic inspiratior

1. Ezek. i. 16.
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was made as a confirmation, from the known experience of a

poet, of what had already been said about it in 'Glegia sexta'
The entry refers to a 'marvelous and very pleasing anecdoie
|is] told in Bede's History about an Englishman who suddenly
by act of God became a poet'.1

The poetic inspiration described in ‘Elegia quinta'
(April, 1629) is also Nilton's own experiemce.  But it vas
an inspiration very different from the inspiration which is
deseribed as the higher poetical impulse esight months later in
'BElegia sexta'. The inspiration of the earlier poem may be
compared to the Bacchic inspiration which 4ilton appreclates
in Diodati in the later elegy. It is sheer ecstasy, an e€xX-
pansiveness of mood which is caused by the coming of spring.
But even here there is something of the higher poetic urge
which is more intensely felt and more clearly defined in
'Blegia sexta'.

Now my mind is swept away into the helghts of the

clear sky and through the wandering clouds I move
released from the body; through the shadows I am

1. de rPoetd Anglo subitd divinitus facto mira, et perplacida
historiola narratur apud Pedam. Hist. I. 4. C. 24. ¢CW,
xviii. 139. This entry which is in Kilton's own hand, 1s
ninth in order and has been placed by Ruth kohl between |
1639-1641. ed. Don.M. Wolfe, Complete Prose VWorks of John
Milton, Wew Haven, 1953, i. 381. Jerome Commelin's Rerum
Britannicarum, Heidelberg, 1587, which contains Bedae

Anglosazonis Historiae Bcclesiasticae Gentis Anglorum Libri

V, has been mentioned by Ruth Mohl as the probable source
of Milton's quotation.
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g b

borne on and throu:h caverns, those sanctuaries o

poets, and the in..r shrines of the gods lie open

to me. My mind beholds all that is dgne on 0£ympus

and dsrk Tartarus does not elude my vision. To what

lofty strain does my spirit give utterance yith'

parted lips? To what does this madness, this d:yine

frenzy, glve birth? The spring, wnich_nas brought

me inspiration, shall by that inspiration be sung.

In this way she shall gain through the return of her

own gift.l
But considering the atmosphere of the poem as a whole its in-
spiration can be compared to what Milton calls, in The Reason
of Church Govermment, 'the heat of youth', and although in
'Slegia sexta' he does not censure Diodati's Bacchic frenzy

a

as either 'vapours of wine' or 'the trencher fury of. riming
parasite'2 the inspiration which he values as a precious gift
and would strive to obtain is cirtainly of a different order.
The points of difference between the two inspirations described
in the two poems are important. The inspiration of the fifth
elegy thourh a divine gift is specifically the result of the
spring. Gecondly this inspiration comes without any special

effort on the part of the poet. In 'dlegia sexta' the in-

1. Jam mihi mens liguidi raptatvr in ardua coeli,

Perque vagas nubes corpore liber eo.

Perque umbras, perque antra feror Eenetralia vatum,
Bt mihi fana pstent interiora Deiim.

Intuiturque animus toto quid agatur Clympo,
Hec fugiunt oculos Tartara caeca meocs.

Quid tem grande sonat distento spiritus ore?
Quid parit haec rabies, quid sacer iste furor?

Ver mihi, quod dedit ingenium, cantabitur illo;
Profuerint isto reddita dona modo.

2. CM, d4ii. 2.
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spiration 1s more clearly recognised g8 a divine gift: 'For

the poet is sacred to the gods and is their priest. His in-
most soul and 1lips breathe Jove.'1 And this inspiration is to
be obtained through self-discipline and chaste life. But
what is still more significant is that this elegy defines the
nature and the theme of the poetry which this inspiration will
ecreate. In the entry on Bede in the Commonplece Book there
is a quotation from Basil which relates to the theme and use
of poetry:

Basil tells us that poetry was given by God to raise

in human souls the love of virtue. 'For when the

Holy Spirit saw that mankind could be led with diffi-

culty to virtue and was careless about upright living

because of its inclination toward pleasure, what did

it do? It mixed with the dogmass the pleasure of poetry

in order that through the charm and smoothness of the

sounds wz might unconscicusly receive the benefit of

the words'.
The entry on Caedmon's poetry in the Commonplace Book is thus
importent as an indication of ¥ilton's ideas regarding the
socurce and use of poctry. The poetic inspiration is a divine

giftz' and it works tu & moral purpose. It is also significant

1. Diis etenim sacer est vates, divﬁmque sacgrdos,
Spirat & occultun pectus, & ors Jovem.

2. CM, xviili. 139. The Greek quotation from Basgil is from the
firat of his seventeen homilies on the Fsalms, Homilia in
Psalmum I which is called 'On the Beginning of the Pirst
Psglm’'. Jee opera, Paris, 1618, i. 425-26.

3. The relevent chapter in Bede's History of the English
Church gnd People is entitled 'A Brother of the Monastery
ig found to possess Gods Gift of Poetry' also auggests the
proper theme of a divinely inspired poet: 'For he {Credmon

(contd. on next page)
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thet in 'Elegia sexta' the description of divine inapiration
is followed by a referecnce to a poem which Milton has recently
t:cvmposed.1 And we can assume the;t wiile this elegy refers to
'"The Nativity Ode' the atmosphere of 'tlesgia quinta' suggests
compositions like 'Song on May Morning' (1628 May), the six
Italian poems (1630); the sonnet 'On the Nightingsle' (1629)
and the translation of the fifth ode of Horacc. To the idea
of inspirstion adumbrated in 'Elegia sexia' we rclate poems
like, spart from the 'Nativity Ode', 'The Passion' (1630),
'Upon the Cireumeision’? (1632-1633), 'At a Solemn Musick'
(4632) snd the sSonnet VII. ('Un His Being Arrived to the Age
of Twentythree' 1634, December 9).

¥e can, therefore, assumne that %ilton developed a clear
idea of postic inapiration by the end of 1629. The inspiratio;

which is described in 'mlegis quinta' composed earlier in the

recelived this gift of poetry as a gift from God and did not
acquire it through any human teacher. For this reason he
could never compose any frivolous or profane verses, but
only such as had a8 religious theme fell fittingly from his
devout lips.' tr. Leo Sherley-Price, 1955, p.255.

1. F.W. Betasun s view that the last two lines of 'iWlegia
sexta' refer to ’L‘Allegro and 'J1l Denseroso’ and not to
the 'Nativity Ode', bnglish Poetr A Critical Introduc-
tion, 1950, pp.155~56, has been disprov‘.d by J.B. Leish-
man, 'L'Allegro and Il Penseroso in their Kelation to
Seventeenth-century Peoetry, Essays and utudics, 1951, pp.2-

2. In the Trinity manuscript this poem follows 'At & Solemn
Musics' (1632) and ‘On Time' (1632-33) and the three poems
are grouped together after "Tne Passion' in Milton's
edition.
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same year has no besring on this idea of the poet's divine
power. On the other hand we can assume that 'Elegie sexta'
i8 a conecious attempt on the part of ¥ilton to define for
nimself the nature and purpose of poetry. This demanded deep
reflection on his own capabilities and a chastening of 1m-
pulses. Nilton is not here concerned with any known theory

of inspiration, classical or neo-clessical. He is only con-
cerned with himself and in 'Elegia sexta' which contains his
first clear statement on poetic inspiration, he brings his

own sense of 'madness' or 'divine frenzy' as he describes it
in 'slegia quinta' under the chastening influenece of a high
purpoae. He does not repudiaste the less chaste urges of
Diodati, because he has himself felt their power. 'ilegia
prima' (1626 ¥ay) and 'Llegia septima' (1628 ¥ay) and the
Italien poems are an expression of the kind of feeling which
is described in 'Llegia quinta'. But the six months that
passed between the composition of 'slegia quinta' and of
'Elegla sexta' must have been an important peried in the inner
history of :ilton's intellectual development. This is ashown
by the element of close reasoning on the nature of poctic in-
spiration in 'flegla sexta'. And the fact that #ilton speaks

in that poem of two kinds of poetic inspiration calling one of

them the higher shows thati he felt the power of buth and though
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that both were valid. When he tells his friend Diodati:

'Your Massic Cups foam with a feptile veln of song and from
the jar itself you pour the verses stored therein,'1 he is not
making a generous concession to things which are either alien
or repugnant to his own tastes: he is admiring something he
has found in his own nature and only six months earlier has
celebrated in 'Slegia quinta' and in the ten line song 'On ay
Morning' which was presumably composed in the spring of 1629
(i.e) within a few weeks of the composition of 'Elegia
quin‘ta').2 S0 even at the moment when Milton is opting for
the 'The sober drafts from a pure spring'3 by way of preparing
himself for the higher task of an epic poet, he has yet no
settled disrespect for the inspiration kindled by a ‘laden
table with its noble provision'L‘t or by 'Massic cups' yet about
iilton's own choice there is no doubt. And he makes his choice
in full knowledge of his powers and purposes; nor is the choice

unconnected with the stage of his mental development which

1. Massica foecundam despumant pocula venamn,
Fundis & ex ipso cundita metra cado.

2. J.H. Hanford has aptly called this song 'purified lyric
comment on the theme of Zlegy V'. 'The youth of Wilton'

in Studies in Shakespeare, Donne, and Hiltonm, 1925, p.119.
Yiay 1, 1629 may therefore be taxen'as the probable date of
this poem. See Shorter Poems of John idilton, ed. B.A.
Wright, 1952, p.107.

3. sobriaque e puro pocula fonte

lauta tibi generosc mensa paratu

=
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precedes the spring of 1629. About a year earlier he had
expressed his conception of a great poetic theme and of the
deep transport that is required for dealing with it in 'At a
vaecation Exercise':

Yet I had rather, if I were to chuse,

Thy service in some graver subject use,

Then sing of secret things that came to pass

¥hen Beldam Naeture in her cradle was;

And last of Kings end Queens and Hero's old,

Such as the wise Demodocus once told

In solemn Songs at King Alcinous feast,

While sad Ulysses soul and all the rest

Are held with his melodious harmonie

In willing chains and sweet captivitie.
Yet the poetic temper of which ‘At a vacation Exercise' is a
record has none of that clear perception of powers and of the
ends to which they are to be used which marks ‘Elegia sexta’.
In the former poem there is yet some vagueness or even purpose-
lessness about hie poetical endeavours. When he exclaims:
'But fie my wandring Muse how thou dost stray!' he, of course,
regrets his digression from the theme in hand: but the line
can also be taken as an expression of some lack of poetic pur-
pose which he must have experienced at this stage. The 'naked
thoughts that rove atout' are yet to be recognised as the re-

sult of an unquestioned inspiration. S0 'the deep transported

1. For comments on the significance of this passage see
Paradise Regained etc., ed. T. Newton, 1752, p.316; Poems
upon several occasions, ed. T. Warton, 1791, p.309; Shorte
Poems, ed. B.A. Wright, 1951, p.105.
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mind' mentioned in 'At a vacation dxercise' should mean an
inspiration which is still inchoate in its nature. It will
take the poet's mind soaring 'above the wheeling poles, aad at
Heav'ns dore’', it will give sight of 'each blissful Deitle’,
and will 'sing of secret things'. But both its power and
This was in July, 1628,
8ti1l

purpose are only indistinctly felt.
when the poet was yet to complete his twentleth year.
'At a vacation Exercise' is important as the earliest surviving
plece of kilton's composition, Latin or knglish, where he
speaks of poetical inspiration snd suggests the theme of the
poetry which that inspiration would produce. And it is sig-
nificant that here he is concerned with his own feeling and
literary ideas which are expressed in a sincere apostrophe to
his native language. Here for the first time he expresses
his feeling that great poetry dealing with divine themes is a
matter of inspiration. It is not something cleverly made and
trimmed like 'new fangled toys'. The poems which he has
already composed in Latin, 'Elegia prima' (4626 ray), 'tlegia
tertia' (4626 September), 'In Ubitum Praesulis Sliensis' (1626
Getober), 'In Obitum Procancellarii medici' (1626 CUetober),
'Elegia secunda' (1626 iovember), 'In quintum Novewbris' (1626
November), 'Elegia quarta' {1627) and perhaps also 'De Idea

Platonlea' (1628) have been but a game. He does not set much
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atore by them for he has 'thither packt the worst' and 'the
daintiest dishes shall be serv'd up last’'.

In Prolusion VI of which 'At a vacation kxercise' is e
part he speaks of 'The great minds of Athens and Rome' as
‘celestially bedewed”'. ! In Prolusion III composed in the same
year he speaks of 'divine poetry' 'raising aloft the soul’

'by that power with which it is by heavenly grace indued'.

But neither in the two Prolusions (III & VI, both belonging

to 1628) nor in 'At a vacation Bxercise' is there anything
about the moral self-discipline which is mentioned in 'Elegia
sexta' s a necessary condition for inspiration. The idea of
self-discipline resulted from a sense of poctic dedication of
which 'BElegia sexts' is a record. In 'Song on May Morning',3
'Blegia septima' and Sonnet I there is a youthful exuberance of
feeling of which the ascetic resolution of 'Elegia sexta' is a
deliberate corrective. The kind of inspiration recorded in
lines like

Hail bounteous May that dost inspire
Mirth and youth, and warm desire,

1. Private Correspondence and Academic bxercises, p.88.
2, 1ibid. p.69.

3. Tillyard and Grierson date the sonnet in 1630 (Milton, 1946
Pp.L45 and 372-3, and Poems of Miltonm, i. xvii-xxi. 1 agree
with Hanford's dating of it before the 'Nativity Ode', see
A _ttilton Handbook, 1946, p.A5 and MP, xviii, 1921, Pp.475-8
See also W.R. Parker, 'Some Problems in the Chronology of
#ilton's Harly Poems', RES, xi. 1935.
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or

¥hether the Muse, or Love call thee his mate
Both them I serve, and of thelr trein am 1,

is subjected to some moral scrutiny round about the time when
the 'Nativity Ode' was composed. In Sonnet I there is an
attempt at discovering a moral sanction for the poetry of love
such as is represented in the eix Italian poems:
0 ir Jove's will

Have linkt thai amorous power to thy soft lay,

Now timely Sing.
Angd in the Italian poems themselves there is spiritualization
of love in the manner of Dente and Petrarch: 'Would that my
insensible heart and stony breast were fruitful soil for him
who sows from Heaven.'' They indicate a division in Milton's
soul which he had to strive to dissolve. The severe austerity
which he chooses for himself in 'Elegia sexta', is a result of
this inner striving. The self-criticism of Sonnet V11 too is
8 reflection on some deficiency in mental life, a lack of
emotional maturity which he must have perceived as an unhappy

conseguence of some duality in his emotional nature.2 It is

1, Deh! foss' il wio cuor lento e'l duro seno

A chi pianta dal ciel sl buon terreno. Sonnet iii.
Willism Cowper's verse translation of the two lines may be
more satisfactory:

oh that this hard and sterile breast might be

To Him, who plants from heaven, a soll as free.
See The Sonnets of John Milton, ed. Mark Pattison, 4883,
P-111.

2, W.R. Parker assigns the sonnet to December 1632, one of his
grounds being, as he seys, that 1631 was for Kilton a poeti
cally fruitful year. But iilton's regret in the sonnet is
not that he has not written any poetry but that he has not
written the poetry he intended to write.
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possible that Milton felt some compunction for having written
some amatory verse in Italian even after he had declared his
poetic vow in tlegia sexta. His inability to complete the
poem on 'The Passion' and his dissatisfaection with its quality
must have also created in him a disturbing sense of emotional
immaturity when he regrets that

Perhaps my semblance might deceive the truth,

That I to manhood am arriv'd so near

And inward ripenes doth much less appear,

That som more timely-happy spirite indu'th.
he is aware of some failure of talent which he knc¢w he possessed
His main concern at this stage was not how much poetry but what
kind of poetry he would produce. And this demanded serious
reflection on the nature of puetic power and on its source.
Sonnet VI1 which is the last poem compoused in the Cambridge
period is an expression of the belief that the poetic fulfil-
ment could be ordained only by the will of Heaven which, so
far as the poet himself 1is concerned, must be gracefully obeyed.

In the letter' in which Milton mentions this sonnet intellectual

power is considered as g trust from fHeaven and literary activity

1. This letter, written in English, was not published in the
1674 volume. It is preserved in two drafts in the Trinity
College &anuseript from where it was transcribed in VW.A.
Wright's Faceimile of the Manuscript of kilton's Minor
Foems, 1899, pp?g:7. W.K. Parker belicves that it was
written in 1633 and was addressed to Thomas Young; see his
'lilton's Unknown Friend', The Times Literary Supplement,
May 16, 1936, p.420 and 'Uome Problems in the Chronology
of Milton's Harly Poems', Ris, 1935, xi. 276-83.




62.

as fulfilment of some divine mission:

You are often to me, & were yesterday especially, as

a good watchman to admonish that the howres of the

night passe (for so 1 call my life as yet obgscure, .

& unserviceable to mankind) & that the day with me is

at hand wherin Christ commands all to labcur waile

there is light. Which because [ am persuaded you doe

to no other purpose then out of a true desire that

God should be honourd in every onej...'
The whole letter is a ples for intellectual perseverance for
'due & tymely obedience to that cofand in the gospell set out
by the terrible seasoning of him that hid the talent'.1 The
'holy vision', or 'the transported mind' of the early poems
will come only after the poet has toiled hard to deserve such
heavenly visitation. In the last three lines of the sonnet
we have, es Mark Pattiscn has put it, a 'solemn record of self-
dedication, without specification of the nature of the perfor-
mance .2

30 the group of poems which include the 'The Passion’,
'On Time', 'Upon the @ircumecision', 'At a Solemn nusick' all
composed after 'Elegia sexta’, and the 'Nativity Ode', embodies
& kind of poctic feeling and suggests an idea of poetic in-
spiration in which the sheer ecstasy of 'Elegia quinta' or

'The Song on May Worning' is replaced by a more chastened and

1. CH xii. 322-323.
2.

¢ The allusion to the parable
of the talent—(ﬁatt. xxv. 14-30) significantly reappears
in tae sonnet 'On His Blindness'.
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sober mood which desires a joy that
shall overtake us as a floogd,

When every thing that is sincerely good

Angd perfectly divine,
With Truth, end Peace, and Love shall ever shine

About the supreme Throne

Of him, t'whose hagpy—mak@ng sight alone,

Thon o1 this bariny Srosnes quit, oo tine

Attir'd with stars, we shall for ever sit, 1

Triumphing over Death, and Chance, and thee o Time.
It is significant that the poems are put together in the 1645
edition in the order in which we have mentioned them. In tone
and temper as in diction and imagery they are close to the
'Nativity Ode’, the first fruit of kilton's early maturity.
But what is particularly importsnt in them in their bearings
on Milton's idea of poetic inspiration is what they say on
purity and holiness as a source of song or vision. In the
'Nativity Ode' human song is only & joining of the human voice
'unto the Angel Quire'. In 'fhe Passion' the Ude is mentioned
as a song which 'my muse with Angels did divide to sing', and
'upon the Circumcision’ amlludes to it as a 'triumphant song'
sung by the 'flawing powers, and winged warriours bright'.
In 'At & Solemn Musick', 'Voice snd verse' are 'pledges of
Heav'ns joy' which present 'To our high-rais'd Phantasie'

That undisturbed song of pure concent,

Ay sung before the Saphire-colour'd throne
To him that sits thereon

1. On Time.
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With Saintly shout and solemn Jubily,

Where the bright Seraphim in burning row

Their loud uplifted Angel trumpets blow,

And the Cherubick host in thousand quires

Touch their immortal Harps of golden wires, ,

With those just spirits that wear vietorious Falms,

Hymns devout and holy Psalms

3inging everlastingly.
These five poems, which, along with the paraphrases of Psalms
CXIV and CXXXVI placed just after the ‘Nativity Ode', are the
firat seven pieces of the 1645 edition, suggest s view of
divine poetry which proceeds from an intensely religious
emotion. The images used in them for suggesting holiness are
significantly Biblical images. We have noticed the allusion
to the 'secret Altar toucht with hallowd fire' in the 'Nativity
Ode', and the 'tremsporting Cherub' giving s 'holy vision' in
'The Passion'. The idea of poetic vocation and of poetic
power represented in these poems is certainly related to the
idea of higher inspiration stated in the second part of
'Elegie sexta'. And it is signifagant that 'At a vacation
Exercise' which is not included in<16u5 edition was intended by

|

#ilton to be placed between the 'Fair Infant' elegy and 'The
bassion'. For ms a poem which declared his poetic intent it
would appropriately be pldced before the four poems conatitu-
ting along with the 'Nativity Ode' the serious poetry of his

early phase‘1

1. In the crrata the 1673 edition of the minor poems there is
a note on the misplacing of the poem which shows that the
poet was concerned about the position of this poem in the
history of his poetic development.



65.

At about the time when 'The Passion' and 'Upon the Cir-
cumecision' were composed, Milton sddressed a letter to his
tutor Alexander Gill in which the poetic genius is called a
divine frengy and a sacred fire:

I knew well enough how impossible it would prove for

one gifted with your genius to renounce poetry and

banish from his inmost heart that heaven-sent in-

spiration and that sacred and celestial fire.t
So in the four years betwsen the susmer of 4628 and the summer
of 1632, that is, the second half of the Cambridge period,
iilton reflected on the nature of his poetic power and recog-
nized it as a divine gift which gave a vision of secret things.
The conception of poetry, of its source and use, which ¥ilton

embodied in the Reason of Church Government is rooted in the

ideas already expressed in the Cambridge period.

We have seen that in 'Il Penseroso' the 'rapt soul',
'Cherab Contemplation', and 'Prophetic strain' signify a view
of the puetic mind which had been already suggested in some of
the early poems. In fact if we are to connect 'L'Allegro' and
'I1 Penseroso' with the history of wilton's poetic development
instead of treating them as casual poetical pastimes we will
see that they refer to the psychology of 'klegia sexta'. They
represent the two poetic moods described in the Latin elegy

and while the first depicts felicities which are quite legiti-

4. Private Correspondence &nd Academic Kxerciges, p.6.
Bugenia Chifos has wilh good reason assigned it to 1630,
See MLN, 1947, x1i. 37-39.



mate the second is certainly a more authentic expression of
Milton's own nature. The poems were written at a time when
the sharp dichotomy of poetid moods of which 'Hlegia sexta' is
a record is not yet resolved but hss certainly become much less
sharp. 'L'Allegro' presents a life of sober cheer where
youthful jollity is not repugnant to the poet's moral nature,
because it is 'unreproved pleasures free’. The desire of
'Blegia prima', 'Elegia quinta' and 'Blegia septima' is re-
placed by & love of the simpler delizhts of life. Yet the
world of 'Il Penseroso' is more truly the world of ikilton him-
self. And the ending of the poem has a more direct relation
to liilton's poetic life than anything in 'L'Allegro'. The
poet wanis to be dissolved into ecstasies which may 'bring
all heav'n before mine eyes', but ecstasy is not all that he
desires. 'fhe Prophetic strain' can only result from old
experience. These ideas are not casually introduced. They
are expressive of the poet's mood and represent his ideams of
the poet's vocation.

The idea of moral purity snd holiness as the quality of
g divine singer is stated seversl times in Comus. Hearing the
Ladies song to dweet ikicho, Comus says:

Cen any mortal mixture of Earths mould

Breath such Divine inchanting ravishment?

durc somthiing holy lodges in that brest,

And with lhesg raptures moves the vocal air
To testifie his hidd'n residence.

1. 243-47.
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There is indeed a very striking affinity between Comus and
'I1 Penseroso' in so far as they express Milton's thought on
holiness and wigsdom. The Klder Brother's words on Comtempla-
tion recall the 'Cherub Contemplation’ of the earllier poem:
And wisdoms self

0ft secks to sweet retired 3olitude,

Where with her best nurse Contesiplation

She plumes her feathers, and lets grow her winga -

That in the various bussle of resort 4

Were all to ruffl'd, and somtimes impair’'d.
The second Brother's speech which follows is particularly
reminiscent of the concluding lines of 'Il Penseroso':

'Tis most true

That musing meditation most affects

The Pensive secrecy of desert cell,

Far from the cheerfull haunt of men, and herds

And zits as safe as in a denat house,

fdor who would rob a Hermit of hils Wesds,

His few pooks, or his Beads, or magle Dish,

Or do his gray hairs any viulence?:
In g mask dealing with the theme of chastity, these refiections
on study and contemplation may not seem relevant. Bat they
are significant as a record of wilton's personal development
and are an authentic diary of the retired and studious 1life of
Horton days. The 'holy dictate of spare Perperance' is a
reaffirmation of the dictum of austerity first stated in
'tlegia sexta' and when the Lady says:

none
But such as are good men can give good things,

1. 374-79.
2. 384-91.
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And thet. which is not good, is not delicious
To a wel~govern'd and wise appetite 1

we have an ethos which is to be more elaborately stated in

An Apology for Smectymnuus. In Comus the theme of feminine
chastity is linked up, under the stress of Milton's personal
necessity with the cognate theme of study and contemplation.

That Comus was an occasional piece written on request is

evident from all that we know from the history of its com-
position. The motto on its title-page shows that Milton was
half reluctant to publish it.z But when the occasion for
writing it came he not only made it the kind of morality that
most svited his temper but also included in it with little
violence to the unity of its theme, idems related to his own
mental growth. Wnen the Lady speaks of
the uncontrouled worth

Of this pure cause would kindie my rgpt spirits

To such a flame of sacred vehemence,
we recall what dilton has already said in his eariier poems

about 'the transported mind' and the power of the purified soul

1. 702-705.

2. 1t may plausibly be conjectured that the motto was chosen
by Milton himself, although its exclusion from the editions
of 1645 and 1673 may suggest that it was inserted by the
editor. The quotatiun is from Virgil's second dclogue:

Eheu quid volui miscro mihi! floribus Austrum

Perditus -

The opening lines of Lycidas leave no doubt that in
the Horton period Milton was too absorbed in a self-
preparation for a poetic career to be inclined towards any
premature excrcise of his powers.

3. 793-95.
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In 'Lycidas' the idea of poetic inspiration is expressed
through the conventlonal pastoral addresses to the wuses.
But here too there are certain inventions of Milton's own which
are suggestive. The 'sacred well' is certainly the fountain
Aganippe on Mt Helicon and the words are obviously reminiscent
of the openiung lines of Hesiod's Theogony where too there is
mention of the altar of Zeus. In Prolusicn 11 ¥ilton had
already introduced this idea when he alluded to the story
'which has prevailed since the earliest times of how the kuses
dance before Jove's altar day and night'.1 But the idea that
the waters of Aganippe have thelr source beneath the seat of
Jove is Milton's own invention, obviocusly intended for em~
phasising the sanctity of poetic inspiration. In conception
it is nearer 'Siloa’s brook that flowed fast by the oracle of
God'. In 'I1 Penseroso' too 'the liuses in a ring round about
Jove's altar sing’. But closely following the allusion to
classical Muses we have 'Cherub Contemplation' introduced in a
Biblical imagery. In 'Lycidas' the 'sisters' are introduced
as an sppropriate pastoral convention, but it shows no respect
for 'the ifuse her self that Orpheus bore’, because she could
not save the life of her son. But 1t is not merely as an
anticipation of Milton's rejection of the classical Muse in

Paradise Lost that Wilton's allusion to the poet's fate is

1. Erivate Correspondence and Academic Bxercises, p.66.
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important. The idea of poetic fame stated in the poem is
rooted in the bellef that the poet was ever in his great
task-master's eye- The 'uncessant care' with which ifilton
pursued his studies at Horton and the sense of high purpose
that spurred him to his labours taught him to believe that

Fame is no plant that grows on mortal soil,

Nor in the glistering foil

Set off to th' world, nor in broad rumour lies,

But lives and spreds aloft by those pure eyes,
And perfet witnes of all-judging Jove.?

The sentiment is that of Jonnet VII. The poet will achleve
as much as is ordained for him, for his work is God's work.

In the Cambridge period there is a more direct reflection
on poetic inspiration and even an element of analysis of the
poetic temper, such as we notice in 'Elegia sexta'. And it
is & study of the inspiration which the poet himself experience:
There is also an earnest effort made at this period to discard
one kind of inspiration in fevour of another, The young poet
is intently watching his spiritual growth and directing and
controlling his impulses to a well-defined poetic end. He
is introspective even in his creative moments for he believes
that in creating poetry he is also creating himself. In the
Horton period poetic inspiration is not directly discussed ok
defined, For now the poet is too immersed in the toil of

self-preparation to feel the need for any declaration of

1. 78~82.
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literary objectives. The two important poems of this period,

Comus and 'Lycidas' were not given as fruits of this toll.
They were rather half-reluctant poetical exercises in which
Milton put something about his own spiritual development.
Comus is a worship of virtue and in 'Lycidas’ there is waiting
for a great morrow, a feeling that while the poet has till now
'touch'd the tender stops of various Quills' and has been

'warbling his Dorick lay' 'with eager thought' he must now

proceed to 'fresh Woods and Pastures new'.‘l fle has his high

intent but now his 'Pegasus can only rise on tender pinions as

yet, so let my new wisdom be humble'.2 But when there was an

occasion for defining the source of poetry, as there was in
'Ad Patrem' he reaffirmed his faith in divine inspiration:

Do not look down upon divine song, the poet's
function, than which there is nothing that more
commands his ethereal birth and heavenly ancestry,
that more commends the mind of man because of its
origin. For song retains the sacred iraces of the
Promethean fire.

1. The suggestion that the last line of Lycidus is an allusion
to Milton's intended Italian tour is unacccptable on the
ground that there is mention of a different plan in the two
letters which Milton addressed %o Charles Diodati in
November 1637: the Cambridge draft of Lycidus is dated
November, 1637. Por the dating of the two letters see
Complete Prose Works of John Milton, ed. D.M. Wolfe, New
Haven, 1953, i. 325.

2. Letter to Charles Diodati dated November (7) 23, 1637.
Private Correspondence and Acsdemic kxercises, p.1k.

tender pinions’ may be an allusion to the 'tender stops'
of 'Lycidas’.

3. Nec tu vatis opus divinum despice carmen,

Quo nihil aethereos ortus, & semina caeli,
Nil magis humapam commendat origine mentem,
Sancta Promethése retinens vestigis flammae,
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In the pamphlet period which commences within about two
years of his return from Italy in 1639 this idea of poetic in-
spiration is intenser owing to a feeling that in upholding
true religion and true liberty he is fulfilling & divine com-
mission. In The Reason of Church Government he compares him-
self to Jeremiah saying that 'When God commands to take the
trumpet and blow a dolorous or a jarring blast it lies not in
mans will what he shall say or what he shall conceal'.1 What
Sir Herbert Grierson has called the 'lofty prophetic end
apocalyptic fllghts'2 of Kilton's tracts would explain the
psychology of his well-known statement on poetic inespiration
in The Resson of Church Government. During and immediately
after the Italian tour Hilton's reflections on his poetic
embition are not very significant as statements on inspiration.
The Latin poem 'Mensus' composed in Italy associates epic poctry
with inspiration only casually:

If 1 shall sing of the high-sculed heroes of the

Table invincible throupgh their comradeship, and

{oh! that the inspiration may be mine!) if I shall

break the Saxon Phalenxes under the war God of the

Britons.?

As a poem composed in the Hellenistic atmosphere of Italian

1. CM, iii. 234.
2. Milton and Wordsworth, 1937, p.38.

3. Aut dicam invictae sociali foedere mensae,
Magnanimos Heroas, & (O modo spiritus adsit)
Prangam Saxonicas Britonum sudb HMarte phalanges,
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literary society 'Mensus' is naturally full of classical images
and allusions. There is nothing in the poem to suggest that
Milton wented this inspiration to mean anything more than what
is commonly conveyed by the word in Renaissance criticism.
There is no Biblical imagery suggestive of & Judaic-Christian
idea of specisl vision which we have noticed in the 'Hativity
Ode' and in 'The Passion'. On the contrary Apollo is recog-
nised as a deity once worshipped by the Br'i\:cms.JI But the
reference to the Druids and the explanatory verse on their
function have some significance. As a class of priestly
reciters of hercic songs the Druids must have appealed to the
fancy of a young poet aspiring to produce an e¢plc poem on a
British theme. While the spirit of the poems of the Cambridge
period like the 'Nativity Ode', 'The Passion', 'The Circum-
cision' and even of the Horton poem 'Lycidas' is Christian,

the spirit of 'Mansus' and of 'Epitaphium Damonis' is patriotic.
S0 what is important for kilton to say in these two later
poems is not that the future English epic peet must needs have
the inspiration of a Hebrew prophet but that he is in a direct

line of descent from ancient rhapsodists of Briton who touo were

1. As Warton has suggested Milton here 'avails himself of a
notion supported by Selden on Polyolbion, that Apollo was
worshipped in Britain'. Poems _upon several occasions,
1791, p-540. Selden also supposes that the Britisn Druids
invoked Apollo. Hilton's allusion to Druids in this poem
and in Lycidee is obviously an expression of his literary
patriotism.
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voteries of Phoebus. The concluding lince of 'dansus' how-
ever are suggestive of the idea of purity as & poetic virtue
which is first stated in 'ilegia sexta':

Then, too, if there is any loyalty, if there are

definite rewards for the righteous, I myself, re-

move to the ethereal regions of the gods on high,

whither toil and a pure mind and an asplring virtue

carry men, shall (in so far as destiny permits) from

Bome part of that distant universe behold these

things, and with & soul filled with smiling serenity,

my face shall be suffused with rosy light and with

Jjoy I shall applaud myself on high (J].ympu.1
The idea of holiness as a qualification of the divinely gifted
poet comes in all Milton's reflectiuns on poetry.

In 'Epitaphium Damonis' particularly the reflections on
the poet's own literary plans are stimulated more by patriotic
then religious sentiment:

Ch, if then life shall still be mine, you, my reed-

Plpe, will hang on an zged pine far away, quite

forgotten by me, or else, all changed you shall

stridently emit a British note for my native Muses.
But towards the end of the poem there are certain images which
suggest that ¥ilton's mind was still working on the divine
gift of holy souls;

And from this point he does not attack trivial souls
and the ignoble hearts of the crowd; but, turning

1. Tum quoque, si qua fides, si praemia certa bonorum,
nge ego caelicolim semobus in aethera divim,
Qué labor & mens pura vehunt, atque ignea virtus,
3ecretl haec aliqud mundi de parte videbo
{Quantum fata sinunt) & totd mente serenum
Ridens purpureo suffundar lumine vultus
5t simul aethereo plaudsm mihl laetus Olympo.

2. O mihi tum si vita supersjlt,
Tu procul -annosa pendebis fistula pinu
Multim oblita mihi, asut patriis mutata camoenis
Brittonicum strides, quid enim?
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hither and thither his shining eyes, he ever ahogts

his arrows upwards toward the stars, and never tires

nor looks aside to make a downward stroke, In this

way the minds of the elect are inflamed and the

shapes of the gods.!
What Masson has called the 'very daring'2 close of 'Epitaphium
Damonis' - 'Festa Sionaeo bacchantur & orgia Thyl'so‘3 has no
direct bearing on Milton's idea of poetic inspiration. But
the expression 'thyrsus of Sion' is certainly suggestive of a
view of heavenly felicity which is Christian. In a poem which
partly deals with silton's literary project this is significant.

The idea of inspiration suggested in some of the minor
poems and clearly stated in 'ilegia sexta' becomes a well-
defined doctrine in ine pamphlet period. It is a docctrine
which arises out of the intensity of & personal experience.
Milton felt that pursuit of truth was participation in a divine
process, that 'the doctrine of the gospel' was 'planted by

affections of the

temchers divinely inspired', and could be purified 'by the/
regenerate x~mul‘.h And inspiration was not for the poet alone
All work for tne cause of truth is accomplished through 'gifts

from God'.? 8o even in s prose tract Milton invokes 'the

1. Nec tenues animas, pectﬁsque ignobile vulgi
Hine ferit, at circum flammantia lumina torquens
Semper in erectum spargit sue tela per orbes
Impiger, & pronos nunquam collimet ad ictus,
Hinc mentes ardere sacrae, formaegue deourum.

2. Life of ¥iltop, 1i. 93 n.

3. 219.

4. Of Reformation in England, CM, 1ii. 1.
5. ibid. CH, iii. 1e.
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Immortal Deitie, Reveler and Judxe of :}ecxr-ets’.1 Here the
idea of inspiration 1s growing out of the Judaic-Christian
idea of the Spirit or the Wisdom of God. In Of Reformation
this idea is first propounded as a definite theory of divine

knowledge. When Milton speaks of 'the Wisdome of God’ as the
crestor of humsn understending and as the 'sovrain eyesalve'

which is to purgc 'that intellectual ray which God hath planted
in us'2 he meens that holy light which he invokes in the taird

book of Paradige Lost. This idea of divine illumination is

linked up, towards the end of the tract, with the hallowed
atmosphere in which the new bard will pour forth his lofty
measures:

Then amidst the Hymns, and falleluishs of Saints,

some one may perhaps bee hard offering at high strains
in the new and lofty Megmsgures to sing and Celebrate

thy givine Mercies and_marvelous Judgments in this
Land throughout &ll Ages.

In the pamphlets the idem of inspiration becomes a more

comprehensive doctrine of the divine reason working through

the regenerate soul. Wisdom is not merely a body of acquired
lesrning, it is the 3pirit working through the fit soul. To'
Milton the distinction between reason as a normal intellectual

faculty and divine wisdom is important. When he speaks of

1. Of Reformation in England, C#, iii. 10.
2. ibida. CM, ii1i. 33.
3. 1big. C, iii. 78.
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Aristotle's doctrines as things laid down 'from the principles
of reaeon',1 he is meking the distinction between divinely in-
spired wisdom and natural reason which ie finally stated in
Paradige Regained;

Such are from God inspir'd, not such from thee;

Unless where moral vertue is exprest 2

By light of Nature not in all gquite lost.

In Of Prelatical ipiscopacy the truly illuminated winds are
3

'sybdu'd by the excellencie of their heavenly gifts' end in
Animsdversions ¥ilton invokes the 'Ever-begottien Light'u to
'pcwre out the consecrated olyle into the holy and ever
burning la.mps'.5 Learning itself is a 'divine gift'6 and
the honcurable employment of a great spirit is to be the

'messenger, and Herald of heavenly truth from God to man’.?

In The Reason of Church Government inspired men and

prophets are called divine because they work with 'divine in-
timation'. And the distinction between inspiration and reason
suggested in the reference to Aristotle's principles of reason

in Of Reformation 1s more explicitly made when %ilton speaks of

1. Gf Reformation in England, CH, iil. 38.
2. iv. 350-52.

3. CM, iii. 92.

Lo CHM, i1i. 146.

5. CH, iii. 147.

6. CM, iii. 161.

7. CH, iii. 16h.
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those 'principles which either art or inspiration hath

written'.’ Throughout The Reason of Church Government divine

wisdom is sharply distinguished from 'fleshly wisdome not
counseling with God'.2 The well-known passage on poetic in-
spiration in the second bock of this work is an implicit recog-
nition of the same distinction. 4nd this doctrine of the
'regenerate resson’ is integral with the doctrine of inspira-—
tion. In An_Apology For Smeciymnuug Lhe idea of regeneration
of the human intelligence into an instrument of the divine will
is more clearly explained. ¥hile in The Reason of Church
Government the gift of inspiraticn is to be earned by devout
prayer, in An Apology for Smectymnuus great importance is
attached to moral worthiness and from this point of view the
latter work ic more importsnt as a statement of Milton's theory
of art s an expressicn of nature:

For doubtlesse that indesd according to art is most

eloquent, which returnes and approaches neerest to

nature from whence it ceune; and they expresse nature

best, who in their lives least wander from her safe

leading, which may be call'd regencrate reason. 3o

that how he should be truly eloquent who is not withall

a good man, I see not.>
The argument throughwhich ¥ilton establishes this proposition

has nothing in it to suggest that #ilton here is only repaat'ing

1. CM. 1i4. 197.
2. The Reason of Church Government, C#i, i1ii. 211,
3. CM. i1i. -287.
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the well-known dictum of Longinus.1 For Longinus brings in
the moral quality as a condition of the guality of writing.
To Milton its importance is teleclogical. He regards it not
as quality but substance of true eloguence. Good writing
could result only from good life:

And long it was not after, when I was confirm'd in
this opinion, that he who would not be frustrate of
his hope to write well hereafter in lasudable things,
ought him selfe to be a true poem; that is & com-
position and patterne of the best and honorablest
things; not presuming to sing high praises of heroick
men, or famous cities, unlesse he have in him selfe the
experience and the practice of all that which is
praise-worthy.2

It is a proposition that he makes in answering aspersions on

his character, but that does not make it less important as an

1. Longinus (A.D. 243-272) observed in On the Sublime: 'It
is not possible that men with mean and servile ideas and
aims prevailing throughout their lives should produce any-
thing that is admirable and worthy of immortality. Great
accents we expect to fall from the lips of those, whose
thoughts are deep and grave. Thus it is that stately
speech comes naturally to the proudest spirits.' See W.R.
Roberts, Longinus, on the 3ublime, 1892, p.64. The first
appearance of this idea in Luropean criticism is in Strabo
(60 B.C. - A.D. 20), see The Geography of Strabo, tr. H.L.
Jones, 1917, 1. 63. It is curiocus that there is no mention
of Strabo in George Saintsbury's A History of Criticism and
no reference to his remark on the poet's character in
J.W.H. Atkins's Literary Criticism in Antiquity. Spingarn
quotes the passage 1n Litersry Oriticism in the Renaissance,
p.54. finturno makes the same point in his De Pogta, Basle,
1559, p.79. In Elizabethan criticiem we meet wiih this
idea in Ben Jonson's 'Dedication to Volpone' and George
Puttenham's The Arte of Engxlish Poesie, 1589, ch. XIX.

=2 AlLe O SDiL4Bll fOSBiE

2. CM, iil. 303-304.
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aspect of his idea of poetry or of elogquence. For, as Milton
explains later in the tract, it is the intensity of moral
feeling which inspires the supporters of truth. To Milton
inspiration then is, in its effect in the human breast, &
superior moral zeal:
This coole unpassionate mildnesse of positive wisdome
18 not anough to damp and astonish the proud resistance
of carnall and false doctors, then (that I masy have
leave to scare a while as the Poet's use) ther zeale
whose substance is ethereal, arming in compleat dismond
ascends his fiery Chariot drawn with two blazing meteors,
figur'd like beasts, but of a higher breed then any the
zZodiack yields, resembling too of those four which
Egechiel and 3t John saw.
The apotheosis of a good book as God's image in Areopagitica
proceeds from this conception of the human zeal as an ethereal
substance. For true zeal is the outbreak of divine power in
the affairs of man:
if there be found in his book one sentence of a ventrous
edge, utter'd in the height of zeal, and who knows 5
whether it might not be the dictat of a divine Spirit?

Areopagdtica 1is a great deal more than a defence of freedom of

thought: it 1s a reasoned statement of a belief in the chosen
thinker in the chosen race. England was the

Nation chos'n before any other, that out of her, as
out of Sion should be proclaim’d and sounded forth
the figst tidings and trumpet of Reformation to all
Europ.

1. GCM, 1ii. 313-31k.
2. gM, iv. 326.
3. CM, iv. 340.
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And 'wise and faithfull labourers' will make 'a knowing people,

1

a Nation of Prophets, of Sages, and of Worthles. iore im-

portant than liberty itself was righteousness, the wisdom which
the builders of 'spiritual architecture', must possess:

For now the time seems come, wherein Moses, the great
Prophet may sit in heav'n, rejoycing to see that
memorable and glorious wish of his fulfill'd, when
not only our sev'nty klders, but all the Lord's people
are become Prophets,2

Areopagitica contains too many references to pagan writers to

appear as anything other than a humanistic document, and an

eloquent plea for intellectual llberty.>

But the prophetic
ardour of the book and the conception of the regenerate reason
which it embodies bring it in line with the spirit of the anti-
episcopal tracts. To Milton intellectual liberty was a con-
dition of intellectual regeneration, a laying aside of 'out-
ward dictates' so that the affections may be guided by the
'sanctifying Spirit'. In Eikonoklastes (Cctober 1649) he
spesks of ‘our access with freedom of speech to the Throne of
orace .l

In the later tracts the idea of inspiration is consistently

explained as 'the illumination of the Holy Spirit'.5 In Meansg

1. CM. iv. 341.
2. CM, iv. 3L2-343.

3. A.E. Barker in his kilton and the Puritan Dilemma, 1955,
says about Areopspitica: It had not yet occurred to Miltor
to separate the Renaissance from the Reformation.' p.81.

L. CM, v. 222.
5. A Treatise of Civil Power, CM, vi. 6.
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to_Remove Hirelinge Out of the Church (1659) the 'guidance of
his holy spirit'1 can only come to a liberated mind. Angd in

1660) the 'livertie to serve God' is to be exercised 'according
to the best light which God hath planted in him to that pur-
poese, by the reading of his reveel'd will, and the guidance of
his holy Spirit'.2

In Defensio secunda (1654) the doctrine of divine inspira-
tion is stated with the zeal of one who, when bereft of eye-
sight, is reassuringly conscious of an inward light. What is

asserted in The Reason of Church Government as a principle
essential to piety is now reasserted as an expresaion of a senst
of powsr, as the 'rousing motions' of 'a man separate to Goad':

And, in truth, we who are blind, are not the last re-
garded by the providence of God; who, as we arc the less
able to discuss anything but himself, beholds us with the
greater clemency and benignity .... The divine lew, the
divine favour, has made us not merely secure, but, as it
were, sacred, from the injuries of men; nor would seem
to have brought this darkness upon us so much by inducing *
a dimness of the eyes, as by the overshadowing of heaven-—
ly wings; and not unfrequently is wont to illumine it
again, when produced, by an inward and far surpasing
light.-

1. CM, wi. 78.
2. 0, vi. 141,
3. CM, viii. 73.
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This sense of inner power is as genuine as his conviction that
he was not reslly diminutive in stature or that he knew how to
use his broad sword like a strong man. He is not simply re-
pudiating the calumny that his blindness is a scourge from God:
he 1s reaffirming a faith which he has already stated in his
anti-prelatical tracts.

There is a passage in one of his lest pamphlets, Of True

Religion, Sehism, Toleration (1673), which will be the best
gloss to the invocatlons in Pgradise Lost and in faradise Re-

gained. It is glso a resumé of what has been said on inspira-

tion in The Reason of Church Government:

But so long as all these profess to set the ¥Word of

God only before them as the Rule of faith and obedience;
and use all diligence and sincerity of heart, by reading,
by learning, by study, by prayer for Illumination of the
holy Spirit, to understand the Rule and obsy it, they
have done what man can do.?

In Doctrine Christisna 'cunstant diligence' and 'an un-

wearied search after truth' need 'God's assistance’ as 'a

precious aid for my faith'. True understanding comes from
'divine revelation' in the study of which one should neglect
'nothing which depended on my own industry'.2 Both in The
Reason of Church Government and De Doctrina Christimp the

divine 1llumination is to be earned by study and prayer.

1. CM, vi. 168.
2. CM, xiv. 5,9,
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Hilton's theory of poetic inspiration is thus integral with
his theory of divine knowledge. There is prayer to the Deity
in & prose tract; the invocation of the holy Light in Para-

dise Lost mentions the blind poet's studies as an effort that

deserves a divine I'ewal-d.1

Milton does not explein inspiretion either Crom a psycho-
logical or from an sesthetic point of view. Nor does he
present inspiration as an indeterminate source of special
power which the Renaissance apologists for poetry claimed for
poets in their defensive theses. HMilton does not call the
poetic power a divine power by way of upholding the poet and
his profession. His poetic is a part of his Cosmology and is
rooted in his deeper religious convictions. It grew with the
growth of his mind and whether it is suggested in his verse or
formulated in his prose it proceeds from close introspection
and is independent of classical or neo~-classical doctrines.
The Renaissance theory of inspiration was little more than an
argument in support of the moral prestige of poetry. In
Thomas Lodge, in George Puttenham or in Sir Philip Sidney it is

introduced as a form of special pleading:

1. Yet not the more
Cease 1 to wander where the Yuses haunt
Cleer spring, or shadie grove, or sunnie Hill,
amit with the Love 3acred Song; but chief
Thee Sion and the flowrle Brooks beneath
That wash thy hallowd feet, and warbling flow,
Nightly I visit .... PL, 11i. 26-32,
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where as the poets were sayde to call for the Muses
helpe, [says Lodge] ther mening was no other, as
Iodocus Badius reporteth, but to call for heauenly
inspiration from aboue to direct theyr endsuors.

To Puttenham the poetic power is 'some diuine instinct the
Platonicks cmll it furor'. But it can also come from
excellencie of nature and complexion; or by great
subtilitie of the spirits & wit; or by much ex-
perience and observation of the world, and course
of kinde; or, per aduenture, by all or most part
of them,2
Here inspiration 1s only one of the sources of poetic power

while in The Reason of Church Jovernment study and observation

are only ancillary to divine illumination. In Sidney's An
Apology for Poetry (c. 1583, printed in 1%95), 'the force of
diuine brsath'3 is mentioned along with other things as an
elaborately devised argument in defence of poetry. ¥ilton's
theory of poetry is no part of any defensive argument; it is
an affirmation, in terms of a general theory of divine know~
ledge. it therefore concerns itself not only with the source
of poetry but also with its nature and function. The Renais-
sance poetic developed mostly as a pedagoglc discipline and it
was based on texts of almost canonical authority. It elabor-

ated old conventions and reformulated old rules. Conseguently

1. Defence of Poetry, 1579. See G. Smith, Elizabethan Cri-
tical Essays, 1904, 1. 72.

2. The Arte of English Poesie, 1589. wsee G. Smith, Eliza-
bethan Critical Essays, ii. 3-4.

3. ibid. 4. 157.
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Renaissance criticism had little direct bearing on Renaissance

1 Milton's theory of inspiration relates to a

literature.
poetic process which he experienced as his own and to the
poetry which he produced. While it has no link with Bacon's
theory of imagination it is clearly a repudiation of Hobbes's
theory of judgement and fancy. Nor is it a rationale for
poetry as expression of personal intultion. For #ilton's ides
'inward prompting' does not suggest any autonomy of the in-
dividual intuition. For 'the purest efficacy and extraction

of that living intellect' mentioned in Areopagitica, 'the

precious lifeblood of a master—spirit‘ is not just human in-
telligence ('fleshly wisdom, not counselling with God') opera-
ting in a human way but 'that ethereall and rift esaence,z the
bresth of reason it se].fe"3 The regencrate reason inspired
by the Spirit speaks God's word. The conception of poetic
power embodied in the invocatlondin Parsdise Lost and Paradise
Regained gives the poet a status which is similar to that given
by Adam to Raphael:
Divine
Historian, who thus largely hast allayed
The thirst I had of knowledge, and voutsaf't

This friendly condescentiun to relate
Things else by me unsearchable, now heard

1. cf. Basil Willey's remark on Renaissance criticism quoted
on page 16.

2, of. 'kthereal quintessence of Heav'n', PL, iii. 746.
3. CM, iv. 298.
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With wonder, but delipht, and, as 1s due,

Vith glorie attributed to the high

Creator ....1
The poet can sce and tell of thingse invisible to mortal sight
only when his upright and pure heart is instructed by God.
In virtue and in power he is a prophet who utters divine

wisdom under divine inspiration.

1. EL, viif. 6-13.
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CHAPTER THREE
PROPHETIC STRAIN

My spirit some transporting Cherub feels.
Milton

The idea of inspiration which emerges from Miltoh's
early poems and his prose tracts does not relate to poetry
alone: it is & metaphysic of divine wisdom working in human
affairs. i#ilton's poetic which is a part of this metaphysic
has nothing in common with the classical or Renaissance liter-
ary doctrines. Its root is in the Judaic-Christian concep-
tion of prophecy as it Qas defined in the seventeenth century.
To Milton's religious mind it offered a satisfactory cxplana~-
tion of the poetic act. He developed it into a doctrine of
poetry in terms of the inner demands of his creative mind.

To him a poet was a prophet because he himself, in his poetic
act, felt like a prophet. And this sense of a prophetic
impulse at once created and supported the conviction that the
poet's office was the same as the prophet's. To see how
remote Milton's literary mind was from the Fellenic view of
poetry and how close it was to the Hebraic idea of prophecy
would reguire a more careful study of the invocations and

other relevant parts of Paradise Lost than has so far been made
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These passages embody a consistent view of poetry and there
is ground for believing that Milton intended them to do so.
The idea of prophetic poetry vhich is suggested in the early
poems and is 8 little more eleborately adumbrated in prose
works like The Reason of Church Government, the Irasctate of
BEducation and Areopagitica finds its most eloguent expression
in the invocations and a few other passages in Paradise lLost.
They constitute the logus glassigus of Milton's theory of
poetry. And an analysis of the arguments of the three invo-
cations justifies Wordsworth's assertion about Milton that
however 'imbued the surface might be with classical litera-
ture, he was & Hebrew in soul®.t

That by poetic inspiration Milton meant prophetic in-
spiration is clear from the opening lines of Paradise Lost.
His 'Heav'nly Muse

on the secret top

Of Oreb, or of 3inal, didst inspire

That Shepherd, who firsi taught the chosen sesd,

In the Beginning how the Heav'ns and Earth

Kose out of Chaop:2
and the lyrical intensity of the apostrophe as e whole, its

devotion and moral earnestness, show that it is not just a

Christian adaptation of the classical invocation. But it i3

1. Preface to Pocmas, 1815.
2, PL, 1. 6-10.
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not, however, a prayer only: it is also a declaration of
purpose. The two other invocations and several passages
besides, of the poem are cqually important as statements of a
personal faith. Milton wishes to declare what he is going

to perform as a poet and what power would qualify nim to per-
form it. fHe will 'assert Lternal Providence', will 'sec and
tell of things invisible to mortal sight', and will sing of the
'"better fortitude of Patlience and Heroic Nartyrdom'. ¥ such
expression of personal faith there is nothing in the classical
epic.

But it is not in the invocations alonc that killton affirms
the divine inspiration of the poet and the divine things which
he reveals. The design of Books V to VIII, and of XI and XII
haes offered the poet oceasion for emphasising the prophetic
nature of his inspiration and theme. The story of creation
and of tne fight in heaven is told by Raphael and the future
of man is foretold by Michacl. 30 in putting half the matter
of the whole feble in the mouth of itwo Angels Milton had scope
for presenting the poem as a revelation. We cannot assume
that Milton adopted this technique for this purpose. But
there is much in the conversation between Raphael and Adam to
show that ilton desired to indicate through it his own ideas

on the nature and scope of his theme. And the argument of thid
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conversation has close affinity with the argument of the invo-
cations.

In Book V Raphael tells Adam that reason can be either
discursive or intuitive and although the latter being more
spiritual is the proper faculty of angels the difference is
mostly one of degree:

Whence the Soule

Reason receives, and reason is her being,

Discursive, or Intuitive; discourse

Is oftest yours, the latter most is ours,

Differing but in degree, of kind the same.

Coming as a prologue to Raphael's narrations the statement is
probably meant to suggest that the faculty of the narrator is
8 divine faculty and that tne human mind was capsble of ob-
taining it. When Adam calls Raphael a 'Divine instructor'
he says about the Angel's office what the Angel himself has
already explained. It was the office of a revealer of

divine mysteries:

The full relaticn, which must needs be strange,
Worthy of sacred silence to be heard;?2

and Raphael's reply to this can be read as Milton's own re-
flection on the grave responsibility of a prophetic office:
High matter thou injcinst me, O prime of men,

Sad task and hard, for how shall I relate
To human sense th'invisible exploits

4. PL, v. L,86-490.
2. PL, v. 556-557.
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Of warring Spirits; how without remorse

The ruin of so many glorious once

And perfet while they stood; how last unfould
The secrets of another World, perhaps

Not lawful to reveal? yet for thy good

This 1s dispenc't, and what surmounts the reach
Of human sense, I shall delineat so,

By lik'ning spiritual to corporeal forms,

As may express them best: though what if Earth
Be but the shaddow of Heav'n, and things therein
Each to other like, more then on Earth is thought?

In Book VII the prophetic character of the poem is again
emphasised through these words of Adam:

But since thou hast voutsaf't
Gently for our instruction to impart
Things above Barthly thought, which yet concernd
Our knowing, as to highest wisdom seemd,
Deign to descend now lower, and relate
What may no less perhaps availe us known,
How first began this Heav'n wnich we behold
Distant so high,2

and the Angel in reply speaks of

such Commission from above
I have receav'd, to answer thy desire
Of knowledge within bounds ....

5t111 more significant is Adam's estimate of what the Angel
has revealed:

Great things, and full of wonder in our eares,
Farr differing from this World, thou hast revealad
Divine Interpreter, by favour sent

Down from the Empyrean to forewarne

Us timely of what might else have bin our loss,
Unknown, which human knowledg could not reach:l4

1. PL, v. 563-576.
2. PL, vii. B0-86.
3. PL, vii. 148-120.
4. PL. vii. 70-75.
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and as a 'Divine Historian' Raphael has already wondered

to recount Almightie works
What words or tongue of Seraph can suffice,
Or heart of man suffice to comprehend??

If Raphael has revealed 'what might have else to human
Race bin hid'? Michael is 'Heav'nly instructer' who 'future
things canst represent / As presenﬂ.3 He brings 'great
‘tidings' to 'iwmpose / New Laws to be observ'd'.u After he
has spoken of 'great Meﬁéiah' Adam exclaims:
0 éent from Heav'n,
Enlightner of my darkness, gracious things

Thou hast reveald, those chiefly which concerne
Just Abraham and his Seed:5

he 1s 'Prophet of glad tidings',6 'Seer blest'’ through whose

words Adam has 'sttaind the summe / Of wisdom'. 8

The matter of these six books of Paradise Lost (V-VIII and:
XI-XII) is & divine revelation spoken by two Angels. Ang
Milton makes it clear that an angel is endowed with powers of

9

intuition or of special vision. Speaking of good angels

Milton says in the De Doctrina Christians that 'some things

1. BL, vii. 112-11L4.
2. PL, vi, 896.

3. PL, xi. 870-874.
4. PL, xi, 226-228.
5. PL, xii. 270-273.
6. PL, xii. 375.

7. PL, xii. 553.

8. PL, xii. 575-576.
9. PL, v. 488.

o
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indeed they know by revelation, and others by means of the
excellent intelligence with which they are gifted'.1 Milton
accepts the idea common to both the Testaments that prophecy is
God's word spoken by an angel. The office of Michael in the

last two books of Parasdlse Logt resembles that of the angel in

the Revelation: 'and the Lord, the God of the spirits of the

prophet, sent his angel to shew unto his servants the things
which must shortly come to pass'.2 But the superior intelli-

gence of the angel is not denied to man, for 'time may come

when men / With Angels may participate'.3 And Raphael says

that both discursive and intuitive faculties proceed from

L

reason to which man may aspire. The angel himself is pure

'Intelligence of Heav'n'.? The three invocations of the poem
are, in essence, prayers for a gift of this divine intelligence
In fact ¥ilton's reflections on his task as poet are, in many
points, identical with those of the Angels on their task as
divine instructors. In book V Raphael says that he is called
upon to deal with 'high matter' and that it 1s a 'sad task and
hard'.6 In book IX Milton speaks of his 'sad task' and of
his hercic argument.7 What Milton calls 'things invisible to

1. CM, xv. 107.

2, xxil. 6.

3. PBL, v. 493-L9L.

4. BL, v. 485-493.

5. PL, viii. 180-181.
6. 563-56L.

7. 13-14.
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mortal sight' in his invocation in Book III1 are what Michael
calls 'objects divine' that 'must needs impaire and wearie
human sense'.2

So a5 material bearing on Milton's ideas on divine poetry
the 'ceslestial Colloguie sublime' between Adam and his Angel
guests is no less important than the three invocations and the
opening of the Ninth Book. And together they represent
Milton's conception of the neture and function of great poetry.
The importance of the invocations as statements of Milton's own
convictions on the source of his poetic power and on the purpose
Por which that power is to be used has been ignored owing to
the assumption that they are nothing more than imitations or
adaptations of the invocations in the classical epic. In fact
they can no more be compared to the brief and casual apos~
trophes to the Muses in Homer and Virgil than the collects of
the English Liturgy cen be compared to the verses of the Greek
Anthology. For one thing, Milton's invocations are much loﬁé&
and more intensely lyrical than the invoeations iﬁ the Illiad
-or the Aeneid and they are more revealing of the theme and pur-
{pose of the poem. Milton introduced them/%ﬁ his epic Decause
he wanted an occaslon for expressing his deeper feelings re-~"

garding his vocation as a poet. If the Homeric invocation is

1. PL, 1ii. 55.
2. PL, xii. 9-10.
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to be read as Homer's own idea of poetry its main proposition
would be that the poetic faculty is a mystery. The proposi-
tion that emerges out of Milton's invocation is that the
poetic faculty is God's wisdom operating in history through the
elect. Of such idea there is nc anticipation in the classical.
epic. It is a part of the Miltonic poetics. The three invo-
cations are a restatement, In the language of earnest prayer,
kthe view of the poetic act which Milton had already expressed

in the 'Elegia sexta' and the Reason of Church Government.

And they constitute a theory of poetry which proceeds directly
out of the poetic experience.

The poetic that emerges out of the three invocations is
rooted in the Hebraic idea of prophecy: it gives a psychology
of inspiration which has more affinity with the Book of Jeremial
or the Book of Isaish. Milton's prayers to the Heavenly Muse,
the Spirit, or the holy Light, are prayers for prophetic endow-
ment which only the devout soul would deserve. Since his poem
would reveal divine justice it must be the result of divine
inspiration.

If we were to build up a Hebrew theory of poetry the only
relevant material we would find in the 0ld Testament would be
the oft-repeated statement - ko amar Yahweh (thus saith the

"Lord). This oracular preamble of the speakers of God's Word
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said all that the Hebrews knew or wanted to know about the
source and substance of their prophecies which were also their
poetry. Their piety would resent a larger poetiecs. At
least it made further enquiry seem irrelevant. The Israelites
had no need for an Aristotle to define poetry for in their
view all poetry was the word of God. For the Hebrew prophet
was not a msker but a mouthplece. liilton too had the same
belief regarding his function as a poet. As a revealer of
divine wisdom he is only an instrument in the hand of God.
The poet's inspiration, therefore, is God's grace descending
upon the elect. And this idea of divine grace is as differcnt
from the Platonic idea of inspiration as the spirit of the in-
vocation in Paradise Lost is different from that of the invo-
cation of the Iliad or the Aeneid. Its only parallel is to
found in the prophetic literature of the Hebrews. What Milton
understood by God's benediction on the poet is what Amos
believed to be the source of all revelation: 'Surely the Lord
God will do nothing, but he revealeth his secrets unto his
servants the prophets'.1 The Miltonic invocation is nothing
less than & prayer for a gift of prophetic utterence.

But this divine gift is not indiscriminately bestowed.
It has to be earned by an act of the will. And it is here

1. 1i4. 7.
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that Milton develops the 0ld Testament idea of prophetic power
into 8 more consistent philosophy of divine wisdom. In the
0l1d Testament the prophetic urge is a fact of experience and
is taken for granted. The prophet feels that he is speaking
the word of God at God's command:

Then the Lord put forth his hand, and touched my

mouth: and the Lord said unto me, Behold I have

put my words in thy mouth.1
There is nothing in this conception of prophecy to suggest that
the prophet has an active will of his own through which he
achieves his prophetic power. The moral personality of the
prophet in here unimportant and the will of God is supreme.
In Milton, on the other hand, the poet is a conscious agent in
hig poetic act for which he has to prepare himself. That is,
poetry is the revelation of divine truth through 'a chosen
vessel' who becomes its insplred spokesman by virtue of devout
toils.

About the moral earnestness of the prophet, his zeal for
that which is good, there was some suggestion in the Bible,

particularly in Isaigh and in the Epistles of S5t. Paul. To

Isaiah's initiation as a prophet there is a reference in The

Reason of Church Government: the spirit of the invocations is
essentially this Hebrew spirit of meeknese before the Lord and

1. Jeremish, 1. 9.
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of trust that he can enrich the regenerate soul with all
utterance and knowledge. To St. Paul man's 'sufficiency is
from God‘1 through whose grace 'my power is made perfect in
weakness'.2 The Spirit addressed in the first invocation in

Paradise Lost can endow the poet with the powers which will

enable him to accomplish his task: the sufficiency is to come
from Heaven:

What in mee is dark 3
I1lumin, what is low raise and support;

and the belief which inspires all the invocations in the poem
is that the 'great argument' can be spoken only when God pours

forth of his Spirit. In the invocation of the holy Light in

the frailties of the body and will
Shine inward, and the mind through all her powers
irradiate, there plant eyes, all mist from thence
Purge and disperse, thet I may seec and tell
Of things invisible to mortal sight.
The poetic power is equated with prophetic power which comes
from God and fulfils = divine purpose. It is a conception
which is very different from the Kenaissance idea of gacer

vates which was little more than a stock phrase used in defence

1. II, Corinthiang, iii. 5.

2. 1bid. xii. 9. These words of St. Paul are quoted in Greek
sbove Milton's mutographs in the albums of Christopher
Arnold and of John Zollikofer. CM, xviii. 274, 553.

3. PL, i. 22-23.
4. PL, iii. 52-55.
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of poetry. With the Greek notion of the Muse as a divine in-
spirer of poetry it has nothing in common. Milton created a
poetic in which the genius of the poet is the working of the
Spirit in the human soul and poetry itself is the word of God.
This was the core of his literary faith which was a part of

his religious belief. The Spirit prefers the upright and pure
heart before all temples. The power which created the uni-
verse will now inspire the poet who intends to declare its law.
The great poet must himself be a great poem for participating
in a great event. He is pursuing 'Things unattempted yet in
Prose or Rime' in the faith that he is acting under a divine
commission. This faith was with ¥ilton a prophetic experience,
an intense feeling of a great mission which he saw in the
prophetic books of the Bible and which he himself shared in

the pamphlet period. The invocations are an expression of
this experience. They constitute a prelude to the postry

that he was going to produce.

Sir Herbert Grierson thinks that while Milton's pamphlets
present him as a writer inspired-with the true prophetic zeal
neither Pargdise Logt nor Paradise Regained has anything of
that zeal.1 ¥e are not here concerned with the question

whether Paradise Lost is a prophetic poem. Our enquiry is

whether Milton intended it to be a prophetic poem and how far

1, Milton and Wordsworth, 13?7, pp.38, 115.
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that intention is indicated by anything that he says in the
poem itself. If ag Professor Grierson has observed there is
expression of a prophetic temper in the anti-episcopal tracts

we maintain that there is the same temper in Paradise Lost and

Paradise Regmined and Samson Agonistes slthough it is expressed

in a quieter diction. What in the Reason of Church Government

is an irksome burden and an awful command from Heaven which
must be obeyed at any c¢ost 1s in Paradise Lost a more tranguil
faith in & calling that demands powers which he knows he can
earn by devout prayer. Yet there is in Peradise Lost a sense
of moral anxiety born of an intense moral earnestness 'instruct
me, for Thou know'st'. There is an eager waiting in this
brief entreaty , a sense of high intent that is waiting on
some prevenient grace which marks all that Milton says about

his poetic endeavour in Paradise Lost and Paradise Regained.

In the prophetic mood, such as of lIsaish, Jeremisgh or Amos we

discover a tension between & sense of divine mission and of
personsl unworthiness. 'I am a man of unclean lips' says
Isaiah1 but his mouth is touched with the live coal from the
altar and his sin is purged. Jeremiah tells the Lord that he
cannot speak for he is & child and the Lord puts his words in

his mouth.2 Amos declares that he was no prophet but a herds-

1. vi., 5.
2. 1.6, 9.
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man and that the Lord commanded him to prophesy unto the people

of Israel.’

Here there is no prayer for the gift of prophecy,
no invoecation of the Lord for sufficiency. But there is the
faith that the prophetic power is a gift from the Lord and
that the gift has to be earned through holiness. The central

theme or the invocations in Paradise Lost is the sanctity of

the poetic apeech. But there is a sense of insufficiency
too, a depressing awareness of incompectence which God alone
can remove:

But cloud instead, and ever-during dark
Surrounds me, from the chearful wales of men
Cut off, and for the Book of Xnowledg fair
Presented with a Universal blane

Of Natures works to mee expung’'d and ras'd
And wisdom at one entrance quite shut out.?2

This is something deeper than regret over blindness although
it is blindness which occasioned this feeling. It is an
expression of a prophetic mood in which the sense of incapacity
is soon removed by an assurance of divine gift. In the in-~
vocation of Urania in Book VII there is an unrest which Milton
experienced in the days of the anti-eplacopal controversy:
¥ith like safetie guided down

Return me to my Native Element:

Least from this flying Steed unreind, (as once

Bellergphon, though from a lower Clime)

Dismounted, on th' Aleian Field I fall,
Erroneous there to wander and forlorne.

1. vii. 1h-15.
2. PL, iii. 45-50.
3. PL, vil. 15-20.
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The anxiety is that of one who is conscioua of his great
powers and yest knows that they are not his powers and may not
remaln with-him for long. If Milton wanted to express any
feeling of his in this 1n;ensely lyrical passage it was ihat
in describing the battle in heaQen he was not in his native
eleﬁent and that the terrible event of the first half of the
'péé@ was seen by eyes that were neither his nor any man's.

I fall,
eroneous there to wandep and forlorne.

The nervousness comes from the recollection of some awful in-
tellectual act, a flow of divine energy which may ebb without
the poet's knowing it. But are we then to imagine that the
rest of the poem describing the creation of the world (bBooks
VII-VII1), the temptation and the fall (Books IX-X), the inter-
cession of the Son and the promise of redemption {Books XI-XII),
is ﬁbt intended to be prophetic in its origin and substance?
Milton himself says: 'More safe I sing with mortal voice'.1
The conversation between Adam and his two Angel puests presents
the narrative as a revelation and there is nothing in the in-
vocation that introduces the second half of the poem to suggest
that it was not divinely inspired. The Muse who had led him
up into the "'Heav'n of Heav'ns' will still govern his song.

The thought of mortal voice comes from a self-consciousness

1. PL, vii. 24.
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that interrupts the prophetic mood with a sense of mortal woe.
In Jeremiah 1t is an unbearable agony: 'For my people is
foolish, they know me not; they are sottish children, and
they have none understanding'.1 Milton's fear comes from his
self-pity, a sense of loneliness and frustration which seized
him after the Restoration:
though fall'n on evil dayes

On evil daycs though fall'n, and evil tongues;

In darkness, and with dangers compost round,

And solitude;2
and here the sense of personal misery becomes an incentive to
the high intent to which he is called. In Milton's poetry the
poet's personal condition is a pert of the world it creates.
The tremendous power of the words 'though fall'n on evil dayes,,
On evil dayes though fall'n', where great force is achieved
through repetition of words signifying a quiet triumph over
adversity relates more to what the poet is to accomplish than
to what he has suffered. For in Wilton suffering is only a
condition of accomplishment. When others have deserted the
poet he will be

Yet not slone, while thou
Visitst my slumber Nightly, or when ¥Morn

Purples the East: etill govern thou my S3ong,
Urania, and fit eudience find, though few:3

1. iv. 22,
2. PL. vii. 25-28.
3. PL, vii. 28-31.
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8o what the poet will now recount will also be divinely promptec
the poet's human suffering giving him etill greater claim on
celestial aid. In the invocation of holy Light Kilton com-
plained of his blindness and then made that complaint into a
hope of inner sight. In Book VII he can face disrepute and
neglect if his heavenly guide does not desert him. For then
she will

drive farr off the barbarous dissonance
Of Bacchus and his Revellers,?

and give his poetry the distinction of a divine song. The
allusion to the Race of that wilde Rout has no other signi-
ficance. It recalls what dilton had said in the Reason of
Church Government about the 'invocation of dame memory',"the
vapors of wine' or 'the pen of some vulgar amorist'. And
although the allusion is to classical mythology the mood that
it is intended to express is such as Jeremiah had when he
denounced the folly of the prophets of Samarias who prophesied
by Baal. And the fear that the 'Barthlie Guest' may 'rall
erroneous' from heaven is not pretended for the sake of a few
decorative lines. Milton believes in artistry but he will
not make a pattern of words for things he has never felt. And
when he speaks of himself he speaks with an intense and eager

truthfulness. He wanted to express a genuine mood by his

1. PL, vii. 32-33.
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allusion to Bellerophon and the Thracian bard. The descent
into hell was & task hard and rare; but he could reascend and
'revisit safe' the sphere of light and feel the 'vital lamp'.
But the ascent to heaven was an awful bliss and the safe
return to the 'narrower bound / Within the visible Diurnal
Spheare' demanded still greater powers of imagination. For
the mind is now full of high matter concerning the entire uni-
verse, hell, heaven, snd earth. And such fulness is a burden
of pain. 'Mine heart within me is broken, all my bones
shake':1 said Jeremi=nii, The Hebrew prophet was full of the

fury of the Lord. Of that there is little in Paradise Loust.

But Milton felt that he had a 'sad task' before him and that it
could be accomplished only with divine assistance.

The accounts of Milton's habit of composition given in
the early blographies would show that the words on inspiration

in Paradise Lost are an expression of a personal experience.

In the earliest biography of Milton the author says:

And hee waking early (as is the use of temperate men)
had commonly a good stock of Verses ready against his
Amanuensis came; which if it happend to bee later than
ordinary, hee would complain, saying hee wanted to bee
milkd.

Edward Phillips refers to the same habit of composition when'

he says:

1. xxiii. 9.
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There is another very remarkable Fassage in the
Composure of this Poem, which I have a particular
occasion to remember; for whereas I had the perusal
of it from the very beginning; for some years, as

I went from time to time, to visit him, in a Parcel
of Ten, Twenty, or Thirty Verses at a Time ....

Four years later John Toland recorded it in his 1life of the

poet that

in his latter years, to speak nothing of a decaying
Faney, nor of his personal Troubles, he was by
regson of his Blindness oblig'd to write by whatso-
ever hand came next, ten, or twenty or thirty Verses
at a time ...,

Jonathan Richardson's account of Milton's manner of composition

published thirtyfive years after Toland's is largely based on

earlier biographies; but he puts in some details which he must

have obtained from other sources. They are interesting for

their bearing on what is suggested by the excrdium to Book IX

of Paradise Lost about inspired writing:

he frequently Compos'd lying in Bed in a Xorning

("twas Winter Sure Then) I have been Well inform'd,

that when he could not Sleep, but lay Awake whole Hights,
he T;y‘d; not One Verse could he make; at Other times
flow.d Easy his Unpremeditated Verse, with a certain
Impetus and Alstro, as Himself seem'd to Believe. Then,
at what Hour soever, he rung for his Deughter to Secure
what Came. I have been also t0ld he would Dictate many,
perhaps 4O Lines as it were in a Breath, and then reduce
to half the Number.

Milton's third wife is recorded to have said that

her husband used to compose his poetry chiefly in winter,
and on his waking in a morning would maske her write down
sometimes twenty or thirty verses.?

1.

Barly Lives of Milton, ed. H. Darbishire, pp.33,73,178,291;
Paradise Lost, ed. Thomas Newton, 1749, i. lvi.
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In Book IX the high argument which is more heroic than
anything in ancient poetry can be made

If answerable stile I can obtaine

Of my celestial Patroness, who deignes

Her nightly visitation unimplored,

And dictates to me slumbering, or inspires

sasie my unpremeditated Verse:
The poet is here very expressive on the relation between in-
Spiration and language. And since he gives two different
accounts of the sources of his diction he is obviously concerned
with his own experience. He speeke both of verbal dictation
and of inspired language. In Book Ill he has spoken of
thouphts 'that voluntarie move / harmonious numbers' and the
'unpremeditated verse' of Book IX is poetry inspired but not
actually dictated by the 'celestial patroness'. But when
Milton speaks of 'visitation unimplor'd' and of 'dictation
heard in slumber' he means a diffcrent kind of inspired writin:.
In Book 1I1I Milton speaks of his meditation on the 014 Testa-
ment in t.e night:

but chief

Thee 3ion and the flowrie Brooks beneath

That wash thy hallowd feet, and warbling flow,

Uightly I visit:2
and then hc compares himself to the 'wakeful Bird' who 'sings

darkling, and in shadiest Covert hid / tunes her nocturnal

1. PL, ix. 20~24.
2, L, 1i1. 29-32.
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Note'.!  In Book VII Urenia visits the poet in his slumbers
and in Book IX 1t is again 'nighty visitation unimplor'd'.
We need not conjecture that Milton had a definite theory of
verbal inspiration but it is clear from his repeated mention
of night and sleep in all important references to inspiration
that he was stating a fact of experience. And it would be
legitimate to infer that large blocks of verse came to him in
sleep and that when he uttered them for his amenuensis he had
only to recall what he had already spoken within. This ex-
perience gave him the feeling that his composition was dictated
from above.

We must remember that this sense of supernal dictation is

not peculiar to Milton. Referring to his poem lilton Blake

said in a letter to Thomas Buttis:
1 have written this poem from immediate dictation, twelve
or sometimes twenty or thirty lines at a time without pre-
meditation, and even against my will.
And other poets have also reported dictation in sleep. 'Kubla
Khan' came to Coleridse in a deep sleep. With Milton, however
this dictation was a divine communication which he received
in a state of slumber.

But this is only one of the two kinds of inspired writing

1. PL, iii. 38-40.

2. The Letters of Willlam Blake, ed. A.G.B. Russell, 1906,
p.115.
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suggested in Paradise Lost. The thoughts that 'voluntarie
move harmonious numbers' or the 'unpremeditated Verse' signify
inspiretion that has no suggestion of verbal dictation. It
is significant that ¥Milton does not fashion a characteristic-
ally Biblical theory of inspiration with which he was well
acquainted. Howhere in the invocations is there any allusion
to the Lord appearing to a prophet in a vision and speaking
unto him in a dream such as is recorded in Numbers.1 The
only allusion to the 0ld Testament idea of prophecy is in the
first invocation which mentions ¥oses and the Spirit, The
invocation of holy Light in Book IIl refers to the conception

of wisdom as it emerges from The Proverbs and the ¥isdom of

Solomon but does not specifically relate poetic inspiration to
any process of prophetic comnunication described in the ©ld
Testament. Milton was not careful about making his statement
on inspiration reminiscent of what the Hebrew prophets said
about theirs. He stated what he felt and used whatever words
came naturally to him and seemed appropriate. But he never-
theless believed that his thoughts and his ideas were divinely
inspired and came to him in sleep or in waking through his
'Celestial Patroness'. And whether he calls her the Heavenly

Huse or Urania she is only an intermediary through whom the

1. Numbers, xii. 6.
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Spirit illuminates his soul.

But when Yilton speaks in his invocation about his Muse
he is not merely concerned with the psychology of the creative
process. His purpose is to realise for himself and express
to his reader the divine origin of his creative impulse and
the divine substance of his poem. It is significant that
whenever Milton speaks of his inspiration he also speaks of
what that inspiration would create. In the first invocation
the Spirit would aid him in asserting eterngl Providence: in
the second invocation the celestial light would give him a
vision of things invisible to mortal sight. The divine voice
of Urania in Book VII would take the poet above the Olympian
hill and in the opening passage of Book IX his theme is the
better fortitude of patience and heroic martyrdom which is yet
unsung. In Paradise Regained the Spirit is to inspirc the poe*

to tell of deeds

Above Heroie, though in secretl done,

And unrecorded left through many an Age,

Worthy t'have not remaind so long unsung.

S0 when Milton declared that he was writing on a theme which
had not been attempted before he meant that both in inspiration
and in content his poems would be a form of divine revelation.

»

The four invocations in the two poems and the lyrical passare

1. IR, i. 14-17.
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in Book IX have nothing else to say. They have an lmportant
bearing on Milton's intentlion ss a poet.

We have missed the whole significance of the invocations
owing to our assunption that they are modelled on the Greek
practice. Ve seemed to imagine that the Greek spirit was as
strong in seventeenth century England as it was in Rome when
Virgil could listen to the ggmggﬁg:gg;mgg and Augustus built
the temple of Apollo on the Palatine. Conseguently when we
think of the Musec of Milton we believe that she is there becaus
she is in Hesicd and Homer and that she could be none other
then the Greek goddess coming into Christian poetry along with
a Greek literary convention. It does not oceur to us to con-
gider that the Muse of the English poet could be#;}eation of
a new feeling, of a spiritual urgency and religious belief un-
known to the Creek poet. Nor do we enquire if in the invoca-
tion of the Muse Wilton wanted to say something about his poeti,
task which no invocation in classical poetry has ever suggested

Thus Professor Gilbert Murray has said that it 'is worth
realizing that kiilton was quite serious in his prayer to the
Kuse' and that 'he appeals to her in language taken partly from
the ancient Stoies, partly from Theocritus (XXII, 416)'. Aha
while he sees that 'the prayer has passed imperceptibly from

the throne of the Muse to that of the Holy Ghost' he says that
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¥ilton speaks of the secret top of Oreb or of Sinal because
'of a tradition dating from the time when Hesiod's MNuses
walked Lount Clympus hidden from mortal eyes in deep mist
(fheogony, 8)'. And commenting on Milton's mention of the
different holy places as Orsb, Sinai, or 3ion's hill, as the
possibie abode of the Huae Professor Xurray says that these
cholces are therc because 'the 014 Greek gods, since each of
them was normsally an amalgamation of beings worshipped in
dirferent tribes or cities, are regularly invoked in that way'.
'You cannot be sure' he says 'at which of his seats of worship
your god will be, and you may be crying to an eumpty throne'.1
The comparison is impressive and a classical scholar will find
a special delight in discovering such reniniscences. But the
delight is a hindrance to & proper appreciation of the whole
purport of ¥ilton's invocations. We have no difficulty in
appreciating the Christian siyle of Tertullian because he took
care not to write according to Quintilian's recipe and we
readily recognise that the Christian feeling of St. Augustine
could not have been expressed so powerfully in Ciceronian
periods. But we have a different situation at the Renaissance.
Then the classical diction and classical manner had become

natural to the Christian mind. 'It was now possible to touch

1. The Classical Tradition in Poetry, 4927, pp.9-10.




114.

and study peganism almost without danger' says Jacob Burckhardt
quoting Boccaceio, about the literary temper of the Italian
Renaissance.1 In the same way a devout Christian of Renais-
sance or Reformation would never dream that the devil was
whipping him for reading Cicerv and would never have the zeal
of an Appollinarius for building up the seven liberal arts on
the basis of the Bible. Bul we mey miss his Christian temper
and the whole quality of his emotion owing to a disproportionats
attention to his classical manner. In the case of Kilton the
risk is grave.

For one thing if Wilton is 'quite serious in his prayer'
he is certainly not praying in borrowed words. ¥hen the in-
vocations are what Milton has called a 'devoul prayer to that
eternal Spirit' they must not be considerszd as conscious or
unconscious adaptation of classical practices. And how in-
tensely opposed iilton was to the whole idea of appropriating
the language of a heathen prayer in Christian devotion is clear
from his commenis on King Charles's adaptation of a prayer

from sir Pnilip Sidney's Arcadia:

This King ... hath as it were unhallowed and unchristened
the very duty of prayer itself, by Vorrcwing to a Chrls—
tian use prayers offered to a hcauhen god.2

It is possible that Milton laboured the point to sdd to the

4. The Civilization of the Renaissance in Italy, 1955, p.4123.
2. Cif, v. 85.
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royal guilt. But a prayer fashioned out of some antique fancy
was certainly repugnant to Milton's religious temper.

If Professor Murray has admired the invocation for its
Greek quality Professor Curtius has censured it as an unhappy
imitation of its Greek model:

Thus Milton goes back tu the rigorism of an Aldhelm.

But he 1s as unsuccessful as Tasso or Prudentius in

£illing the Christian Urania with life. 3he remains

the product of an embarrassing predicament.?

To Professor Gllbert Murray the invocation is powerful because
it 1s very Hellenic: to Professor Curtius it is weak because
it is very Christian. Both have considered the liiltonic invo-
cation in terms of invocation in classical poetry and have con-
sequently missed the spiritual guality which gives the invo-

cations in Parsdise Lost their unigue power. That power has

an important bearing on Milton's conception of poetry. ‘the
identity and the status of the Miltonic Muse have to be detsr-
mined only in so far as she relates to the operation of the
Spirit in the making of divine poetry. For Milton's concep-
tion of poetry is a part of his cosmology, his poetic activity
is related to the Christian universe which it reveals.

The Heavenly liuse in Paradise Lost is an image or a meta-

phorical expression for the active power of God which illuminat

1. E.R. Curtius, European Literature and the Latin liddle
Ages, 1953, p.2ik.
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the poetic soul and makes it a revealer of divine wisdom.
She is a person only in 8o far as she has a will and can ect
and is no more a personal being than the Wisdom of the Old
Testament or the Word of the fourth Gospel before it was in-
carnate in Christ. Of such personification iilton says in

the De Doctrine Christiana:

As to the eighth Chapter of Froverbs, il appears to

me that it is not the Jon of God who is there intro-

Guced as the speaker, but a poetical personification

of Wisdom.1
And when the Spirit is not a person and he is only mentioned
through 'poetical personification' it can be given any name
that wovld be appropriate i%;particular context. For the
name is not to signify a peféonal deity but the power or the
spirit of God operating in history. It is what Raphael calls
in Paradise Lost 'lik'ning spiritual to corporeal forms'.?
It is significant that the object of the invocations has no
physical lineamenis and exists ags only a functional reality.
The ¥use therefore is elther a poetic name for the Spirit or
is suggestive of an angel working in aid of the 3Spirit. Her
status and function therefore arc to be understood in terns of
the spirit of (od or the puach (breath) in the Clad Testamenta

Wisdcom of the Proverbs, the ¥isdom of solomon, the Holy Ghost of

1. CHM, xv. 13.
2. PL, v. 573.
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the synoptic Gospels, the Johannine Word and the 3Spirit of the
Apocalypse and the Pauline epistles. For the Heavenly Muse
can exist for a Christian poet and inspire his tongue only as
8 power whose status is definable in Christian theology and
tradition. It is not enough that shec is not pagan: it is
equally important that she should be a power acceptable to the
Christian religious imagination. And the whole guestion here
is not one of doctrinsl propriety but one of the truth and
consistency of imagination.

The Spirit which 1s the wisdom of God is a person in the

female sex in the Proverbs and in the Wisdom of Solomon, the

Vord of the fourth Gospel is a person as the Spirit in sSt. Paul
foo is a person. The Heavenly Muse of Milton emerges out of
these two conceptions of the Holy Spirit, and the Christian
conception of the assisting angel. She is divine only in the
sense that she is an intermediary through which divine in-~
fluence works. And the conéeption is Hellenic only in so far
as the conception of wisdom in the Proverbs itself may be the
result of Hellenic influencse. For while the Spirit of the
Pentateuch is impersonal, the Wisdom of the Proverbs and of the

Apocrypha 1is a person.1 In iiilton, however, the conception:of

1. Por Hellenic influence on the conception of wisdom see
H.W. Robinson, Inspiration and Revelation in the 013 Testa-
ment, 1946, pp.260-261 and G.V. dJones, Christology and
¥Myth in the New Testament, 1956, p.83.
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the Muse has no anthropomorphic suggestion. And in the ad-
vanced Protestant theology of the seventeenth century this
distinetion between anthropomorphism and the conception of the
Divinity or of his power as a person is important. And while
Milfon i1s resigned to the unavoidable imperfection of man's
idea of God and of his power he nevertheless regards an anthro-
pomorphism as impious fancy:

There is no need then that theologians should have re-

course here to what they call anthropopathy - a figure

invented by the grammarians to excuse the absurdities

of the poets on the subject of the heathen divinities.
The heavenly Musc could not therefore be to iiilton anything
more than an lmage for a conceptual reality. That she was not
the Greek Muse the poet himself affinﬂs.2 And in the seven-
teenth century, particularly amongst the Cambridge Flatonists
there was a tendency to 'substitute rational conceptions for
anthropomorphic imaginings'.3 The Muse, the Spirit, the holy
Light and Urania refer to the same divine power. Angd this
is important in Nilton's conception of prophetic or divine
poetry. The classical invocation of the Muse has nothing of
this suggestion. Milton's prophetic poetry is inspired by
the liuse who taught lMoses, by the Spirit which gave form and

meaning to the universe, by the holy Light which gives knowledg

1. De Doctrina Christians, CH, xiv. 33.
2., Pu, vii. 5-6.
3. Basil Willey, The Seventeenth Century Background, p.143.
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of things invisible to mortal sight and Urania who existed
before there were the hills and the fountains and who 'with
Etcrnal wisdom didst converse'. Milton could not have been
more explicit in stating his conception of prophetic poetry
in the text of his poem. When poetry was a form of revelation
it could be produced only when the 8pirit was active through
the cooperating mind of the poet. For this idea of poetry
there is only a bare suggestion in the 0ld Testament. iilton
developed it into a consistent theory of the higher kind of
poetic activity mostly in terms of his own experience and
aspiration. But he was also considerably influenced by some
important seventeenth century notions regarding the operation
of the Spirit in prophecy. And this idea of prophetic poetry
explains not only the inspiration but also the function of the
poet.

The poet fulfils his prophetic function when he celebrates

in $lorious and lofty hymns the throne and equipage of

God's Almightinesse and what he works and what he

suffers to be wrought with high providence in his

Church; to sing the victorious agonies of Hartyrs and

Saints, the deeds and triumphs of just and plous Fations,

doing valiantly through faith against the enemies or

Christ; to deplore the general relapses of Kingdoms and

3tates from justice and God's true worship.
This is Milton's most important statement on the matter of

poetry and he has said nothing else about it at other places in

his works. And it is significant that while defining the



120.

spiritual and moral business of poetry he speaks of the

songs through out the law and prophets beyond a}l

these, not in their divine argument alone, but in

the critical art of composition, may be easily

made appear over alk the kinds of Lyrick poesy to

be incomparable.
The ability, Milton says in the same passage is the inspired
gift of God which is rarely bestowed. The whole argument
regarding the origin and function of poetry is strongly in-
fluenced by the idea of prophecy. And the end of learning
stated in Of Education is certainly the end of all great poetry
asg Milton saw it;

The end then of Learning is to repalr the ruines of

our first Parents by regaining to know God aright,

and out of that knowledge to love him, to imitate

him, to be like him, as we may the neerest by pos-

sessing our souls of true vertue, which being united

to the heavenly grace of faith, makes up the highest

perfection.
Poetry zives divine knowledge and is produced by minds divinely
endowed. But this is only one aspect of the prophetic acti-
vity. There is another aspect which relates to the human
plane, to the initiative and effort of the individual which
are necessary for deserving the divine illumnination. The «
most important and original feature of iilton's conception of
the poetic act is that it involves a cooperation between mants

active will and the assisting divine power. In The Reason of

1.
2.
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Church Government he speaks of his 'labour and intense study',
and industrious and select reading. In An Apology for Smectym
nuug the 'regenerate reason' is produced by moral goodness.
'God shall give apparently the will, the spirit, and the
utterence'.1 It is clearly the Pauline doctrine that 'there
are diversities of gifts, but the same Spirit‘.2 The divines
of the Puritan pulpit too believed that true preaching re-
quired a gift from heaven. The whole conception of spiritual
eloquence was that 'if any man speaketh, speaking as it were
oracles of God; if eny man ministereth, ministering as of the
strength which God supplieth'.-j But to ¥Milton the divine
gift has to be earned through special endeavour. He would
agree with Peter that 'no prophecy ever came by the will of
man: but men spake from.God, Being moved by the Holy Ghost'."L
But he would add that God speaks through souls which have been
made holy by effort.

This idea of the union of the human will with the divine
in the prophetic act has a great deal in common with the seven-
teenth century idea of divine knowledge, particularly with the

ethics and psychology of prophecy developed by the Cambridge

1. M, iii. 287, 289.

2. I Corinthiens, xil. 4. of. Romans, xii. 6-8, Ephesians,
iv. 11.

3. I Peter, iv. 11.
4. II Peter, i. 24.
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Platonists. To give the poet the status of a prophet and to
find in poetry the spiritual and moral value of revelation it
was important for ¥ilton to discover a rationale of prophecy
which would establish three principal propositions. First,
it must be believed that there was need and possibility of
prophecy in the post-apostolic age. Secondly, the power of
prophecy must be believed to be attainable through appropriate
spiritual and intellectual effort. Thirdly, the conjunction
between the divine will and the humen involved in the prophetic
process must be conflrmed by a vivid sense of some supernal
power.

For this philosophy of prophecy Hilton found some basis
in the Cambridge Platonists' doctrine of reason as the candle
of the Lord. But except for John Smith (1646-1652) who buili
up a theory of prophecy under the influence of the medieval
Jewish philosopher ioses ben Maimonides (1135-~1204) no seven-
teenth century divine said anything on the huwuan role in reve-
lation which would support Milton's idea of prophetic poetry.
And, since Smith's essay on prophecy was not published till
eight years after his death1 and since there is evidence in
support of Milton's acquaintance with the works of iaimonided
it can be plausibly conjectured that he was directly influenced

by the Jewish philosopher.

1. The essay was included in Select Discourses published in

1660.
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Like Thomas Aguinas saimonides built up his theology in
terms of Aristotelian metaphyeic and there are passages in his
The Guide for the Perplexed which may create an impression that
in asserting the claims of the reason he went too far and
almost nullified the truth of revelation. But this would be
a superficial view of his teachings. Taroughout his writings
he 8 a Jew and a pious Jew who never twists his faith to
make it fit into the strait-jacket of Aristotelian piailosophy.
He worshipped reason only as an instrument through which the
truth of revelation could be comprehended. And the task of a
Naimonidean scholar is to dlscover the logic which unites the
pursuit of reason and faith in revelation in an integrated
philosophy of religion. Since Xilton's spiritual hisiory was
mainly a search for a point of harmony between reason and reve-
lation it is possible that he was attracted by Haimonides's
rational interpretation of prophecy and revelation.

Milton's acquaintance with leimonides's The Guide for the
Perplexed through John Buxtorf's Latin translation of the
Arabic original is shown by his quotation of a passage from it

4

in The Doctrine and Discipline of Divorce. Hilton was also

1. lMoreh Nebhukhim written in Arabic in 1490. ior &n~lish '
translation see ¥. Friedlander, Ihe Guide for the Ferplexed
1951. For an abridged version with a critical asccount of
the work see Julius Guttmenn and Chaim Rabin, The Guide of
the Perplexed, 1952. The more important recent works on
Maimonides are Solomon Zeitlin, Maimonides, 1955, Ben Zion

(contd. on next page)
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acquainted with Maimonides's ¥ishne Torah, also known as

Yad Ha-Hasekh (strong band), a digest of Bibliecal and other
laws and customs written in Mishneic Hebrew and completed in
1180. Milton alludes to this work in his Pro Populo Anglicano
Defensio (16%0).7 These two references to HMeimonides are
enough to show that he was well scquainted with his worke and
that he had read Buxtorf's latin translation of ‘the Horeh
Nebhukhim (The Guide for the Perplexed) early in his pamphlet
period. And considering the nature of the theologlcal specu~
lation in Moreh Nebhukhim end its influence on Buropean thought
1t is very probable that it exercised some influence on the

saventeenth eéhtury effort for a synthesis of reason and reve-
lation. With such synthesis Hilton was deeply concerned as
an upholder of intellectuel liberty and as a believer in the
Bible a5 revelation. It was also important for him es a

rational basis for prophetic poetry. And since Kilton could

Bokser, The Lemacy of Yaimonides, Hew York, 1950. The
refergnce to Halmonides in Lhe Deetrine and Discipline of
Divoree: '... hence it is that the Rlabbinc and .eimonides
femous among the rest, in the Dook of his set forth by
Buxtorfius, tells us that divorce was permitted by loses to
prescrve peace Iln marriage, and quiet in the family.' Ci,
i1i, 4O2~-403. Iilton is here referring to Loreh Egphukﬂih
translated into Latin by John Buxtorf as Dogtor Perplexorum
in 1629, 1Il. x1lix. 499.

1. ‘'For here against you is daimonides who makes this differ-
ence betwixt the fings of Israel and those of Judah: that
the kingg of the posterity of lavid judge and are Judged
but the kings of Israel do neither.' CE, vii. 103. For
inglish translaetion of the Lishne Yoreh see A.M. Hershman,

The code of Haimonides: Ihe Book of Judies, Dew Haven, 1945
i11. &.
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neither share Luther's contempt for reason nor find the hazy
compromise of the Calvinist formula of gensus divinitatis very
acceptable he miyht have found in the Maimonideen balance of
reason and revelation a more satisfying ground for a rational
theology. For in following the light of reason and in ex-
plaining 1t as a divine aid to man's understanding of the
revealed Word Milton was ever watchful ageinst any drift towards
scholasticism for which he had a strong antipathy. duch drift
was not uncommon in the advanced theology of the Reformation
and as John Paillie has observed quoting Albert Ritschl, 'Cal-
vin himself, in beginning his Institutes with a discussion of
natural religion and proceeding from that to the consideration
of Christian revelation, betrays a certein lapse from Luther's
principle into something more 1like the old scholasticism.'1
The Maimonidean system had much to offer to minds which would
countenance rationalism and yet resist the hide-bound logic of
the medieval scholastics. HMilton had a consistent disregard

for scholasticism from his Cambridge da,vs.2

1. The Idea of Hevelation in Recent Thought, 1956, p.9. cf.
Ritschl, Theologie und ietaphysik, sonn, 1837, p.6i.

2. In Prolusion III milton speaks of the 'monstrous tomes' of
the 'subtle doctors'. In the lracuate of mduggtion he re-
grets that universities have 'not yet recover 'd from the'
Scholastick grossness of barbarous ages'. (M, iv. 278. In
the De Doctrina Christisna there is a fling at the 'tresche
rous aid of Sophisms and verbsl d1st1nctions, borrowed from
the barbarous ignorance of the Schools'. Cl, xiv. 209. o
other references in Milton's prose works showing his dis-
respect for scholasticism sce Of Reformation, CH, iii. 65;

contd. on next page
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In the religious thought of the Cambridge Platcnists
reason is the operation of the divine will in the human mind.
John Smith declared: 'Truth need not any time flie from
reason, there being en eternal amritie between them'.1 And
Whicheote (1609-1683) thought that 'to go against Reason is to
g0 against c0a'.2  To denry liore (4614-1687) reason ‘is par-
ticipation in that divine reason in God‘.3 Nathaniel Culverwe
{16182-1651) held the same view when he said: 'to blaspheme
reason is to reproach Heaven itself'.u Although, as Cassirer
has observed, 'the Cambridge conception of religicus reason
cannot be derived from the power of thinking alone'5 thought
was an importent value in the religious life of the Cambridge
Platonists. ¥Milton had a metaphysic of the human reason and
the human will which, at some lmportant points was different
from the leading doctrines of seventeenth century rationsl
theology. And what is specifically Kiltonic in this regard
has much in common with some of the basic ideas of Mainonides.

The Haimonidean theory of prophecy is based on whatever

=
ol

e _Regson of Church Government, Cli, iii. 273; An Lpology,
i, 1ii. 332, 336, 348; Ihe Doctrine and Discipline of
vorce, Cif, iil. 376, 505; Of True Reliqion, Cii, vi. 169;
Lkonoklagtes, Ci, v. 9.

1. Seleet Discourses, 1859, p.iL.

2. lMoral and Religious Aphorisms of Whicheote, ed. Salter,
1753, Century I, No. 76.

3. Conjectura Cabbalistica, 1653, Preface.
L. A Discourse of the Light of Nature, ed. J. Brown, 1857, p.1
5. Ihe Platonic Renaissence in England, 1953, p.30.
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material is available in the 0ld Testament about the belief

end the behaviour of the prophets themselves. Two passages

in the 0Old 'l‘estament1 which Haimonides considers in particular
support two clear ideas about prophecy, first, that it is the
word of God spoken by man, and secondly, that the man by whom
it is to be spoken must be an extraordinery men, that is, he
can be God's chosen mouthpiece only when his 'inigquity is taken
away and his sin is purged'. This view represents a theory

of sacra sophia which is peculiarly Hebraic in charscter and

is different from the general principles of seventeenth cen-
tury rational theclogy. The most laportant point of differencd
between the Cambridge theologians (excepting, of course, John
amith who was directly influenced by Maimonides and who quotes

from his The Guide for the Perplexed some sixXty times in his

discourse on prophecy) and saimonides in respeci of their
attitude towards the human reason is that while the former
sanctify it by recognising it as a divine gift the latier re-
lates it, in terms of his general principles of cosmology, to

a divine process in which man can participate under certain
gpecific conditions. iaimonides’s theory of prophecy there-
fore, has a definite cosmological and ethical bearing and is ‘at

bottom a Hebralc conception.

1. DNumbers, xii. 6, and Isgiah, vi. 5-7.
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According to Maimonides prophecy results from man's
efficient cooperation with the divine will: 'prophecy is
impossible without study and training; when these have erected
the possibility, then it depends on the will of God whether the
possibility is to be turned into a reality’. He thinks that
'the laws of Nature demand that everyone should be & prophet,
who has a proper physical constitution, and has been duly pre-
pared as regards education and training'. This view he says
is supported both by the Bible and the general Jewish tradition
'as for the principle which 1 had laid down, thmt the preparati

and perfection of moral and rational faculties are the sine gua

pon our sages say exactly the same: '"The spirit of prophecy
only rests upon persons who are wise, strong and rich“.' But
there is no prophecy without God's will:

There are, however, numerous passages in Scripture as

well as in the writings of our sages, which support

the principle that it depends chiefly on the will of

God who is to prophesy, and at what time: aond that

He only selects the best and the wisest.
80 human cooperation with divine will is the most important
thing in the liaimonidesn doctrine of prophecy. As Dr.
Guillaume has summed it up the theory of Maimonides 'was that
a prophet was a person whose mind and thought had been dis-

ciplined by a prayer and meditation, and whom God had chosen'.

1. The Guide for the Perplexed, tr. M. Friedlander, 1954,
p.220; A. Guillaume, Erophecy and Divination, 1938, p.187.
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The prophet can receive God's message only when he is truly
receptive and this receptivity has to be cultivated.

Explaining the psychological process through which the
prophetic spirit works Maimonides says:

Prophecy is, in truth and reality, an emanation sent

forth by the Divine Being through the medium of the

Active Intellect, in the first instance to man's

rational faculty, and then to his imaginative faculty;

it is the highest degree and greatest perfection man

can attain; it consists in the most perfect develop-

ment of the imaginative faculty. Prophecy is a faculty

that cannot in any way be found in a person, or ac-

quired by man, through a culture of his mental and

moral faculties; for even if these latter were as zZood

and perfect as possible, they would be of no avail, un-

less they are combined with the highest natural excel-

lence. of the imaginative faculty.
And this imagination from which the prophetic act results
works at its best 'when the senses are at rest and pause in
their actions for then it receives, through some extent, divine
inspiration in the measure as it is predisposed for this in-
fluence'. The idea of imagination then leads to & comparison
between the prophetic vision and vision seen in a dream: 'the
action of the imaginative faculiy during sleep is the same as
at the time when it receives a prophecy'. Then quoting a versa

from Numbers he says:

Here the Lord tells us what the real essence of
prophecy is, that it is a perfection acquired in

a dream or in a vislon ... the imaginative faculty
acquires such an efficacy in its action that it

sees the thing as if it came from without, and per-
celves it as if through the medium of bodily senses.1

1. The Guide for the Perplexed, pp.225-226.
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The psychology of thies imsginative vision is thus explained
by John Smith:

it seems most agreeable to the nature of all these
prophetical visions and dreams we have discoursed
of, wherein, the nature of the enthusiasm consisted
in a symbolical and hleroglyphical shaping forth of
intelligible things in their imaginations, and en-
lightening the understanding the prophets to discern
the scope and meaning of thése viga or phantasmata.’

The idea of the angel through whom the divine influence
enters into the mind of the prophet is a development from this

idea of vision:

When prophets speak of the fact that they received a
prophecy, they say that they received it from an angel,
or from God; but even in the latter case it was like-
wise received through an angel. Our sages therefore
explain the words 'And the Lord saith unto her' that
he spake throush an angel. You must know that when-
ever Jcripture relates thet the Lord or an angel spoke
to a person, this took place in a dream or prophetic
vision.

Since God is invisible and incomprehensible in Jewish theology
his word could come to man only through some intermediary.
And Maimonides refers to the appearance of the angel in Judges,l

Numbers“ and Hagga15 in support of this view. He does not

1. Select Discourses, pp.284-285.

2. The Quide for the Perplexed, p.235.

3. ii. 1. Charles Gore giving his Christian interpretation
of inspiration said: '... because his special atiribute’
is holiness, it is in rational natures, which alone are
capable of holiness, that he exerts his special influence'.
'The Holy Spirit and Inspiration' in Lux Hundi, 41894,
p.232.

L. xx. 16.
5. 1. 13.
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expressly state that the angel is only a personification of
the Spirit or the Active Intellect or the Aristotelian In-
telligences. It would still be a fair conclusion to make
that while he need not connect the angels with the Intelli-
gences of Aristotle or of Philo they certainly represent some
power seen in a state of vivid imagination. That this was
his view is suggested by one of his staternents on the role

of the angel in the act of prophecy: 'the appearance or
speech of an angel mentioned in Scripture tock place in a
vision or dream; it makes no dirfference whether they are
stated or not.'1 And reading the chapters on prophecy in

The Guide for the Perplexed one cannot doubt that this con-
ception of the angel as a medium of communication between God
and man brings together the divine and the human wills which
must work simultanecusly in prophetic inspiration. For in
the Maimonidean psychology of prophecy the prophet is partly

a conscious agent and partly an unconscious recipient, a view
which was favoured by some rationalist divines of the nine-
teenth century.2 John Smith, too, following Maimonides, con-
siders the angel and all supernatural associations of prophecy

a8 the result of strong imagination:

1. The Guide for the Perplexed, p.236.

2. Cf. 'The prophet was in part the conscious organ of the
Divine Will, and it would seem that he was also in part
an unconscious organ of the same %ill.' V. Sanday, The
Oracles_of God, 41891, p.6h. =
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the prophetical scene or stage upon which all apparipions

were made to the prophet was his imagination; and that

there were all those things which God would have revealed

unto him were acted over symbolically, as in a masque,

in which divers persons are brought in, amongst which

the prophet himself bears a part: and therefore he, ac-

cording to the exigency of the dramatical apparatus must,

as other actors, perform a part.?l
Like Maimonides John Smith lays stress on the rational element
which must operate in true prophecy and like him again he
values the factor of imagination. As Tulloch (who curiously
enough does not mention Maimonides) has said 'to John Smith
the degree of prophetical illumination was in proportion to
the predominance of the rationsl over the imaginative element‘.2

Since prophecy requires the assent of the hunan mind to
the higher plane of the spirit from where the message 0f the
Lord can be received the prophet must live a holy life.
Speaking on the education and discipline of tne prophet
¥Maimonldes says: 'The best test is the rejection, abstention,
and contempt of bodily pleasures'.3 The prophet can teach
others because he has first taupght himself and he can actively
participete in God's work in history only as a holy man.

As the prophetic power was a divine gift which wan must
deserve through self-discipline halmonides distinguishes

between different degrees of prophecy: 'The first degree of

1. Select Discourses, p.229.

2. Rational Theology and Christian Philosophy in fngland in
the Seventeenth Century, 1872, ii. 176.

3. The Guide for the Perplexed, p.23h4.
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prophecy consists in the divine assistance which is given to

a person, and induces and encourages him to do something good
and grand.'1 This is the highest degree of prophecy and since
Moses had this divine assistance throughout his 1life he was

the greatest prophet and must be distinguished from all other

prophets, dmith, too, speaks of the gradus mosaicus as the

highest degree of prophetic power.2 The second class prophet
is

a person who feels as if something came upon him, and
as if he has received new power that encourages him
to speak. FHe treats of science, or composes hymns,
exhorts his fellow-men, discusses political and theo-
logical problems; all this he does while awake, and
in the full possession of his senses. Such a persocn
is said to speask by the holy spirit. David composed
the Psalms, and Solomon the Boow of Proverbs, “ccle-
siastes and the Song of Solomon by this Spirit. also
Daniel, Job, Chronicles, and the rest of the Ha
grapha were written in this holy spirit.3

This class of propheis, then, consists meinly of scientists,
philosophers and poets who are all moved by the 'Spiritus
Ssnctus’. In the third and the lowest degree of prophecy
'the prophet sees an allegory in a dream ... and in the pro-
phetic dream itself the allegory is 1nterpreted'.“

30 sccording to Maimonides prophecy is an act of intui-

tion which involves a moral process. Like Spinoze's scientda

1. 4ibid. p.244.
2. Belect Discourses, p.179.

3, The Guide for the Perplexed, p.242.
L. ibid. p.2Li.




134.

intuitiva it is the source of a priorl knowledge and does not

depend on ordinary logical thought. But the moral element in
this acquisition of prophetic knowledge is of great impcriance
in Majmonidean epistemology. As Dr. Roth has said: 'the

growth into knowledge is not a phenomenon in vacuo. It in-

volves for the knower an asccnt in the scale of humanity.
By knowing more and better, man becomes more characteristically
man'.1 We are not here concerned with how far Spinoza was
1nf1uenced by Maimonides in his rejection of Cartesianism.
Nevertheless we may just point out in passing, and here we
agree with Dr. Roth, that the Maimonidean elements in Spinoza
are much more significant than what Principal Ceird has de-
scribed as 'occasional coincidences',?

We have seen that Milton recognised all work for the cause
of truth as inspired by the 3pirit. When on his return from

Italy he suspended his poetic activity and joined the anti-

1. Spinoza, Descartes snd Maimonides, 192L4, p.234.

2. Spinoza, 1910. p.60. In a recent work on Spinoza it has
been said that he ‘carried with him, not only suggestions
and Biblical criticism of fiaimonides and from a great line
of Jewish scholars and theologians, but also the prophetic
conception of philosophy as a search for salvation'.
3tuart Jampshire, Spinoza, 1956, p.23. For detailed dis-
cussion on the Maimonidean influence on 3Spinoza see Richard
Hackeon, The Philosophy of Spinoza, 1928, 1. W16-417, L35~
436, ii. 119-123, 327-329. There is point in Sir Pederick
Pollock's remark that the 'sharpness of his (Spinoza's)
criticism of Usimonides'artificial syston of interpretation
has probably distracted attention from that which they
really have in common'. Spinozs, His Life and Philosophy,
1899, p.88.




135.

prelatical controversy he felt that he was called to the task
by the will of God. He was then resolved to do through the
printed word what he might have done from the pulpit if the
situation had not prevented him from entering the Church.

But he did not make any distinction between poectic work and
work as a controversialist so far as the right use of his in-
tellect was concerned. 'Por publick preaching' as he said in

The Reason of Church Government 'indeed is the gift of the

Spirit, working es best seems to his secret wity'.? This
created in him the belief that all iIntellectual endesvour for
the establishment of a righteous society was & form of pro-
phecy, the activity of man's regenerate reason for fulfilment
of & divine purpose. He was himself s prophet as the evan-
gelist of a moral Utopia which too he conceived as a nation of
propheta. The prophetic vision of a spiritually reborn
England in the Areopepgitica shows that Hilton belisved in the
continuity of prophecy as witnees of grace operating in history
through the elect. This idea of prophetic duty might have
been stimulated in Milton by St. Paul's words in The Romans:
'And having gifts differing according to the grace thet was
given to us, whether prophecy, let us prophesy according to °

the proportion of our faith.'?  But the conception of later

1. OM, 1ii. 189.
2. xii. 6.
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prophecy as & conscious intellectual endeavour guided by the
divine will and fulfilling a divine purpose is established by
Haimonides through arguments which would appeal to a poet-
prophet.

The second point in the Maimonidean theory of prophecy,
the bellef that ths prophetic power can be obtained through
austerity and appropriate mental discipline very closely re-
sembles all that ¥ilton says about the spiritual and moral
self-preparation of a great poet in 'Blegia sexta', The Keason

of Church Government and An Apoloxy. The third factor in the

Maimonidean conception of prophecy relates to the role of some
intermediary being through which the divine power is dunated
to the prophetic mind. According to Maimonides the Deity is
the ultimate source of the higher intelligence the angel being
only a symbol of the divine communication. And whether the
angel has.a material existence or not is unimportant for him.
Here we have some besls for a satisfactory interpretation of
the Miltonic Muse.

As Dr. 4.L. Teicher has observed the Maimonidean theory of
prophecy

amounts to a description of a prophecy as a product of -

the creative imagination and of the prophet as an ori-

ginal poetic genius. His creations, ‘prophetical visions

or dresms', have an artistic though not historieal truth
and reality, and the mention of an angel in connection
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with them aervea only to indicate their 'phantas-
tical nature’.1

The mngel then is only a part of the intellectual furniture of
the prophetic mind when that mind is in a state of vivid
imagination. To Haimonides the angel associated with prophecy
in the Bible signifiss that the conjunction of the prophetic
mind with the divine has ccourred and that what the prophet is
going to utter will not be the wisdom of the empirical world.
It is 'a sign that the prophetical experience is not an event
relating to the reality outaide the prophet's mind, but an
event of his imagination produced by Jod's creative power'. 2
The luse in Paradise Lost can exist only in imagination acting
as the transmitter of divine wisdom to the poet's mind. liil~
ton does not give her a fixed habitation and addresses her in
different names. She mway be on the 'secret top / of Ureb' or
‘of 3insi' or on 'Sion Hill' or in 'Silom's Brook'. And it ie
significant that in the three invocations in Pargdise Lost the
Heavenly Muse sppears or works in conjunction with some power
which can be identified with the Holy Spirit, or the Wisdom of
the 01a Testament or the Word of Ht. John, In Book I the
address to the fleavenly Muse turns into an address to the Spirit

In Book III the Heavenly Muse is mentioned in an invocation of

1. 'Christian Theology and the Jewish Opposition to Maimonides'
The Journal of Theological Studles 1942, x1iii. 7h.

2, J.L. Telcher, 'The Medieval ¥ind', The Journal of h
Studies 1955, vi. 9. ~Jewlah
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holy Light. The Urania of Book VII is sister of Wisdom.

The status of the Muse therefore can only be a psychological
status and if we are to identify her with anything in Christian
mythology we must identify her with some angel which can act

as an ethereal mediun for the transmission of divine power to
the prophetic or the poetic mind.

To Thomas Aquinas prophecy 'requires an intelleciual light
surpassing the light of natural reason’. But there is nothing
in his theory of prophécy to suggest that the prophetic power
could ever be attained through proper sffort. Like zaimonides
he believeé that 'when soul is withdrawn from corporeal things
it becomes more adapted to receive the influence of spiritual
substances'. He does not however consider prophscy as the
result of a cooperation between theé divine will and the human.
Consequently the angel is a conerete supernatural being in his
conception of the prophetic process: 'Now prophetic inowledge
is bestowed by divine enlightenment and revelation. Yhercfore
it is evident that it is conveyed by tne angels.'1 Milton's
jidea of the Muse is more akin to Maimonides's conception of
the angel than to Aguinss's. The Muse of Paradise Lost is an
angelic presence that comes in the wake of & vivid imagination.

The seraphim mentioned in Ihe Reason of Church Governmment and

1. Summa Theolozica, tr. Fathers of the bnglish Dominican
Province, 1922, rart I (Second Part}, pp.6, 20, 27.
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the Heavenly Muse of Paradise Lost are both images embodying
a kind of spiritual experience in which the mind ascends to a
higher level to acquire its divine intelligence. To both
liaimonides and Milton it is a state of inspiration which re-
sults from the cooperation of the human will with the active
power of God and in neither is it a self-annihilating ecstasy.

It was therefore Milton's prophetic imagination which
created the Heavenly Muse. And the poet wanted this to be
understood by his readers. The invocations are not only an
expression of moods: they are still more important as a decla-
ration of purpose. liilton wanted to tell his readers about
what he felt regarding the substance of his poem and the power
which would enable him to compose it.

A
{&/f’ The Maimonidean view of prophecy as the work of.rational

faculty has close affinity with the seventeenth cenéSEy worship
of reason. And #ilton's idea of poetic imagination as far as
it can be inferred from his statements that have any bearing on
the subject is rooted in a conception of intuition which in-
volves the rational process. His psychology of the poetic
faculty does not present any sharp dichotomy between the dig-
cursive and the intuitive. Reason says Raphael can be either

discursive or intultive and the two differ only in degree.

Milton does not enunciate this doctrine on the basis of any
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eritical asnalysis of the intellectual process. Its foundation
is in his idea of divine wisdom coming through the regenerate
reason. One who believed that his prose pamphlets were in-
spired by the Spirit could not consider the discourse as the
work of an inferior faculty. When he says 'For Eloguence the
Soul, Song charms the Sense', he states the most important
dictum of his theory of rhetoric and poetry. although he does it
in a parenthesis and in connection with the intellectual occu-
pations of the fallen angels. When he speaks of 'graceful

and ornate rhetoric' and 'poetry ... less subtile and fine, but
more simple, sensuous, and passionate' he does not know which
should be given precedence in an ideal system of instruction.
It 1s not so much a critical indecision as unconscious state-
ment of a‘belief that there was no diif%ﬁftion betwecn prose
and poetry in respect of substance ﬁff?,bOth were vehicles of

wisdom. Indeed in Qf Educgtion the moral works of Plato are

as important as heroic poems and there are as much spirit and
vigour in Demosthenes and Cicero as in Euripides and Sophocles.
The core of literature was its argument, 'thought following
thought' and the poetic speech was as much an appropriate medium
of literary expression as prose. Poetry was inspired writing
because the high thought which it expressed was itself g thing

of inspiration. Milton's theory of poetic speech so far as it
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is suggested by some of his scattered statements on the sub-
Ject does not make any distinctilon between thought and feeling
as separate provinces. This notion of the unity of resson
proceeds from the conviction that mﬁn's rational nature could
be stimulated only by the Spirilt, that one could be inspired
to feel as well as to think. He believed with Henry lMore that
‘to be inspired is to be moved in an extraordinary manner by
the power or the Spirit of God to act, to speak, or think what
is holy, just and true'.1 In a conception of prophetic poetry
the distinction that Bacon makes between reason and imagination
is not valid. #ilton's idea of imagination is nearer Words-
worth's idea of the 'feeling intellect', and 'reason in her most
exalted mood'. It is significant that Wordsworth's view of
poetry as prophecy implies the Miltonic conception of the unity
of the rational faculty. Both believed that the higher intel-
lectual power was divinely insplred and both had an identical
view of the rational process:

Such minds are truly from the Deity,

For they are Powers; and hence the highest bliss

That can be known is theirs, the consciousness

Of whom they are habitually infused

Through every image, and through every thought,

And all impressions; hence religion, faith,

And endless occupation for the soul
°  Whether discursive or intultive.?2

1. Bnthusissmus Triumphatus, 1712, p.2.
2. The Prelude (version of 1805), xiii. 106-413. That ‘ords-
worth made no fundamental distinction between reason and
(contd. on next page)
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But what was then Milton's view of the special power of
poetic speech? He said a few things on the appeal of verse
which give some clues for an answer to this question. Although
he did not make a generic distinction between the discursive
and the intuitive faculties kilton certainly made a specific
distinction between them and ascribed to them different modes
of expression. Prose and verse could be equally inspired
writing and both required feeling and ari. At the beginning
of the pamphlet period, at least by the time of The Reason of

Church Government, Milton had defined both the distinction and

the relationship between poetry and prose. As a prose writer
with a prophetic fire he had a regard for the language of dis-
course which he preserved when he was producing his greatest
poetical work. This was not because he loved to imagine that
his work as a pamphleteer was creative work. Prose and poctry
were both inapired because both could have a prophetic sub-
stance. Sacred matter has its appropriate style in prose or
in verse. Milton makes an occasion for stating this idea in

Pargdise Lost when describing the prayers of Adam and Eve

the higher feeling is clear from another significant
passage in The Prelude:

Yea, all the adamantine holds of truth,

By reason built, or passion, which itself

Is highest reason in a soul sublime;

The consecrated works of Bard and Sage,

Sensuous or intellectual, wrought by men,

Twin labourers and helrs of the same hopes.

v. 38-43.
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he says:

Thir Orisons, each Morning duly paid

In various stile, for neither various stile

Nor holy repture wanted they to praise

Thir Maker, in fit strains pronounc't or sung

Unmeditated, such prompt eloguence

Flowd from thir lips, in Prose or numerous verse,

HMore tuneable then needed Lute or Harp

To add more sweetness ....
Obviously unmeditated and prompt eloguence is the result of
holy rapture. But style signifying an element of conscious
artistry is not unimportant in inspired speech. The 'fre-
quent songs through out the law and prophets' are incomparable
'not in their divine argument alone, but in the very critical
art of composition'. On the face of it this admiration for
the critical art of composition in the 014 Testament is in-
consistent with the idea of prophetic inspiration. And this
may well create the impression that #ilton’s critical state-
ments are made t0 sult speclal occasions and do not censiitute
a consistent literary theory. But a closer analysis will show
that the inconsistency is only apparent and that he has well-

defined ideas on poetic expression.

"
ey In the note on,verse in Paradise Lost the 'true musical
[
delight' consists 'only in apt Numbers, fit quantity of

8yllsbles, and the sense variously drawn out from one verse

1. PL, v. 145-152.
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into another'. This ides of the ‘immortal verse' producing
'lincked sweetnes long drawn out' 1s stated at the beginning
of the Eighth Book of Paradise Lost:
The Angel ended, and in Adams Zare
S0 charmning left his vuice, that he a while 4
Thought him still speaking, still stood fixt to hear.
This charm of verse was essential for poetry. For wisdom will

be taught only when it was powerfully expressed. In The

Reason of Church Government this was Milton's whole argument

for elegence of style 'Teaching over the whole book of sanctity
and vértue, through all the instances of example, with such
delight to those especlally of soft and delicious temper, who
will not so much as look upon Truth herself, unlesse they sce
her elegantly drcst'.2 It is a theory of poetic speech which
is more concerned with the moral function of poetry than with
its aesthetic appesal. It is nearerto the Paulinc idea of
efficient preaching: ‘'Bven things without life, giving a
voice, whether pipe or harp, if they give not a distinction in
the sounds, how shall it be known what i3 piped or harped?
For if the trumpet give an wncertain voice who shall prepare
himself for war?'3 1% would however bé an error to imagine

that to Milton beauty of style was only an adventitious element

1. viit. 41-3.
2. Ci, iii. 239.
3. I. Corinthisns, xiv. 7.
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in poetry, a concession to vulgar minds which can be drawn %o
wisdom in pleasing words. The statement in The Reason of

Church Government seems to be in line with the argument of

Castelvetro that poetry 'has been discovered solely to delight
and 0 recreate. ... the minds of the crude multitude and of the
common people’.1 It is possible that Milton was particularly
remembering the similar argument in Tasso's invocation of the
sacred iluse in the Gerusalemme Liberata:

Thou know'st, the world with eager transport throng

Y¥here swect Parnassus breathes the tuneful song;

That truth can oft, in pleasing strains convey'd,

Allure the fancy, and the mind persuade.2
But if Milton imagined that truth would attract the common iaind
only when 1t is clegantly presented there is nothing in his
writings to suggest that style was only an external decoration.
A prophet or a poet speaks great words because he speaks great
thoughts. The power of the language comes from the power of
the idea. This is all that liilton intends to say about in-
spired language in his invocation of the holy Light in Fara-
dise Lost:

Then feed on thoughts, that voluntarie move
Harmonious numbers

Evidently Hilton made a distinction between 'harmonious num-+
bers' and what he calls the 'ccol element of prose’ which too

1. A.H. Gilbert, Literary Criticism, Plato to Dryden, New
York, 1940, p.307.

2, tr. John Hoole, 1764, 1. 17-20.
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by prompted song #ilton could not have meant a poem actually
dictated by some power outside the poet's mind. Such 1dea
would be ineconsistent with Milton's theory of poetic insplra-
tion in which the poetic mind 1s an active agent in the
creative process. When he says the verse 1is unpremeditated
he is only describing & personal experience of words rushing
in ‘'lincked sweetness' and aseribing it to divine endowment.
But he certainly believed that such flow of words demanded a
conscious disclpline of the affections and a proper ordering
of the intellectual life. When Woodsworth says about Milton's
unpremeditated verse that it 'would be hafsh, untrue, and
odious to say that there is anything like cant in this, but
it is not true to the letter, and tends to mislead’1 he makes
an important point. It is not indeed true to the Letter and
is only apparently misleading. For when Milton believed that
inspiration itself was the result of self-discipline he could
not have imsgined that the poet's pen was moved by some occult
power. To Milton poetic expression was the native idiom of
the regenerate and illumined reason, it was a prophetic strain
because it came from 'old experience', 'devout prayer' and

'labour and intense study’'.

1. Letter.to a Friend, see Wordsworth's Literary Criticigm,
ed. N.C. Smith, 41905, p.243.
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CHAPIER FOUR
ABOVE THE AONIAN MOUNT

Mee of these
Nor skilled nor studious, higher Argument
Remaines, sufficient of it self to rasise
That name.

Milton

Milton's idea of prophetic poetry naturally led him to a
new idea of the epie. He did not however devise a theory of
heroic poetry which would explain all its manifestations in
Zuropean literature since Homer. There is nothing in his
writings to suggest that he had ever such critical intention.
fis only concern was to settle his mind .as to what he was
going to produce as a poet and tell his readers about it.
In fact we can talk of a Hiltonic theory of epic only in a
loose sort of a way. As a classical scholar he had certainly
a measure of academic interest in the classical epic theory
a knowledge of which was to him lmportant for an educated

mind. In Of Bducation he prescribes the study of Aristotle's

Poetics, Horace's Ars Poetica and the Italian commentaries of

Castelvetro, Tasso, MazZgoni and others which would teach 'what

the laws are of a true £pig Poem'.’!  But Milton has nothing

to say about the 'true epic poem'. The idea of epic poetry

1. CH, iv. 286.
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which emerges from whatever he says about it in the Second

Book of The Reason of Church Government and the personal

passages in Paradise Lost refers to his own work as a poet:
it has little or no eritical bearing on epic poetry in zeneral.

The reputation of Paradise Lost as an epic poem has been

something of a hindrance to an appreciation of what its author
wanted it to be. HMilton's poetic intention has been found lesy
important than his poetic achievement. Consequently Paradise
Lost and Paradise Regained have been jJudged or even enjoyed as
poems belonging to a class of poetry from which %¥ilton wanted
to keep them separate. And a great deal of critical con-~
fusion regarding Milton is due to some cleavage wnich has
existed since the seventeenth century between his poetic pur-
pose and his readers’' taste. Dryden adnired him because 'no
man has so happily copied the manner of Homer'. ! To Jobhu
Tolend ¥ilton was 'no less the Ornament and Glory of sngland
than Homer is own'd to be that of Greeps, and Virgil of Italy'.®
In the eighteenth céntury Addison agreed that there was sense
in the opinion that Paradise Logst was not e heroic poem but

a divine poem and yet himself chose 'to examine it by the rules
of epic poetry, and see whether it falls short of the Iliad or

Aeneid, in the beauties which are essential to that kind of

1. 'Original and Progress of Satire', Xssays of John Dryden,
ed. W.P. Ker, 1900, i1. 29.

2, Early Lives of Milton, ed. H. Darbishire, 1932, p.87.
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wr:i.ting‘.1 Jonathan Kichardson had an intense appreciation

of the uniqueness of Pgradise Lost as a poem and in drawing

his recaders' attention to it he made a remark which is in a
sense the most significent end imstructive comnent on iilton
made in his age.

If a good writer is mnot understood, 'tis because

his reader is unacquainted with or incapable of

the subject or will not submit to do the duty of

a reader, which is to attend carefully to what

he reads.
3til11 his judgernent on Parsdise Lost is stated through a quo-
tation from hacrebius on Virgil: ‘'he keeps his eye fixed and
intent upon Homer and emulates alike his greatness and sim-
plicity, his readiness of speccch and silent magesty'.2 Dr.
Johnson knew what Paradise Losl was about when he spoxe of the
'light of Revelatiun' and said that in ‘lilton every line
breathes sanctity of thought'.3 But his criticism of Jaradise
Lost dues not proceed from a counvietion that it must not be
Judged @;th the standards of classical poetry. And since

Peradise Lost bas the siructure ol ine classical eple and re-

sembles it in several details of literary excellence any other
criticael approach would secrl untenable. ltoreover the postu-

lates of Renalssance criticism have been too influential and.

1. The Spectator, January 5, 1742.

2. Explenastory Notes and Remarks on Milton's Paramdise Lost,
173L¢.é p.cxiv; see Larly Lives of Milton, ed. H. Darbishire
p.316. ‘

3. The Lives of the English Poets, ed. G.B. Hill, 1905, i. 179
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in a way too comprehensive in their scope to make any other
postulates possible. S0 when E.M.¥. Tillyard says that
'Milton did indeed inherit, accept, and try to put in practice
all those Renaissance commonplaces about the epic which I have
had to refer to over and over again'i he affiliates his approacl
to Miltun to the most powerful trend of furopean criticism.

My main argument in this dhapter is that the resemblance

of Paradise Lost to the classical epic is not relevant to its

appreciation which needs an understanding of Hilton's owa con-
ception of the poem he inteanded to produce. This conception
wihich is stated clearly at several places in his works is not
only independent of classical and neo-clasgical epic theories
but is, at least by implication, contrary to their most impor-
tant principles. And the whole difference between the Hil-
tonic idea of the eplc and the classical and the neo-classical
lies in the fact thet while the one concerns itself with the
function of great poetry the other concerns itself with its
subject matter and treatment. The difference is fundawental
and cannot be ignored without loss to our comprehension of
K¥ilton's poetic purpose. When Professor C.i3. Lewis says that
the 'first question he (iiilton} asked himself was not "What do

I want to say?" but "What kind of poen do I want to make?"! he

1. The Bnglish spic and its Backaround, 1954, p.L31.
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not only disregards the important fact that Milton was never
concerned with questions of literary genre or technique but is
also indifferent to the equally important fact that his main
concern was really what he was going to say in his poem. The
personal passage In The Reason of Church Government deals pri-
marily with the function of poetry, with what Milton wantsd to
do through his poem. His ambition is 'to be an interpreter
and relater of the best and sagest things among mine own
Citizens'. He had the patriotic ambition of adorning his
native tongue. He had also the versonal ambition to 'leave
sonething so written to arftertimes, as they should not willingly
let it die’. But as a declaration of peoetic purpose the whole
passage deals more with the content of poetry and its influence
on soclety than with guestions of form and technigue. tnd the
sentence about epic which Professor C.S. Lewis calls 'a short
history of epic poetry' is in its essence expression of a dis-
regard for the norms of Renaissance criticism:

whether that ipick form whereolf the two pOtJ of

Homer, and those other two of Virgil and Tasso, are

& diffuse, and the book of Job a brisf model: or

whether the rules of Apristolle hercln ars strietly

to be kept, or nature " toc be follow' d, which in them

that know ari, and use judgement, ie no transgression,

but an enricting of art. And lastly what K. or inight

before the conquest might be chosen in whowm to lay the
pattern of a Christian Herog.?

1. G, ili. 236-237.
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Here is a conception of epic which covers both the Iliad and

the Book of Job and which can follow rules or nature and

which, moreover can desl with king or knight in a Christian
theme. And what he intended to do through one or the other
type of epic might as well be accomplished through 'those
drematic constitutions where in Sophocles and Euripides reign’
or 'those magnific odes and hymns, wherein Findarus and Calli-
machus are in most things worthy'. The 'frequent songs througl
out the law and prophets' would be an equally suitable vehicle
for what he wanted to say. His choice of form is dictated not

1 that the heroic poew is the nobles’

by such notions as Dryden's
work of man or that tragedy is the greatest of all forms of
poetry but by the gquestion how far his poetry can

embreed and cherish in a great people the seeds

of virtue and public eivility, to allay the per-

turbations of the mind, and set the affections

in right tune.
Whether Hilton associated a particular kind of theme with a
particular literary genre we have no means of knowing from

any of his statements. But this is clear from The Reason of

Church Government that his approach to poetry was not governed
by a consideration of forms bearing on different tastes but by

the purely moral question of how far a poem will be 'doctrinal

1. An issay of Dramatick Poesie, 1668, see Essays of John
Dryden, i. 104.



154.

and examplary to a nation'.

Milton had a clear theory of tragedy and he stated it in
his preface to Samson Agonistes. His epic doctrine has to be
reconstructed from his casual but significant statements which
ere a commentary on his epic practice. And as in tragedy so
in epic Eilton's eriticel attention is concerned more with
ends than technique. In his early phase all that he says
about eplic or heroic poetry relates exclusively to its theme,
to the megnitude of its fable comprehending heasven, earth and
hell and the fate of kings and gueens. The tale

QHV¢ .. Of Hings and Queens’qero g old,
3uch as the wise Demodocus once told

In solemn Songs at King Alecinous feast,

While sad Ulisses soul and all the rest
Are held with his melodious harmonie.?

This represents Hilton's idea of the epic theme in the Cambridg
period. The song of 'Heroasque pios, semideosque duces' of
the 'Elegia sexta' does not carry the idea of heroic poetry
beyond the commonplaces of Renaissance epic theory. Till the
beginning of the pamphlet period (1641) kilton's idea of the
eplc is extremely inchoate for it was yet to be inteprated
with his idea of poetic inspiration. His conception of poetry
is influenced more by a sense of the poet's high calling: it

does not concern ltself with the specific purposes of the

4. 'At a Vacation Exercise', L4L7-51.
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specific forms of poetry. About the special qualities of the
epic or its superiority to other forms of literature Milton
says nothing anywhere in his works. The reading list of Il

Pengeroso includes tragedies and romances, and in 'Ad Patrem'

the tale of 'Heroumque Actus, imitandague gesta' is not dis-
tinguished from other kinds of poetry either in substance or
in technique.

After his return from Italy he speaks of heroic poetry
with more directness because it is now a part of his literary
plané. But even now he speaks of the theme of the epic
rather than of its speclal attributes as a poem. In 'Mensus'
he hopes to ‘'call back into the realms of song our native Xkings
and Arthur who was even beneath the earth' or to sing 'of the
high-souled heroes of the Table invincible through their
comradeship' or to 'break the Saxon phalanxes under the war god
of the Britons'.1 The inspiration is obviously patriotic and
the idea of the epic theme is still different from what is
stated in the Ninth Book of Parasdise Lost. And the same
patriotic sentiment is at work when he mentions the Arthurian

Legend as a possible subject of his poectry in 'Epitaphium

1. 80-84. Si gquando indigenas revocabo in carmina reges,
Arturumque etiam sub terris bella moventem;
Aut dicam invictae sociali foedere mensae,
Magnanimes Heroas, & (o modo spiritus adist)
Frangam Saxonicus Britonum sub Harte FPhalanges.
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Damonis'.?
The first suggestion of a new conception of epic poetry,

though still only in respsct of its theme and moral influence,

34

is in his first tract, Of Reformation in England. Here Milton
gives an idea of great poetry which has a national and heroie
theme and yet can be distinguished from other poems of this
kind:

Then amidst the Hymns, and Helleluiahs of Saints some
one may perhaps bee heard offering at high strains in
new and lofty Measures to sing and celebrate thy
divine Kercies, and mgrvelous Judgements in this Land
throughout all Ages; whereby this great and Warlike
Nation, instructed and inur'd to the fervent and con-
tinuall practice of Iruth and Rightegusnesse, and
casting farre from her the rags of her old vices, may
presse hard to that high and happy emulation to be
found the soberest, wisest, and most Christian Feople.

Here for the first time #ilton speaks of a poem in which the
heroiec theme assumes the proportions of a revelation of ‘'divine
mercy and marvellous judgments' and whose moral influence is
deeper and more intimate with its matter than what the Renais-
sance critic would claim for all heroic poetry. It is ¥ilton'
first statement of his idea of the Christlan epiec. ¥hat he

later sgys about it in The Reason of Church Government is only

an elaboration of this idea of great poetry as a morality and

a revelaticn. Yet, as we have already observed, The Reason of

1. 166-171.
2. cM, iii. 78.
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Church Government does not present a complete epic doctrine

and all that it says about the epic form is manifestly un-
orthodox. Nor does Milton express a preference for the epic
over the drama. What is important for him is that his work
should be a 'book of sanctity and virtue'.

Still more significant is the fact that in the autobliozra-

phical passages in the tracts from Uf Reformation to the Defen~
sio Secunds there is nothing to show that sHilton has a special
enthusiasm ror the classical epic as a model for his own com-

positions. In An Apolomy for smectymmuus he recalls his early

reading in heroic poetry by referring to 'those lofty fables
and rovances which recount in solemn cantos the deeds of knight
hood founded by our victorious Xings and from hence had in re-
nown over all Christendom'. While there is this genuine
interest in poets like Ariosto and Spenser there is nothing
about Homer or Virgil except that the former is subjected to
the Platonic stricture that he has 'written undecent things

about the gods'.1 in Of Kducation there is mention of the

moral works of Plato, Xenophon, Cicero, Plutarch, of tragedies

'that treat of household matiters, as Trachiniase, Alcestis and

the like', and of loses and Solon but no direct reference eithe

to the Iliad or the Aeneid. That epic poetry is also included

1. Cl, 1ii. 30L.
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in the model syllabus is to be inferred from the inclusion of
'heroic poems' among subjects like 'choice histories', 'Attic
tragedies’' and 'femove political orations'. The passage at
the end of the Defensio Becunds, however, shows Kilton's in-
terest in the design of the classical epic and the treaiment
of the heroic theme by Homer and Virgil:
But as the poet, who is styled epic, if he adhere strictly
to established rules, undsrtakes to embellish not the
wnole life of the hero whom he proposess to celebrate in
song, but, usually, one particular action of his life,
as for example, that of Achilles at Troy, or the return
of Ulysses, or the arrival of Aeneas in Italy, and leaves
alone the rest; so likewise will it suflice for my duty
and excuse, that 1 have embellished at least one of the
heroic actions of my countrymen. The rest I pass by
for who could do justice to all the great actions of an
entire pcople?
But this statement made confessedly 'for my justification or
apology' has no bearing on Hilton's conception of the epic he
would himself produce. The passage refers to what has al-
ready been accomplished:2 it has no suggestion of what is
yet to come. If Paradise Lost was begun at this periecd, as
E.M.¥. Tillyard suggests 1t was, the reference to the epic in
the Defensio Secunds could not have been altogether silent
about it. While Milton was eager to establish that his tracts

were a fulfilment of his promise of an epic on a British theme

1. OM, viil. 253.

2. For a discussion of the opinion that Milton's 'prose writ-
ings, especlally his two Latin defenses of the English
people, represent a comnutation of his plans, a substitute
for his intended epic' see L.A. Sasek, 'Milton's Patriotic
Epic', The Huntinton Library Quarterly 1956, xx.
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he was not contémplating an epic on a areater theme. For the
eplc is 8till assoclated with the conventional heroic matter
and with the fortune of an individual in some particular action
pf bié'life. With the conception and design of Paradise Lost
‘and Paradise Regained such dictum has no relation unless we
use 'epic' as a blanket word for any poem with a fable. In

fact the passage on the eplc in The Reason of Church Government

has more bearing on what #ilton wanted to accomplish in Zara-

dist Lost and in Paradise Fesmined than the passage in the

Defensio Secunda. In the former he deals with the high moral

intent of the epic peoem yet beliceving that other forms of
poetry like the drvama or the ode could have the same power.
In the latter the epic is described in terms of the traditional
notion about the theme and construction of a heroic poem, the
eritical stuff which D'avenant had made familiar in his Preface
to Gondibert about four years earlier. ¥ilton found it useful
for raising his prose works to the dignity of a national epic.
The idea of the Chrietian epic suggested in Of Reformation

is elaborately stated in The Reason of Church Government. It

must, however, be admitted that in The Reason of Church Govern-

ment too Milton's plan 1s to produce a national and historiesal
epic and that he is yet to link up the epic form with the

matter he has selected about this time for his future dramatic
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compositions. For the literary project here declared is, so

far as its theme 1s concerned, to sing the glories of England:
if the Athenians, as some say, made their small deeds
greet and renowned by their eloquent writers, England

hath had her noble schievements made swall by the un-~
skillfvll handling of monks snd mechanicks.

And it is possible that at this staze of his literary develop-

ment he was influenced by Tasso's conception of the historical

and the Christian epic as stated in his Discorsi dell' Arte

Poetica (composed in 156%). But what is original iu this idea
of the epic and what antlcipates the kind of epic he was to
write is his belief that the highest poetry is a product o? the
morsl universe which it also preserves. This belief is neces-
sarily linked up with the ldea of literary evolution which
cannot be arrested if 'there be nothing adverse in our clirate
or the fate of this age'. It was a philosophy of literary
history which would support the idea of both continuity and of
change in poetic tradition. And this was all that he meant
when he declared that

what the greatest and choicest wits of Athens, Rome

or modern Italy, and of those Hebrews of old did for

heir country, I, in my proportion, with this over
d above, of being a Christian, might do for mine.1

So ﬁhe Christian theme was not simply a matter of choice: i%

was the only'theme which eould produce great poetry for s

1. ©M, i11. 236-237.
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Christian society. He mentions the four unlverses he knew,
the Graeco-~Roman, the Rensissance, the Hebraic and the
Christian. He does not repudiate classical and neo-classical
poetry as Christ repudiastes Greek literature and philosophy

in Paradise Reunined. But in one important respect the

literary ideas of The Reason of Church Government anticipate

those of Paradise Regained. In both Biblical literature is

given the status of great poetry. In the tract the Book of

dob 1s a kind of epic, the Song of Solomon is a divine pastoral

drama and 'the Apoealypse of 5t. John is the majestic image of
a high and stately tragedy'. The modification of the tra-
ditional ldea of the literary form implied in this estimate

of certsin books of the Bible has been due to a cunceptiocn of
poetry which is determined entirely by its ends. The list of
subjects for plays in the Cambridge Hanuscript indicetes a
similar approach to poetry. And here too the content of a
poem is more important than its form. There is nothing in the
more detailed synopses of the dramatic plois to show any specia
concern for the formal principles of composition. ¥ilton was
severely meticulous in matters of struclure and style but these
matters are not important in his theory of poetry. The Cama
bridge Manuséript plans do not make a sharp distinction between

& play and a heroic poem in respect of themes, While the
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subjects are all meant for plays there is reason for believing
that ¥ilton might as well consider them suitable for the epic

form. In The Reason of Church Government his field of choice

covers the three important forms of poetry, the epic, the
dramatic, and the lyric. In item 24 of the list of subjects
from Sritish history the gist of a dramatic plot based on
Alfred's life is followed by a note that a 'Heroicall Poem nmay
be founded somwhere in Alfreds reigne, especially at his
issuing out of mdelingsey on the Danes; whose actions arc wel
like those of Ulyses'.1 It is thercfore extremely unlikely
that ¥ilton prepared a separate list of epic themesz or that
he thought that what could be said in one form of poetry could
not be said in another. And kilton's view of the epic is en-
tirely governed by what it should say or reveal. The section o
the theme of poetry: it sets in clear outline the spiritual
and moral purpose which poetry is to fulfil. The Cambridge
Manuscript only mentions what is celled in the tract 'our own
ancient stories' and other subjects which would represent

the victorious agonies of mariyrs and saints, the

deeds and triumphs of just and pious nations, doing
valliantly through faith against the enemies of

1. Ci, xviil. 243

2. J.H. Hanford ssys that 'it is possible that there was
similar list of epic themes which has not been preserved'.
See A Milton Handbook, 1946, pp.181-182.
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Christ: to deplore the genersl relagses of King-
doms and states from justice and God's true worship.

About style and technique there is nothing more in the whole
sectlon than the mention of 'a s0lid snd treatable smoothness
to paint out and describe’, of presenting the material in an

elezgant manner. So 1f the personal passage in The Keason of

Church Government contains the core of Hilton's epic theory it

relates entirely to the moral function of high poetry, to its
efficacy in 'instructing and betterins the nation at all
oppartunities, that the call of wisdom and virtue may be heard
everywhere'. There is nothing in this discourse on the theme
and power of poetry to suggest that Milton was only repeating
the Horatian doetrine of mirth and Instruction which was the
commonplace of Renaissance literary theory. When he apeaks
of the way which 'may win most upon the people to receive at
once both reecreation and instruction’ he refers to public en-
tertainments which he wants to be more edifying and not to the
poetry he intends to produce. In Milton's poetic there is no
room for the Renaissance critieal formula of profitable amuse~
ment. To him the moral power of poetry is inherent in its
material and he has no idea of ite mesthetic appeal as some-
thing apart from this moral power. The 'critical art of coa—
position' is important in so far as it presents the 'divine

argument’. For there may be poets who are 'in their frame
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" Judicious, in their matter most an end faulty'.1 And what
Milton says about the epiec in the tract or in the two poems is
more concerned with its matter than its 'frame'. Milton had
no theory of the form of poetry in which technical or stylistic
excellence could be separable from the matter of the poem.

The declaration of theme in the first ilnvocation in Pars-
dige Lost should be considered in terms of this primecy of the
argument in poetry. For when he declares that his ambition
is to

assert Zternal Providence,
And justifie the wayes of God to men

he makes s compact with his reader sbout what he can zilve him,
He is aware that his fable is nct such as would satisfy the
usual appetite for an extremely interesting story. He knows
1that his heroic matter is or&different order and that his poem
is not in line with the classical epic. ¥hen he intends to
soar sbove the Aonian lMount he contemplates a new kind of heroiy
poetry which must replace the old by a natural law of poetic
evolution. He is only reasserting what he has ssid in The
Reason of Church Government ebout poetry to be produced by a

Christian for a Christian society. At several places in

Pargdise Lost Milton makes occasions for telling his reader

1. The Reagon of Church Jovernment, CM, iii. 238.
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about this distinction of his theme. The deseription of the
fallen angels' intellectual pastimes in hell which may sc¢em
irrelevant and even wnnatural must have been intended for
bringing out the distinetion between traditional heroic poetry
and the new kind of heroic poetry to be represented in Para-
dise Lost:
Others more milde,

Estreated in a silent valley, sing

With notes Angelical to many a Harp

Thir own Hercic deeds and hapless fall

By doom of Battel; and complain that Fate

free Vertue should entnrall to force or Chance.

Thir Song was partial, but the harmony

(¥nat could it less when dpirits immortal Sing?)

Suspended Hell, and took with ravishment

The thronging audience.?
The coplous matter of his own song will have other argumentis
and narrate other desds. We have already observed that the
conversation between Adam and Raphael expresses Hilton's idea

on the nature of his eplic theme. The personal passaze in the

Ninth Book of Faradise Lost contains a full statement of Mil-
ton's conception of heroic poetry as he wanted to practise it.
His theme. is not hercle in the traditional sense but he believed
that he is dealing with the herole spirit of a higher kindg:
sad task, yet argument
Not less but more Heroic then the Wrauth

Gf stern Aghilles on his Foe persu'd
Thrice Fugitive about Iroy Wall; or rage

1. PL, 1i. 546-555.
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Of Turnus for layinia disespous da,
Or Negtun s ire or Funo's, that so long
Perplexd the Greek and Cxtherea § Son ...

Sir Maurice Bowra says that Kilton 'indicates that he has his
own idea of a heroic poem, but he does not say what it is; he
leaves us to find it out from his story'.2 But what #ilton
says about his theme here and in the three invocations is more
Ahan a mere indication, These passages read along with
Adam's words on the narrations of the 'Divine Interpreter'
represent a clear and consistent theo?y of a new kind of heroic
poetry. No poet was more conscious of what he was going to
produce and more eager to declare his poetic intention to his
reader than Milton. He clearly distinguishes his poem from

the Iliad and the Aeneid. He is

Not gedulous by Nature to indite

Warrs, hitherto the onely Argument

Hewoic deemd, chief malstrie to dissect
With long and tedious havoc fabl'd Xnights
In Battels feignd;

Then he states in brief but with utmost clarity his own theme:

the better fortitude
Of Patience and Herolc Hartyrdom.

He 1s equally particular in distinguishing his poem from the
romances which

describe Races and Games,
Or tilting Furniture, emblazond Shields,

1, DL, ix. 13-19.
2. From Virgil to Milton, 4945, p.4198.
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Impresses quaint, Caparisons and Steeds;

Bases and tinsel Trappings, gorgious knights

At Joust end Torneament; then marshald Feast

Serv'd up in Hall with Sewers, and 3eneshals;
and he is certain that all this was the 'skill of Artifice or
Office mean' and is not 'that which justly gives Heroic name
to Person or to Poem’'. So if the theme of the classical epic
was after all of a heroic kind the romance did not deserve to
be called heroic at all. The argument is obviously s re-
statement of what has already been said in The Reason of Church

Government. For there the 'main consistence of a true poem'

is strictly defined in terms of Christian ethics. It is there
fore certain that lillton abandoned the idea of writing & heroic
poem in the classical style on a British theme at the beginning
of thé pamphlet period. In fact at this time his conception
of heroic poetry is so deeply moral that he even iia;ined that
the pamphlets themselves constituted a kind of national epic.

And when he commenced the composition of Paradise Lost he had

already realised that the heroes who 'fought at Theb's and
Ilium, on each side mixt with auxiliar Gods' could not be the
main interest of the kind of epic he had in view. He was
equally certain that stories like the 'Romance of Uthers Son
begirt with British or Armorie Knights', could not be the maite

of his poem. This rejection of the theme both of the classica

1. PL, ix. 27-32.
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epic and of romance is important in Milton's conception of
heroic poetry and he wanted this to be understood by his

reader. For his whole ceritical concern in Paradise Lost and

Paradise Regained is to prepare a taste for divine poetry
which he thought was heroic poetry too. What in Parsdise

Lost is called 'more Heroic' is in Paradise Fesained 'above
Heroig'. For evidently #ilton does not mske any distinction
between the two poems in respect of what he considers to be
their heroic theme. It is also clear thatg'more Heroic' or
'above Heroic' Milton understands & new ethos of heroism which
can be the moral substance of the Christian epic.

It is therefore important for us to enquire if iilton has
succeeded in building up a theory of heroic poetry which would
explain the form and the spirit of his two poems. That he has
mede an effort to provide a critical basis for the kingd of
heroic theme he intends to pursue is evident from his statement

in the poems themselves. The Reason of Church Government too

gives the outline of a theory of epic poetry which is in
several points linked up with what is said on the heroic theme
in Parsdise Lost and Paradise Regained. The other material
which may be useful in our enquiry is some portions of the De
Doctrina Christiane which deal with the ethics of human action.
For if Milton intends Paradise Lost to be apprecisted as a
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heroic poem he must have en idea of heroism in human behaviour
or in the general operations of the divine scheme as the basis
of his new epic doctrine. How far that view of heroism will

actually determine the reader's response to Paradise Lost is

not important. For it is possible the reader will understand
Milton's intention and yet fail to make it the basis of his
appreach to the poem, Still an idea of what Milton wanted to
achieve in epic poetry may be a corrective on criticisms which
Jjudge Paradise Lost as a kind of poem which it was none of the
intention of its author to meke it.

That he was conscious of his responsibility of educating
his reader about what he is to expect from his poeus is par-

ticularly shown in the concluding chorus of Sanson Azounistes.

Towards the end of Paradise Lost too there is a passacse which
sets out the moral of the poem as clearly as the last passage
in Semson Agonistes sets out the moral of the drama:

Greatly instructed I shall hence depart,

Greatly in peace of thought, and have my £ill

Of knowledge, what this vessel can containe;
Beyond which was my folly to aspire.

Henceforth I learne, that to obey is best,

And love with feare the onely God, to walk

Ag in his presence, ever to observe

His providence, and on him sole depend,

Merciful over all his works, with good <
3t111 overcoming evil, and by small
Accomplishing great things, by things deemd weak
Subverting worldly strong, and worldly wise

By simply meek; that suffering for Truths sake
Is fortitude to highest victorie,
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And to the faithful Death the Gate of Life;

Taught this by his example whom I now

Acknowledge my Redeemer ever blest.?
This is obviously Milton's comment on the fable and its sig-
nificance. But 1t is also important as a statement of Milton's
idea of the heroic spirit of which his poem is an embodiment.
It is the Christian heroism of accomplishing great things by
things deemed weak, of subverting the worldly strong and worldly
wise by simply meek. The highest victory is fortitude in

suffering for trutis sake. Parsdise Lost, Parasdise Hesmined

and Samson Agonistes represent the same heroic ideal and Hilton
is careful in telling his reader about it. And how important
it is for Milton to distinguish this ideal from the fraditional
conception of heroism is evident in a speech of Michael in the
Eleventh Book of Paradise Lost:

For in those dayes Might onely shall be admir'a,
And valour and Heroie Vertu calld;

To overcome in Battel, and subdue

Nations, and bring home spoils with infinite
Man-slaughter, shall be held the highest pitch
Of human Glorie, and for Glorie done

Of triumph, to be stil'd great Conquerours,
Patrons of Mankind, Gods, and Sons of Gods, 2
Destroyers rightlier calld and Plagues of men.

This is however no denunciation of war such as Virgil puts

into the mouth of Anchises in the Sixth Book of the Aeneid. -

1. PL, xii. 557~573-
2. PL, 1. 689-697.
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Adam is shocked at the sight of oppression and sword-law but
Michsel's speech is not so much a repudiation of violence as

it is of the o0ld gthos in which might only is valour and heroic

virtue, and man-slaughter the highest pitch of human glory.

For it is significant that absence of war is not necessarily
the ldeal state of life: 'Peace to corrupt no less then warr
to waste'. VWhat is important for ililton is the imner Paradise
of faith and obedience, a new order in which man achieves his
highest victories with the strength of the regenerate mind.

In that order ‘acts of prowess of eminent' and 'great exploits'

are 'of true vertu void'. This is the ethos of the Christian

universe contemplated in Paradise Lost and the new heroic ideal

which the poem embodies is rooted in it. In Pargdise lost
the moral interest is integral with the poetic interest. It
is not an exciting story with a grand moral or a grave sermon
in a pleasing diction. Kilton has said enough in the poem to
prepare his reader for a new kind of epic celebrating a new
ideal of heroism. We need to comprehend Hilton's new idea of
valour as a qQuality of man's moral nature for a proper appre-
ciation of the design of Paradise Lost as a heroic poem.
Whether that design has been poetically successful is another
question. It is critically important to enguire what kind of
heroic poem iilton wanted to produce, that is what Hilton
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actually meant by heroism. And if the idea of the hercic
spirit consistently stated in the Ninth, Eleventh, and Twelveth
Books is to be recognised as the ideal which governed Milton's
conception of the epic he wanted to compose then the prowess
of Satan end his party cannot have been intended as the main
heroic material of the poem nor can Satan be called its hero.
When ¥ilton speaks of the noblest temper of Hero's old he can-
not mean the heroic spirit described in the later books. The
fallen angels' war-like spirit and their impressive military
movement are not the heroic stuff of the poem because they are
80 powerfully described any more than Satan is the most impor-
tant character in it because he speaks the most powerful blank

verse. And to say that the first two books of Psradise Lost

are more interesting than the rest of the poem is aesthetically
no sounder a judgment than that there is nothing so stirring

in the llisd as the wrath of Achilles or that the Pirst Act of

Hamlet is more powerful than the rest of the dramas because of

its Ghost scene. Milton's poetic intention has been much
obscured by the power of his blank verse: a great deal of
eritieal confusion about the meaning of his poem has been due
to the fact that in it Satan and God speak in the same metre
and that at moments the fallen Angel appears the more gifted

in eloquence. The belief that ¥ilton belongs to the Devil's
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party (Blake made confusion worse confounded by adding 'without
knowing it') is equelly due to his diction being so 'im-
piously' copious and majestic even in passages that deal with
Heaven's adversary. Those exquisite lines whieh describe
the martial music of the fallen angels may seem too exquisite
not to be an expression of Milton's own heroic spirit:
Anon they move

In perfet Phalsnx to the Dorian mood

Of Flutes and soft Recorders; such as rais'ad

To highth of noblest temper Hero's old

Arming to Battel, and in stead of rage

Deliverat valour breath'd, firm and unmov'd 1

With dread of death to flight or foul retreat.
Quoting this passage E.M.W. Tillyard has observed:

Deliberate valour, the valour of the hero who knows

himself and knows what he is fighting, ... was what

Milton believed in. In this passage Milton is on

the Devil's side.2
But this idea of 'deliberate valour' is obviously inconsistent
with the ideal of heroism stated in the later books. Ang we
have seen that even in Book Two Milton has called the song of
their 'own Heroic deeds' 'partial' though ravishing to the
'thronging audience'. In fact throughout the poem Milton is
careful to tell his reader that 1t is folly to 'boast what
Arms can doe' and that his theme is 'more heroie' than the tale

of Achilles or Turnus. Paradise Lost was written at a time

t. PL, i. 549-555.
2, Milton, 1946, p.269.
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when Milton had lost his faith in deliberate valour, in the
strength of arms as an instrument of human good. The Restora-
tion produced in him a distrust of all action however heroilc
which is not the result of man's free cooperation with the will
of God. Human prowess working without the support of the
divine will can only produce 'disorder'd rage' and 'perverse
commotion'. This is the express moral of the only battle

described in Paradise Lost:

Whence in perpetual fight they needs must last
Endless, and no solution will be found.1

When Milton's idea of heroic poetry is determined by such
conception of the heroic ideal Satan cannot have been intended
a8 the hero of the poem, When Dryden said that the devil wes
in reality Hilton's hero? he ignored Milton's declared view of
the heroie spirit of his poem. He gave a hero to a poem which
he could not c¢all truly heroic. The confusion was partly due
to the idea that Parsdise Lost should be judged by the canons
of the classical epic. Richardson says of Adam:

He is not Such a Herc as Achilles, Ulysses, AEneas,

Orlando, Godfrey, &c. all Romentle Worthies, and

Incredible Performers of Fortunate, Savage Cruelties;

He is one of a nobler Kind, Such as Milton Chose to

Write of, and found he had a Genius for the Purpose.

he is not Such a Conqueror as Subdu'd Armies or
Nations, or Enemies in Single Combat, but his Conquest

1. PL, vi. 693~69k.

2. 'Dedication of the Aeneis' (1697), see Essays of John
Dryden, 1900, ii. 165.
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was What Justly gave Heroic Name to Person and to
Poem. His Hero was More than a Congueror through
Him that Loved usg.?

Hf But how far does this new conception orf heroic ideal give
a8 meaning and s unity to the action of Eggggiggﬂgggg? Does
this heroisu belong to the Hon or to Adam or to both? There
is nothing in the poem itself which could be taken as ¥ilton's
clear answer to this guestion. But from the design of the
Fifth and Sixth Books it is clear that the role of the Son in
the third day's battle in heaven is not intended to be an
excitingly dramatic role. He doss not fight, he triumphs
in a divine miracle with powers not his own. His arrival on
the bsttle scene is not in reality the beginning of a fresh

action. In fact he has no engagemexnt with the rebels who

astonisht all resistance lost,
All courage; down thir i1dle weapons dropd.

2

And his purpcse is, as he says, 'Not to destroy but roct them
out of Heav'n'.  When the rebels are driven to the 'erystal
wall of Heav'n' like 'Herd of Goats or timorous flock together
throngd' the spectucle is not so much of a defeated army taken
captive by a hercic victur as of the end of the 'Acis of hate-
ful strife', the 'Intestine War in Heav'n' which ‘hateful to

all' is 'heaviest by just measure' on the rebel and his

followers. The offence of Batan is not that he defies God:

1. Notes and Remarks on Milton's Parsdise Lost, 173k, p.clxvi.
See Kariy Lives of Milton, ed. fd. Darbishire, p.317.

2. PL, vi. 838-839.
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his offence is in his malicious hostility to the new order
which begins with the anointing of the Son. liichael's address
to Satan at the end of the second battle denounces the rebel
not as a menace to heaven. His guilt is that he has
instilld

Thy malice into thousands, once upright

And faithful, now prov'd false.!
He has brought misery into nature uncreated till the crime of
his rebellion has disturbed Heaven's blest peace. Satan is an
enemy of God only in so far as he opposes God's dispensation.
This is important in Milton's theology and no less important
in the poem. There could not be a challenge to God's power,
but there could be a stupidé opposition to the divine order.
Satan is an embodiment of‘this opposition of good by evil.
He is not so much a menace as a nulsance and is dealt with as
such. The Fifth and Sixth Books therefore are not a song of
war and do not depict any exploits like those of Ajax or
Turnus. The sound of instrumental harmony that breathes
heroic ardour to gdventurous deeds, the shout of battle and the
clamour such as was never heard in heaven till now have none
of the excitement of an earthly war. Neither God nor the
Son is reslly perturbed about Satan's design. This Milton -
wanted his readers to know and i1s made explicit in a passage in

Book V. When CGod discerns the evil intent of Satan and the

1. PL, vi. 269-271.
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'third part of Heav'ne Host' he tells the Son

such a foe
Is rising, who intends to erect his Throne
Bqual to ours, throughout the spacious Forth;
Nor so content, hath in his thought to trie
In battel, what our Power is, or our right.
Let us advise, and to this hazard draw
With speed what force is left, and all imploy
In our defence, lest unawares we lose 1
This our high place, our 3Sanctuarie, our Hill.

This may appear a little like the anxiety of a general not all
too sure of victory. But in reality the Father is here
speaking ironically. The Son at once understands the divine
banter and replies:
Mightie Father, thou thy foes

Justly hast in derision, and secure

Laugh'st at thir vain designes and tunults vain,

satter to mee of Glory, whom thir hate

Illustrates ....
This makes the ambition of Satan to win the Mount of God appear
not only absurd but also a little comic. Throughout Book V
Satan ls presented as one whom impicous envy has made extremely
stupid, in the words of C.S. Lewis 'a personified self-
contradiction'.3 He names the Palace of great Lucifer the
llountain of the Congregation in imitation of that Mount whereon
Hessiah was declared in sight of Heav'n. His sermon on orders

and Degrees is nonsense. fle is equally ludicrous in his con=+

1. YL, v. 724-~732.
2. PL, v. 735-739.
3. A Preface to Paradise Lost, p.95.
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ception of self-existence. ¥hen Abdiel warns him:

Then who created thee lamenting learne, 1
¥hen who can uncreate thee thou shalt know.

The leader of the third of Heav'ns Host looks a cad and is
treated as a cad by the faithful Abdiel. The military prowess
of the Atheist in Book VI should be viewed with this idea of
satan in mind. The three battles in heaven are intended to
show the futility of all opposition to the divine decree.
The rebels are not just routed or destroyed. Their defeat is
more fundamental than that. They cease to exist as angels and
become the fiends of hell, And iilton makes it plain that
God never wanted a terrific war in heaven and that he only in-
tended to expel the rebels from his territory:
Heav'n the seat of bliss

Brooks not the works of violence and VWarr.

Hence then, and evil go with thee along 2

Thy ofepring, to the place of evil, Hell.
In fact the whole conflict depicted in Book VI is nothing more
than a big purge accomplished with an impressive show of vio-
lence. The triumph of the Son therefore is not a military
triumph: his heroic act 1s in his obedience to the divine will
He preserves Reason ahd Law from the assault of those who do

not understand them. The rebellion and the expulsion mark the

beginning of the moral universe: it had to begin by showing

1. &L, v. 89L~895.
2. PL, 273%-276.
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the visage of the power which is opposed to it. The defeat
of that power is certain and forekmown but its capacity for
making an assault on what it abhors is equally certain and
foreknown.

What Milton calls 'more heroic' or 'above heroic' has
therefore to be explained with reference to something other
than the battle scenes in Paradise Lost. In Paradise Negained

however Christ's conguest of temptations can be called acts

more than heroic. But what acts in Paradise Lost can deserve

that name?

Can Adam be called a heroie character in any sense? He
acts, repents and suffers. Milton's judgment on him is that
his heart is 'variable and vain when self-left'. Are we then
to imagine that Milton speaks of patience and martyrdom only
by way of distinguishing his subject from that of the classical
epic and that he has no clear idea of their application to his
theme: A misconception like this can arise only when the
poem is appreciated in parts and as a story or rather part of
a story told in guperior verse. If, on the other hand, the
poem is read gs a whole and if, this is more important, it is
believed that it was designed to be read and understood as a *
whole, the impression will be different. Coleridge has said

that the last two books of Paradise Lost are neglected by those
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who read the poem only as a story.1 And although Books IX and
X are more popular reading it can be said that the last four
books of the poem have been generally considered a literary
failure. C.S. Lewls has called the last two books 'an un-
transmuted lump of futurity' and adds that 'the actual writing
in this passage is curiously bad'.2 fle puts it down to a
faillure of talent. But so far as ¥ilton's poetic intention
and structural design are concerned the last two books are as
important as the fifth act of any well-constructed play. And
the two preceding books which constitute the climax of the

poem have their meaning only when they are related to Adam's
vision of the future of man. tilton knew the importance of
these four books and wanted to draw the attention of his

reader to it. The exordium in Book IX which is & full state~
ment of his epic purpose coumes at the right place. And what
he promises in this extremely lucid preamble he fulfils.

First he prepares his reader for a change of 'Those notes to
Tragic'. The tragedy will be the 'world of woe' caused by
foul distrust, and breach disloyal on the part of man and 'angg
and just rebuke' on the part of Heav'n. This is indeed the
glst of Books IX and X. But this is not the whole poem. Suel

theme presumably would have been deslt with in his projected

1. Coleridge on the Seventeenth Century, ed. R.P. Brinkley,
1955, p-579.

2. A Preface to Paradise Lost, 1954, p.125.
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tragedy on Adam's fall. But his epic theme is larger and of
cosmic significance. And he calls it & heroic theme boldly
affirming that the subject of the classical epic was not the
only subject conceivable. Then he prepares his reader, and
this is the second important point in his preamble, that his
theme is the better fortitude of patlence and heroic martyrdom
which has been hitherto unsung. His tragic theme is only a
part of this larger heroic theme. The substance and design
of the 1last four buoks conform to this well-defined theory.
The ‘patience' is the patience of Adam, the ‘martyrdom' is the
crucifixion of the incarnate Son.

In Adam's suffering there is something of the plous forti-
tude of Samson. And this patience is of great moment in the
moral economy of the human universe which emerges from the
Fall. It is the basis of redemption on the human slde, the
humility which earns grace. Adam is steadfast in his faith
at the moment of his worst suffering. Like Samson he is in
an agony of self-blame and shows the better fortitude in
accepting his misery as a Just punishment from Heaven:

Him after all Disputes

Fore't I absolve: all my evasions vain

And reasonings, though through Mazes, lead me still .

But to my own convietion: first and last

On mee, mee onely, as the sourse and spring
Of all corruption, all the blame lights due.

1. PL, x. 828-833.
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Adam blames the Serpent as he blames Eve too. lMilton makes
him real enough to appear human even in his heroic endurance.
Both Adam end Sameon have a measure of intense disgust and even
of fierce indignation about those who are-responsible for their
fall. But while they condemmn their corrupters they do not
seek an escape from their own sense of guilt. Adam is deter-
mined to bear his misfortune for he believes that this fortitud
alone can now save him. When Eve proposes self-dssiruction
Adan discards the idea as utterly impious and immoral:

Bve, thy contempt of life and pleasure seems

To argue in thee somthing more sublime

And excellent then what thy minde contemnes;

But self-destruction therefore saught, refutes

That excellence thought in thee, and implies,

Hot thy contempt, but anguish and regret1

Por loss of life and pleasure overlov'd.
The ethics of this endurance is siated too clearly to be missed
Vhen Adem tells bve that violence 'against our selves'

savours onely

Rancor and pride, impatience and despltc,

Reluctance against God and his just yoke

Laid in our Necks. ¥emember with what mild

And gracious Temper he both heard and judg'd

Without wrauth or reviling.2
This manly contrition which contemplates suffering as a 'mild
yoke' and disparages impaiience as a 'reluctance against God'

.

is of pgreat moment in the history of ian after the Fall.

1. PL, %. 1013-1019.
2. PL, 3. 1043-1048,
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Milton makes it the prelude to the vision of redemption in the
last two books. The theme of the higher fortitude of patience
is integrated with the theme of heroic mertyrdom. Together
they constitute Hilton's total view of human destiny. The
suffering of Adam is only an earnest of that 'sharp tribula-
tion' which will at the end renew human life on earth. Milton
has taken particular care in making this unity of theme and
inner nexus of motives clear to his reader. ¥e can see it
only when we read the poem as a whole, as Hilaire Belloc puts
it, 'take it in a large draught'.1 In Book XI the future of
mankind is shown as a story of suffering and renovation:
so Death becomes

His final remedie, and after Life

Tri'd in sharp tribuletion, and refin'd

By Faith and falthful works, to second life,

Wak't in the renovation of the just,

Resignes him up with Heav'n and Larth renewd.
When Michael leads Adam %o the Hill for the 'visions of God'
faith in redemptive suffering is man's highest hope

Ascend, I follow thee, safe Guide, the path

Thoust lead’ st me, and to the hand of Heav'n submit,

However chast'ning, to the evil turne

Iy obvious brest, arming to overcom

By suffering, and earne rest from labour won

If so I may attain.3

Adam faces the tragedy of the fall with a clear knowledge of -

1. Milton, 1935, p.249.
2. FL, xi. 61-66.
3. PL, xi. 371-376.
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1ts moral significance. His pious endurance gives him a sense
of purpose even in his suffering. 0f the moral drama of
redemption the humility of Adam is the beginning and its rela-
tion with Christ's victory over temptation and death 1s brought
to our mind by a suggestive allusion:

Not higher that Hill nor wider looking round,

Vhereon for different cause the Tempier set

Our second Adam in the Wilderness,

To shew him all Barths Kingdoms and thir vlory
Adam's vision of the future of mankind represents a change in
the universe which only the regenerate reascn could couwprehend.
He sees because he deserves to see. It is a grace which he
earns by his meek suffering.

The heroic martyrdom of Christ is the most important event
in Adam's vision: it is the end of a process which begins with
the fall and the repentance. But how can we call it the theme
of the poem when it does not constitute any part of its action?
And we can add to this question ite corollary - how can the

theme of a poem called Parsdise Lost be anything more than what

led to the loss of Paradise? If anytihing that is not directly
connected with the circumstances preceding the expulsion of
Adam and Eve from Eden is irrelevant then Books XI and XiI con-

tain a good deal of unnecessary material. And if moreover a

stricter principle of concentration is to be valued the story

i. PL, xi. 369-384.
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of Satan's rebellion and the description of the fallen angels i
hell are s digression. From this point of view 1t would
appear that ¥ilton had made a mess of the whole business in a
vain effort to give his epic a Virgilian form when his epic
material called for a different handling. It would then be
imagined that Raphael is made to describe the revolt in heaven
because Aeneas describes the sack of Troy in the court of Dido
and that the poem ends with a vision of redemption since the
Latin epic ends with the foundation of Rome. But it would be
reading Paradise Lost with reference to an epic structure which
is not ite own and subordinating our response to the matter ol
the poem to the very irrelevant question of its conformity to
the formal principles of the classical epiec. The ﬁesign of
Milton's poem should be judged in terma of its argument and if
1t turns out to be on the classical model it should yet be
understood that Milton adopted it because of its fiiness for
his purpose. Paradige Lost has the Virgilian design because
1t was the only design which was suitable for Kilton's vision
Jjust as 3Zamson Agonistes is Greek in form because Greek form
was the only form through which Milton could express his

thoughts.

The heroie martyrdom of Christ is prophesied by Michael in

about fifty lines in the middle of the last book. How far was
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then Milton justified in mentioning heroic martyrdun as a
theme of his heroic song? He gives two entire books to the
battle in heaven. The atmosphere of the first two books is
heroic end what is more this part of the poen is particularly
interesting to the common reader. And the two themes of
patience and martyrdom do not get more than a quarter of a
book towards the end of the poen. Yet the design of the poem
a8 a whole is in strict conformity with the argument defined
in the first book -~ Man's first disobedience and the advent of
his Redeemer. The definition of heroic theme in Book IX is a
restatement of the poetic purpose declared at the opening.
The first half of the poem which deals with the revolt of Satan
is important as & prelude to the central theme of disobedience,
fall and redemption. The events in heaven and hell preceding
the temptation represent the cosmlc background of the hunan
theme presented in the later books. #ilton knew this twofold
divisiocn in the structure of his poem aud wanted his reader to
know it. At the beglinning of the second half of the poem he
announces the second movement of his theme:

Half yet remaines unsung, dbut narrower bound

¥ithin the visible Diurnal Spheare;

Standing on Earth, not rapt above the Pole, .

More safe I Sing with mortal voice.l

At the end of Book VI Raphael says that he has revealed ’whatxi

1. PL, vii. 29-24.
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past’' and relates his story to the life of Adam by calling it
a terrible Example. The fall takes place between Raphael's
story of the past and Michael's vision of the future. in
this structure the episodic interest is subordinated to the
unfoldment of the centrzl theme of sin and redemption. In
that theme the patience of Adam and the martyrdom ¢f Christ
are more important than anything that ceme before them. The
one is shown episodically, the other through a vislon. And
in the scheme of the poem episodes describing the present are
not more important for the unfoldment of the central theme
then the narrative parts dealing with the past and the future.
And it 1s significant that while in the first half of the poem
only two books constitute a narration of past evenits by an
angel, in the second half four books are in that form, 1t is
therefore clear that Milton did not mean foc preduce any in-
tensely dramatic effect for the accomplishment of his poetic
purpose. S0 in the intended total effect of the poem things
seen 1n a vision or learnt from a divine historian are no less
important than exciting dramatic episodes. Here we may recall
the paessages quotea in the previous chapter in which Milton
presents the angel as & divine interpreter. When Dr. Johnson
said that 'Milton would not have excelled in dramatic writing'

he was meaning the deficlency of Samson Agonistes as he saw it.
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But his comment on Paradise Remained thet it is a 'dialogue
without action' is in cffect a censure on a similar sort of
deficiency for in his view the ideal epic results from 'an
wnion of the narrative and dramatick powers’.1 The design of
Paradise Lost, however, does not show that it was intended to
produce an intensely dramatic effect. Whether Milton had the
talent to produce such effect is a different question. 30
far as the kind of epic that iilton wanted to produce is con-
cerned, it is an irrelevant question. The distinction which
Vordsworth drew between two kinds of poetic imagination is an
excellent critical aid to an understanding of the design of
Paradise Lost:

The grandstore-houses of enthusiastic and meditative

Imagination, of poetical, as contra-distinguished

from human and drametic Imagination, are the prophetic

and lyrical parts of the Holy Scriptures, and the

wovks of #ilton.
In Payndise Lost 2s in 3amnson Aponistes the unity of design is
not in any dramatic ordering o? external events for in both
action is reprcsented in its bearing on a moral vision of the

human destiny. The martyrdom of Christ is therefore an in-

tegral part of the moral theme of Paradise Logt: it is the

last for which the first was made. #ilton says enough in the

1. Lives of the English Poets, ed. G.5. Hill, 4905, 1. 188.

2. Preface to Poems, 1815. USee Wordsworth's Literary Criticiss
ed. N.C. Smith, 4905, p.162.
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poem to prepare the reader's mind for a comprehension of
Christ's redempting suffering as a foil to the 'heroic' action
of 3atan and his followers. When Adam asks Michael 'what
stroke shall bruise the victors heel' the latter replies

Dream not of thir fight,
As of a Duel, or the local wounds
Of head or heel: not therefore jolnes the Son
danhood to God~head, with more strength to foil
The enemie; nor so is overcome
Satan, whose fall from Heav'n, a deadlier bruise,
Disabl'd not to give thee thy deaths wound:
Which hee, who comes thy 3aviour, shall recure,
Not by destroying Saten, but his works
In thee and in thy seed: nor can this be,
But by fulfilling that which thou didst want,
Obedience to the Law of God, impos'd
On penaltie of death, and suffering death,
The penaltie to thy transgression due,
And due to theirs which out of thine willl grow:
30 onely can high Justice rest appaid.l

Of this idea of action Paradise Regained is an embodiment
in the form of a brief epic, and Bamson Agonistes in the form
of a lyrical drama. The God-like act that annuls the doom of
Man is then a correlate of all acts that lead to that doom and
is no more something outside the matter of Paradise Lost than

the reported death of Samson is outside the plot of Samson

Agonistes. The epic and the drama are both based on a con-
ception of heroic action which gives them distinetive forms of
their own. They cannot be judged in terms of the formal prin-

ciples of classical poetry.

1. PL. xii. 386-401.
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In stating his epic purpose, hosever, he does not intro-
duce, either for confirming or rejecting any postulates of
classical or Renaissance literary doctrine. His main concern
is to tell his reader what he is going to accomplish as an
epic poet. And since his poetic intention is different from
that of the epic poets of the past the statement of that in-
tention has necessarily a critical substance. In giving a
new idea of the epic theme he has to say, as he actually says
in Book VII, that the conception of the heroic act represented
by the older epics is a narrow conception. But although he

does not mention by name either in The Reason of Church Govern-

ment or in the personal passages in Paradise Lost any formula

of Renaissance criticism we have reason to believe that he has
in mind the epic doctrine of S8ir William Davenant and Thomas
Hobbes. The Preface to Gondibert which was published in Paris
in 1650 along with Hobbes's reply is sdmittedly an important
document in the history of seventeenth century criticism.

When Paradise Lost was published Gendibert wes about sixteen

years old and the Preface which was a little older was then

an influential pilece of critical work. Milton could not have
thought of the poem as anything but a poor romance and whatever
might be his role in its author's release from prison his

regard for his epic theory must have been extremely limited.
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It is possible that Davenant was influenced by The Reason of
Church Government in his ideas on Christian epic and its
function. At least what he read in Chapelain's Preface to the
Adone of Marino, Scudery's preface to Ibrahim ou 1'Illusire

Bagsa (1644) or Tasso's Discorsi dell' Arte Poetica was partly

in line with Milton's argument. But Milton could have little
enthusiaam for the literary 1de;s of a poet whose whole con-
ception of the Christian epic was that it should not be heathen.
Milton's embition as & poet was something greater than merely
a de-Pagsnizing of the epic fable. And of his idea of the
epic as a vision of the universe there is nothing either in
Davenant's Preface or in Hobbes's reply. Davenant's»observa—
tions on epic structure hed nothing in them to attract the
attention of a poet who though extremely studious of formal
perfection showed little concern about technical details. In
fact except for meking a distinction between the diffuse and

the brief epics in The Reagon of Church Government liilton says

nothing about the formal principles of epic construction.
Davenant on the other hsand has & definite theory of the ideal
epic frame when speaking of his own practice he says that he
has lald out his plot on the principle of dramatic construecticn.

Since lilton's original intention was to compose a tragedy on

1. Critical Essays of the Seventeenth Century, ed. J.E. Spin-
garn, 1908, ii. 17.
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the fall of Adam he could have said a few things by way of
Justifying his preference for the epic form. In The Reasgon
of Church Government there is nothing to suggest that he ever
thought it important to give any eritical reason for such pre-
ference.
Davenant's idea of the function of poetry has no special
bearing on epic form and does not go beyond the commonplaces
of Renaissance didacticism.’ Of Milton's conception of
poetry as prophecy or revelation there is not even a faint
anticipation in the Preface to Gondibert. Consequently there
is a fundamentel difference between Davenant's conception of
the epic theme and Milton's. That differcnce obviously relate
to their idea of heroism or valour as a subject of poetry.
Davenant accepts the o0ld conception of heroic poetry as a story
of military prowess although he prefers that such prowess shoull
be displayed by men possessed of Christian Virtue:
For the greatest of the Grecian Captain have confess'd
that their Counsels have bin made wise and their
Courages warm by Homer; end since Praise is a pleasure
which God hath invited, and with which he orften vouch-
saf'd to be pleas'd when it was sent him by his own
Poet, why is it not lawfull for vertuous men to be
cherish'd and magnify'd with hearing their vigilance,
valour, and good Fortune (the latter being more the imme-

diate gift of Heaven, because the effect of sn Unknown
Cause) commended and made eternall in Foesy?

1. ibid. p.33.
2. 1ibid. p.37.
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Milton's idea of the Christian epic is rooted in a philosophy
of action and of heroism which is altogether different from
Davenant's conception of valour and fortune. This difference
we need to bear in mind when we consider Sondibert as one

'among the meny foot~hills which lead up towards both Paradise

Lost and Religio Lgigi'.1 For while one must recognise
Davensnt's contribution to the theory of the Christiean epie

one must also remember that neither his poem nor his Preface
had any influence on Milton's conception of heroic poetry.

As A, Harbage has observed 'Gondibert should be viewed in rela-
tion not to historical and epic literature but to Davenant's
own Siege of Rhodes and the hercic rumances of Scudéry and her
kind'.2 And we must also remember that although kilton men-
tions Tasso in the section on his literary plsns in The Reason
of Church Government his idea of the heroic act has nothing

in common with the spirit of the Gerusalemme Liberata. Tasso'd
eplc is Christian only in the sense that it depicts war con-
ducted by Christian princes. Otherwise the poem is as Dryden
has boldly asserted a servile imitation of Homer.3 In con-
ceiving the theme of Paradise Lost Wilton could have drawn
little inspiration from a poem im which a king 1s given fifty:
song because Priam had as many, and the hero is given a great
1. D. Bush, English Literature in the Earlier Seventeenth

Century, 1945, p.3h43.
2. Sir Williem Davenent, Philadelphia, 1936, p.4109.

3. 'Originel and Progress of Satire', see Essays of John
Dryden, ed. W.r. Ker, iii. 27-28.
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friend because Achilles has his Patroclus. The action of

Paradise Lost 1s identical with its theme: in Paradise Re-

gained and in Samson Agonistes we have the seme view of

action in the form of a brief epic and a lyrical drama.
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CHAPTER “FI¥E
CALM OF MIND

++s and are of power ... to allay the pertur-
bations of the mind, and set the effections
in right tune .... Milton

When Milton turned from tragedy to epic and produced &

heroic poem on & theme whicl;_ in ;the Cambridge iﬁanuscriy*tﬂ'i‘s;'
contemplated for a drama he did not say a word by way of jus-
tifying the change of form. S8ince he never publicly promised
a tragedy on the Fall there was no need for a critical pre-
face for expatiating on the superiority of the epic form and
since he was little concerned with technical matters in the
academic way there was no impulse for defending his choice

even for himself. In The Reason of Church Govermnment several

important kinds of poetic composition are mentioned as equally
acceptable if they did what all poeiry was meant to do. In
considering Samgon Agonistes as a tragedy and in drawing from
it ¥ilton's conception of tragic art we must bear in mind that
to #ilton epic and tragedy had the same function. There is
indeed nothing in Milton's literary ideas or practice to
support Arthur Quiller-Couch's belief that he'consented with

Aristotle in preferring Tragedy as the higher of the two great
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1

serious forms of verse'. Milton did not compose Samson

Agonistes because he thought that the tragic form was superior
to the epic. He selected the frame of Attic drama because
that frame was suitable for his material, In fact the moral

content of Samson Agonistes is ldentical with that of Paradise

Lost and Paradise Regained. The diffuse epic, the brief

epic and the tragedy all
celebrate ... the throne and eguipage of God's
Almightinesse, and what he works, and what he
suffers to be wrought with high providence

and the function of all was to

allay the perturbations of the mind, and set
the affections in right tune.2

iiilton's conception of tragedy and his interpretation of the

Aristotelian katharsis should be approached in terms of this

general view of the function of all poetry.
When HMilton defines the function of tragedy in his pre-

face to Samson Agonistes he makes the Aristotelian doctrine

of kathersis the basis of his argument. Consequently all dis

cussions on ¥ilton's conception of tragedy have been mainly

4. Studies in Literature (second series), 1922, p.136. The

; opening sentence of the preface to Samson Agonistes cannot|
he an affirmation of the absolute superiority of tragedy
over all other forms of poetry because (1) by tragedy is
here meant 'azs it was antiently compos'd' that is, Oreek
tragedy, and (2) 'all other Poems' may mean all other
forms of dramatic poetry. At least this is certain that

/ the superlative is used primarily for affirming the moral

/’ power of ancient tragedy. It is extremely i:probable that

/ Milton thought the epic he had already produced was in-

/ ferior to tragedy in that respect.

2. The Resson of Church Government, Cli, iii. 238.
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an exposition of that cuntroversial dictum in Aristotle's
Pogtics. This has resulted in & diversion of attention from
Milton's view of the end of tragedy to the question as to what
could possibly be his interpretation of the Greek idea of
katharsis. That Milton seized upon the Aristotelian kathar-
sis as the basis of his ideas on the value of tragedy is

btl-pase :
evident in three ways. First, a: the begimaing of hie pre-
face 4o Samson Agonistes he quotes Aristotle's statement on
katharsis as it is in the sixth section of his Pogtics and
glves his own Latin translation of it. BSecondly, in the very
first sentence of the Preface he refers to the same point
saying '... therefore said by Aristotle to be of power by
raising pity and fear, or terror, to purge the mind of those
and such like passiona ....' Thirdly, the tragedy ends with
the line: 'And calm of mind, all passion spent'. And this
is sufficient indeed to stimulate and justify an enquiry into
a possible Hiltonie contribution to one of the vexed problems
of Aristotle's theory of tragedy. They have done little to
explain what liilton thought about the use of tragedy and
vitiated almost all critical approach to the one that he
wrote. It seems we have missed a good deal of the intended-
appeal of Samson Agonisigs by treating it as an elaborate
gloss on a vexed word in Aristotle's Poetics.
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We must bear in mind that Milton introduces the Greek
word in his Preface not to explain an important term in the
Foetics but to state his own view of the end of tragedy.
Secondly, kathapsis being itself a term of undetermined mean-
ing In its application to the function of tragedy ¥ilton was
free to mean by it whatever he wanted to say on the point.
Thirdly, we have the important critical responsibility of
explaining #ilton's view of tragedy in terms of the tragic
drama that he wrote. For when he defines the function of
tragedy in the Preface his immediate task is to describe the
effect of the tragedy he has written.

We need not, however, assume that what he seys about
tragedy in the Preface he illusirates in the drama. We can-
not rule out the possibility of his eritical statement being
inconsistent with his literary practice. Nevertheless, since
the statement is made in the Preface to & drama we have to
consider how far our response to that drama conforms to the
tragic effect promised in the Preface and conversely, how
far the intention stated in the Preface is fulfilled in the
drama. This procedure will be a sensible precaution agasinst
our enquiry going astray. . Fourthly, and this is particularly

important, we must remember that katharsis is only a part of

what Milton says about the use of tragedy and that he says a
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few other other important things about it.

One of the early editors of the drama has said that the
ending of the tragedy exemplifies Milton's view of katharsis
as he gets it from Aristotle:

This moral lesson in the conclusion i3 very fine
e .and excellently suited the beginning. For lilton
<t / had chosen for the motto to thisgs passage out of

Aristotle which msy show what wds his design in

writing this tragedy and the sense of which he

hath expressed in the Preface that 'tragedy is of

power by raising pity and fear or terror, to purge

the mind of those and such like passions, ete' and

'he exemplifies here in .ancah and Chorus, after

:ithelr various agitations of passi nﬁ, acquiescing

in the divine dispensations and thereby inculecating
a most instructive lesson to the reader.t

Gbviously the author is here more concerned with the effect
on him of what happens in the drama than with what Aristotle
must have meant by katharsis. The comment, however, implies
a8 belief that the drame fulfils the intention stated in the
Preface. But the fact that this intention is stated with a
reference to an Aristotelian dictum seems here unimportant:
the editor does not say a word on the Greek theory. 5till
on one point he is very clear and it ic that the calm of mind
is produced by a sense of divine justice in humen affairs.
And this is a fact of experience, of our immediate response

to the drama. So if the commentary is critically insufficienﬂ

1. Samson Agonistes, ed. Thomas Newton, 1752, p.305.
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for not showing the relevance of Milton's statement on
katharsis to the process by which this calm of mind is pro-
duced it is happily free from the confusion that might have
resulied from an attempt at squaring up the effect of the
drams with an anclent doctrine.

Later editors, too, have been equally free from the
critical worry of explaining that effect in terms of the

Aristotelian ketharsis. Commenting on the last line of the

play H.M. Percival says
This beautiful conclusion has a double application.
It refers to the fulfilment of the object of the
tragedy, by purging the mind of passion, and to the
condition of Milton's own mind after he had fought the
good fight of religion and freedom.1!
There is nothing here about the process of the 'purpation' as
there is nothing either about what 1s purged and how. But
from the editor's note in the Preface it appears that he

belicves that wsilton's interpretation of katharsis was in a
2

large measure an anticipation of Twining's.
A.¥%. Verity on the other hand, thinks that the calm of
mind 1s produced by a religious feeling and yet explains
katharsis as a pathological process, and with particular
reference to the medical principle of gimilis similibus
gurantur. In his note on the last chorus he says:

1. Samson Agonistes, ed, H.M. Percival, 1890, p.198.
2. ibid. p.57.
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«+. 1t should also be true of the audience, that
they too are 'purged' fi éécu kal éAvv What
#i11ton had written in the Preface as to the aim
of tragedy he here exemplifies by representing
lanos and the Chorus as submitting resignedly,
after doubts and distress of mind, to the decrees
of Providence.?

But in his note on the Freface he explains katharsis in terms

of the medical doctrine of gimilis gsimilibus curantur and
refers to Hippocrates, Hahnemant and Paracelsus. And this
is coafusing in the extreme. For it is, on the face of it,
imposeible to equate a medical process with the purely moral
and religious spirit which is intended to be produced by the
drama and which Verity himself sees in 1t.

In E.X, Chambers s view the ending of Samson Agonistes is

not only religious buit definitely Christian:

Buripides freguently ends his plays with some remark
of the Chorus to the effect of 'Inscrutable are the
ways of God'. &ilton varies this in the sense of
Christian philosophy: 'The ways of God are past
{inding oul, but always for the best'.?

And on %4ilion's use of kXatharsis he says that 'it may be illus-

trated by the closing words of the Chorus'. 3 But at the same

rantur, and although he is silent about how this may apply
to the effect of the drama he suggests that Milton's ideam of

1. Samson Agonistes, ed. A.W. Verity, 1892, p.436.
2, Semson Agonistes, ed. E.K. Chambers, 1897, p.410.
3. 1ibid. p.77.
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katharsis is different from that of others, It is, moreover,
very striking that he does not see any inconsistency in
appreciating the drama, as & 'megnificent translation into
English of the form and spirlt of Greek tragedy'' and yet
calling its ending Christian. J.C. Collins holds the same
confusing view when commenting on the last Chorus he says:

The pious optimism of this grand Chorus is partly

no doubt the embodiment of that righteous confi-

dence in God's justice and wisdom which, as a

Christian philosopher, he naturally felt; but it

is due mainly to the technical exigencies of his

work. It is proper for tragedy, when terror and

pity have done their work to conclude tranquilly;

a principle recognised in the masterpieces of

Sophocles and Euripides -~ kiilton's model.
This curious idea of Samson Azonistes being partly Christian
and mainly Greek proceeds mostly from the view that since the
play is constructed on the Attic model it i1s to be judged as
another Attic masterpiece. This confusion of most nine-
teenth century editors lingers in our own days, for instance,
in F.A. Patterson who finds in the final Chorus 'the ideal
purpose of a Greek drama as developed in the criticiam of
Aristotle'.?

Most of the editors take it for granted that the effect

of Samson Agonistes as it is indicated in the last Chorus

1. 4ibid. p.23.
2. Samson Agonistes, ed. J.C. Collins, 1883, p.9k.
3. The Student's #ilton, ed. F.A. Patterson, 1930, Notes, p.
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answers to Milton's definition of katharsjs in the Freface.
And while almost all of them see that the 'calm of mind' re-
sults from a moral or even a religious feeling none seem to
realise that there is some ecritical difficulty in equating
that feeling with what katharsis alone, even as iilton de-
fines it, could meen. This indifference to ean important
critical task may be ascribed to two basic assumpiions re-
garding the drama. First, that it is by intention and in
result Greek both in form and spirit, and, secondly, that it
fulfils the purpose of Greek tragedy as it is defined by
Aristotle in his doctrine of katharsis which Milton reproduces
in his Preface. No enguiry into iilton's idea of the func-
tion of trezedy can be worthwhile unless we discard these two
agsumptions.

Some commentators on Aristotle's Poetics, on the cther
hand, give lilton the credit of being one of the earliest to
understand the meaning of the Arigstotelian katharsis. The
first to zive a pathological interpretation of Aristotle's
katharsis and to affirm that iiilton held the same view was
Thomas Twining who said:

1 cannot omit to observe that the short explanation

given by MILTON, in the introduction to Samson

Agonistes, appears to coincide exactly, gs far as it
oes, with my ldea of the passage.l

1. Aristotle's Treatise on Poetry, 1789, p.241.
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The point was elaborated in a pamphlet on the FPoetics by
Jacob Bernays published in 1857.7 Bernays said that by

katharsis Aristotle meant a pathological process and that

liilton had seized Aristotle's meaning in his Preface to
Samson Agonistes. And S.H. Butcher who does not fully accept
Bernays's patnological interpretation of katharsis has a
similar regard for Milton as an interpreter of the Greek term:
It is worth noting, as has been pointed out by
Bernays, and before him by Twining, that Kilton
had already apprehended scmething of the true
import of Aristotle's words.2
Neither Jacob Bernays nor 3.H. Butcher found any discrepancy

between the meaning of Milton's katharsis-clause in the

Freface and that of the last four lines of the Chorus. And
they did not show how a purely pathological view of the
kathartic process could be applied to the obviously moral calm
with which the play ends.

It was A.0, Pickard who for the first time said that the
Preface explalns one aspect of the tragic katharsis and the

last Chorus shows another:

1. Republished in Zwei Abhandlungden tiber die Aristotelische
Theorie des Drama, Berlin, 1880. &See S8.H. Butcher, Aris-

totle's Theorx of Poetry and Fine Art, 1951, p.24ly. The
first edition of this work appeared in 189, '

2. Aristotle's Theory of Poetry and Fine Art, 1951, p.247.
The same view of katharsis was given by H. Well in 1847
in a paper read at the Philological Congress of Bile and

reprinted in Verhandlungen der zehntn Versammlung deutsche
Philologen in Basel, pp.131-141. See Butcher, pp.2NLL-2L5
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It is then remarkable to find that our own Hilton,
who was a diligent student of the Poetics and of

its Italian Commentators, has expressed 8o much

of the true sense in his Preface to Samson Agonistes.

And commenting on the concluding lines of the play he said:
if the words of the Preface seemed to sketch out
the merely physical vicw of the purgative power
of tragedy which we found in the Pglitics, these
lines supply that requirement of greatness and
nobility in the sufferings, which can never have
been wanting in Milton's thought.1
30 A.O. Pickard at least recognises that.the last lines of
the play speax of a state of mind which cannot be explained
in terms of a pathological katharsis. He however does not
say anything about how the physical purgation mentioned in

the katharsis-clause of the Freface could be either a part or

a necessary pre~condition of the sense of 'greatness and
nobility' produced by the last Chorus. Here again important
critical issues are ignored or are not as much as seen owing
to a basic assumption that Milton rightly enunciated the
Aristotelian doctrine in the Preface and that the play was a
true example of that doctrine. And even when there is a

feeling, such as we find in A.O. Prickard, that the play

accomplishes more than what is intended by the katharsis-clausy
in the Prefsce there is no critical concern about the surplus.

Supporting the view of Twining and Bernays J.E. Spingarn

1. Aristotle on the Art of Poetry, 1891, pp.l42-43.
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sald

According to this interpretation of the katharsis,
tragedy is a mode of homoeopathic treatment, ef-
fecting the cure of one emotion by means of a
similar one; and we find Milton, in the Preface
to Samson Agonistes, explaining the katharsis in
much the same manner.

But Spingarn too does not say anything asbout how the patho-
o

logical interpretation of katharsis cculd be consistent with

the moral aim of tragedy. Spingarn's commentary involves a

hiatus between the view of Aristotelian katharsis and tae view

of the function of tragedy as a whole and the assumption that
Milﬁon followed the Italian view of purgation has necessarily
led him to a confusing conclusion.

Like Hilton, kinturno conceived of tragedy as having

an ethical aim; but both Eilton and Minturno clear~

1y perceived that by katharsis Aristotle had refer-

ence not to a moral, but to an emotionsl effect.l

It was however, Ingram Bywater, who gave the greatest

honour to Milton as an interpreter of the Aristotelian kathar-

8is and consequently produced the greatest confusion for the
critics of Samson Agonistes. Bywater fully accepted Bernays's
pathological interpretation and gave .iilton the credit of’
being one of the precursors of that interpretation:
A1l who have studied the histiry of the katharsis
controversy are aware that Milton has to be recog-

nised as one of the precursors of Weil and Bernays
snd that a pathological interpretation of K&&ap@u

1. Literary Oriticiem in the Renaissance, New York, 19sl,
pp.80-81. The work was first published in 41899,
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is implied in the well-known passage which forms
the opening of the Preface to Zamson Agonistes.

Explaining the point he further says:

The great interest it has for us is in the evi-
denee it supplies that in Milton 8 view the
Aristotelian wibapra TelmmiTeV  wag t0 be con=
ceived as analogus to a bodily process, that

the term was borrowed from medicine rather than
religion, and that it meant 'purgatio' in its
medical sense, and not, as Heinsius and Goulston
had supoosed, in its ceremonial sense of 'Iustratio’
or 'expiatio', in other words that s great poet
found no difficulty in accepting the initial assump-
tion of the pathological interpretation of Kagaples
and did not regard it as u.nworthy of Aristotle or
veneath the dignity of Tragedy.l

This estimate of Milton as a discerning interpreter of
Aristotle's katharsis has been a strong influence on the
criticism of Samson Agonistes sinee 4900. Referring to By~
water's article W.R. Parker says

in placing & pathologicel interpretation upon

katharsig Milton nct only stood almost alone

in his time, but also anticipated, by nearly

two hundred years, the generally accepted con-~

clusions of modern scholarship on the problem.
This high estimate of Milton's capacities in the field of
Aristotelian exegesis led W.R. Parker to make such puzzling
statements as: 'The play seems to me an obvious attempt to
bring sbout katharsis'. As though the whole purpose of

writing Samson Agonistes was to exemplify a well-understood

4. 'Milton and the Aristotellan Definition of Tragedy’, JB,
1900, xxvii. 267-268. That Bywater was influenced by the
ideas of Jacob Bernays is evident from his correspondence
with the German scholar printed in W.W. Jackson, Ingram
Bywater, 1917, pp.102-105.
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classical formula. No less puzzling is the remark that ‘the
ending of Ssmson Agonigtes is more than Miltonic, it is Aris-
totelian, it is Greek'.'

J.H. Hanford, too, gives a similar view of silton's for-

mulation of katharsis of which he thinks the play itself is an

example:
He elaborates the homeopathic theory of Minturno
in the prefatory statement .... £inally, he
alludes to the doctrine both directly and by im-
plication, in the play.
He aduits that
by representing a clearly marked triumph of the
human will over its own weakness, and by the sub~
stitution of Providence for blind fate as the power
which over-rules the action, Samson Agonisgtes pro-
vides matsrial for a different understanding of
catharsis from that contemplated by Aristotle.2
But this, he says would be taking a superficial view of the
drama. He thinks with Tillyard that in Samson Agonistes
there is & tregic sense of waste which bursts through the
consolatory words of Manoa and the choric statement of the
'ecalm of mind'. 3ti1l on the whole the consensus of critical
opinion on Milton's idea of katharsls is that it is truly
Aristotelian. The opinion has been affirmed in a recent

comnentary on the Poetics where katharsis is defined as an

1. Milton's Debt to Greek Trapedy in Samson Agonistes, 1937
pp.68-70. Parker dealt with the Greek spirit in Sémson ’

Agonistes in an article published in Lssays and Studies
by Hembers of the Bnglish Assoclation, 1935, xx.

2. John Milton, Englishman, 1950, p. 258.
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'emotional balance and equilibrium ... a state of emotional
health' and where Milton is said to have put 'forward in his
Preface to Samson Agonlstes the same view'.1

The result of such estimation of Milton as a true Aris-
totelian in his interpretation of katharsis has been that
Samson Agonistes is either admired as a good example of
tregedy defined in the Poetics or its suthor is criticised
for his misconception of the art. An instance of the latter
view of Milton is provided by F.L. Lucas who says:

And if we could go down to the dead and question the

great dramatists of the past what Tragedy meant to

them, they would give us some one answer, some

another; but would any single one of them except

#ilton pecrhaps, echo Aristoile.2
So if Bywater saw that Milton knew what Aristotle meant by
tragedy F.L. Lucas saw that ¥ilton did not know what tragedy
actually was or ever ought to be.

Only one scholar has so far expressed doubt gbout the
truth of Bywater's proposition and although she has not glven
any definite view of her own, she has however, done one im-

portant service to the study of Ssmson Agonistes by pointing

out that it would be a mistake to link up Milton's interpre-

tations of the term given by the Italian critics of the

1. Humphry House, Aristotle's Poetics, 1956, p.410.
2. Tragedy, 1928, p.28.



210.

Renaissance. Commenting on Spingarn's view' that Milton
followed Minturno's pathological interpretation she says:
It is unsafe to argue from this harmony with iiinturno
that ¥ilton had merely found in the commentaries of
the Italians a consistent interpretation of gatharsis
waich he forthwith adopted. fie must either have
chosen for his own one of the various interpretations,
or from a sclection of their elements, constructed
what seemed to him a unified or proper concept.Z2
Here we have at least a suggestion that we may not get at the
Miltonic conception of the function of tragedy by looking
for its basis in some well-known formula of Italian criticism.

Thus most edltors of Samson Agonistes and influential

commentators on it have concentrated on what they cell Mil-
ton's pathological interpretation of katharsis asnd have been ’
less careful in ascertaining Milton's view of tragedy then iﬁ
showing that the katharsis of the Praface is a genuinely
Aristotelian stuff. For a fuller enguiry into the subject
we have to consider the Preface as a whole, the drams itself,
and all other statements of ¥ilton in his other works which

may have some bearing on the gquestion.

By the pathological interpretation of katharsis we mean

a view of katharsis according to which the whole end of traged)

is to purge the mind of passions as medicine purges the humsn

1. J.E. Spingarn, Litersry Criticism in the Renaigs e,
1899, pp.79-80.

2. 1da Lengdon, Milton's Theory of Poetry and Fine Art, 1924,
P9,
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system of undesirable humours. In a sense this may be
called a moral interpretation too. For the purgation of
passions may be said to produce a healthy state of mind which
alone can be conducive to virtue. But the critics who give
a8 pathological interpretation of katharsis do not concern
themselves with its ultimate moral purpose. To them katharsi
1tself 1g the sole end of tragedy. A tragic drama in their
view removes the pain of passion by contriving a means of
indulgence in it. In Bywater's view the pathological inter-
pretation proper was first given by 3caino. He says that it
wes overlocked by Riccoboni, Beni etc. till it was elaborately
stated by Tarquinio Galluzzl in a work published in Rome in
1621.1 He also mentions that Galluzzl was the Rector of the
Greek College at Rome during Hilton's visit to Italy.

There are itwo ways of connecting the idea of a patho-
1og1cal)Kg§harsis with the moral end of tragedy. ¥e can
either saey that the kathartic effect is identical with the
moral effect in the sense that a mind free from passions is
a moral mind; or we can say that the purgation of passions

helps the growth of the moral temper. According to the first

1. Tarquinii Gellutii Sabinie Societate Iesu Virgilianae Vin-
dicationes & Commentarii tres de Trazoedis Comoedia
Elegla. Bywater quotes the relevant passages from this
work and the work of Scaino entitled La Politica di Aris-

totide ridotta in medo di FParafrasi dal Rev. Antonio

Seaino da_selo published in Eome in 1578. See "Milton
and the Aristotelian Definition of Tragedy', JP, 1900,
xxvil., 270-273.
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view the whole purpose of tragedy is to create, through
elimination of psssions, a kind of psychic vacuum which would
be not different from the Buégist Nirvena: according to the
second view katharsis is only a mweans to a higher end which

is produced by the tragedy itself and that end is none other
than creating a sense of moral elevation.

Milton means by the end of tragedy is evident from the first
line of the Preface and the last line of the drama. It is
confirmed by all that the Preface says and all that the drama
does. And moreover it is confirmed by Milton's conception

of the end of poetry as he states it in his prose works. The
moral force of tragedy mentioned in the Preface is the 'new
acquist of true experience from this great event'. '"The

calm of mind' is not the result of the elimination of passions
through a pathological process. It is the result of a new
experience acquired from a great event -~ the wisdom such as is

spoken of in Ecclesiasticus:

211 the works of the Lord are exceeding good,

And every command shall be accomplished in his season.
lione can say, what is this? wherefore is that?®

Por in his seeson they shall all be sought out.?

That this is the whole substance of the wisdom which produces

the 'calm of mind' is shown by what else is said in the Chorus:

1. XXKIX. 16~17.
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All is Dest, though we oft gdoubt,

¥hat th'unosarchable dispose

Of highest wisdom bringe about,

And ever best found in the close

Oft he seems to hide his face,

But unexpectedly returns

And to his faithful Chempion hath in place
Bore witness gloriously; whence (azs mourns
And all that band them to resist

Fis uncontroulable intent;

His servants hee with new acquist

Of true exzerience from this pgreat event
With peace and consolation hath dismist,
And calm of mind all passion spent.?

This is the revelation of the drama, the 'true experlence' tha:
emerges out of much suffering and much questioning. The
Chorus which had once questioned the justice of CGod and asked:
God of our Fathers, what is man!
That thou towards him with hand so various,
Or might I say contrarious,<
now finds an explanation of the suffering it has so long
lamented. The feeling of the last Chorus is that of Job when
he answered the Lord:
I knew that thou canst do all things,
And that no purpose of thine can be resirained.
Who is this that hideth counsel without knowledge?
Therefore have I uttered that which I understood not,
Things too wonderful for me, which I knew not.3
After all its doubts and despairs it now gets the assurance

'And there shall be night no more'. 'It is good' said S%.

1. 8L, 1745-1758.
2. 8A, 667-669.
3. x1lii. 2-3.
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Paul 'that the heart be stablished by grace'.1 'The calm

of mind’' at the end of Samson Agonistes is this stability of
the heart gained through a revelation of grace. To miss this
is to miss the whole power of the drama as Milton conceived
i1t, the lesson of the fable is what we have at the end of the
Book of Hosea: 'the ways of the Lord are right and the just

shall walk in them‘.2 And this is tqe purport of Paradise

Lost and of Paradise Regained as well. In Nilton's view the
end of all poetry was to produce this faith. It is signi-
ficant that when Milton speaks of the moral force of poetry
he also speaks of some purging of the mind of disturbing

thoughts and emotions. Zheso—abititios—r Be—of ‘e

4

tetllevthe. ?An‘l’_n'n'hn'l-{nnn of—tha m;na' ret—meEia £rentions

ia—aigh%—tuneLfa' ¥hat Milton says in the Preface to samson

Agonistes about purging 'the mind of those and such like

passions, that is to temper and reduce them to just measure'’

is a restatement of what he has said in The Reason of Church

Government about the allaying of 'the purturbations of the
mind' and setting 'the affections in right tune'. Ve need

not assume that in The Reason of Church Government and in the

Preface to Samson Agonistes he was making a conscious effort

1. Hebrews, xili. 9.
2. xiv. 9.
$—The-Reason—of-Chureh-Government, Sl—iiis38 ,
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at fitting in the classical formule of katharsis with his
views on the function of poeéry. And when he mentions the
classical formula in the Preface he is explaining his own view
of tragedy in terms of a known idea. And our first enquiry
should be into his idea of tragedy and in the process seec what
use he was meking of that old idea. In doing so we must Dbear
in mind that the doctrine of katharsis is not clearly defined
in Aristotle and that the Italians interpreted in many ways.
And this gives Milton the freedom to give his own meaning to
it.

If katharsis is found to have no bearing whatsoever on
the moral effect of the drama the katharsig-clause in the
Preface has to be considered as an altogether irrelevant in-
sertion of a classical formula which just came handy in a
Puritan's excuse for writing a tragic play. And it will be
a clumsy excuse indeed - a pointless mixture of puritanism and
pedantry. The author of Samson Agonistes was not in need of
such excuse. The play was the thing and he knew it. It is
possible the Preface was a defence, but certainly Milton knew
his purpose too well to have to invent a specious argument
for making it. And it is improbable that for such argument
he should have resorted to a doctrine without being sure of

its relevance. He knew that Tragedy aroused passions, but
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there is nothing in the Preface to show that he thought it
purged passions only by arousing them or that the purging of
emotions was its only end. If purgation of emotions like
those of pity, fear or terror was all that tragedy was to
accomplish and if, moreover, it could purge them merely by
exciting them then the story of a Roman gladiator eaten up by
a lion would do the work as well. But tragedy excites pity
and fear in a special way and to a special purpose. That
purpose Nilton says is to temper and reduce them to just
measure, and the means of doing it 'is a kind of delight stirre
up by reading or seeing those passions well imitated'. Lven
admitting that in interpreting these words there is a danger
of reading too many things in them which Milton perhaps did
not mean I think they deserve a close analysis in their
bearing on the purport of the Preface.

The sense of the katharsis clause in the Preface is that
tragedy produces a proper disposition of mind by presenting
a proper disposition of events, that is, it creates a signi-
ficant attitude to life by presenting life 1n a significant
way. Its effect is powerful because what it says comes home
to our mind through the 'true experience' of a great event.
The passions are well imitated when they create this experienc

the delight that is stirred up is the result of this experienc
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The passions are reduced to just measure when thiu delight of
a true experience has occurred. The pathological process of
a sheer elimination of passiwns by arousing them can have
nothing to do with this 'true experience' nor can we argue
that this true experience is made poésible by such purgation.
For the purged mind which Milton calls 'calm of mind, all
passions spent' 1s itself the result of this 'true experience'
In hilton's view, then, tragedy has to arouse the paseions
only to take the reader through the reality of suffering by
which alone could its mignificance be shown. It is not
suffering itself which negates suffering; 1t is the moral
substance of suffering, the reassuring truth that it bears

on its front which brings about the mental calm. Of this
end of poetry Milton spesks when referring to Aristotle's
Poetics and ite Italian commentators he speaks of 'what
Religious, what gloricus and magnificent use might be made of
Poetry, both in divine and human things'.!  Ana we must re-
member that we are not here concerned with what Aristotle or
Castelvetro meant by katharsis, but with what Milton thought
they meant by it. How correctly he interpreted the classical
and the neo-classical doctrines is another enquiry.

But how are we then to explain the second sentence of the

1. Of Educstion, CM, iv. 286.
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Preface in which by way of illustrating the process of purga-
tion Milton says:

Nor is nature wanting in her own effects to make

good his assertion; for so in physic things of

melancholy hue and quality are used agsinst melan-

choly, sour against sour, salt to remove salt

humours?

¥hat Milton meant by purging of passions by arousing
them was nothing more than the idea that suffering which re-
sulted from passions could be overcome in any way only when it
was experienced. Apd he explained the process through an
analogy which was the medical metaphor of the Italian commnen-
tators on the Poetics. It is not his definition of the whole
purpese of tragedy; it only indicates part of the process
through which a traglc experience becomes a moral experience.
Por we must remember that liilton first speaks of the ancient
reputation of tragedy as the 'gravest, moralest, and most

profitable of all other Poems' and then adds 'thersfore said

by Aristotie to be of power Dy raising pity and fear, or

terror, to purge the mind of those and such like passions ....
And in the Preface 1t is a rationale for writing a tragedy
which will teach not by preaching but by depicting a morslly
significant action. The wisdom of tragedy is the same as
the wisdom of the Law. But it comes upon the reader or the

spectator in a special way and with a special power because
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it comes through the doors of suffering. Of this wisdom
kilton speaks in the third sentence of the Preface where by
way of further elaborating the moral power of tragedy he says:

Hence philosophers and other gravest writers, as

Cicero, Plutarch, and others, frequently cite

out of tragic poets, both to adorn and illustrate

their discourses.
The pathological metaphor, therefore does not indicate all
that tragedy is expected to do. It only indicates an im=
portant point of difference between the pulpit and the stape,
between the spoken word of the law and the force of that law
a8 seen through an action. And it 1is significant that Milton
employs such medical analogy in his observations on moral
teaching. Speaking on the way of removing the evil of malice
that:

Two heads of evill he has to cope with, lgnorance

and malice .... Against the latter with all the

branches thereof .... He on the contrary, begin-

ning at the prime causes and roots of the disease,

sends in those divine ingredients of most cleansing

power to the soul, Admonition and Reproof; besides

which two there is no drug or antidote that can

reach to purge the mind, and without which all other

experiments are but vain, unlesseby accident.?
In the same book he says thet in ancient times philosophy
was an effective means of purging the mind of all that was

undesirable:

1. CM, 1ii. 26L.



220.

Therefore God, to the intent of further healing
mans deprav'd mind, to this power of the Hagis-
trate, which contents it self with the restraint
of evil doing in the external man, added that
which we call censure, to purge it and remove it
clean out the inmost soul. In the beginning this
autority seems to have bin plac't, as all both
civil and religious rites once were, only in each
father of family, afterwards among the heathen, in
the wise men and Philosophers of the age.l

That Milton does not distinguish the moral effect of the
pulpit from that of the stage is also evident from the same
work:

whether this may not be, not only in Pulpits, but

after another persuasive method, at set and solemn

Paneguries, in Theaters, porches, or what other

place or way may win most upon the people to re-

ceiv at once both recreation and imstruction, let

them in autority consult.2
S0 the ides of purgation is not in Milton a pathological pro-
cess of expelling passions from the mind by raising them. It
is related with the ultimate purpose of moral instruction.
The tragiec purgation follows from a sense of the moral law
and of divine justiee which the traglc spectacle creates.
Angd ¥ilton would say the same thing of comedy in which the
laughter is, 8lmost in the Bergsonian sense, a kind of moral
eriticism:

For a Satyr as it was borne out of a Iragedy, so
ought to resemble his parentege, to strike high,

1. ¢M, ii1. 256.
2, CM, iii. 240.
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and adventure dangerously at the most eminent
vices among the greatest persons ....

¥e can imagine that if Milton were to enunciate a formula of
comic purgation it would have been not a theory of purging
the sense of disdain by evoking that sense, as Bywater ilhinks
Aristotle would have propounded in his promised book on
comedy,2 but one of countering the evil in human conduct with
the power of & moral disapproval. Dealing with Milton's use
of the medical metaphor of purgation we should be careful
enough to see that 1t is only a metaphor which explains a part
or an aspect of his whole proposition and does not stand
squarely for the proposition itself. In a An Apology for
Smectymnuus, he uses the metaphor in & way which may lead to
such misreading. Justifying the use of biting words in a
Satire'he says: 'when as anger thus freely vented spends it
selfe, ere it break out into action'.3 How this could never
mean for Milton that the whole end of a harah satire was to
cure the distemper of the bilious. He only wanted to say
that the severe criticism of a satire was after all a less
violent act than a physilcal attack.

liow we have to ask the question as to how far this moral

view of katharsis could be accepted as the Greek or Aristotelia

1. An Apology for Smectymnuus, Ck, iii. 329.
2. Aristotle on the Art of Poetry, 1909, p.152.
3. CM, 11i. 324.
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view. Secondly, we have to judge if the function of Greek
tragedy, as we understand it today could be the same as the
function of Milton's tragedy. As to the Greek theory of

katharsis our besis is the katharsis-clause in the Eoetics

which has been supposed to be Aristotle's full definition of
tragedy. Yor such supposition, 1 think, there is no ground.
It is only s statement on a particular aspect of the total
working of tragedy, an important aspect, or mode of operation,
and not its very essence. For Af in Aristotle's view the
whole purpose of tragedy was but to effect a therapeutic pur-
gation of undesirable emoticns by just arcusing them what
should we mean by his statement that 'poetry is more philoso-
phical than history'? The pathological view of katharsis is
inconsistent with the idea of the philosophical value of
poetry unless we were to mean that katharsis is not the end of
tragedy but only a factor in its modus operandi there being
other and more Laportant factors in it.

And since there is no way of knowing how Aristotle would

have elucidated katharsis and shown its relevance to an under-

standing of the value of tragedy our interpretations are liabl
to proceed from untenable hypothesis. Against such danger
Bosanquet warned us when he seld:

a rough and ready interpretation of his terms, by merely
converting them into their current equivalents, will
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certainly at times lesd us astray.1
And the danger here is, in fact, twofold. While we may take
Aristotle's terms too literally we may as wg}} read into
them a meaning which Aristotle did not intend. fhe importanc
of the Poetics is in some significant variety of its sugges-~
‘tiveness and this alone has kept it alive through the cen-
turies. Milton found in the katharsis-clause a helpful
suggestion for a clear definition of the end of tragedy and
read into it a meaning which he thought was Aristotle's
meaning as well. In my view there 1s nothing in the Poctics
which would be lnconeistent with Milton's conception of

katharsis. What Aristotle sctually meant by it we have no

means of knowing today. But what Hilton means by it is a
fair deduction from the Greek doctrine. And even if we are
to assume that Hilton was inclined to one or more of the
Italian interpretations of katharsis we w%@l only find another
support for the moral significance that hé glves to it. Por
the more important Italian commentaries of the Poetics are
concerned with an ethical basis for the idea of tragic purga-
tion. The Itallen commentators like Minturno and Scaliger
tried to find an ethical significance in katharsis but failed

to devise a conslstent formula. In my view Hilton succeeded

1. B. Bosanquet, History of Aesthetie, 1892, p.58.
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where the Itallan critics failed. In fact Milton's main task
was not to explain the Aristotelian katharsis: it was so in

the caae of the Italian crities. The Preface to Samson

Agonistes is a statement of his own view of tragedy and the
last Chorus, in so far as it has a bearing on his counception

of katharsis, is, similarly, an expression of his own view of

it. If we leave Aristotle out of it all his view is simple
end consistent. Katharsis, in Milton's view, and in the view
of Aristotle as Nilton understood it, was & process which
made the fulfilment of the moral purpese of tragedy possible.
It does not follow from this that Xathasrsis as such is the
accomplishment of that moral purpose. It is nol purgation
of pity and fear which represents the whole power of tragedy:
it is, much rather, a tragic purgation, that is, the purgation
such a8 tragedy alone can effect in a special way which is

important to Hilton. And of this tragic katharsis Milton

says in the third part of the opening sentence in the Freface:
'to temper and reduce them to just measure with a kind of
delighf, stirred up by reading or seeing those emotions well
imitated'. fiere too we face the danger of reading into liil-
ton's words more than what he meant. But a measure of safety
is guaranteed by the fact that Nilton's statement, though

brief, is more systematic and coherent than the bare clause in
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the Poetics where the kathartic-process is not directly relate
to a moral purpose. In Milton's Preface the statement of the
moral power of tragedy is followed by a statement on katharsie
which is elucidated by a medical anslogy. And it is signi-
ficant that Milton comes back to the moral power of tragedy

in his third sentence. We cannot, therefore, ignore iilton's
conception of the moral effect of tragedy howscever difficult
it may be to integrate 1t with his or Aristotle's idea of
katharsis. ~But unless we assume that Miltorn introduced the
katharsis~clause just by way of respecting an important topos
of classical poetics, and this wculd be an improper asswumaption
to make in regard to Milton, we must see how far it can be
made to bear upon the moral effect of tragedy.

So it is not the purgation which creates the delight: it
is the delight which effects the purgation. And if tuere is
any key in the Preface to Milton's theory of tragedy it is in
this statement. ¥hen we keep in mind delight and purgation
in their proper sequence we cannot argue that in Milton's
view the end of tragedy is the pleasurable relief from passion
suggested by the pathological interpretation of ksthersis.
¥e might as well call it the ‘regtorative delight' although

it is an expression in a speech of Satan.1 It is happiness

1. IR, ii. 73.



226.

born of reconciliation to suffering which means a comprehensiory
of its moral good. Tragedy repairs the mind by breaking its
weaker parts; it gives happiness through s proper representa-
tion of suffering.

The morei end of tragedy, therefore, is determined by
the process through which it is achieved. The mind is
purged of passions not because it has first been excited: it
1s purged because it has been taken through signiricant ex-—
periences. Tragedy, he says, produces the calm of mind by
tempering and ordering our affections into a proper nmoral dis-
position. We seem to be chary of seeing Hilton's moral view
of literature for fear of meking him look like too much of a
didactic Puritan. But we cannot, on the other hand, ignore
the fact that whenever lillton speaks of poetry he spsaks of
1ts spiritusl and moral end.

Katharsig in & moral sense could then be the end of

tragedy as Milton conceived it. But it is kethsrgis effected
in a particular way, that is through a proper fable and to a
particular purpose. Of this relation between the theme and
the effect of poetry there is an indication in The Reason of
Church Government. After defining the function of poetry

as 'allaying the perturbations of the mind' Milton mentions

the themes which would best fulfil that function:
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to sing the victorious agonies of Hartyrs and i 85
Sailnts, the deeds and triumphs of justj Ua+ions j f”
doing valiantly through faith ageinst
enemles of Christ; to deplore the gen\.ral
relapses of Kingdoms and States from justice
and Gods true worship.l

The whole passage has an importent bearisg on silton's con-

cepticn of tragedy and read with the draft of his literary

projects in the Cambridge danuscript wculd tell a zood deal
about what iilton meant by katharsis.

The jottings on projected dramas in the Cambridge Xanu-
script are particularly important for an enquiry into kilton's
idea of drama. For one thing they show that the ending of
Samson Agonistes was the kind of ending Milton intended for
any drama that he might compose. The last words in the
jottings on the first two dramas are 'Faith, Hope, Charity'.
The third draft too ends on a similar note:

Faith, Hope, Charity comfort him and instruct him
{Adam}; OChorus briefly concludes.

The fourth draft 'Adem unparadised’ is concluded in the same
way: 'He repents, gives God the glory, submits to his
penalty'. The draft of 'Abrem from lorea' or 'Isasc Redeemed
ends thus:

At length a servant sent from Abram relates the

truth, and last he himselfe comes in with a great

Train of Melchizedek whose shepheards beeing

secret e¢ye wiinesses of all passages had related

to thir master, and he conducted his friend Abraham
home with joy.

1. ©M, 1ii. 238.
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The draft of 'Sodom' 1s equally significant:

then calling to the thunders lightnings & fires

he bids them heare the call & command of God to

come & destroy a godlesse nation he brings them

down with some short warning te all other nations

to take heed.

The last sentence of the draft of 'Mosbitides or Fhineas' ie:
'After all arguments drivn home then the word of the Lord may
be brought, acquitting & approving Fhineas'.’ o the more
important of the projected plays were to end on a note of

hope and faith, jJustifying the ways of God to man. And the
‘calm of mind' of Samson Agonigtes is calm produced by a returt
of faith after one hase becn 'greatly moved'. God redcems the
faithful champion when His people realize the falith such as is
doclared in the last verse of VWisdom of Solomon which too is a
declarstion of faith in God's solicitude for his chosen people:

For in all things, ¢ Lord, thou didst magnify thy people,

And thou didst glorify them and not lightly regnrd them;

Standing by their side in every time and place.

#ilton's conception of katharsis has to be interpreted in
terns of this calm of mind proceeding from a sight of the law
in human traveil. Ve seem io have missed this profoundly
gpiritual power of iilton's drama in our desire to make of it
yet another Greeck tragedy written Ly seventeenth-century

English clasgicist. I do not know any Greek drama which

1. CH, xvili. 231-235.
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anticipates the spirit of Samson Agonistes although I could
well imagine that an Athenien dramatist would have produced a
play of this kind if he had known the mysteries that St. John
saw in the island of Patmos and could ever comprehend the
plety and the faith such as we find in the Revelation.

The Judaic Christian spirit of Samson Agonistes was first
explained by Sir Richard Jebb in an article in which he said
that the drams was Hellenic in structure but Hebraic in con-

tent. Drawing a well-argued contrast between Hellenism and

Hebraism Sir Richard said

when & man with this bent of thought selected as

the subject for a poem an episode of Hebrew history,
the treatment of the subject was sure to be genuinely
Hebraic. It would be needless to point out how, or

how thoroughly, the spirit of the Spmson Agonistes

is the spirit of Hebraism. Jamson is the champion

of the Israselites against the Philistines. Jehovah

is the God ofjlsraelites; Dagon is the protecting
deity of the FPhilistines. Samson, through disloyalty
to himself, has been pennitted to fall into the hand

of the idolaters; and Israel shares in his humilia-
tion. Yet, even in the abasenent, Samson is confident
that the Lord of Hosts will finally assert His own
majesty against the idol. This econfidence is justified:
the honour of the true God and his chosen people are
vindicated by the catastrophe which punishes the weak-
ness, as it closes the penance, of His individual
minister. This is the issue of the drama - Jehovah has
prevailed over Dagon; Israel is avenged on Philistia.l

T

4. 8ir Richard Jebb 'Samson Agunistes and Hellenic Drama'
Proceedings of the British Academy 1908, iii. 4. Sir
Richard does not mention Wordsworth's interesting opinions
on the Hebraic spirit of Samson Agonistes: 'When he wrote
that (Samson Agonistes), his mind was Hebraized. Indeed,
his genlus fed on the writings of the Hebrew prophets.
This arose, in some degree, from the temper of the times;
the Puritan lived in the 01d Testament, almost to the ex-
clusion of the New', Wordsworth's Literary Criticism, ed.

N.C. Smith, 1905, pp.257-258.
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But this masterly analysis of the Hebraic spirit of the fable
misses the unique quality of the action of the play which more
than anything else distinguishes it from Greek tragedy. And

the special significance of what we may call the kKatharsis

of Samson Agonigtes is the direct result of this peculiarity
of its action. And if the action of a drama by which we
mean the disposition and sequence of its incidents determine
the nature of its structure or form we cannot say that Scmson
Agonistes is Greek in this respect ei;hér. When Sir Richard
Jebb argues that the play has a beginning, a middle and an
end he has in mind the pattern of action in a Greek tragedy
to which the action of Samson Aponisies does not really con-
form. 3ir Richard has made s fine argument against Dr.

Johnson's stricture that in Sgmson Aponistes "the intermediate

parts have neither cause nor sequence, neither hasten nor
retard the catastrophe'.1 And in fact his analysis of the
plot or action of the drama is today the basis of all reply to
Dr. Johnson's criticism. Yet it is an argument which is no
less misleading than the view which it seeks to refute. For
what Dr. Johhson perceived as a fault in kilton's plot-
construction is the vefy quality which makes the play un-
Hellenic and Hebraic.

Sir Richard argues that the interview of ianoa, Dalila

and Harapha constitute the 'middle of the play and lead to the

1. Lives of the English Poets, ed. G.B. Hill, 1905, i. 189.
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catastrophe:

The catastrophe, let it be observed, consists in
Samson deliberately pulling down the temple of
Dagon on his own head and those of the spectators.
Samson's will is the agent of the catastrophe.
Everything, therefore, which helps to determine
Samson's will and to define his purpose leads to
the catastrophe.

And then commenting on the special but not un-Greek nature
of the action Sir Richard says:

Surely, then, it cannot be said, as Dr. Johnson

says, that the action of the drama makes no progress

between the opening and the close. The action is

indeed, & still action, because the force which is

to produce the catastrophe is the inward force of

Samson's own despair, not an external necessarily

pressing upon him. Precisely the same is the case

in the Promegtheus vinctus of Acschylus, a drama,

consisting...of a series of Interviews!
Most editors of 3Samson Agounistes and Milton scholars like
Bailey, Tillyard, Grierson, Hanford, Parker and others have
followed the same line of argument in showing that damson
Agonistes has a 'miaddle’. But the action of the drama is
altogether different in its nature from that of any Greck
tragedy. The whole argument of Sir Kichard Jebb is that the
three interviews rouse Samson from a state of lassitude and
inactivity and warm him up into a heroic mood. W.P. Ker
stressed the same point when he said

The action of the drama between the beginning and the

end is the passion of Semson, beginning in the mood
of affliction and remorse, turning more and more into

1. 'Semson Agonistes and Hellenic Drama', p.2.
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deliberate valour. The action is in the change
of mind leading on to the final victory.l

This seems plausible and if we were at all to satisfy ourselve
that Semson Agonistes has a 'middle' such as all well-
constructed dramas must have this would be our only argument.
But we shall miss the right appeal of the drama in our effort
to prove that iif has the right kind of dramatic action. For
the power of the drama is not in a physical movement in which
one human action or mood leads, by an obvious law of causation
to another human action or mood. Of such movement there is
nothing In Zamson Agonistes. Samson does not prepare himself
for any action and there is nothing in the three episodes whic
directly or indirectly preparcs him for it. He does not
direct his will to any act: his only will is the will to
suffer. And if we are to look for an action in the drama we
are to find it in the suffering. The whole effort of Samson
from beginuing to end is an effort to bear his misery with
understanding, to receive it through all the pores of his

physical and mental being as a just decrce of Heaven. The

4. The Art of Poetry, 1923, p.65. H.J.C. Grierson holds
the same view of the action of Samson Aponistes when he
says: 'In each of the incidents which follow, the en-
counter with his wife, the challenge to the boastful
Harapha, we see him growing more and more his o0ld self
till the summons to appear before the Philistine lords
arrives.' And he thinke that the drama 'is not only
Greek in spirit and construction but it has something of
the French movement along one line to the catastrophe'.
Criticism and Creation, 1949, pp.20-21.
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three intcrviews add to that misery and he meets it by an in-
creasing capacity for bearing it. The whole drama is a
spectacle of an awful agony of repentance leading to an awful

forgiveness., Dr. Johnson called Samson Agonistes a poor

drama because he migsed the tremendous power of this redemp-
tive suffering when the recompense of misery comes from a
capacity for facing it with fortitude. And those of us who
have tried to redeem the play from the unjust stricture of the
Doctor have been no more responsive to the unique feature of
its action. Dr. Johnson was at least consistent in ignoring
the action of the play as he, in fact, ignored the play itself
when he said that it was a 'tragedy which Ignorance has
admired, and Bigotry applauded‘.1 But those who have refuted
his charge have done s8¢ in the wrong way. For the action of
Sgmson Agonigstes is neither physieal nor psychological. Ie
we are to give 1t a name by way of defining it we can call it
a moral action which consists in a deliberate surrender of the:
will to the will of God. The whole drama of Samson Agonistes’
is the drama of this pain, of the will to suffer and to atone.
And the fulfilment of Bamson's mission results from this
atonement. Therefore the connection between the three inter-

views and the final act of the hero is not one of physical

1. The Rambler no. 139, see Works of Samuel Johnson, ed.
A. Hurphy, 1810, v. 436.
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causation in the sense of a sequence of events occurring in
space and time. The dénouement comes as a miracle of the
divine will which eould be understood on the human plane as
God's grace visiting a soul purified by repentance. Milton
thought there was a great drama in a tale of such suffering
leading to redemption, of a self-surrender bringing self-
fulfilment. And he thought there was a tragedy too, the
tragedy of descrved suffering huubly borne. And the dramatic
interest of the story is in the element of surprise in Jam-
son's unexpected decision to go to the Puilistine feast there
to fulfil his divine mission. Yhen he agrees to do the
bidding of his captors he is not animated by any sensc of
desperation caused by the three interviews. In fact he does
not know what he is doing. In his will to suffer he did not
know what reward the suffering would bring. How in hias will
to act he is equally in the dark as to the exact issue of his
action. The situation is tense with the mystery of some
divine purpose of which Samson has but a very vague premonitioy
Manoa, Dalila, and Harapha, therefore, do not contribute
to the action by way of rousing Samson to a heroic and active
state of mind. Their importance in the drama is that they
give Samson a full comprehension of his misery and show his

capacity for bearing it with patience. He rejects Dalila's
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offer of intercession not because he has already rejected
his father's proposal for & ransom. In both acts as in his
deflance of Harapha he is prompted by the same will to suffer
and to explate. And the three episodes are drametically
important because they bring out Samson's capacity for doing
his penance. When the officer asks him to come to the feast
he has a sense

Of sirength, again returning with my hair
After my great transgression.l

He has already turned down Manoa's proposal for ransom, has
dighissed Dalila with a harsh rebuff and has bravely repu-
diated Harapha. Yet he does not act and has no knowledge
of how he can act at all. But of one thing he is now certain
To obey the commands of the Philistine lords would be a fresh
act of transgression and would csll for yet more repentance:
If I obey them,

I do it freely; venturing to displease

God for the fear of Man, and lan preferr,

Set God behind: which in his Jealousie

Shall never, unrepented, find forgiveness.
This is a turning-point in the plot. Samson will not trans-
gress again and he has a feeling that God's purpose may yet
be fulfilled through him:

Yet that he may dispense with me or thee

Present in Temples at Idolatrous Rites

Por some important cause, thou needst not doubt.?2

1. 8A, 1355-13%56.
2, SA, 1372-1379-
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This return of faith results from the fulness of Samson's
atonement. And this Milton has shown with a fine dramatic
askill. He does not make Samson challenge Harapha or the
officer and proceed to the feast in the conviction that he
is now strong enough to wreak vengeance on the Philistines.
He, on the other hand makes his herc wailt on the will of God
with patience and humility. And the three episodes which we
call the 'middle' of the play show Ssmson in the exercise of
this patience which ultimetely earns him God's forgiveness
ana grace. Of this patience the Chorus speaks at the end of
the fourth episode:

But patience is more oft the exercise

Of Saints, the trial of thir fortitude,

liaking them each his own Deliverer,

And victor over all 1

That tyrannle or fortune can inflict.
The Chorus speaks of another power as well which works

When God into the hands of thir deliverer
Puts invineible might

Hee all thir Ammunition

And feats of Warr defeatis _
¥ith plain Heroic magnitude of mind
And celestisl vigour armd.

But Semson 1s not to show euch 'heroic magnitude of mind'.
As the Chorus says
«s. but sight bereav'a
May chance to number thee with thgse
Whom Patience finally must crown.

1. gA, 1287-1291.
2. BA, 1270-1280.
3. SA, 1294-1296.




Samson's final victory is the reward of his patience. He
grows into the will of God by submitting to his decree. In
Samson Agonistes the human will is important and counts in

the affairs of men only in so far as it conforms to the will
of God and through suffering alone can one earn the restitu-
tion of his proper virtue. The drams in Samson Agonistes

is in the mystery of this moral restoration which does not
come in the wake of any physical events. For it takes place
in the soul of Samson in a way which he does not himself under-
stand. It comes as a sudden outburst of hope the issue of
which is yet unknown. There is nothing in it of the 'deliber-

vl

ate velour'' when the Chorus says:

How thou wilt here come off surmounts my reach.
Samson, then coming to sense of some new power in him, says:

Be of good courage, I begin to feel
Some rouzing motlons in me which dispose
To something extraordinary my thoughts.

He has shaken off his sense of 'lostness' for he has learnt
through suffering. But he yet does not know what it will
come to:

I with this Messenger will go along,
Nothing to do, be sure, that may dishonour
Qur law, or stain my vow of Nazarite.

If there be aught of presage in the mind,
This day will be remarkable in my life

By some great act, or of my days the last.2

1. Cf., W.P. Ker's statement quoted on pages 231-232.
2. 8A, 1380-1389.
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He has a summons to some task but yet does not know how that
task is to be fulfilled. It is not & strong man declding to
act. There is a feeling of returning strength, which marks
the end of a long and hard penance. Samson 1s absolved
through suffering and is now a fit instrument for God's work.
To miss this point is to miss the whole significance of the
action of a drame where it is not man but God who acts and
where all good work is a form of worship and the only evil is
impiety. When Samson is led to the 'many pillars' of the
Phillstine theatre
With head a while enclin'd
And eyes fast fixt he stood, as one who pray'd,
Or some great matter in his mind revolv'd.d
And his last act is indeed a prayer through which he makes his
own will seize the will of God in an act of great moment.
Milton presents the whole action as an instance of the grace
of God operating in history, as a ‘great event' in which man
is morally wakeful even in sin and comes to 'true experience'
through his penance. And what Samson says of the effect of
his last act on the Philistines is indeed the effect of the
drama on the reader:
such other tryal

I mean to shew you of my strength, yet greater;
As with smeze shall strike all who behold.2

1. SA, 1636-1638.
2. S8A, 1643-16L5.
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I have attempted this analysis of the action of Samson
Agopistes because of its bearing on what we ought to mean by
its kathaysis. For my chief proposition is that the 'calm
of mind' which Kilton intends to be the effect of his drama
is produced by its moraml purport, that it is the great argu-
ment of the event and not the passions which it arouses which
accomplishes the katharsis in Samson Agonistes. The 'calm
of mind' results from the faith that 'all is best'. The
whole drama is a grand ritual in which the human soul comes to
a comprehension of the Divine providence through a prayer of
pain, All evil is born of a cleavage between God's will and
men's and can be overcome only through suffering. This idea
of redemptive suffering is at the very core of the tragedy.
There is a sentence in Cardinal Newman's essay on 'Postry'
which seems to me to be the proper description of the effect
of Samson Agonistes on the resder:

Hence, while it recreates the imagination by the

superhuman loveliness of its views, ii provides

a soiace for the mind broken by the disappoint-

ments and sufferings of actual life; and becomes,

moreover, the utterance of the inward motions of

& right moral feeling, seeking a purity and a truth

which this world will not give.?

The 'purgation' of Samson Agonistes is the result of such
'inward emotions of right moral feeling' which is different

1. English Critical Essays (Nineteenth Century), ed. E.D.
Jones, 1916, pp.234-235.
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from what is called the pathological elimination of passion
through passion.

Yet Samson Agonistes is a tragedy, a tale of human
suffering that moves to tears even when it provides the solace
of & reassuring faith. When Manoa says

Come, come, no time for lamentation now,

Nor much more cause, Samson hath guit himself

Like Samson.1
he only brings the tragedy ol the event to its highest pitch.
There is a tear in these words of consolation, for nothing
can be more deeply pathetic and moving than a father sccepting
the death of his son as the proper fulfilment of the divine
purpose:

And which is best and happiest yet, all this

With God not parted from him, as was feard,

But favouring and assisting to the end.Z2
The tragedy is in some tension between a sense of sorrow and
a sense of justice; for the law of God can be understood
through suffering. And sorrow becomes bearable when its
meaning is perceived through piety. The substance of Milton'q
tragedy is in this redemptive power of pious suffering which
transforms sorrow inte its own reward. It is profounder than

what we call the 'sense of tears in mortal things' for it

shows suffering as & pdrt of the moral order of the universe

1. SA, 1708-1710.
2. gA, 1718-1720.
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and the source of man's ultimate recompense. Of this redemp-

tive power of suffering Milton speaks clearly in Paradise

Lost. When God asks Michael to expel Adam and Eve from the
Paradise he says:

He sorrows now, repents and prayes contrite,

My motions in him: longer then they move

His heart I know, how variable and vailn

Self-left.t
And in just appreciation of this repentance He reduces the
severity of the punishment:

yet least they faint

At the sad Sentence rigorously urg'd,

For I behold them soft’'nd and with tears

Bewailing thir excess, all terror hide.

ho éel:ld them for{:h, i;hough sorrowing, yet in peace. 2
This 'peace' they have merited through suffering and the 'calm
of mind' of Samson Agcnistes 1s this peace in 'sorrowing'.
At the end of Paradise Lost Adac: and Eve weep as they cross
the Gates of Eden and yet have an inner solace that comes from|
a sense of Justice.

Som natural tears they dropd, but wip'd them soon.3
If there is sorrow for the loss of Eden there is a consolationi
from the assurance that there was justice in that loss. ‘
Semson Agonistes is not less tragic or untragic because Manoa

faces his bereavement with equanimity and says that

1+ PL,xi. 90-93.
2. PL,xi. 108-117.
3. PL,xii. 6U45.
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Nothing is here for tears, nothing to wail

Or knock the brest, no weakness, no contempt,
Dispraise, or blame, nothing but well and fair,
And what may quiet us in a death so noble.t

Jords such as these only heighten the pathos of the situation
and yet make it endurable through an inner force of plety.
But the spirit of such tragedy is nevertheless different from
the spirit of a Greek tragedy. On this point I disagree with
W.R. Parker who says:
Our emotional reaction, therefore, is much like our
final emotional reaction to the Prometheus and
Oedipus Coloneus and Hercules Furens. Whether the
dramatiet speaks of Fate, or whether he tells us
that 'All is lost', we have witnessed pain, and
have seen that triumph of the human spirit over pain
which alone, in the end wakes it endurable.?2
This 1s missing the whole power of drama in which suffering
is not only endurable but is also an instrument of revela-

tion. Both in Qedipus Coloneus and in Bamson Agonistes there,

is great suffering greatly borne. And in this view both
plays sre equally itragic. And yet the differences betwsen
them is great. In Sophocles suffering is made endurable
through a comprehension of its intensity; in litlton suffering
is made elevating through a comprehension of its significance.
In Aeschylean drama there is a clearer moral order where

suffering is the punishment of sin. But the ethics of

1. SA, 1721-172L.

2. Milton's Debt to Greeck Tragedy in Semson Awonistes,
Baltimore, 1937, pp.228-229.



243.

Aeschylus has nothing of the plety of the Christian poet.

The law in Promethoug Bouad is the will of a ospricious Deity
Jealously guarding his supremacy ageinst any other contending
power that may challenge it. Yo a2 modern reader Prometheus
is guilty of treason rether than of impiety asnd hls defiance
of Zeus has the appeal of & heroic act. In Semson Agonlstes
the hero does not defy God: he, out of human weakness, betray:
His trﬁst, and by acting against the known will of God he only
acts against himself and the people whose future depends upon
him. ¥.R. Parker ignores this fundemental difference between
fiellenic and Christian cunceptions of fate when he says thet
'Fate 18 & mysterious divine decree, to. both ¥ilton and the
Greeks'.1 fe quotea from the e Doctring Christiana & fow
sentences and interprets them out of their proper context to
£1t in iiilton's idem of the Providence with the CGreek ides of
fate. In the chapter on 'the Frovidence of God, or of iis
General Covernment of the universe' #ilton says: 'Generally
speaiing, hdwever, no distinetion is wmade between the righteoug
and the wicked, with regard to the final issue of events, at
least in this 11fe‘.2 But we have to read through the passagg
as a whole to get at its true meaning, At the end of this

section #ilton says:

1. 1bid. p.213.
2. De Dogtrina Christigna, CM.xv. 61.



The reason for this may be geen Job v.7 Man is
born unto trouble as the sparks fly upward' ...
'though a sinner do evil an hundred times, and
his days be prolonged; yet surely I know that
it shall be well with them that fear God'.
Jder.xii.i. 'Wherefore doth the way of the wicked
prosper?’ Dan.xii.q10. 'Many shall be purified and
made white and tried'.?

o Milton the seeming prosperity of the wicked is only a
terrific earnest of their ultimate destruction and the suffer-
ing of the just is only a stimulus to the higher virtue.

'Yany shall be purified, and made white, and tried' - this is
the ecentral principle in Milton's idea of suffering which is
at once punitive and a means of purificetion. Prometheus
suffers In a spirlt of noble pride and humiligtion to him
would be disgrace and submission a total defeat of his spirit,.
And we can imagine that in the lost Prometheus Unbound there
was not so much a pious surrender of a sinner to his God as a
happy rapprochement between powers that werec equally rightful.
W.R. Parker aske us to keep in mind the opinions of Sophoecles
regarding Fatez as we read the pesssge in Samson Agonistes
veginning with 'God of our PFathers, what is man'. But this
Choric passage does not express the feeling which the drama
produces as e whole: 1t is the feeling that it removes. The

spirit of the tragedy is in its Christien idea of suffering

1. De Doctrina Christiana, Ci. xv. 61-62.

2. Hilton's Debt to Greek Trapgedy in Semson Agonistes, p.217.
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such as is perhaps best expressed in Ecclesissticus:

My Son, if thou comest to serve the Lord,

Prepare thy soul for temptation.

Set thy heart aright, and constantly endure,

And make not haste in time of calemity.

Cleave unto him, and depart not,

That thou mayst be increased at thy latter end.

Accept whatsoever is brought upon thee,

And be long suffering when thou passest into humiliation.

For gold is tried in the fire,

And acceptable men in the furnace of humiliation.

Put thy trust in him, and he will help thee,

Order thy ways aright, and set thy hope on him.

Milton's conception of fate is too clear to be misunder-
stood. It is clear in Samson Agonistes and what he says
about it elsewhere is consistent with what is demonstrated in
the tragedy. Parker has dealt at some length with Wilton's
idea of fate in its relation to Samson Agonistes,2 but in his
many quotations from Milton's worksbearing on the subject we
miss the one passage which is iilton's clearest statement on
‘that power / Which erring men call Chance'. Indeed this
passage in Comus has greater relevance tu our discussion of

fate in Samson Agonistes than anything else in .ilton:

«es this I hold firm,
Vertue may be assail'd, but never hurt,
Surpriz'd by unjust force, but not enthrall'd,
Yea even that which mischief meant most harm,
Shall in the happy trial prove most glory.3

The fallen Angels who 'complain that Fate / Free Vertue should

1. 1i. 1-6.
2, #ilton's Debt to Greek Tramedy in Samson Agonistes,
pp.211-229.

3. 588-592.
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enthrell to Force or Chance'1 do not express the view of
human destiny on which the two epics and the tragedy are
based. What Raphael tells Adam about fate and free will
represents the philosophy of human action illustrated in

Semson Agonistes:

He left it in thy power, ordaind thy will
By nature free, not over-rul'd by Fate
Inextricable, or strict necessity;

Our voluntarie service he requires,

Not our necessitated.

And when God says 'What I will is Fate'3 he does not promul-
gate 2 law of Necessity which is incompatible either with
free will or with grace. The samre conception of fate is
stated in De_Dogtrina Christiana: 'fate can be nothing but a

divine decree emanating from some almighty power'.u Of the

Chorus's pronouncement that

Just are the ways of God,

And justifiable to Men; 5

Unless there be who think not God at all
¥.R. Parker says that it has only & 'very specific applica-
tion' and that in the very next ode the Chorus is ‘again
thinking God contradictory and unjust'.6 But what the Chorus

says in a particular context cannot be taken as an expression

1. PL, ii. 550-551.

2. PL, V. 526-530.

3. PL, vii. 173.

L. CH, xiv. 27.

5. 8A, 293-295.

6. Milton's Debt to Greek Tragedy in Semson Agonigtes, p.223.
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of the moral purport of the drama as a whole. Nor is 1t
important for us to consider if Semsop Agonistes resembles
Greek tragedy in representing suffering és either deserved or
undegerved. For Samson Agonistes is not a tale of sin and
punishment. Oedipus 1is guiltless and so 1s Philoctetes in
the plays of Sophocles; but a Greek tragedy would be equally
Greek in spirit if the hero's misfortune were the result of

his mistake or misdeed. In Samson Axonistes there is an ob-

vious hamartia but it is not that alone which constitutes the
moral significance of its action. For Milton's dramatic
purpose is not to show that disobedience never goes unpunished
That would be the substance of a trite morality. iilton set
himself the higher task of showing how that disobedience can
initiate a moral endeavour leading to the fulfilment of the
divine will. His drame is not only a morality, it is also a
marvel. And what the last chorus calls the ‘unsearchable
dispose' does not leave the reader with the sense of mystery
such as is produced by Oedipus Rex or Trachiniae. It is the
mystery which reassured the chosen people that they were not
forsaken by their God.

Sgmson Agonigtes is a tragedy of Christian suffering and

we shall miss its intended power and its whole significance

if we try to make it look less Christian by way of showing
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that it is more tragic. We should better try to understand
the kind of tragedy that Milton wanted to produce than force
it to be tragedy that we think it ought to be. And when we
speak of Milton's debt to classical literature we ought to

remember the very significent words in The Reason of Church

Government:

That what the greatest and chocest wits of

-Athens, Rome, or modern Itsly, and those Hebrews

of ¢0ld did for their country, I, in my proportion,

wilith this over and above, of being a Christien,

might doe for mine.?
Our question, then is, not whether Samson Agonistes is Hel-
lenic in spirit, for obviously it is not, but whether being
truly Christian in its view of human suffering it is also a
tragedy. Sir Richard Jebb showed that it was not fHellenic
in spirit but did not raise the gquestion if it was a tragedy
nevertheless. And those who have endeavoured to prove that
it is have been mostly concerned with showing that it is
tragic because it is very Greek. On the other hand those
who think that 1t is un-Greek would say, like P.F. Baum, that
'in the fashioning of a thoroughly Hebraic story in dramatic
form, much of the tragic quality is lost'.? The third view,
and this is no less confusing, is that of J.H. Hanford who

says that the drama is both Hellernic and Christian:

1, CH, 1ii. 236.
2. 'Samson Agonistes Again', PMLA 1921, xxxvi. 368-69.
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The antique strain in Milton's exzperience and

thought stands side by side with the Christian,

and they alternate or combine in their domina-

tion of his grtistic moods.?
Hanford does not say anything about the nature and circum~
stance of such alternation and coumbination of contrary ideas.

Both Hanford and Tillyard say that Samson Agonistes is
tragic in the Greek way, that the fulfilment of its hero's
mission does not diminish its human tragedy. '"There is a
sense of waste in the play' Tillyard says 'which arouses the
tragle feelings, though it would certainly be greater if we
could feel more enthusiasm for Samson's tedlous butcheries
and if his blindness did not make death a merciful release.2
S0 in Tillyard's view Samson Agonistes is tragic but not in-
tensely tragic. But tragedy which is weak in its tragic powed
and evokes but a dim reSponse'is a poor tragedy. I think we
miss the tragic power of Milton's play because we look in it
for the kind of tragedy we know in Sophocles or Shakespeare
and fail to understand the feeling it was intended to produce.
And we can get that feeling only with some effort.  Samson
Agonistes 1s not easy reading though its language is simple
and it has no ready appeal. Its disposition of events is
simple enough but its inner moral economy with its special

1. John Milton, Englishman, 4950, p.259.
2, E.M.¥. Tillyard, Milton, 1946, p.333.
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tragic intent works in a subtle process and will yield its
full meaning and effect only to those who give it the closest
attention,. Sayson Agonistes is not dramatic ih a popular
way for it does not stimulate the dramatic sympathy by working
on our more easily susceptible affections. To know Samson
we must first become intimate with the whole atmospheve of

his work and suffering and the background of national history
which give them their significance. All this does not appear
on the surface. I think Milton defines the intended effect
of the play through Menoah or the Chorus by way of stating
explicitly what is too subtly suggested by the course of the
action.

I think I have made it falrly clear that we have so far
misinterpreted Kilton's view of katharsis because we have mis- '
read the tragic effect of his drama. In Samson Agonistes
there is a view of death and suffering which goes into the
quality of its tragic appeal. The tragedy ends in a sight
of the law and yet it 1s tragic for the law can be seen only
through suffering. It is a drasma of revelation and it is
tragic because the revelation comes through pain. And this
alone could be the substance of a Cristian tragedy in which
human misery is beautiful because it unfolds the divine purpose

The dire necessity of Samson Agonistes is this neceassity
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of suffering as a component of the human universe, not so
much as an inescapable punishment of sin as an indispensable
means of attalning virtue. Milton made an important dis-
tinction between this view of suffering and the suffering
represented in ancient tragedy. When Satan speaks of the
tragedians of fate and chance and change in human life:

High sctions, and High passions best describiné
Christ answers, speaking not of Greek tragedy in particular,
but of Greek literature as a whole

Alas what can they teach, and not mislead;

Ignorant of themselves, of God much more,

And how the World began, and how man fell

Degraded by himself, on Grace depending?

ffuch of the Soul they talk, but all awrie,

And in themselves -seek veriue, and to themselves

All glory arrogate, to God give none,

Rather accuse him under usual names,

Fortune and Fate, as one regardless guite

Of mortal things.2
The description of the fallen An%féh' intellectual enter- \Z&
tainment in Paradise Lost can as well be read as kilton's view
of classical literature. Its similarity with Christ's state-
ment on pagan lore is obvious:

Others more milde,

Retreated in a silent valley, sing

With notes Angelical to many a Harp

Thir own Heroic deeds and Hapless fall

By doom of Battel; and complain that Fate
Free Vertue should enthrall to Force or Chance.

1. PR, iv. 266.
2., PR, iv. 309-318.
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Thir Song was partisl, but the harmony

(¥het could it less when epirits immortal sing?)
Suapended Hell, gnd took with ravighment

The thronging audience. In dlacourse more sweet
{For kloguence the Soul, Song charma the Senge. )
Others apart sat on a Hill retir'd,

In thouyhts more elevate, and reasond high

Ot Frovidence, Foreknowledge, ¥11l, and Fate
Pixt Fate, free ¥ill, Foreknowledge absulute,
And found no end, in waudring mazes lost.

0Of good and evil much they argu'd then,

Of happiness end final misery,

Pasaion and Apathie, and glory and shame,

Vein Wisdom all, snd false hlloscphie:

Yot with & pleasing sorcerie could charmm

Pain for a while or angulsh, and excite
Fallagious hope, or arm th'obdured brest

¥ith stubborn patience as with triple siteel.

In Gresk tragedy the humen snswer to 'pain and anguish' is
thils stubborn patience. There the human spirit is grend in
the grendeur of itse lonely suf’lering. The tragic satharsis
may be in the sheer bearing of the tragie suffering in its
full measure the relief from pain being in the very intenaity
of its experience. In semeon Agonistes suffering ls not in
a spirit of endurance bt in & spirit of plety and it la
beautiful because it is meaningful. It is as different from
Greek as Parmdise lest 1e different in theme and appeal from
the Greek epic.

Since Jamson Agonigtes was writien at a perlod of his
1ife vhen he was more and more goming to a sense of the in-

sufficiency of pagan philosophy as a pguide for the Christian

1. PL, i1. 546-569. y
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life we shall miss its points end power if we were to Judge
it as enother Gresk tragedy. In yespect of his political
thought we can see fairly clearly how he modifiea the ideas
of Aristotle to make them f£it in with his Christian ideals.
But Aristotle's statement on katharsis being too brief and
vague we have no means of knowing how differsnt it is from
iilton's, We can however, be certain that the 'calm of
mind' wiiieh the iilitonie katharsis produces is fundamentally
different from the final effect of CGreek tragedy and from
what the Aristotelian ketharsis means in its pathological

interpretation.
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CHAPTER SIX
SANCTIFIED BITTERNESS

Thus did the true prophets of 0ld combat with

the false; thus Christ himself, the fountain

of meekness found acrimony enough to be still

palling and vexing to the prelatical pharia;ea.
filton

The 'oalm of mind' with which gamson Agonigtes ends is
aitaiucd through experiences both agitating and preplexing.
They did not shake the hero's trust in God, but they made him
extremely harsh in dealing with his human persecutors. To
Dalila he 48 'more deaf to prayers than winds and seas', 'in-
flexible as steel'. And how violent he can be in his 'uncom-
passionate anger' we see in his reply to elila when she wants
to touch his hend:

Not for thy life, lgat fierce remembrance wake
iy sudden rage to tear thee joint by joint.1

This is certainly in the velin of what Yark :sttison has called
the 'feroclous x-eprobation'2 of the anti-prelatical tracts.
#ilton knew that this was ferocity: he also knew that such
ferocity was needed and therefore proper. He knew that there

was a justification for righteous indignation and properly put

1. 34, 952-953.
2. #ilton, 1880, p.66.
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it at the centre of hie theory of rhetoric. Into that theory
we need to probe a little further than hitherto unless we
accept the view of Mid&loton Murray that ¥ilton's harshness of

1 Even if we

temper was merely an expresseion of inhumanity.
nurture the assumption that :ilton was extrmely truculent by
temperament it is important to enquire what views of rhetoric
he held in order to Justify the reflection of that temperament
in his prose style. It ig possible that such vliews have been
specilally deviced for rationalizing habite of expression witich
the rules of classical rhetoric and of Christisn conduet will
not support. But they deserve close exammination as a body

of rhetorical opinion built up by one of the greatest masters
of English prose.

Before we proceed to sum up ‘ilton's own ideas on prose
style we can mention two critical opinions which have been adw
vanced as a defence of Milton's polemical violence. For the
main part of our discussion in this chapter will be about
¥ilton's own arguments in support of the exceedingly harsh
manner of his anti-prelstical tracts.2 Defending 'the per-
sonalities, the insolence, the froquent grossness and vulgarity

of his (iilton's) attacks' in the perphlets against episcopacy

1. Hemven - and Earth, 1938, p.160.

2, These arguments have received much less notice than they
deserve: they are not mentioned in the section on rhetorie
in Ids lLangdon's jilton's Theory of Poetry and Fine Art.
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Denis Saurat saye:

They are deeds, and must be judged as such. He

adapted his form to the end in view, which was

to impress his contemporaries. fHence, first of

all, the negligenge of his style; he had to pro-

duese quickly, at the proper moment; the only

quality he looked for was forcibleness.t
B.4.%. TLllyard holds substantially the same view: ‘Believing
pessionately in the cause he was advocating, he set himself
to advance it by any means, personal abuse included, that came
handy'.2 But he adds that the tracts in their most abusive
porticn show a kind of 'asbstract fury’ of which there is an
earlier expression in the composition of his Cambridge period.
These two views represent an essentlally sensible explanation
of the savage raillery of liilton's poleuics. ¥e shall en-
deavour to show that ¥ilton had specific arguments in support
of his style, and further, that while these argumente are pri-
marily related to the style of the anti-prelatical tracts they
also, in & general way, represent !iilton's rhetorical theory.

In his Cambridge days Hilton held the usual Kenaissance
view of the powers of prose eloguence. In Prolusion 1II which
is 'An Attack on the Scholatic Philosophy' an estimate of
rhetoric follows one on divine poetry:

Rhetoric, again, S0 capfivates the minds of men and
draws them after it s0 gently enchained that it has

1. liilton lan and Thinker, 1944, p.24.
2. jiltonm, 1946, p.131.
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the power now of moving them to pity, now of in-

citing them to hatred, now of arousing them to

war like valour, now of inspiring them beyond the

fear of death.t
And of hie acquaintence with clessical and Renasissance rhetorie
we know enough to show that his early ideas on the rules of
prose cumpogition must have been shaped by the practice and
precepta of Cigero. D.L. Clark has plausibly conjectured
that at St. Paul's School Milton might have read as o text
book Charles Butler's Rheioricas Libri Duo first published in
1598.2 This work, mainly an abridgement of Talaecus's
Rhetorica made by a Yaster of ilagdalen College, Oxford, wes
praised by John Brinsley as 'farre above all that ever hath
beene written of the same'.3 D.L. Clark has shown that when
iilton says of the art of speech studied 'ad bene loquendmﬁ, /h1
ut Grammatiea, vel ad discendum bene, ut l‘(hes‘t'.or;i.ca‘)"l he is re-
peating the similer definition of rhetoric by Talmeus who in
his turm learnt it from Quintilian.5 It is very likely that
as a student Yilton was not under the influence of that extreme

form of Ciceronienism which is criticised by Rawus in his
Cicercnimnus (1557).  Yet there can be no doubt that in the

4. Privete Correspondence and Acsdemic Sxerciges, tr. P.B.
Tiliyard, 1932, pp.69-70.
dohp liilton at S5t. P School, 1948, p.1L7.

3. Ludup Literarius; or the Graumar Schools, 1612, p.20l.
L. Ci, xi1. 16.
5. op. eit. p-148.




258,

humanist education of 3t. Faul's Cicero was &n important author

and wes recognised for virtues which Quintilian pmiaed.1

¥ilton's early regard for the Cicercnian rhetoric is particulan
1y in evidence in Prolusion I (1628) which opens with a refer-
ence to Cleero's recipe for a good speech:

It 18 & frequent mexim of the most eminent masters
of rhetoric, ... that in every stylec of oration,
whether deronstrative, deliberative, or judiclal,
the speaker must begin by winning the good-will of
his sudience; without it he csnnot make any impres-
sion ugcn them, nor succeed as he would wish in his
cause.

In Frolusion I1I (4628) Milton is equally respectful towsrds
the principles of Letin rhetoric;

1 have been deeply ocecupied of late, gentlemen, in
seeking, and indeed one of my chief anxieties has
been to find, what device of rhetoric would best
enable me to engage my hearers’' attentlon:when of

& sudden there oame into my mind the precept often
inculeated in his writings by Cicero (with whose name
my speech auspiciously begins) - namely that the fun-
damental dutiea of en orator are first to instruect,
secondly to delight, and thirdly to persuade. And so
I have made it my chief object to fulfil as neagly as
poasible this three~fold function of a speaker.

In his Cembridge days Yilton learnt Yo regard classical
rhetoric as a model for good writing. fe learnt to believe in|

cerf;ain rules to be observed, in certain formal principles of

1« 'e.. let the student realise that he has made real progress|
if he is a passionate admirver of Cicero.' Institutio
Oratorig, tr. H.E. Butler, 1922, iv. 65.

Private Corregpondence end Academic lxercises, ed. ».B.
Ti1lyard, 1932, Ds53-

3. 4bid. pp.67-68.

2.
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esomposition to be rigidly followed. In a letter to Benedetto
Buonmattel (1584-1647) he speaks of his reverence for the man

who devotes his powsrs to sstablishing by rules
and precepts the idiom and usage of the language,
whether written or spoken, asccepted as correct in
the best period, snd who circumscribes it about
by & barrier which must never be paseed, under
penalties almost as severe ag those lald down by
Romulus himself.?t :

In Of Zducation 'the spirit and vigor of Demosthenes or Cicero'
ers an example to the young lecarner who should be 'taught out
of the rule of Dlato, Aristotle, Phalereus, Gloero, Hermorenes,
L::mginug'.2 Hilton's realisation of the importance of ancient
authors as a model for his own style is most eloguently ex-
pressed in his letier to Leonard Fhilaraes:

I gladly cunfess that it is above all by studying

cunstantly from my youth up the works of the many

able men who have sprung from Athens that I have

acquired whatover literary skill I may have..

Prom all that we now know of the method of instruction st
3%, Paul's School in Wilton's time™ we can infer that his early

1. 1ihid. p.16. This letter dated 10 3eptewber 1638 is about

Buonmatted's Della Lingua Toscena, Libri Due, 1643.
2. Ci, iv. 286.
3. P Correspondence A mic Bxercises, p.26. The

letter is dated June 1052.

L. A fairly satisfactory account of Milton's education at st.

Faul is availeble in D.L. Clerk's John ¥ilton at 3t Faul
schoo), Kew York, 1948. The chapter on Hilton's iatin stud;

Up to 1625 in H.F. Fletcher's The X?QMW
Jonp Jillton, vel. I, Urbana, 1956, cuntalns soma addi-

tional meterial. C.5. Baldwin's Henaissence Lit
Th ctige, New Yori, 1933, D.N. Clark's Rhetorig

and Poetry in the %egg;sgange, New York, 1922 and W.G.
Crene's wit and IKhetoric in the Renaissance doal with the
influence of ancient rhetorlec on the cducation and litera-
ture of the English Renaissance.



260.

Latin compositions were very largely influenced by that method.
In en article on "Milton's use of Letin Formularies'' Nathalia
Wright hae shown that 4ilton's familiar letters were composed
according to the rhetorioal principles taught at schocl in his
day. As H.F. Fletcher has observed the 'letters should be
fully snslygzed from t;he standpoint of how Kilton wes taught
to write them, for from such an analyais we would learn much
about the outcome of Milton's grammar school education'.2
dince we are mainly concerned here with the rhetorical prin
ciples which Milton developed and practised in his Lnglish
pamphlets we necd not go into any examination of his early pros
compusitions in latin. Moreover Kilton's mature rhetoric was
sheped by principles which had littls to do with the cicoronian!
rhetoric he was taught at school. ¥e must bear in mind that
although X¥ilton was naturally influenced by the system of Latini
instruction of his day he was no; satisfied with thet system.
Onc whole paragraph in Of Education condemns that system as
utterly unsatisfactory and fruitlees?y

hnd that which casts our proficiency therein so mugh

behind, is our time lost partly in too oft idle vaocan-

cies given both to Schools end Universities, ~ partly

in a preposterous exaction, forcing the empty wits of

Children to compose Theams, Verees, and Urations, which
are the acts of ripest Judgnent, and the finsl work of

10 ﬂEf 19“’! Xl' a4

2. The tellectual Develo t John ¥ilton, Urbans, 1956, |
p.2oé. iilton
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& head £ill'd by long reading and observing, with

elepant maxims and copious invention. These are

not matter to be wrung from poor striplings, like

blood out of the Noss, or the plucking of untimely

fruit.1

Milton's tracte, however are written in & style which the
rhetorical principles implied in his early writings do not
sufficiently explasin. The enti~prelatieal pamphlets represent!
a manner of prose writing which their euthor did not attempi
to afriliate to any dootrine of elassical rhetoric. They were
conposed wder the stress of s polemical passion which could
find no room for verbal finesse or decorum. iilton knaew this
and he also realised that he nceded a rhetorical gthos to
Justify the only mammer in which his pamphlets cwuld be written
It was not essentislly a defence of sourrilous language, &
specious argument in support of loss of balance in controversy.
He was not anxious to invent a new principls of formal rhetoric?’
to serve a new rhetorieal purpose. Hor did he wmake an effort
to give & new meaning to the most respectable doctrines of
claseical rhetoric by way of devising 2 classical sanction for )
whatever mapner of writing suited him.  When he took up his
pén ageinat episcopacy he knew that what he was going to pro-

duge could not be an exercise in fine writing. The pasesion

4. C%, iv. 277-278. For a description of the system of in-
struction in this period see lLudus Literariua, 4627,
Pe121.
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and the hurry of the moment would not permit a careful prac-
tice of the rules of classical elogquence. All staterents
about atyle in his first five parphlets reveal a conscious dla-
regard for too close an attention to points of rhetorical ex-
cellence and a strong emphaesis on matter end motive. There is
something in them of the moral remction against the sway of the
elassical rhetoric which prompted the early Christien writers
to formulate a Christisn rhetoric. Vhen St. Augustine gave a
new rhetorical doctrine in the fourth book of his De Doctring
Chrigtisng encient rhetoric had become what is known as second
sophistic which placed style above the morsl substance of
writing. For the most important prineiple of rhetoric stated
in the early tracts is in essence a moral prineciple, a doe-~
trine of eloguence which 48 ¢oncerned more with the desper
sources of thought and sction than with the externals of techw
nigue. The moral support for a furious manner of writing is
rooted in this moral conception of sloguence.

But it would be an error to imagine that Milton's rhetorie
in the pamphlet pericd was shaped entirely by the exigencies
of polemiocal strife. fven in hie Cembridge days he cuuld
think of disregarding rules of rhetorle to mest the demands of
& particular situation. Thue 4in Prolusion I he saye:

At the very outset of my oration I feer I shall have
to say something contrary to all the rules of oratory,
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and be forced to depert from the rirst and chlef
duty of an orator. For how cean 1 hope for your
good-will, when in all this great assembly I en-
counter none but hostile glanses, 8o that my task
seems to be to placate the implacable.?

The statement may seem to be & kind of undergraduate sally.
But it must be admitted that a good deal of what kllton saya
in a semi-gerious mamnner in the Frolusions anticipates some of
the maturer ideas of his later days. What he says in i'ro-
lusion I ebout the bitterness of his expression he might well
have said later mutatis mutandis adout the language of hia
anti-episcopal tracts:

1f you consider that I heve spoken with too much

sharpness and bitterness, 1 confese that 1 have

done @o intentionally, for 1 wish the beginning of

my spesch to resemble the first gleem of davné

which presages the fairest éay when ovureast.
Ris sarcasms on Joseph Hall's Toothless Jatires have a striking
parallel in Prolusion VI:

As for my jokes, I dun't want them to have no bite

in them, or you may well say they ere hackneyod and

stale, and that some wheesy old woman has spat them

out. At tho same time I do not think that any one

will accuse my jokes oOf being toc biting, unlese he

has no teeth himself ard finds fault with them
because they are not like his own.3

2, 1bid. p.54. For an interesting discussion of Milton's re-
lation to his academic audience see A.3.P. Voodhouse,
'Notes on Yilton's zarly Development', UTQ, 1943-Lk, xiif.

3. ibid. p.100.
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And in defence of his comic manner he puts forth ergunents

which are repeated in Ap Apology for Smectymnyus:

Kopeover socrates. mccording to the Pythian Apollo

the wiseat of men, 1s sald often to have dridled his
wife's shrewish tongue with a jesting word. Besides,
we read that the conversation of the anclent philo-
@sophers was always sprinkled with witty sayings and
enlivened by a pleasant s8parkle; and 1t was certainly
this quality above all which conferred an immortal
fame upon &ll the sncient writers of comedies and epi-
grems, whether Greek or Latin. Horeover we are told
that Cipero’s jokes and witticisms, collected by Tyro,
filled three volumes. And we are all fariliar with
that sprightly encomium of Folly composed by an auvthor
of ne small repute, while we have many other diverting
essayﬂion comic subjects by famous authors of our own
times.

By the middle of his Ceambridge period #ilten realiged that
there was a certain force, an urgency of passion, which could
not be expreesed in a polished Attic menner or in well-trirmed
Ciceronian periods. In a letter to his tutor ‘homas Young
dated cirea 1627 he speaks of his preference for 'a style free
from all such restrictions, or rather in an Asiatic flow of
worda, if that might be'. And he does not believe that he
can achleve the true eloquence of the heart by foliowing the
set principles of rhetorie and logic:

Yot it would bec far beyond my power to express fully

all that 1 owe to you, even were I to drain dry all

the eprings of eloquence and exhaust all the common-

places of rhetoric which Aristotle and the famous
logician of rarie together have amassed.2

1. 1bid. pp.90-91.
2, ibid. p.5.
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And when urgency of passion tock control the writins had to

be sharp and satirioal as in his attack on his fellow-students
at Cambridge, Bishop Hall, Salmasius or Horus. About his
oatirical menner John Aubrey observes: 'Extreme pleasant in
his conversation & at dinner, supper &c: but datyrieall.

He pronounced ye letter R very hard a certaine signe of a
satyricall Witt ....' Antony a ¥ood recorded in fasti
Oxonienses (1691; that 'he was & pereon ... of & very sharp,
biting and satyrical wit'.2 In the anti-prelatiocal pamphlets
this satirical wit 18 biting enough: it is savage in the

Defe, Pro ro + Defensjo Jjecunds and irp Se
Befensig. But in his early work too there 1s a vein of

satire which though rentler is not very unlike the manner of
the pemphlets. Ihe violence of the attack on Joseph Hell is
not a surprise after the no less violent, though not personal,
denunciation in Lycidpa:

How well could 1 have spar'd for thee younp swain,
Anow of such es for their bellies sake,

Crecp and intrude, and climb into the fold?

Of other care they little reck'ning make,

Then how to scramble at the shearers feast,

And shove away the worthy bidden guest;

Blind monthes! that scarce themselves know how to hold
A sheep-hook, or have learn'd ousht els the least
That to faithfull Herdmans art belongs!

What reeks 1t them? what need they? They are sped;
And when they list, thir lean and flashy songs

1. Larly Lives of !/ilton, ed. Helen Darbishire, 41932, p.6.
2. 1bvid. p.39.
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Grate on their scrennel Pipes of wretched straw,
The hungry Sheep look up, and are not fed,

But swoln with wind, and the rank mist they draw,
Eot inwardly, and foul contagion spread:

Desides what the grim Woolf with privy pew

Daily devours apace, and notiing sed,

But that two-handed engine at the door, 1
Jtanda ready to smite once, and smite no more.

well-known passage is cited here bocause it resembles the
voluble sarcasm in the opening passage of Of Reformation:

they began to draw downs all the Divine intercours,
betwixt God, and the 3oule, yea, the very shape of

Sed himselfe, into an exterior, and bodily forme,
urgently pretending a necessity, and obligement of
Joyning the body in a formall reverence, and Worship
circumscriv'd, they hallov'd it, they fum'd it, they
sprinel'd it, they bedeck't it, not in robes of pure
inrocency, but of pure Linunen, with other deformed, and
fantastick dresses in ralls, and !iters, gold, and
guegaw’s fetcht from Apong old werdrobe, or the Flaming
yegtry: then was the Prisat set to Ceon hig motlong,
and his Postureg his Liturgies, and his Lurries, t1ll
the Soule by this meanes of over-bodying her selfe,
Ziven up justly to fleshly delights, bated her wing apace
downeward: and findins the ease she had from her visidle,
and sensuous collepue the body in performance of leli-
£ioug duties, her pineons new broken, and flay-ing,
shifted off from her selfe, the labour of high scaring
anymore, forgot her heavenly flight, and left the dull,
and droyling carcas to plod on in the old rode, and
drudzing Trade of outward conformity.2

similarity of tone is unmiatakable: the differonce is

ly the difference betweun the metrically controlled lan-

guare of verse and the lerger freedom of prose. Long before

the desinning of the parphlet period {iilton reflected on the

1.
2,

143-134.
c, 111. 2-3.
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need for the powerful language of righteous indignation as an
essential weapon in the aource of truth. The Lady in Comus
mests the contemptuous words of her assailant with the declare-
tion that when vice 1s so glib virtue must not remein tongue-
tied:

I had not tnought to have unlockt my lips

In this unhallow'd alr, but that this Jugler

Would think to charm my judgement, as mine eyes,

Obtruding false rules pranckt in reasons garb.

I hate when vige ¢an bolt her arguments, 4

And vertue has no tongue to check her pride.
And her disrespsct for the elegances of studied rhetoric is
matched by a faith in the powsr of inspired languaie of
righteous mry'

Enjoy your deer Wit, snd gay Rhetorigk

That hath 8o well been taught her dagling fence,

Thou art not £it to hear thy self convinc't;

f{et should I try, the uncontrouled worth

Of this pure cause would kindle my rapt spirits

To such a flame of sacred veh@mence,

That dumb things would be mov'd to sympathigze,

And the brute Zarth would lend her nez'vea, and shake,

Till all thy magick atmctures rear's so high,

Were shatter'd into heaps o're thy false head.
In Comyg there is en element of bitter denuneletion which
becomes stronger in the passage we have Just quoted from,
Lycidas. In fact except in the two light-hearted pieces 'On
the University Cerrier' :ilton's satirical wit menifests itself

in a languagzs of extreme bitterness. That bitterncss he bring

1. 756-761.
2. 790-799.
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to hie service when as & man of strife and econtention he
begine his attack on prelacy, Nor can we say that the
satirical wit of Milton ie present only in hia ecclesiastical
eand politieal pamphlets., There 1s a great desl of it in his
two sonnets on the reception of his Tetrachordon. The satiri
eal tone of the anti-episcopsl passape in Lycidss reappears
in the sonnet on Cromwell composed in May 1652:

Helpe us to save free Conscience from the paw
Of hireling wolves whose Gospell is their maw.

And the short poem 'On the new forcers of Conscience under
the Long PARLIAMENT' is full of banter which is no less sharp
./ than that of the tracts. And:certain severity of temper and
lanuage remained a chnmterfa\tic of ¥ilton throughout hie
1life. It appears in Parsdise Lost wherever 1t can appear
appropriately. “ephon answers 'scorn with scorn’
and his grave rebuke

Jevere in youthful beautie, added grace

Invinecible.t
Abdiel is not satirical but ¥ilton's picture of him as the
'flaming 3eraph fearleass' - turning his back 'with retorted
scorn’ on 'those proud towrs to swift destruction doomed'Z -
is picture of a vehement cheracter. In Paradise Ee;gined
Christ speaks patiently and calmly, yet in his arsuments with

1. iv. 834, 8LL-8L46.
2. gL, v. 875, 906-907.
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satan there is an element of gentle but forceful sarcasm which
shows that #ilton had command of his satiriecal wit even in his
last days:

The first and wisest of them all professd

To know this onely, that he nothing knew;

The next to fabling fell and smooth conceits;

A third sort doubted all things, though plain sense;

Others in vertue plac'd felicity,

But vertue joind with riches and long life;

In corporal pleasure hee, and carelese case;
and there is even extreme harshneas in Christ's judgment on
Greek lore:

while thoy loudest sing

The vices of thir Deities, and thir own

In Fable, Hymm, or Song, so personating

Thir Gods ridiculous, and themselves past shame,

Kemove thir ewelling Epithetes thick laid

A varnish on a Herlots cheek, the rest, 1

Thin sown with aught of profit or delight.
Of bitterness and severity of langum;e there is a good deal
more in Samson Agonistes than would seem appropriate in a drama
of grace through contrition. In Samgon's cunversation with
Dalila and Harapha there is & ferocity which is curbed only by
the demands of neat blank verse. And although here the fierce
ness of ‘iilton's temper is expressed mostly in a langusie of
direct denunciation the satirical menner ie not altogether
abaent. do when i1lton defends the polemical fury of hias
early tracts he ic stating a rationsle for a manner of ex-

pression which 4s rooted in a particular part of his nature.

1. iR, iv. 293-299, 339-345.
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The extravagant sourrility of his attack on Salmasius or

Morus is surely a form of retaliatory violence. But ilton
thought that there eould be an ethic of such retallation and

a rhetoric too. And it must be remembered that it is not

in Ppo 3e Defensio which was published in 1655 and which is
ituelf distinghished by grossness of languaze that Milton
first formulates that rhstoric. In fact what he says in this
book by way of countering the charge of obscenity against his
style 18 not very siimificeant as a statement of his rhetoric.
J.H. Hanford calls it 'une of those curiocus passauco in defense
of the use of grosa language and personal vilification a ainst
the enemies of righteouvsness which show how little at case
i:ilton really was ebout his own countroversial pmctices'.1
~hile the passare in question msy really ccem stranme as ariu-
ment there ia nothing eithar here or in the earlier and more
sirnificant atatements of rhetorical views to show that “ilton
was only inventing ways of appeasing a higher literary con-
scienee. He knew what kind of style he wss writing and he
believed that the atyle he wrote was the only style suiltable
for his purpose. And his argument' in support of that atyle
is with him a genuine sonvietion: whether 1t is convincing

for us is another matter.

1. A !iilton Handbook, 1946, Hew York, p.11h.
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We should not hovaverytake the passage in Pro se Defensio
a8 the locys claasicus of ¥ilton's rhetorical theory. For one
thing it 18 not a defence of the hnrs.hly‘sat:lrical style which
marks large parts of his early pemphlets; 1t is essentlally a
refutation of the charze that his manner of writing was vulgar.
It can be 1linked up with his early defence of righteous in-
dignation in so far as it is in support of the

opinion, that words nalked and plein, indignantly
uttered, heve & meaning rar different from ob-
scenity - that they express the utmoat vehemcnce
of reproof.?

St11l in Prg ss Defensio Milton's main defence of gross lan-
aguaze is in a series of examples of other men who too did not
allow thelr sense of decorum to repress their noble rapge:

It this be indecorcus at all times and places, how

often will you have to charge with a writ of in-
deconcy, and obscenity, Erasmus, that miracle of
learning, whose bragen statue stends at Rotterdam;

how often our own Thomas More, whose name you dig~
honour by pronouncing it st the same time with your

own, lastly, how often the ancient father of the

Church, Clements Alexandrinus, Arnobius, lactantius,
Eusebius, when they uncover and cast derision upon

the obscene mysteriecs of the old reliions! ....

You will not sparc even Job, most modest and patient

of men, winile, in naked and homely phrase, he imprecates
on himself the curse of & harlot-wife, if he had ever
lain in wait for the wife of another. Hot the writings
of Solomon the elegant, nor even of the prophets could
escape your proscription of every pretty indelicacy,
indeed sometimss even of broad obscenity, whenever the
Mmgorets and Rabins think proper to write their mar;:inal

1o Qﬂ, ix. 109.
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Kard, to note the eloguent plainness of the text.

As for me, I should choose rather to be plain-epoken

with the sacred writers, then delicate with the

futile Rabins.?l
This looks like a laboured applozie for obscenity when employed
against the reprobate. But read in the context of his easrlier
statements on polemical rhetoric it would be recognized as
part of a larger and more systematie literary theory. Like
hie theory of poetry his theory of pross, so far as he held
one, conoerans itself with his own practioe aa a prose writer:
he does not introduce or adapt any laws of clasaical or Renais-
sance rhetoric for building up e doctrine of polamical style.
Nor did he fashion that doctrine merely as & reply to those who
censured his savage raillery. Those who ima:ine that :ilton's
1dea of 'sanctified bitterness' grew as a defensive arpument
against Hall's or his son's strictures on his uncivilized
pen disregard a very important passage in liilton's first pam-
phlet. The ninety smell quarto pages of (£ Refornation were
written in a style which thouzh vehement is free from any fom
of scurrility and they were written defore anybody had cri-
ticized him ss an indecorous writer. And in this pamphlet he
lays down & rhetoriocel principle of strong and outspoken ex-
pression and relates it to the morel zeal of the true Christian

And heerewithall I invoke the [mmortal DEITIE,
Reveler and Jud::g of Secrets, Thet wherever I

1. C¥, 1x, §12-143.
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nave in this Booke plainely and roundly !though

worthily snd truly) laid open the faults and

blemishes of Pathers, Martyra, or Christian

ra, or have otherwise inveighed ageinst

Error and Superstition with vehement Expressions:

1 have done 1t neither out of mmlice, nor list to

speak evill, nor any veineglory, but of meere

necousity to vindleate the spotlesse fruth from

an ignominious bondage, whose native worth is now

become of such a low eataeme, that shee is like to

finde amall credit with us for what she can say,

uniesse shee can bring a Ticket from Cranmer,

Latimer, and Ridley; or prove herselfe a retalner

to Copstaptine, end weare his badue.t
The sBense of this need for vehemence in the service of truth
is at the centrs of all that M¥ilton has to say in defence of
his polemical atyle. The quality that he would cultivate as
a writer of prose is first the quality of plainness and in
speaking the plain truth in plein lancuaze he cannot avold
using 'vehement expressions’. And he also suggests that to
vindicate the spotless truth he will not employ the rhetoric
which has achieved reapestability in the controversial litera-
ture of the age. And how eonsciously defisnt hc is of the
orthodox rhetorical practice ia evident in the very first para-
graph of the pamphlet. The sentences are too long, clumsy in
construction, and defieient in rhythm or elegance. A poet
who had learnt to produce a Doric lay, who had pursued with im-
pressive succeas, utmoat perfection in poetic language, and who

A
was acquainted with the graces of Latin prose and with the lawa

1. G, 11i. 10.
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s
of their composition was certainly ospable of writing more
neatly end in better ordered sentences. But he has by this
time leernt to despise rhetoric as cheap verbal trickery which
an inspired upholder of the true csuse oould never employ.
.1t 1s an ally of those who do not know the truth or of those
who care more for the fripperies of language than for truth.
And it 1s again in his firet pamphlet that he states his view
of what he would call false rhetorict

fle that cannot understand the sobor, plain, esnd un-

affected stile of the Seriptures, will be ten times

more puzgl'd with the knotty Africaniams, the pam-

per'd metafors, the intricat, and involv'd sentences

of the Fathers; besides the fantastick, and declacna-

tory flashes; the crosse-Jiniling periocds which can- ,

not but disturb, and come thwert a sett/d devotion /¢

worse then the din of bells, and rattleos.t
If 1t 1s primarily a criticlax: of patristiec etyle it is no
lesa significant as a disparagerent of an artificial rhetorical)
manner, of fantsstic, declamatory flashes which were then be-
coming common in the 'metaphysical’ sermon. Uhst he condemned
a8 'new fangled toys, and triming slight’ in verse writing in
his Cambridge days he still more strongly condemned in prose
writing in the pamphlet period.

After affiming the necessity for vehement language in thy
eause of truth, !iilton procceds to establish 1ts propriety in

Christien ethics. In his third pamphlet entitled Animad-

1. oM, 141, 34.



(1644) ¥1lton 1s fierccr in his banter and harsher than in the
previous two pamphlets. For Bishop Hall whose A Defenge of
ibe Humble Remopstrancg provoked the Aplmadyersions !iilton had
a stronger contempt than for Usher. Yet 1t must be remembered
that '!ilton's attack on him in this pemphlet was not prompted
by any eense of personal wrong. Hall hed not yet cast any
aspersaions on 1lton either e a writer or as & man. St411
hip sBarcasms are bitter in the extreme and some of them are,
a8 David “asson has obaerved 'really sc much beyond the bounds
of modorn good tasto that it 1s dirficult to quote them’'. 1
But iilton believed that such severity of expression was not
incompatible with Christian ethics. The passae in the irefac
to Animadvergions in which he defends this belief is so impor-
tant and has been t11l now so much i:nored that we quote it
here in full:
,.ee al) know that in private a:;d personall injuries,
ublique suffer: on_the cause of Chriast,
1 rule g_x_;d example teaches ug to e be 30 farre from
gg; s8¢ to 8pesk evill, ge nct to answer the
m%_ in his Jlanguagxe, though ) ncv.,x- 80_nuch pro-~
m&_d__Y__ef- in _the glng of any
ous enemie to truth and his omtr [T ce,
_eagegj,ll that is concelted to have a voluble
smart fluence of ton;me, and in the vaine confidence
og that, and out of § more tgpacigug ¢ling to worldy

t standu up for all st to justifi

;__w m;iog and convicted . seudep izcopy of ‘relates,
1, ZThe Life o John ¥11%e » 1674, 11. 259.
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xith all thelr ceremoptes, liturxies, and tyranniee,
which God and man are now ready to explode and hisee
out of the land; 1 suppose and more than suppose, it

will be nothing disaprecing from Christipn meeknesge

to handle such & one in g roucher agcent, and to gend
home hiam haushtinesee we;l bespupted with his own
holy-water. Nog to do thus are we upautoritied eitgeg
Lrom the moral precept of SALONON to answer him there-
after that prides him in hig folly; por from the ex-
anple of Christ, and 811 hls followers in all Ases, who
the re; lng of those that reslsted eound Dogtrine,
d_by sul sirulations corrupted tae minds of mep,

have wrouszht up their zealous gsouls into such vg%;enen-
¢cies, as nothing gouid be more killinvly spoken.

it11ton knew that his pamphlet was full of anger, but he also

knew that this anger was no private spleen but an expression
of the 'zeal of truth'. The 'well-heated fervency' which pro-
ceeds from this zeal is whst is called the 'flan}e of sacred
vehemence' in Comug. It is the 'crave rebuke severe’ of
Zephon, the 'retorted scorn' of Abdiel. This zeal ls defined
1’{ De Uoctrins Christiapns in a sentence which sutis up all that
Kilton saye in defence of the vehement style in his Freface

to Apimadversions: ‘'An ardent desire of hellowin: the name of
God, together with an indignation ayminst whatever tends to
the violation or contempt of religion, is called ZEAL.Z The
Preface to Aplmadvergions is thus a full statement of the cen-
tral prineiple of i‘ilton's polemical rhetoric. What he says

later about it either in the Apolo:y or Pro seDefenglo is only

1. i, 111, 105-106.
2. Clt, xvil. 153
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an elaboration of this clear rounded statement in the third
pamphlet:

=) el me)
= 1t _lov 3
MMQMM
uzh the; t: 0 th to

8 11 heated fervengie: egmgjg;}z, ;gg they which
ihﬁa on‘egd f?mft 0.% g%flga of their brethren, do 1%
th delight to their at mmine, ease, and advencement
this wgrlg. but they that geeke to discover and oppoge
r false trade of degelving, dc it not without a aad
unwil zer, not without many haserds; but with-
out all private and peraonall spleene, and without any
thouzht of earthlv reward, whep g8 tals very course they
take stopps their h__g_s of as: candmg above a lowly and
wnenvieble pitch in this life.t

From the examples which iilton cites in his chapter on

zeal in the De_Doctrina Christigns it is clesr that lNilton
sought a Biblical support for rithteous indignation. The
Lord turned 'the cities of Sodom and Gomorrah into ashes';2
when ‘Moses' anger waxed hot, ... he cast the ubléa out of
his hands end brake them beneath the moxmt‘:’ Phinehas 'took
a spear in his hand ... and thrust ... the man of Israsl, and
the woman through her beny';u Jareaieh is 'like a drunken
man, and like a man whom wine hath overcome; because of the

Lord, and because of his holy worde'. 5 Did not Christ sey

1. CM, 11i. 107.

2. 2 peter, 1. 6.
3. Ezodus, xxxil. 19.
4. Numbers, xxv. 7-8.
5. xxiil. 9.
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tnat ‘the blasphemy ageinst the Spirit ehall mot be forgiven's!
At Stephen's reproof the reprobates are 'cut to the heart and
they gnashed on him with their teeth'; when oxen and garlands
wore brought to the temple of Jupiter, barnabas and Paul 'rent
their garments, and epreng forth emong the muitituds'.2 Thie
impressive array of Biblical references in the De Dogtrina
ohrintiare” 1o certainly intended to be & justification of the
geal which inapired Milton himself in the pamphlet period.

Por in the pamphlets too he quotes the same authority in
support of his languase of wrath. And Hilton's whole argu-
ment in Aj Apolosy shows that in defending his manner of
writing he fe moetly explaining the nature of the impulse of
which that writing is an expression. For even when he cites
the example of Luther as a harsh writer he says 'I heve not
exanin'd throuzh hie works to know how farre he gave way to
his owne fervent minde; it shall suffice me to looke to mine
ovn'.l‘ And lookins into his mind he realised thet ‘when God
ccmands to take the trumpet, and blow & dolorous or a jarring
blast, 1t lies not in man's will what he shall say, or what he
shall conceal'. He thought that the exmmple of Jeremiah
should bs enough to

1. Matthew, xii. 31.

2. Agts, vii. 54, xiv. 4.

3. gM, xvif. 153-161.
L. cM, 141, 315.
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teach theae times not suddenly to condemn all thi
that are sharply spoken or vehemently written as ngr:—
ceeding out of etomach, virulence and Lll-mtuu.g

This was before the younger Hall had attmcked him for the

harsh of his 1 And what 18 §t411 more significant
is that the statement is made in that sscticn of The Reagon

of Church Goverpment where he spesks of his inapiration as &
defender of truth or as a poet. Ve nced to examine this line
of argumcnt before we regret that even 'the august genius of
Milton could not resist the virulent contagion of the time'.2
It is true that the style of the pamphlets brings to our mind
the coarsencss end ferocity of contenporary polemical prose and
18 at times very close to the vulgarity of catoh-penny pamphlet
8%111 there is & quality in 4ilton's prose which demands s
Juster estimate than Henry Hullam's that his invective is
'more ribaldrous vulparity blended with pedantz-y'.z’ Hig
sarcasmg may indeed be too vpitter, his allusions beyond the
oomprehenaion of the unlearned, end his sentences are often
too lon;: end disorderly, Cicerunian in length but not in order
and finish. Yet he achieves a force which he at least
believes comes from some apocalyptic fire. The meal whici
proupted him to write the pauphlets was the zeal of a Hebrew
1. Ine Reason of Chureh Uovermuemt, Cif, 1i1. 231.

2. John Horley, Qliver Cromwell, 1900, p.152.
3. Lituratyre of Fuprope, iii. 151.
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prophet. He had no ambition then of produsing a great prose. '
At Cambridgze or at Horton he had not prepared himaelf for such
performance. When he took pen in defence of the true Church
bis wish was to write a 'sober, plain, and unaffected style’.
But if he never wrote a line marred by affectation he felt
under the stress of & moral passion that sober and plein prose
would not suffice. He knew that some 'also were indued with
@ staid moderation and soundness of argument, to teach and con-
vince the rational and sober minded'. His own De_Dogtrina

Chrietiana was an example of such a manner but he also knew

that such a style was not

the only eapedient course of teaching, for in times

of oppositicn, when either egsinst new heresies

arising, or old corruption tv be reformed, this cool

unpassionate mildnese of positive wisdom is not

enough to demp end astonish the proud resistance of

carnal and false doctors.

It 1s sijmificant that an entry in the Commonplace Book
18 concerned with the rise of reproof in writinge for the cause
of truth. It says: 'Luther refrained neither from harshness
nor from jests that were now and then even a little shameful.

Sletdan Bock 16. p.261'.' ‘We have observed that in The Remson

1

1. §k, xviii. 145. The entry which i in Latin and in liilton'|
hand is cmjeetumny assigned to 1644-42. Sleidan's book
referred to is Strassburg, 1555 Ruth Mohl
mentione a copy of Luther 8 book preserved in the New York
Pnblic Librery in which 'there 1s a note probably in 4il-
ton' e handwriting: "Lutheri scriptun adversus Pontifica-
tum"' Wo John 1 , ed. D.M. Wolfe, New
Hav.n, i. 390. .dilton refers to Sleidan again in An
Apology in his defence of harsh language.
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af Church Government 4ilton compares his condition to Jere-
miah's. In Ap Apology there is more of such personal con-
feasion to suggest a still closer cumparieon btetween the seven—
teenth-century polemist end the prophets of the 0ld Testament:

<+« then Zeale whose substance is ethereal, arming

in compleat diemond, ascends his fiery Chariot,

drawn with two blasing lieteors figur'd like beasts,

but of a higher breed then any other Zodimek yeilds,
regembling two of those four which Ezechisl and 5.
John’s sew, the one visag'd 1like a Lion, %o expresse
power, high autority and indignation, the other of
countnance like a man to cant derdision and ecorne upon
perverse and fraudulent seducers; with these the in-
vincible warriour Zemle sheikiny loosely the slack reins
drives over the head of 3carlet rolats, and such as are
insolent to maintainc traditions, brusing thelr stiffe
necks under his flamin: wheels.

Obviously this was a reply to the younsger Hall's condemnmtion
of Hilton's langusge which he said 'you should scarce hear
from the mouths of canting be:igars, at a heathen altar, much
lesse was 1t looked for in a treatise of Controversial Theo~
logy'.z But &8 we have seen the argument he puts forward
here was made before anybody atiscked his style. Hall's
stricture only provoked a more elaborate explanation of iiilton'
ideas on his vocation as a pemphlet sriter:

Thus did the true Prophets of old combat with the

false; thus Christ himselfs, the fountaine of meek
nesse found acrimony enoush to be atill galling and

1. An Apology, Cii, 11i. 313-344.

2. % 0] ion o 3 eroul urr: 11,
Entitled, Animadv. on Hem Def.

against Snegtymnyus, 1642, pp.1-2.



282,

voxing the Prelaticall Pharisees, But will

these had imrediat warrant from God to {: thus g:{{er.
and I say, so much the plaintier is it prov'd, that
there may be a sanctifi'd bitternesse againet the
enamies of truth.!

The main suppert for a bitterly indignant language is however
in the 0ld Testament:

Omitiing that plece in Humbers st the killing of Zimry

Cogbi, dune by in the heigth of zeal, re-
lated as tne Rabbin's expound, not without an obscene
word, we may flnde in Deutercnomy and thres of the
prophets, where God derouncing bitterly the punishments
of Idolaters, tels them in 5 terne immodest to be
utter'd in coole blood ....

Earlier in the same tract he cays, referring to Proverbs, that

we may safely imltate the method that God uases, with
8. X'

the fo. 0 OTWE! 8] throw scorn upon the
Bcorner, whom if eny thing, nothing else will heale.
And 1f the rirhtecus ghall lauu de

i st the destruction of
un gy y they may also lgugh at their pertinacious
and incurable obstinacy ...

It 18 siznificant that this Biblical defence of 'tart rhetoric

in the churches caune')" (this 1s tilton's description of his

polemical style} 41s not first introdused in An Apolopy althoug
1t is in this fifth anti-prelaticel tract that it is elaborate
made. Already in the Animedversions he had cited the suthori

1.
2,
3.
4.

CcM, 111. 3tL.
cH, 111. 315,
gh, 111, 2B8.
cH, 111, 315.
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of Solomon and of Christ' ana we can accept Uilton's view as

& genuine belief in sharp words plously uttered without ore-
diting him with absolute freedom from personal animosity.

For what is important for us to coneider is not whether he

had any private rancour azalngt those who attacked him; of
that gortainly he had a grest deal. What iB important in a
study of s1lton's polemioal rhetoric ies to sce how far this
personal element entered into that enthusiast with which he
devoted himself to a public uusé. We cannot dismiss Nilton's
apologia ac en 0dd attempt at either making a virtue of 111
temper or sublimating sheer peevishness into m prophetic rage
when as we have @een throuzhout his life he bslieved that in
the battle for truth only the most powerful weapons were tc be
uged. And the powerful prose of the anti-prelatiosl tracta
muet be distinguished from the 'hot discourse' of the pamphlets
ballads and broadsides preserved in the Thomason Cclleetion.
The scholar of Aldersgete Street who had produced the moet

1. O, 111. 406. F.L. Taft says that i1lton's remark
on 'things that are sharply spoken, or vehemently written'
in the Prefac: to do:ga }:ltgt Ci u n v

s the theo! &gg_e_gg gggmgs; n
::?ﬁn’?ilton wae :gmpleting this fourt anti-prelutioal
tract. uee Com Bl Ji s ed. D.M.
Wolfe, New Haven, 1953, i. But the derenaive characte;
of the passage does not by 1tse1r prove that it wes an
answer to the confutant when in the Anlmadvergions itaelf
which provoked the Modest Confutation there 1s a word in
support of the sharp manner.
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refined verae for the most refined tastes and whose aris-
tooradic temper had boen intensified by respectable literery
contacts in GLurope would not atoop to the vulgarity of a Vater
Poet for getting the ears of Oyater women and betchera. We ca
believe with Dora N, Raymond that “ilton's 'sinashing, brutal -
humour [was designed for popularity with the masses'. For
when :iilton used invective he certainly wanted it to do its Job
But we cannot imazine that he indulged in vulgarity by way of
emulating the penny fly-sheets or in order to humour the erowd.
30 when Dora N. Raymond wishes 'that iiilton had made no effort
to don the jester's cap and bella' she misses the whole motive
behind his satirical wit. And her eriticism fs particularly
confusing when she aduite that ¥ilton's 'wit was engendered

by anger and wae so witheringly scornful as to make one pity,
rather than laugh at its vj.ct.i,m'.1 For that was precisely the
result which !‘ilton wanted to achieve. He had no comic in-
tent, no desire to entertain just as he had none to produce
delightful prose. His whole object in his ire or irony was
to crush the adversary. And that is all that Nilton wanted
to sey about hie satirical manner in the pamphlets. When Dr.
Johnson dismisses 1t ms & kind of 'controversial merriment' he

1’

fails to understand that his 'smcrimonious and surly Republican :

1. Oliver's segretary, New York, 1932, p.58.

1
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may adopt the satirical vein for something other than light
amusement . While he notices with disapprobation Nilton's
‘Puritanical savageness of manners'' he does not see that when
lilton laughs he really desires that hell should grow darker
at hia frown.

Milton knew the tone and purpose of his satirical wit.
He knew 1t was natural in him and he knew what use to make of
it in his tracte. It is in the Anlmadvergions that he first
employs the bitterly eatirical manmer and in the Preface he
explaine ite utility. In An Apology the defence of satire 1s
more elaborate for it was largely a rejoinder to the Confu-
tant's stricture on his bantering levity. Still the Preface
to the Animadversions contains a full statement of iilton's
ides of the coritical laughter:

And although in the serious uncesin: of a grand im-
posture, (for, to deslc plainly with you Reders,
Prelatry ie no better,) there be mixt here and there
such a grim laughter, as may appeare at the same

time in an austere visage, it cannot be taxt of levity
or insolence: for even this veine of lau hing (as I
could produce out of grave Authors) hath ofttimes a
strong and sinewy force in teachini and confuting, nor
can there be a more proper object of indignation apd
scorn together then a false I'rophet taixen in the great-
est dearest and most dangerous cheat, the cheat of
soules: 1in the disclosing whereof if it be harmfull
to be angry, and withall to cast a lowering smile,
when the properest object calls for both, it will be
lonz ¢nough ere any be able to say, why those two most
rationall faculties of humane intellect, anger ngd
laughter, were first seated in the brest of man.

1. Lives of the knslish Poets, ed. G.B. Hill, 1905, 1. 102.
2. CM, 111. 107-108.
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The fact that Milton can write or 'arim laughter' and 'lowering
smile' and that‘ he puts anger and laughter together as two
moat rational faculties of the human intelleot indicate the
theory of satire which im of considerable interest in the hie-
tory of seventeenth-century eriticism, How Yilton was in-
flueneced by classical or Renaissance idea of satire we shall
see later. Gbviously filton does not deal with the matter by
way of building up a full discourse on the spirit of satire.

He 18 only explaining his own practice and his own motive and
referring in the process to the practices and motives of others
And although the statement in the Preface to the Animadversions
18 not primarily of the nature of a defensive argument it is
very likely that :ilton wanted to explode the Remonstrant's
idea of a tooth-less satire. Bighop Hall's satire yirzidemj-
arum (1597-98) has two books, the first subtitled 'Toothless
datires’ and the second 'Biting Jatires'.! To Nilton all
satire must be biting satire and toothless satire is a mis-
nomer: 'You love toothlesse Satyre; let me informe you, a
toothless satyr is as improper as a toothed sleek-astone, and
as bullinh.'z That ¥Xilton had no smbition to preduce anything
on the model of the classical satire is evident from the fact

1. The Modest COnruter defends Joseph Hall's use of the term
‘toothless setiree' in Hodeet Confutation, 16L2, pp.8-12.

2. CN, 111, 143-11k.
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that nothing of the kind is mentioned in the personal passave
in 8 Cl Govi + Nor did he think that a
work like Animadversions was a variety of satirical prose to
be read and valued as literature. 'I should not chuse this
manner of writing', hs says in Ihe Reagon of Church Government
'wherein knowing my self inferior to my self, led by the renia
power of nature to another task, I have the use, as I may
account 1%, but of my left hand.' But what 18 still more
signifieant is the fact thet in defending the use of satire in
An Apolorry ‘ﬁilton' does not bring to hia support the work of
either Aristophanes or of Juvenal and does not introduce in his
arament either the Flatonic or the Aristotelian ideas on come:
He mentions Sophron's mimes which 'were of such reckoning with
Plato, as to take them nishtly to read on, and after make them
hie pillow', refers to scaliger's description of mime as 'a
poem imitating eny action to stir up laughter', speaks of the
ironic clement in Flato's dimlosues, quotes from the first and
the tenth Satires of Horece and suggests that Joseph Hall
'might have learnt better among the Latin, and Italian Satyrist
and 1in our own tongue from the yis Creed of P Plow-

man'.2 This alone would show that Milton is not here primaril

1. CM, 111, 235.
2. QM, 141, 329.
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concerned with a theory of satire and is not giving his ssti-
umate of gomic or satirical poets. 18 main purpose 18 to de-
fond his own satiric menner, to prove that it is most powerful
when 1t is most biting. 30 he comes baex to Joseph Hall's
absurd idea of toothless satire:

But that such m poem should ve toothlesse I gtill

affirme it to ve a bull, taking away the eesence of

that which it calls 1t selfe. For if it bite neither

the peraons nor the vices, how is 1t & datyr, and if

it Dite eithor, how is it tcothlesse, so that tooth-

lesse jatyrs are as much as if he had said toothlesse

teeth.t

The Confutant had quoted Bacon's criticlsm of the impro-
priety of turming 'Kelition into Comecdy or datyr' to oppose
kilton's idea of laushter as the 'strony and ainewy force in
teaching' stated in the Animadverslops.® 7o this Milton's
anawer 1s not merely a Horatiamn linec on wise jesting. If he
has defended the use of invective by citing examples from the
018 Testament in defence of laughter also he goes to the same
source. Against Bacon's opinion he refers to Solomon:

laurhter beinz one way of answering A Koo or

4 Foole sccordinz
to his tol;l%E teaches to sorts of persons, first the /W
oolo nimselfe pnot to be wise in his own concelt as

Splomop affirms, which 1s certainely a great document,

1. CH, 111, 329.
2. MNodes Ony DPele The source of the quotation is
Bacon's A Wis Mol e Discourse, Congerning Church-

9 with the title Adver ent
Affaizep vritggntin 45! o b &\___s_&ﬂno d mAd 3
published in 1644,
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to make an unwise man know himselfe. liext, 1t
teaches the hearers, in as much as scorne 1s one of
those punishments which belong to men carnally wise,
whioh 18 oft in scripture declar'd; for when such
are punisht the simple % 1) se, if
;i;omogg rule be true. And I would ask, to what end
Ellah mockt the false Propheta?. was it to shew his
wit, or to fulfill his humour? doubtlesse we cannot
imagine that great servant of God had any other end
in all which he there did, but to teach and instruct
the poore misledde people.i

But why should ¥ilton quote so profusely from the Bible
and deal with the whole qQuesticn of the use of invective and
wit in his writing from & relisious point of view when the
8ocial purpose of the 0ld Comedy or of the Latin formal satire
would have been more to the point. i1lton's enswer to this
guestion is:

If therefore the question werc in oratory, whether

a vehement vein throwing out indignetion or scorn

upon an object that merits it, were among the aptest

Ideap of speech to be allow'd, 1t were my work, and

that an easie one, to meke 1t cleare both by the

rules of best rhotoricians, and the femousest examples

of the Greck and Foman oratione. But since the Religion

of it is disputed, and not the art, . shall make use
only of such reasons and sutorities, as religion cannot
exoept asainst.
But this is not the whole explanation. Milton's laughter was
not the laughter of Aristophanes nor was it like Ben Jonson's
laughter 'mixing mirth with instruction and profit with de-

11ght'. His laughter was all wrath and he wanted it to be

1. i 188, 7. The allusions are to Proverba,
%vi. 5, xxi. 14, 1 Xipge, xviii. 27.

2. gH, 111. 312,
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understood as such, Amonget those oTities who have com-
mented on the wit in Milton's prose worka only Sir Walter
Raleigh has noticed this pecullarity of liilton's satire: 'It
1s not mirthful nor gentle laughter, but rather the flerce,
harsh, vchem;nt laughter of the Hebrew Psalms, the laughter of
acorn, the shooting out of the lips, the saying "Ha, pa*. !
It was gheer derision, the laughter at quaint opinione, such
ae 1s doscribed by Raphasl in Paradige Loat,? the great
lsughter which was in heaven at the eonfusion of the Tower of
Bavel,” the bitter mockery that went into the dssoription of
the Paradise of Foola.b Of the

Sport that wrinecled Care derides, 5
And Laurhter holding both his sides,

the genial smile that is enjoyed as a smile there is notiing
in the poetry or the prose of kilton. Though 'extrene pleasan

in his conversation’ ae John Aubrey recorda,6

mild sportive
humour must have been forelyn to !ilton's mental constitution.
"My fate', he says 'extorts from mee & talent of sport, which

I had thought %o hide in a napkln'.7 The distant, severe smil}

of intense disapprobation which he recalls in Ap Apglouy become

t. BMilten, 1922, p.70.
2, wviil, 78.

3. B, xil. 59.

4o Bk 111. 496.

5. 'L'Allegro', 31-32.

6. The Early Lives of Nilton, ed. f. Derbishire, 1932, p.6.
7. Colasterion, Cl, iv. 272.
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an intenser form of mockery in the anti-prelatical tracts:
'they thought themselves gallant men, and I thought them fools,
they made sport, and I laught',?

It is, however, an irony that Joseph Hall whose 'Toothless
Satires’ provoked Milton's expatiation on biting laughter had
himself the very same idea of satire. In the Proem to Book II

of his Characters of Vertues and Viges (1608) Joseph Hall said:

Perhaps in some of these (which thing I do at once
fear and hate) my style shall seem to some less grave,
more satirical .... The fashlons of some evils are,
besides the Odiousness, ridiculous; which to repeat,
is to seem bitterly merry. I abhor to make sport with
wickegneus, and forbid any laughter heere but of dis-~
dain.

This is obviously very different from the gentle humour of
Theophrastus. Of that humour Hall wes incapsble: and it wes
foreign to ¥ilton's nature.

The idea of 'sanctified bitterness' explained by kilton
in such detail in the Animadversions and in An Apology thus has

the status of rhetorical doctrine. It is a doctrine which
Milton does not affiliate to a particular tradition of rhetorie,

classical or Renaissance. While he says that he can 'urge the

1. O¥, 114. 300.

2, Works, ed. P. Wynter, 1863, vi. 106. It is the first
imitation of the Characters of Theophrastus (¢. 371-g. 287
B.C.) in the English language. Sir Thomas Overl?ury'a
Charpcters was published in 1644 and John Earle's Hiero-
gosmographie in 1628. For an interesting atudy of the in-
fluence of iheophrastus on English literature see G.S.

Gordon, 'Theophrastue and his Imitators' in English Liters-
ture and the Classigs, ed. G.S. Gordon, 1912, pp.49-86.
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eame out of Cigerc and m” he does not explsin his prin-
eiple in terma of classieal rhetoric. For precedents he men-
tions Solomon and Luther, but apart from the two quotations
from Horace there is no reference to eny principle of classical
rhetoric. On the other hand although he does not speak of

any Hebrew rhetoric he quotes fram Proverbs to justify his
spornful language. This has an important bearing on s proper
estimate of “ilton's polemical atyle. For this -atyle cannot
be appreciated without a comprehension of Wilton's ideals of
satirical prose. There 18 nothing here of the grace and order
liness of the Ciceronian period or of the studied elegance of
the sSenecan epigram. Such literary excellences Milton did not
intend to achieve: whether he was capable of them is another
matter. #ilton's sentences are periode only in the sense that
they are very long aentences indeed. But they do not have the
design of a Ciceronian period. They are clumsy, often chaotic
not seldom marked by bad ayntax. ¥4lton was not concerned
with fine writing and wes not ambitious to write an imperishabl
prose. Every clause and every sentence gives the impreseion
of a man whose only use for the written word ie that it should
frustrate and destroy the enemy. Two elements in his prose

give the impression that it is modelled on Cicero; copioueness

1. Ap Apology, CM, 111, 318.
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of vooabulary and long undulating sentences. Together they
make for & fulness and energy of expreasion which seems to
regenble a similar quality in Cicero's prose. Fulness is in-
desd the most distinctive quality of Cicerc's atylo.1 This
abundance of Cicero's expression necessarily involves an
element of diffusiveness which becumes e virtue through an
inner acntrol of the speech rhythm. The clauges are so neatly
arranged that no part of a period would seemn to hanz lovse and
no paragraph would seem rambling and untidy in rhythm or in
logle. But suech estimate of the Cicoronian manner may create
the impression that fluency and diffusion are distinotively
Clceronian qualities. iilton’s sentences are long and his
manner is diffuse but on the whole the style of the anti-prela-
tical tracts is not modelled on Cigero. It is not modelled on
any classical author. Its guiding principle is the dictum of
Longinue that 'nothing 1s eo conducive to sublimity as an appro
priate display of genuine passicm'.2 And it is significant
that in An Apology ilton twice speake of great style as a re-
flection of greatness of mind although he does not mention ’
Longinus on either occasion. It would however be an error to

imagzine that Milton learnt the principle from Longinus. It is

1. Onintiltan says thet while it ia impossidle to teke away
a word from & sentence of Demosthenes one cennot add a word

to Cleero's. dee Institutio Oratoria, tr. H.E. Butler,
1922, 1iv. 61.

2. gp the Sublimg, tr. H.L. Havell, 1890, p.th.
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oven probable that he saw & contradiction between Longinus'a
emphaeis on the foree and individuality of passion and hig
preseription of an 'emulous imitation of the great poete and
prose-writers of the past'.! Towards the ena of An Apo ;g;g
Kilton makee m statement of his prineipls of prose eloquence
which is oloser to the idea of individuality than to the idea
of imitation:

For me, Readers, although 1 cannot say that I am
utterly untrain'd in those rules which Fhetoriciena
have zivn, or unacquainted with those examples which
the prime authors of eloguence have written in any
learned t yet true elog 1 £ind to be none,
dbut the’ nerious and heariy love of truth: and that
whoge mind so ever is fully possest with a fervent
desire to know iood things, and with the dearest
eharity to infuse the knuwledpe of them into others,
when such & man would speak, his words, (by what I

can expresse) like so many nimble and alry sex'vitarn.
trip about him at command, and in well-order'd riles,
a8 he would wish, fall aptly into their own places.

In the first five tracts, particularly in the third and the
last there is little of this 'dearsot charity' and words do
not, ae a rule come in 'well-ordered files'. But the style is
fervent and the words always apt. No other excellences are in
tended and no well-known style is imitated. When he defends
his lonz sentencss he does not urge the lengthy pericd of
Cleero but ridicules those who make 'sentences by the Statute,

as if ell above threes inches long were confisest’.>  There is

1. 4bid. p-29.
2, gH, 131. 362,
3. fAp Apology, GM, 11i. 286.
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an element of unorthodoxy in the etructure of Milton's aen-
tencos and the genoral architecturs of his paregraphs which
shows that both in prectioe and in principle Milton valued a
freedom from old laws of composition.

In the anti-prelatical tracts there is a renge of feeling
and argunent which could not be put into s uniform style.
There cannct be a aingle model of prose for a pisce of writing
which unites invective with wit and where porsonal confessions
of lyricel intensity are followed by passages of closely
ressoned arguments supported by an impressive array of learned
8lluajions. In such prose passajges of lofty elogquence are not
rare but they come in sudden flashes and may seem incongruous
in the context of passages with a different appeal. Here one
@does not expect what Longinus has called 'zentle and nolscless
flow of eloquence' or 'weighty snd ao‘ber/”magmiricenee'.' of
these qualities there 1s a great deal 1nk Areopsxitica. But
what “ilton calle the 'cool element of proae‘2 in The Reasgon o
Churgh Government is scarcely & characteristic of the tracts
and except in the De Doctrina Christiens he does not attempt t
write in a quiet argumentative mamner. But if the prose of
the early trecta is ununiform in manner it has sn inner unity

of appeal which has to be carefully sought out. The basis of

4. Qn the Suolime, tr. H.L. Havell, 1890, pp.27-28.
2, M, 111. 235.
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that unity is in a gertain intensity of pasaion which in-
spires equally his invective and wit, his words of self-
revelation and hia expostulation on the public cause. 3ince
we are concurned here only with Milton's idea of 'sanctified
bitterness’ and its \;earing on the rhetoric which he adumbrates
in the anti-prelatical trmots we ahall not deal with the rhe-
torioal questions arising out of his other prose works. Ing
Aroopegibica there 18 afluance of Isoorates o8 of Cloero and”
on the style of a book dealin; with this theme such influence
is inevitable, But afier the publication of An Apolosy
Milton did not deel with any question of rhetoric or formulate
for himself any principle of prose composition which would
cover the prosc works like the Areopa:itige or the Bikonoklaate
The style of the Defensio Pro Populo Anzlicano and of the
Defengio secundq Las more of the dignity end grace of Cicero
and e great dcal of his balance between the Attic and the
Asiatic manners then anything eise in iilton's prose, inglish
or latin. Both the Defenges have the fierce invective of the
earlier tracts and in both thers 1s a great deal of scurrility.
But the perodic structure of their sentences 18 more orderly
than those of the tracts and there is much more of the epi-
gremnatic and the antithetical menner in them then in the
Areopagition. And yet Milton is not eonseiocus of debt to the
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oratore of Athens and Rome whose themsa, he believes, were
less than his:

1o whatever degres I am surpassed (of which there can
be 1ittle doubt) by the ancient, illustrious orators,
not only a8 en orator, but also as a linguist {and
particularly in & foreim tongue, which I employ of
nscesaity, and in which I am often very far from sstis-
Lying myself) I shall surpass no less the orators of
all ages in the nobleness and in the inatructiveness
of any subject.

Tmy |
He concedes greatcr rhetorical powers to the ancients but has
nothing to say about how those powers can be exercised in his
own day. Yere again the strength of eloguence is in the
etrength of the truths to be uttered and in the pession whick
inspires that utterance. There 18 no disparagement of clas-
sical rhetorlo: on the contrary !iilton quotes from Cicero's
oration as he quotes from the Bible. But the several invoca-
tions in his prose works, intcnsely lyrical as they are, ropre-
sent an idea of eloguence which cannot be learnt by atudy of
models or of precepta. And 1t is siynifiocant that this idea
of divinely inepired eloquence is more powerfully stated by
Christ in faradise Keiaiped:

Thir Crators thou then extoll'st, as those

The top of kloquence, Statists indeed,

And lovers of thir Country, as may seem;

But herein to our Prophets farr beneath,

Ag men divinely tawsht, and better teaching

The Bolid rules of Civil Government

In thir majestic unaiTected stile 2
Then a1l the Oratory of Greece and Xome.

1. Defenslo Spcunda, GM, wili. 13.
2. IR, iv. 353-360. —
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This 18 no repudiation of ancient oratory; but read with the
pasakge we have just quoted from the Defcensie Segupda it cen
be taken as an affirmation of the principle that true eloguence
can be achieved by means other than imitation of the ancients.
if ss he eays in iook II of The Himtory of Britain (1670)
'great Acts and great Eloguence heve most commonly gon hand in
hand, equalliny end honouring each other in the same Ages',’
English eloquence, he thought, could grow independent of
clasalical influvenoce. And how strongly he dislikes an imita-
tive rhctorieal manner oan be ssen from his comment on the
Greek historien Dion:

I affect not set speeches in a hietorie, unless known

for certain to have bin so spok'n in effect a8 they ar

writ'n ... liuch lees therefore do 1 purpose heer or

elscwhere to Coplc out tedious Urations without decorum,

thourh in thir Authors compos'd readily to my hand.2
The distinctive quality of ¥ilton's prose cean be better per-
ceived when his ideas on eloquence, such es are stated or
suggested in his works, are properly understood. His sprawl-
ing periods, harsh words, Latinisms, inversion of the ratural
order of worde and the uncommon colloeation of his clauses will
not attract those who can sdnire only & fine and flowing prose.
There is nothing even in the glowing paragraphs in the Areo-

RAgitica to suggest that Milton ever intended to produce a

1. g, x. 32
2. Ihe History of Britain, Gk, x. 6B.
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musical effect through the diction and arrangesment of his
pericds. And in the Eikonoklastes which, I think, is the best
specimen of Milton's prose, the most powerful effects are
achieved through devicea which are “ilton's own snd arise from
the peculiar temper of his intellect. His quick and sudden -
transition from one idea to another, his short sentencss follow
ing long ones, his interrogations in the midst of an elaborate
argument and above all his habit of 1ntroduciﬁg an untidy
pericd when a trimmed end orderly one is expected produce a
variety of rhythm which can be appreciated only with some
effort. There is a line in the second book of Paradige lLogt
which can be taken ag an extremely simificant etatement by d
Hilton on prose eloquence:

For £loguenoe the Soul, Song charm the sense. !
The diction and rhythm of even the finest passages in ¥ilton's
proee show much less attention to the niceties of euphony or
balance than would be needed for writing an exquisite style.
Even the glowing paragraphs in the Areopagitica do not suggest
the employment of any artifices for charming the ear. His
ranner, ae Saintebury hae obeerved,z was certainly oratorical
but 1t is a manner which is not consciously imitative of clas-

sical opatory. It is true the style of the Aregpazitica

1. PL i1, 556.
2. A History of Enzlish Prose Rhythm, 1922, p.173-
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recalls what T.H. White, an early editor of the book, has
called 'the senatorial diction at Athens'. But the A
pagitics 18 no more a copy of the Isocratic discourse than
Sanmson Agonietes is copy of a Greek play. Vhen T.H. White
remarks that itilton 'has trensfused into hie native tdiom the
dignified forms end phraseology of Attic Gratory'' he means
the exercise of 8 skill for fulfilling a rhetorical ambition of
which there is no trace in the Areopagitiga. Kilton menticns
at the beginning of the Arecpegitics, Isocrates 'who from his
private house wrote that discourse to the Parliament of
Atheus' and to Dion -rusasus, 'a stranger and a privat orator'
for his own work was s form of private oration. But between
the studied literary elegance of Isocrates and the inspired
verve of the Areopagitica the difference is greater than has
80 far been admitted. It is important to emphasise this
difference in order to comprehend the central principle of the
prose style of one who knew the péwer that 'one sentence of a
ventrous edge, vtter'd in the height of zeal'” could ezercise
on the humen mind. If Milton's periods seem less symmetrical

1. Areopagitica, ed. T.H. White, 1819, Dp.xxiii-xxiv.
J.W, Hales, another distingulshed editor oi the Areopagitic
holds the same view. See his Areopagitica, 1875, p.xxix.
2. CM, iv. 296. Isocrates is 'that Old man eloguent’ of
Jonnet X addressed to lady Margaret Leigh.

3. Arecpaxiklom, €Y, iv. 326.
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in structure than those of Isocrates 1t is not due to his
fajlure to imitate the Greck orator properly. He did not
atterpt such imitation. For there is a fundamental difference
botwcon & prose written with utmost care for the highest rhe-
torical effect and e pross poured forth out of an urgency of
pPassion. One who bolicved that books preserve 'ss in a violl
the purest efficacle and extraction of that livins intellect'
and are 'the pretious life-blood of a master spirit'l would
naturelly have greater regard for inspired lantuase than for
laboured rhetorical excellences. In k1lton's prose force
bursts through form, the energy of an impetuous end abundant
mind overflows the limits of formal rhetoric. In poetry the
movement of his verae was c¢qual to the demands of en inspired
mind and metrical variationg or transpositions of words or the
use of unfamiliar idiom do not impair the archltecture of' the
verse paregraph. But can we discover in his prose & level of
harmony where the Jarring elements in diction or in the arrange
ment of clauscs would themselves becume the parts of an elabora
pattern of rhythm? Sir Welter Raleiph has made the most im-
portant oontribution to the study of Wilton's prose by enswer-
ing this question in the affimmative. 'The architecture' he
says in his estimate of Milton's prose style 'depends on melody

1. Areopagitios, C, iv. 298.
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rather than on logic'. This is consistent with his view that
at 'its best and at its worst alike his (411ton's) prose is
the prose of a poet'.1 The rhetorical principle of this
prose of a poet is zeal and what ¥ilton calls 'sanctified
bitterness' 16 a form of eloquence in which this zeal is the
active principle.

Between the Renaissance idea of sarcasm and ¥ilton's
'eanctified bitterness' ths difference is fundamental thoush
not apparent at the firet sight. Vhat George Puttenham calls
‘merry skoffe' and 'bitter tawnt' {the one he names Ironia and
the other sarcasmug) are justified on the ground that these

abuses tende but to dispose the hearers to mirth and

sollace by pleasant conueyance and efficacy of speach,

they are not in truth to be accompted vices but for

vertues in the poctical scionce very commendable.2
¥ith Puitenham serceum is nothing more than a rhetorical
device employed for creating mirth and has no suggestion of
the grim hilarity of Milton's. In his comments on Jatyre how-
ever, Puttenham enunciated a theory of bitter invective which
Milton mizht have remembered when he was writing his An
Apglogy. Speaking of 'three kinds of poems reprehensiue, to
wit, the Satvre, the Comedig, and the Impgdle' he says tnat the
firot and most bitter invectius ageinst viee and vicious men

1. lMiltonm, 1922, p.75.
2. The Arte of Enplish FPoesls, 1589, gDeoc klizabethan Critical
Easayg, ed. G. Smith, 1904, ii.
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was the Satyre: which, to th'intent their bittcrneese should
breeds none 111 will, either to the Foets, or to the reoitours
(which could not heue bene chosen if they had bene openly
knowen)'.?  lton's conception of satire is close to thie
definition of bitter invective:

For a Satyr as it was borne out of a Iragedy, eo

ought to resemble his perontage, to atrike high,

and adventure dangerously at the most eminent vices

amon the greatest persons, and not to creepe into

every blinde Tap-house, that fears a Constable more

then a Satyr.2
Yet there 15 an important difference betwcen the two views of
satirical writing. Puttenhem does not favour 'this bitter
poeme called the old Comedy' and he observes that Satyre never
meddled 'with any Princes matters nor such hizh persunages’. 3
Obviously iFuvttenham is only giving a history of dramatic poetry
and is not coucerned with satirs as a literature of powerful
invective end reproof. As a supporter of the bittsrest denun-
clation of personalities and institutions *1lton certainly woul
not object to ths daring reillery of the old comedy. In the
satirieal theory of the Tudor period there was no place for a
satire with blasphemy and treason as its staple. The 'surly
republican’ of the Stusrt period was determined to 'strike higt
and adventure dangerously'. fiis bold invective was inspired

1. 1bid. 14. 32.

2. An Apolomy, M, 1i1. 329.
3. E crit Esapye, ed. G. Smith, 1904, 11. 33-34.
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by & sense of sacred wrath of which there is no suggestion

in the classicel or Renaissance theory of sstire.
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CHAPTER SEVEN
LA¥ AND STORY

The scripture slso affords us & divine pastoral
drama in the Song of Solomon ,....

lilton

The scripture wiich provided kilton with a conception
of prophetic poetry, which influenced his idea of 'tragic’
ealm and gave a moral sanction to his bitter attacks on the
enemies of trus religion was to him the hiphest poetry which
he preferred to all other poetry. Considering that his own
conception of poetry made it necessary for him to declare his
preference for one xind of literature over another it is very
important to enquire into the eircumstance and basis of such
preference. The task is difficult because Hilton's cholcee
have to be sscertained from a mess of scattered siatements
whioh are more or less of the nature of gbiter dicty. A close
study of these statements will encourage the assumption that
they are intended to indicate definite choices and that taken
as a whole they represent a diseriminating literary attitude.
Let us take for an instance the few suggestive lines on his
resdings in the invoeation of holy Light in the third book of
Paradise Lost:
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Yet not the more

Cease I to wandsr whers the Yuses haunt

Flar dpring, or shadie Grove, or Sunnie Hil1,

3mit with the love of secred song; but chief

Thee $ion and the flowrie Brooks beneath

That wash thy hallowd feet, end warbling flow,

Nightly I visit: nor sometimes forget

Those other two cqusld with me in Fate,

50 were I equald with them in renown,

Blind Thamyris and blind Meeonides, 9

And Tir¢siss and Phineus Prophets old.
Here 'but chief Thee 3jon' must have been intended to mean a
definite and determined preference for Hebrew litermture: the
literature of the ancients, very important as.it is, can de '
given but a subordinate position. 1t does not, however,
necgessarily imply thet i:4lton places the 0ld Testament above
the classics as literature. Till now no comperative literary
Judgment is involved in the declaration of a special love for
Hebrew poetry. Such judsment is given in Paradise Fesained
wvhere Hebrew literature is pronounced superior t¢ the litera-
ture of Greece. Yet 1t ie important to counsider how far
Chriet's pronouncement in Paradise Resained zrows out of the
preference stated in the passage we have just quoted.

It may be argued that in Parndipe Logt X¥ilton speaks of
the 014 Teatament as his chief reading bascause there lay the
source of his poem. §t111 we cannot ignore the faot that at

the time when Paradise Lost was being compomed Sion was nearer

1. Pu, 111. 26-36.
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to his soul than Athens. And this has significance unless
we assume that in Hilton there is a dichotomy between tagte
and congcience and that he is alwaye étriving to suppress the
former for the sake of the latter. And whether ilton had a
$plit personality is a queetion which cannot be settled on a
eritical plane, For the question ocan be raised only by those
who @re already committed to the beliaf that Milton really had
8 8plit personality and they will discover its symptoms in
every page that he has written. Those who think that Paradige
Lost 1s a unity and that it reflects the unity of its author's
mind will never succeed in countering an opposite view. But
one thing can be shown objectively and with evidence which
leaves nv room for & divided opinion: 4t is that Milton has a
definite approach to literature and that whenever he indicates
that approach in his writings he does it with an impeccable
consistency. His literery estimates change in the sense that
they grow from less mature tu more mature attitudes.

¥e can begin with an emmination of kilton's statement
in Paradise Logt that the 0ld Testament was the first thing in
his studies. In Aubrey's manuscript notes on Milton's life
dated 1684 preserved in the Bodleimn there is this mocount of
¥ilton's reading habits after the loss of his eyesight: 'He

was ansceéﬁyhgigzelg?k Q’J.‘e after he lost his sight. He had a
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man to read him: the first thing he read was the Hebrew
bible, & y* was at ub mang - gh + + then hec:ﬁg:r;g%ated'J
In the snonymous manuseript biography of Yilton preserved in
the Bodleian there is another contemporary witness to Milton's
aspecial devotion to the Bible:

Besides the ordinary lectures out of the Bible and

its best Commentators on the week day, That was his

8ole subject on Sundays. ‘nd Davids salms were in

esteem with him above all Foetry.
When Richardson observed that ‘'above All he (4ilton) found
livine ltourishment for his Muse Where 'tis Superlatively kich,
that 1s, in tho Holy 3criptures' and that he 'if iver Man was,
¥89_ 3nlt with the Tove o_t__u,tm_:;}gng'B he certeinly relied on
lilton's own confession supported by what was curreant in know-~
ledgeable circles about Xilton's literary preferences. Bishop
Newton's remark that kilton's 'favourite author after the Holy
Scriptures was Homer' affirme the priority in Nilton's studies
on the basls of information which was still fresh and depend-
able.h'

1. Bodl. ¥S. Aubrey 8, sig. A.f.4. verso. uSee IThe Eaprly Lives
of Milton, ed. H. Darbishire, 1932, p.5.

2. Bodl. 3. wood D. 4 See sarly Lives
of ¥ilton, ed. ¥. Darbishire, 4932, p.33.

4 !

3. Note R on iilton's N
1 s D.xiv. Gee The Early Lives of iiilton, ed. H. Darbi-

shire, 1932, p.214.

4. Paradige Loat, ed. Thomas Newton, 4749, i. 1. KNewton muast
have drawn on the same source as Aubrey when he recorded
thet at 'his first rising he had usually a chapter read to
him out of the Hebrew Bible' and that he 'studied and ad-
mired the Foly Seriptures above all other books whatso-
ever'. pp.xlviii, 1ii.
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But was the Hebrey Bible equally important to Milten as
literature in his sariier days? At St. Paul's Kilton
received some instruction in Hebrew which was certeinly supple-
mented by studies at home under the airegtion of his private
tutors. That his iaterest in Hebrew in the later phase of hig
schooling was a 11ttle deeper than could be stimulated by
works like Udell's inglish version of ¥artiniug's Grammar ig
evident fram the fact that his esrliest aurviving verscs are
translations of Psaims CXIV and CXXXVI which were composed, as
mentioned in the 1645 edition of Powms 'at fifteen yeers old'.
Vo cannot ve certain that the _paraphrases were directly from
the Hebrew and it 1s pousible as J.H. Hanford has suggested
that thoy 'follow Bucnenan's versions of the Psalms in Horatian
meters'. L Still this early literary effort indicates a
devotion to scriptural poetry which must have been fostered

2

in him by his father, who set to music several psalms,” and by

hie tutor Thomas ‘Ioung.3 In the earliest surviving letter of

1. A ¥ilton Hendbook, New York, 1946, p.17h.

2. In Thomas Ravenscroft, The Whole Book of Psalmes, 1621,
there are six psalms net to music by the slder Milton.
See E. Brennecke, .J ton the flde dusig,
Columbia University Prewss, 1933, pp.98 £f.

. For a study of Milton's tmnalationo of pealme sec £.C.

? Saldwin, 'gilton and the Fsalms', ML, 1919, xvii and K. H.
gtudley, 'Milton and his Paraphresea of the Paslms', I3,
4925, iv. H.F. Pletcher says on ?he basis of some indirect
evidence that the elder 011l too 'taught the young Milton
to read Hebrow'. Development of John
ljlton, Urbans, 195 » 4.279.
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Hilton which is addressed to Thomas Young and is dated 26
lareh 1625 Milton thanks his pregeptor for the 'most welcome
gift of a Hebrew Bible',} ¥o can assune that the Biblical
v

studies of his youth mentionsd in the Le Doctrina Chrigtians
refer to the period between his admission at Cambridge and the
beginning of his residence at Horton:

I entered upon an assiduous course of study in my

youth be:inning with the books of the Old and New

Testament in their orizinal languages, and going

diligently through a few of the shorter systems of

divines, in imitation of whom I was in the habit of

classing under certain heads whatever passaces of

Seripture occurred for extraction, to be made use

of here after as occasion mizht require.2
In ’Ad Yatrem' he gives an mccuunt of his studies which include
'the mysterics uttered by the prophets of Palcstine'.3 We
should however observe that at this stage Biblical literature
is only one important item in literary studies which include
Greek and latin and some modern turopean languages. And M11-
ton does not compare fHebrew poeiry with classical and does not
indicate any preference.

But in the Horton perlod there was a change, if not in his
literary views, at least in his cholce of studles. In this

period liilton mostly concentrated on the classics although

on g F Ve
ed. P.B. Tillyard, 1932, p.b.
2, CM, xiv. 5.
3. 85. Quaeque Prlaestinue Loquitur mysteria vates.
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there is nothing to prove that his interest in Hebrew was

waning. In the Defenplo Secunds he says:

At my father's country house ... being perfectly

at my ease, 1 gave myself up entirely to reading

the Oreek end Latin writera.!

2

'Some great cycle of my studies'“of which he tells Charles
Diodati in a letter dated 2 September 41637 certainly did not
exclude Hebrew but the largsr part of that study was in
classics. The 1iterary intereats of Il Penseroso are cun-
fined to Oreck end English masters, the 'divine Fhilosophy' in
Comys 15 musical ad Apollo's lute, and the uncouth swain in
Lygidas werbies a Doric lay. There is however one impressive
instence of Milton's continuing interest in Hebrew poetry sven
in the midst of this intensive clessical reading. Jending hi
Greck translation of a psalm to Alexander Gill he says in his
letter dated L December 4634:

I had indeed a fow compositions of my own in that

style at hand, but thouyht none of them worthy to

be sent in emulation of your own gift. I therefore

send what is not entirely my own, but partly the

work of that truly divine poet, this Ode of whom I

get about translating into Greek herolc reter at

daybreak one day last week, before I was up, not of

any set purpose, but on some sudden impulse.

This regard for David as a divine poet is an important link

1. CM, viii. 124,
2.

ed. 7.5, Tillyard, 1552, D11+
3. 1bid, p- .40, HMasson identifies this Greek compoeition with
Milton's Greek version of Psalm CXIV. Life of Nilton,
1859, 1. 589.
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between the Horton period and the pamphlet period in point of
literary attitudes. It anticipates the estimate of "those
frequent songs throughout the law and pmphetu'1 and of 'the
determinate sentence of David end Solomon' with which young
learners are advised to ‘close the dayes work'2 in Cf Bducatio
And both in The Resson of Church Government and in Of Educatio
there 1s somethiug of that speclal respect for Hebrew poctry
which ie lyrically expressed in the invoestion of holy Light

in Papadige Lost and later elaborately defended in the fourth
book of Imradige Repaiped. Christ's denuncistion of Greek

literaturs in the shorter epic has been senerally considered
as an instance of a perveralon of literary judment by
relipgious dogma. Comaenting on Christ's utterances on (reek
literature E.!.¥. Tillyard has observed that 'none of the ex-
planations of this puzzling speech with which I am acqusinted
have secemed to me in the lemst sdequate'. His own conclusion
18 that the specch represents a change of moral outlook caused
by the frustration of ¥ilton's hopes in 1660:

I can only conclude that ii1lton had before £

under;one somé important mental experiences

«ese For all his accumulatiovn of knowledge he had

been led into a course of action which had apparently

achieved nothing .... In splte of his growing dis-

taste for dogma it was in the Bible especlally in the
fealmg, that he found expressed what for him was of

1. The Reason of Church Government, Ci, 11i. 238,
2. CM, iv. 284.
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all things most important, the communion of the
isolated human being with God.?

but as an estimate of the wisdom of Greece and of larael
Christ's speech in Paradise FRegained will not appear so
puzzling when we remember that in the pamphlet period ¥ilton's
opinions were almost the same. In Papadise Regained Greek
orators are
herein to our Prophets farr bencath

As men divinely taught, and better teaching

The sclid rules of Civil Oovernment

In their majeatic unaffected stile

Then all the Oratory of Greece and Roms.
In The Reason Churgh Go Moses i8 'the only Lawgiver
that we can believe to have beene visibly taucht of ooa'3 and
in Of Education learners are advised 'to dive into the zrounds
of law, and leral Justice; deliver'd first, and with best

warrant by Hoggs'.u In Of Bducation 'those extoli'd revsins

2

of Greeian law-givers' are prescribed for reading 'ss far as
humane prudence oan be trusted'.? In The Keagon of Churgh
Goverpment thers is no deprecistion of Greek poetry but there
is certainly a belief that Hebrew poetry is a superior kind
of poetry and that it ‘may be easily made appear over all the

1. Miltop, 1946, pp.309-310.
2. 1iv. 356~360.
3. CM, 11i. 182.
L. cM, iv. 285.
5. CH, iv. 285.
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kinds of Lyrick poesy, to be incomparable'.! The belief is
restated more emphatically in Parndige Fegained:

All our Law and story strew'ad

¥With Hymns our I'salms with ertful terms inscrid’d,

Our Hebrew Songs and Harps in Babylon,

That plese'd so well ocur Victors ear.?

That 'sSions songs' were 'to all true tasts excelling'B was not
therefore a critical belief peculiar to Hilton's declining
years. It had struck root in his mind &s early as 1642,

But in The Reason of Church Govegrnment there is no repu-
diation of clessical literature. There are, in fact, two
observations in Christ's speech on litersture of which there
i8 no supggestion in the pamphlet. Christ declares that Creek
1literature was foolish and vainly imitative of Hebrew litera-
ture:

... rathepr Greece from us these Arts deriv'd;

111 imitated, while they loudest sing b

The viees of thir Deities, and thir own.

The Greek poet was uninspired and congequently somothing of a
plagiarist and a very unsuccessful plaglariat at that. And
the model was the postry of the Hebrews. In dealing with suct

views we must not be influsnced by the fact that they must ecen

1. CM, 411. 238.

2. iv. 334-337. ‘ N

. iv. 3,7. Obviously 'artful terms' in PR recalls ¥l :

? %’menualx;ea o ‘oritieal art of composition’ in The Reasoj
of Church Government

L. IR, iv. 338-340.
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to the modern reader & fom of critical atrocity. We must
take it for granted that Milton seid what he bolicved and that
his belief wae rooted in his basic conceptions of the role of
literature in history. In the last phsse of his life these
conceptions are sharply stated and often take the form of
absolute judgments. But we can trace their origin and develop
ment in his early literary career and particularly sce their
connection with the ideas embodied in the pamphlets. Into
the history of his disapprobation of classical literature we
will enquire in the next chapter. The question we must
answer here 1s whether there is anything in the growth of lil-
ton's literary idems in his early period which prepares the
ground for the view of Hebrew poetry expressed by Christ in
Paradise Remmined. We have seen that already in The Reason
9f Church Ogyernment and in Of Education he had said that
Hobrew poetry was superior to Oreek poetry. But how was it a
model for imitation by Greek writers? lilton does not say
anything about a Hebrew influence on Groek literature in any
of his pamphlets. S8till the essence of Christ's observation
18 implicit in Milton's major pronouncements on litereture in
the anti-prelatical tracts. For one thing we must remember
that in Parsdise Regained Greek literature is called a bed
literature partly because it 1s a bed imitation of the
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litereture of the Hebrews. The idea of imitation is intro-
duoed ss an important item among a number of charges agzainst
the poets of Greeve. The argument is that Af Hebrew poetry
is the greatest poetry or the only true poetry then anything
that resembles it must be something of & perverse imitation.
Christ's denigration of the Gresk lMuse proceeds from his wor-
ship of the poets of Israsl. In a Chrietian view of poetry
there oan be but one kind of pootic cxcellence and one standard
for Judging it. Thero is no room for compromise between oppose
ideals, no concession to things that are repugnant teo its prin-
ciples, and no need for variety. In a house of the true faith
there is only contempt for the worshipper of beal.

In the growth of iilton's view of Hebrew literature we can
obssrve three stages. T411 the end of the Horton period #il-
ton's interest in the Old Testament as literature is nothing
more than thet of a well-educated young men whose literary
pursuits are influenced by a devout father and a few teechers
known for their crudition in Hebrew. In the second sotage
which i coversed by the prose period iiilton develops & con-
sidered literary estimate of the Bible and arrivos at two
oritical conolusions. Pirst he now believes f)\at Hebrew poetr
as poetry is on a par with clasaical poetry. The diffuse epilc
of Homer and Virgil and the drief epic represented in the Book
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2L Job are alternative forms of fundamentally equal merity the
‘dramatic constitutions' chosen by Sophocles and Kuripides can
be compared to the divine pastoral dreme; snd the poems of
Pindar and Callimachus can be placed along with the songs of
David. Secondly, he thinks that portions of the 0ld Testa-
ment, for example the pealms are even superior in postic ex-
osllence, to dreck poetry.! 7

This literary estimate of the Old Testament may at first
8ight appear to be a restatement of a simllar view of Hebrew
poetry in sixtoenth-century inglish oriticism. Let us take
as an instance Thomas Lodge's opinion of Hebrew literature ex-
pressed in his Defenee of Foctry (1579):

Among the precise Iowes you shall find Poetes; and

for more maicstie Sibilla will prophesie in verse.

Beroaldus can witnes with me that Dauid was a poet,

and thet his vayne wes in imitating (as 5. Isrom wit-

nesseth) Horace, Flaccus, and findarus; somtimes his

verse runneth in an Ianbus roote, anone he hath re-~
courase to .aphic vaine, and aliquando semipede ingre-
ditur. Ask Iosephus, and he wil tel you that ssay,

Igb, and Yolomon voutsafed poectical practises, for

(1f Origen and he fault not) theyre verse wag Hexa~ -
meter and pentamster. Enquire of Cossiodéroys, he /é'/ 0
will say that ell tge beginning of Foet proceede

from the Scripture.

Obviously this is not so much an appreciation of Hebrew poetry
ag an 1llustrative reference in an argument in support of

1. Reasol Church Govs , CH, 111, 238.
2. Eligabethan Criticsl Essays, ed. G. Smith, 190k, 1. 71.
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poetry in gencral. The literary opinion of St, Jerome, Origen
and Lactantius came handy in a reply to Stephen Cosson’'s
Jahgole of Abugg (1579). And uir Philip Sidney's estimate of
the 014 Teatament poetry in his The Defence of Poegie is
prompted by a similer oritical purpose:

Ané may not I presume a little further, to shew the

reasonablenes of this worde yatee? And say that the

holy Dayidg Psalmes are a diuine Poem? If I doo, I

shall not do 1t without the testimonie of ;reat

learncd men, both auncient and moderne: but eucn

the name Psalmes will speake for mee, which, being

interproted, 1s nothing but Songes.’
Stdney's arjunent 1a ..ot that Hebrew poetry is es great as
Greck poctry, he only wanta to affirm that Hebrew postry is
algo poetry. And this given strength to his main arzument
that poetic work ise good work. In The Reason of Church
govarnment on the other hand Hebrew poetry is given a high
plaee as pootry and 1s even reted higher than clessical poetry.
And the estimate is not a psrt of an apology for the poatic
art: 1t 1a introduced in a survey of pootigc forme which sovers
the whole fisld of literature.

This belief that Hedbrew poetry is sufficient for a Christ-
ian leads to a sense of the insufficiency of other literature.

Of thie there 1s an expression in Ihg Reason of Chyrch Jovern-
ment itself where Milton cays thet his achievement as a poet

1. 4bid. 1. 154-155.
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will be governed by the fact of his being a Christian,’ Ana
the oontraat between poetry ‘obtalned by the invoecation of
dame memory and her siren daughters' and the poetry that comes
through 'devout prayer to that eternal Spirit' is, on the
whole, 8 declaration of the insufficiency of pajsan poetry.
¥hen heathan literature speaks true wisdom it is still heathen
and is sumething apart from the proper literature of the
Christian, Expressions 1like ‘even the sae heathen writex'a'.2
‘heathen 1ox~e',3 'heathen Homex-'l‘ suggest & considered pagan-
Christian distinction. In Eikonoklastes this ides of a
hoathen lore becomes the basis of a gensure on Sir Philip
Sidney.5 Throughout the pamphlet period Hilton suggested &
distinction between pegan and Judeic~Christian literature.

It wus not with him & point of literary criticism or of come
parative literature. And there was no occasion for him at
eny time in this period to attempt purely critical estimates
or comparative Judgments. fis special respect for Hebrew
literature arose from the whole spiritual atmosphere of his

endeavours, the moral peychology of an inspired reformist.

1. CM. 111. 236.

2, TIhe Reagon of Church Government, CM, iii. 273.
3. [Doctrine and Diseipline of Divorge, G, iil. Lht.
b+ De Doctrins Christiapa, Cf, riv. 175.

5. QK, v. 87.
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HBo felt that he hgd in him the fire of a Hebrew prophet, that
11ke Joremish he was commanded by God 'to take the trumpet,
end blow o dolorous or a Jarring blast'.!  gyen in the jreo-
Rpeiticn which es a plea for 11berty or expression holds in
estecm the old and ‘elsgant humanity of Greece' the moral tone
has more of the 8pirit of an 01d Testament prophet than of the
elegance and humanity of the Athenian intellect. The belief
that tngland was the 'nation chosen before any other' to be
the lecader of kurope, that 'out of her as out of 3ion, should
be proclaited ... the first tidings ... of reformation' and
that the greet builders of this 'spiritual architectuw‘a of
the land are bueume prophete at whose 8lght lioses is rejoicing
is fostered by the spirit of the 014 Testament.

The third stage in the growtn of ililton's attitude towsrds
Hebrew li.temtutje is represented in his invooations in Para-
dise Losk. The rejection of the classical Muse in Book VII
has an impcrtant bearing on the comment on clessical heroic
poetry in the exordium of Book IX. The depreciation of clas-
sical literseture in imradise Resaipngd is but one step fram this
And that depreciation, hareh though it 18, necvosarily follows
from the convietion that divinoly inspired poetry belonged only
to the Judaic Chri;tim world. Christ's prajse for 'Our Lew

1. ZIha Ressop of Chyroh Goverpmenfi, GN, 1ii. 231.
2. Areopaggitica, CM. iv. 342.
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and Story' in Book IV of Paradise Fezained must be understood

in the context of his studiss desoribed in Book I:

tharefore above ears
The Law of God 1 red, and fomnd 15 coes
dade it my whole delight and in it grew
To guch perfeotion, that ere ¥ot my age
Had measur'd twice six years at our great Feast
1 wert into the Temple there to hear
The Teachers of our Law. and to propose
Vhat might improve my knowledge or thir own.'

¥e can assume that ¥ilton wanted tc give & similar account of

hie own intellectual pursuits. Indeed the lines which follow

seem mores appropriate as a description of Milton's own aspira-

tions than of the ministry of Jesus:

And was aduir'd by all, ;{et this not all

To wiich iy spirit aspir'd, victorioue deeds
Flam'd in r{w heart, heroic acts, one while
To rescuc Isppe] from the Romap yoke,

Then to subdue and quell ore all the earth
Brute violence and proud Tyrannick pow'r 2
111 truth were rreed, and equity restor'd.

Apart r'rom their application to the pursuits and ideals of

Milton's youth they have e special benring on the epirit which

1.

2.

206-24 “hen Cipriani produced an etohing of Cornelius
J’ansae?x's portreit of ¥ilton ms a boy he‘inacribed these
lines under it. David ¥msson says that 'those lines from
Paredise Resmined which the first engraver ventured to in-
scribe under the portrait were really written by the poet
with some reference to his own reecllection of himself as
a cnild.' Life, 1. St.

IR, 1. 294~220. 0P our Lords eariler aspiretions Serip-
T%Nisay;unnthing; and the whole tenour of his publie
mniatry negatives the ides that he aimed at umpom% nt
power, or desired to alter the political condition OB 8
countrymen.' Paradise Remained, ed. C.S. Jerram, 1831,

p-78.
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animeted him in the commonwealth perlod.  For the words which
he puts into the mouth of Christ were expressive of the mood
in which he parephrased the first eight Pealms in 1653. The
paraphrese of Psalm 1 in particular contains words on the 1deal
man's reading of the iaws which anticipate Christ's words on
his reading:

Jshovahs Law is evf:thig gggigllx‘:?t

And In his lew he studies day end night.’
Even if MYilton had not yut begun writing the De Dogtrina
Shristiang he was in this period more deeply concerned with the
foundation of Christign feith than with mere polite literature.;
This Christian epirit determines the form and purport of Para-
dise Reppined: 1t gives Jamson Agonisies its HYebraie spirit.

Ye have already observed that Kilton's apprecistion of
Hebrew literature is different from that of the Renalssence
critic. But 4t is Amportant to ask if this attitude was in-
fluenced by the early Christian Fathers. When Thomas Lodge
affirmed that the 0ld Testament contained poetry he cited as
his authority Joroms and Origen. And iilton too refers to
Origen's opinion in support of the view that the Song of
Solomon 15 a pastoral dmnn.2

1. Pealm I. The substitution of the word meditate of the
Authorised Version by the word studies is significant.

2. The Repsopn of Chu Gove nt, %,cu%. ‘286 grigsn (135

A.D. de this statement in
2 i {contd. on next page)

Jerome's appreciation of
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Bibliosl literature cculd indeed be considered as the founde-
tion of all that iilton says about Hebrew poetry in The Reason
L Church Govermment.' Both Jerome and Milton thought that
fiebrew poetry was not only on a par with Greek poetry but was
even superior to it. Still 1t would be an error to imagzine
thet kilton's literary views were shaped by the Christian
Fathers, He knew their writings and posoibly liked sume of
their opinions, but on the whole his regard for them was
limited. His view of Hebrew poetry grew from the denands of
his spiritual growth: it did not require the support of re-
spectable Christian aunthority. He accaepted ecertain things

from the patristic opinion of Hebrew poetry because they were

Prologus. See Q » Xiv. 2hO.

It 1s possible that iiilton got this view of Origen from
David Tareeus's In Divinam Apocalypsin 3, Apostoll et
Lyangelistae lohannils included in Qperum theolo;icorum,
Prankfurt, 1628, ii. 1077. rareeus's work on the hevalatigl
was translated into snglish as A Comngntary upon the Divine
Revelation of the Apostle and lvangelist John by ©lias £
Arnold in 1bLL. For an interesting discussion of Yaraeus's
influence on Hilton see A.C. Cook, 'Milton's view of the
Apocalypse as Tragedy', Herrig's Archiv, 1912, cxxix.

4. Jerome (g. A.D. 340-420) admired the awcetncss of the
Psalma, the dignity of the 3ong of Solomon. the perfection
of the Book of Job and the Iiterary qualities of the
Prophetic writings in gseneral. While he thought that
David was a Hebrew Pindar and Horace he also affirmed the
superiority of Hebrew to classical literature when he
added 'if I can but teach what 1 have learnt there will
be born something unknown to Greege'. See J.W.H, Atkins, .

English Literary Criticism: The Medieval Phase, 1943, p.19]
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similar to his own opinion. There is nothing in his eriticiem
of the 0ld Testament to show that like Jerome he was anxious to
prove that the Hebrew poets had achieved the technical excel-
lence of classical poctry. While he believes that the Hebrew
scngs ere perfect in the critical art of compositiun he does
not think that it is important to ses how that art was identica
with that of the Greeks. Jerumc's estimate of Hebrew poetry
1s too dogmetic and too defcnsive in tone to appear very con~
vineing to a mind which was never disturbed by its love of
Oreek literature. Jercme was loud in proclaiming the excel-
lence of Hebrew poetry because of some sharp conflict in his
mind between his Christian conscience and his literary taste.
To resolve that confliet he took a line of literary oriticism
which is peculiar to the poetic doctrine of the Christian
Fathers:
There (in the Book of Job) are hexameter lines, running
in dactyls and spondees, and frequently, because of the
idiom of the tongue, other fect which have not the same
nunber of syllables but do have the same time .... How
if anyone is incredulous that tue Hebrews practiced
meters in the fashion of our. Horace or the Greek Pindar
or Alcaeus and Jappho as in the Psalms or Jeremish's
lamentation or in nearly all the canticles of the
scriptures, he should read T'hilo, Josephus, Origen, and
Eusebius of Ceesares, and he will learn whether it is
truc or not.?

Jerome needed to say this beceuse like Tertullian he once
asked 'What concern has Hormee with the Psalter, Virzil with

1. trolo, Latina Cursus Completus, ed. J.P. digne, Paris
1%51-1379, xxviil. 1089-108k.




325.
the Gospel'?1 and dreamed that he was éhipped in heaven for /¥
his love of the classies. Milton did not preise Hebrew
literature for satisfying a doctrinal scruple and he had none
of the worries of the Christisn Fathers ebout his regard for
clessical literature. In the Aceopaiitica he calls Jerome's
'lenten dream' a 'fantasm bred by the feaver which had then
seis'd hinm'.?

It 18 indeed very significant that Nilton never sought to
devise e compromise betweon his clasaleal learning and his
eonviction that the highest wisdom wes embodied in the Bible.
¥ith Philo he thought that Moses wae a divinely inepired
prophet but unlike Philo he 414 not went to show thet koses was
another Flato. Nor did he slare the enthusiasm of Clement
and Origen for establishing an equivalence between Christianity
and ¢lassical wisdom. In Paradise Regainad the two are dif-
ferent and the only basis there for a recognition of classical
wisdom is in the belief that

moral vertue is expreat
By 1izht of Nature not in all quite lost.

But the 'fountain of 1light', the 'light from above' is in 'our
Law and Story', 'divine in argument' and perfect as art.

1. Bpistie, xxxviii. 30, See J.V.H. Atkins, English Literary
Criticism, The Vedieval Phase, 1943, P17+

2. GCH, 1iv, 307.
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CHAPTER EIGHT
THE OLD AND ELKGANT HUMANITY

Unless where moral vertue is exprest
By light of Xature not in all quite lost.
¥ilton

In the 'Nativity Ode', which }ilton places first in both
the editions of his shorter poems, the advent of Christ brings
the dissolution of the pagan universe: Apollo leaves the stecp
of Delphos end his priest is mute. In Paradise Regained Chrti
denounces the ancient Greeks for the vices of thelr deities
and their fable, which, denuded of its epithets, will scarcely
have any worth. Kilton's estimate of classical literature
was not independent of this baeic attitude towasrds the pagen
world. Thet in the laet and poetically most fruitful period
of hie life his view of classical poetry was influenced by his
Shristien sensibility he makes plain in the last three poems.
In Pargdise Lost his Muse is the inapirer of toses and is not
the Muse of the Greeks. In Paradise Regained there is a forth
right denunciation of Oreck literature and philosophy. The
Preface to Samsop Agonistes mentions Aeschylue, Sophocles and
iuripides as the three tragic poets yet unequalled by any; but
its whole argument 1s that tragedy as it was anciently composed
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had merit since it wae moral ang could appeal to the Christien

mind. If 3t. Paul quoted from Buripides it was because some
moral wisdam could progceed from mers sapience. The Preface is
not & tribute to the Greek tragedy; it is a defence of tragedy
of which the Apogalypsg and Christ Sufferins of Gregory

Sasiansen arc exsmples.
Chriet's repudiation of Oreek litersture and philosophy

in Paredige Remained does not mark an abrupt and surprising
ehange in Hilton's intellectunl attitudes. It proceeds from

1deas which worked in his mind throughout his literary develops
ment. After Satan's megnificent eulory of Greek poctry and
philosophy Christ's sage reply 1o

Think not but that 1 know these taings, or think
1 know them not; not therefore am | short
Cf knowing what 1 ought.t

This plain declaration of the insufficieney of Greek wiadom 1s
followed by a criticism of Greek philosophers who are not
apiritually qualificd to be the teachers of a Christian soclety:

Alas what can they teach, and not mislead;
Ignorant of themselves, of God much more,

And how the world begen, and how man fell
Degraded by himself, on Grace depending?

Much of the Soul they talk, but all awrle,

And in themselves seck vertue, and to themselves
All Glory arrogate, to God give none,

Rather accuse him under usual names,

Portune and Fate, ae one regardless quite

0f mortal things., Vho therefore sceiks in these

1. IR, iv. 286-288.
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True wisdom, finde her not, or by delusion

Farr worse, her false resemb
A ey oioudﬂ lance onely mects,

The deseription of the fallen angels' intellectual pursuits in
Earadise Logt must have been intended as a Judgment on Oreek
2

philoaophy. By the time Milton began the compoeition of
Iaradies Loat he felt the need for atating the sharp differ~
ence betwsen the moral universe of the Grecco-Romans end the
Judalc-Christian faith. What he says in describing the arts
of Hell in Paradise Logt Book II he repeats in Christ's spesch
in Paradiee Fegpined Book 1v> and the Chorus's words on the
doubting mind in damson Aconistes bear the same meaning:

Yot more ther be who doubt his ways not just,

As to his own edicts, found contradicting,

Then give the raine to wandering thought,

Royerdless of his glories diminution;

T1ll by thir own perplexities involv'd

They ravel more, still less resolv’q, u

But never find self-satisfying solution.
The depreciletion of different schools of philosophy in Pgradis
Reuained is essentially an attack on vein wisdom which Milton
now ldentifies with Hellenism. The arguaent against un-
regenerate learning is argument gontrg DRgBRoOs. This waa on
the whole ¥ilton's attitude towards classical literature and

1. PR. iv. 309-321.
2. 3ee passage guoted on p. , )
i Vain
. E.L. %arilla equates the two passsges in 'Milton on
? wiIs‘dom"rand "Fglae ~hilosophie™'. Studia Neo FPhiloloziga,
1953, xxv. 1 ff.

4o SA. 300-306.
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¥iadonm in the period covered by Paredise lLoas, Paredise Ro-
Bained and ggngon Agondetes. In 1te deeper meaning it was
@latrust of all wisdom which was mot divinely inspired, that
vain intellectualiam and erudition against which St. Paul warne
the Colossiana:

Take heed lest there shall be anyone that maketh

8poll of you through his philosophy and velin

dacge:lt, after the tredition of man, after the

rudiments of the world, and not after Chriast.

If we are to teke his early vicw of Oreek philoscphers we
find that in Prolusion Ii Pythagoras 15 'a very god among phila
sophers, whose name all men of that time hailed with the most

2 and Plato, 'best interpreter of iother

profound reverence
Nature’;’ in Prolusion III #1lton advises his fellow students
to 'take as your instructor him who is already your delight -
Aristotle, who has recorded all these things with learning and
diligence for our 1nstruction';l‘ in Comuys the ilder Brother
wants to call

Antiquity from the old 3chools of Urgegs
To testifie the srmus of Chastity.

1. Colgsalang, ii.8. FProbably St. Paul meant the Gnostica.
Hilton 1ntérprets it as 8 warning against all knowledge

that is not sacred. cf. De D g&gwﬂm cY, xiv.
21; Ildkeliept Meang, CM, vi. 99.

2. i#ilten :‘mm._@mjm%ﬂgms_mmmum. tr.
P.B, Tillyard, 1932, p.6h.

3. 1ibid. p.65.
4. 1bta. p.72.
5. 439-u40.
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In 'I) Penseroso’ the contenplating man loves to 'unsphesr
the 8pirit of Plato' and in the system of education outlined
in Of Fduostiopn it 4s tmportant that 'their young and pliant
affections are led through all the moral worka of Plato,
Xenovhon, Gicero, Flutarch, legrtius, snd those Logripn rem-
cants'.'  Ana the young poet's love of classical poetry would
seem ao deep.  In Prolusion VI Homer is 'the rising sun or
morning star of cultured literature, at whose birth sll learn-
ing was born also es his twin'.? In Of Education 'the choice
histories, heroic poems, and Attic tragedies of stateliest and
most legal argument' are prescribed es & very important item i
the currioulum. /s late as 1652 he says that he has acquired
his literary siill from the writers of Greece.z’ When he
could ropeet Homer's two poems almost without book"‘ he had
achlieved 8 mastery of cleseical authors which would scem im-
possible without the enthusiasm of a humnanist. About 1655

hee began that laboriocus work of Amgssing out of

all the Clasalc Authors both in Prose and Verse,

a Lotin Thesgaurug to the emendation of that done5
by Stephsnus ... # had begun 8 Greek Theegurus.

1. £X, tv. 284

2. Hjlton Private Corregpondence snd Acpdemic Emerciges, tr.
F.B. Tillyerd, 1932, p.90.

3. Letter to Lenard Philarae, Juneo, 1652. See jnfra vi. 5.

4. Toland's 1life or UYilton, The Larly Lives of Milton, ed.
H. Darbishire, 1932, p.179.

8, John Phillip's Life of 4ilton. See 1vid. p.29.
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In 'I1 Fenseroso' the gontemplating man loves to 'unsphear
the spirit of Flato' and in the syntem of education outlined
in Of Edupation it 4a important that 'their young and pliant
affections are led through all the moral works of Plato,
Xenophon, Cigere, Plutareh, laeertiug, and those joerian rem-
pante'.!  Ana the youns poet's love of classical poetry would
gsen ao deep. In Prolusion VI Homer is 'the rising sun or
morning ster of cultured literature, at whose birth sll learn-
ing was born also as his twin’.z in Qf Edugation 'the choice
historles, heroic poems, and Attic tra;cdies of statelicst and
most legal argument' are prescrived es & very important ftem i
the curriculum. As late as 1652 he says that he has acqouired
his literary skill from the writers of Gresce.f’ “hen he
eould repest Homer's two poems almost without book! he nhaa
achlieved a mastery of c¢lasslcal authors which wouvld scem ime
possible without the enthusiasm of a humanist.  About 1655

hee began that laboriocus work of Amgssing out of

all the Clasaic Authors both in Prose and Verse,

a Latin Thegaurusg to the emendation of that dones
by Stephanus ... & had begun a Greek Thesaurus.

1. GH, ¥v. 284

2. jijlton Private Corre nge_snd Acpdemiq B¥erglges, tr.
P.B. Tillyerd, 1932, p.90. '

3., Letter to Lenard Philsres, June, 1652. See infrg vi. 5.

4. Tolend's life of Yilton, The Early Lives of Milton, ed.
H. Darbishire, 1932, p.179.

%. John Phillip's Life of ¥ilton. 3ee ibid. p.29.
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Aubrey too 'heard that sfter he was blind, that he was writing
e Latin Diotionlry‘1 and Edward Phillips says that after
finishing his Epo ge Defensio he

being now quiet from State-Adversaries and publiek

Contests, he had leisure again for hia own Studies

and private Designs; which were his fore-said

Hi__m_q_: England, and a New I 1

__ugag_, according to the manner of Stephanus;

a wox- he had been long since Collecting from his

Heading and still went on with 1t a% times, even

very near to his dying day.2
S0 not many years before he begen writing Paradise lost end
perhaps till hie last days Yilton was collecting words from
the philosophers who arc condermed in Parsdise M3
Thomas Birch records Milton's daughter Deborah saying that
Isalah, “omer and Ovid's Metpmorphoses were books which the
daughters were often called upon tu read to their rather.l‘
Algo it must be remembersd that in the D Doctr Christ
Nilton often quotecs from pagar authoras to 4llustrate his arpu-
ments. Quoting from Thucydides end Virgll in affirming the

Juetice of piacular punishments he says that the 'same might be

1. 4bid. p.4.
2. ibid. p.72.
3. VWood mentions Milton 8 MM as the basis of

Edward Yhillips's fﬁgulﬂg 1%355 g;m%g Athenas
_;Z?ng_rfggg, 1721, . 1118, ere 1s mention of a Large

danueoript, in three Volumes of ¥r John kilton' in Linguae
_g_z:gmg Dictignarium Luculentun Kovum, 1693, preface, sig.

b Complete Collegtion of the Histo ;‘Aﬂl! Po;;tgg;, and
M Vorks of John Milton, 1738, 1. 61.



332.

easily shown by a multitude of other Pagan testimonies and
examples'. Dealing with the sin of concupiscence he quotes

2 lins from Ovid with the remark that 'this is not 11l expresse
by the poet'.1 Explaining some Biblical passages bearing on
the death of the body he quotes from the Juppliants of Euri-
pides in the conviction that the Oreek dramatist ‘has, without

being aware of 1%, given a far better interpretation of this

passage than the commentators in question'.2 In the Tenure of
h
K a Hagist there was an expression of cven greater

respect for Luripides: 'How much more rationally spake the
heathen Xing Demophoon in a Tragedy of Luripides, than these
Interpreters would put upon King Dayid. 13 1t is sald on the
authority of one of tilton's daughters, that after the Holy
3eriptures, his favourite volumes were Homer, luripides, and
ovid.u In Ds Dogtrina Christians seven out of nine quotations
from the classics are from these threc authors. And although
there is, curiously enough, no direct reference to Plato, there
are freguent allusions to Aristotle who in the Tenure of Kinrg
and liagigtrates 1s called 'one of the best interpreters of

nature and momlity'.5 There are several passages in the De

4. CY, xv. 1N.

2. Ci, xv. 237.

30 ﬂ' V. 13‘

4. Thomas Newton's Life of iilton, Paradige Lost, 1749, 1. 1vi
5. Ci, v. 12.
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Doctrins Christiana which would scem to support the view that
Milton belioved in unity of wiadom, in some identity, on some
specific points, between Hellenic thought and the Judaic-
Christian faith.

It cannot be denied, however, [he says] that some

remants of the divine image still exiat in us,

not wholly extinguished by this spiritual death.

This 1s evident, not only from the wisdom and

holiness of many of the heathen, manifested both

in words end deeds, but also from what 1s said

Gen. 1x. 2.

Arguing egainst the foolishness of impupming the justice of
God he quotes from Proverbs and the Udyssey and he generally
has no hesitation about strengthening a Christian argument by
referring to confimmatory Gentile opinion.

How then sre we to explain the tirsde a:zainst Greck litera
ture and philosophy in Paradise Hegained? It 1s & question
with an important bearing on illton's idea of poetry and is
particularly relevant to a study of ¥ilton's later intellectusl
development. E.M.W. Tillyard thinks that the anti-classical
spirit of Paradise Regained is the result of a fundamental
change in the post's mental life after the Restoration. His
anewer to this question is the most important in the sense
that it recognises Christ's speech as a powerful expression of

opinions that were really held by ¥ilton in full knowledge of

1. g¥, xv. 209.
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his mental history.

The whole speech [he says) is s masterpiece of
Trestrained eloquence, whose risc and fall hint
at the stores of power that lie all ready beneath
the surface. There is no question but it ex-
Presses Milton's considered opinions, perhape his
most keenly felt opinions, at the time.?

There could not be & quister and more convineing reply to the
absurd view of Denis Saurat who attributes what he calls e
'surly boutade against books' to a 'mood of t‘atigvs',z a view
obviously influenced by the common belief shared even by Mark
Pattison that in Peredise Regained there is a frigidity which
is the effect of age.’
Equally untensble ia the finer judgment of John Bailey
who says that
¥ilton was an Arian, and therefore felt at liberty
to emphasizge the Jewish limitations of Christ ....
But, in sany case, in the Paradise Rogmined stress
1s neceusarily, for drematic purposes, laid on the
Hebrew end Messianic character of Christ, and from
that point of view it is not unnatural to make him
the spokesman of Hebrew resistencs to the intel-
lectual cneroachments of Grecce and Rome.
This extremely ingenious explanation ia followsd by the
comment
that the contemptuous tune adopted about classical

culture in the speech of Christ was not only drame-
tioally defensible, but balenced by the far finer

1. Filtom, 1946, p.309.

2. Milton: Men and Thinker. 1946, p.197.
3. Milton, 1880, p.192.
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passage, avidently written from his heart, in
which he exalts the glories of Athens.?

On the whole John Bailey's view 18 a restatewent of an earlier
and populer view that 'Milton put only one side of his mind
into the mouth of Christ; the other side we have had already
in the mouth of Satan'.? This vicw is attractive because 1t
preserves ¥ilton's reputetion as a classicist and represents
a satisfying formula of a synthesis between the Renaissance
and the Puritanic tempers. 4And Satan's eculogy of Athens seems
too powerful and too beautiful to be considered an expression
of ideas which were not iilton's own. Yet we must ask the
question &f N¥ilton intended Satan's estimate of Hellenic cul-~
ture to be accepted as his own estimate and if 1t was reslly
his intention to make Chrimt's advereary an exponcnt of his
own intellectunl ideas. To assume that he did is to imazine
that Paradise Repained has no unity of moral design and that
the specches which mostly revesl its motif express contrary
ideas for the promotion of a happy compromise between them.

A supposition such as this is absurd if only for the reason

that in a poem where Christ the Redsemer pits himself absolutel

1. kilton, 1945, pp.204~205.

2. Stopford A, Brooke, :ilton, 1679, p.157. John Beiley's
view of the dramatic aptness of Christ's anti-classioal
8 peech is favoured by Kenneth huir who however does not
mention the earlier critic: 'In fact ha (Milton) was at
pains to draw a credidle picture of the historiceal Jesus,
depleting him with the limitations, as well as the virtues,
of a Jew living in the oarly days of the Koman Empire'.

John iltom, 1955, p.170.
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against Satan the tempter the latter could not be made the
spokesman of any of its leading ideas unless the author is of
the Satan's party without knowing it. Gaten's speech on
pagan arts and philosophy is grand ae his impious rhetoric in
hell is grand. Milton mede both egually powerful for properly
executing the design of the two poems. If the wisdom of the
Christian universe wae to be established and the literature in
which it 1s embodied was to be proclaimed as the true word of
Jod the worth of the other unlverae and of the other literature
must be honestly understood. If Greek literature is to be
repudiated it must be repudiated in the face of well-reasoned
and impassioned exposition of its higheset merit. ¥hen %ilton
depicte o temptation he makes the temptor's argument appesr as
plausible as he gould make 1t. It ie s0 in Comus, end a still
more impresuive example is Adam's address to the Wisdom-giving
Plant. And there is enough in the setiing and diction of the
two speeches in Paradise Regsined to show Milton's real intent.
. It wam Robert Thyer who £irst pointed out that there is a force
in the plain and unadorned languege of Christ's speech which
i1lton meant to be more compelling then the ornate langusge of
Satan:
This snswer of our Saviour is as much to be admnired

for solid reasoning, and the many sublime truths con-
tain'd in it as the preceding speech of Satan is for
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é/, that fine yin of poetry which rune through it:
and one may observe in general, that Milton hae
quite throughout this work thrown the ornaments of
poetry on the eide of error, whether it was that he
thoupht great truths best express'd in a grave un-
affscted stile or intended to suggest this fine
moral to the reader, that simple naked truth will
always be an overmatch for falsehood tho' recom-
mended by the gayeet rhotoric, and adorned with the
wost bewitchine golors.)

It is important to observe that of the two arguments in aupport
of classical learning which Setan puts forth in the preamble of
his panegyric of Athene one would be Xilton's own argument.
Satan asks Christ to study the Gentile arts in order that he
may better be able to expose their errors:

Ané@ with the Gentiles much thou must converse,
Ruling them by perswasion as thou mean'st;
Without thir lemrning how wilt thou with them,
Cr they with thee hold conversation mect?

How wilt thou reason with them, how refute
Thir ldoliams, Traditions, Paradoxes? 2

Srror by his own amme is best evine't.

In the Aracpaziticg ¥ilton refers to the patristic attitude
towards pagan learning with the remark that

the question was, notwithstanding scmetimes contro-
verted among the Primitive Doectors, but with great
odda on that side which affirm'd it both lawfull and
profitable, as was then evidently perceiv'd, when
Julian the Apostat and subtlest enemy to our faith

1. Parsdige Regained, ed. Thomas Newton, 1752, p-161. Thyer 1
one of the scholars who prepared notes for inclusion in
Newton's variarum edition. [Newton's Paradige lLost pub-
1ished in 1749 is the first variorum edition of any
English poet.

2. 2R, 1v. 229-235.
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made a decres forbidding Chriatians the study of

heathen learning; for said he, they wound us with

our own weapons and with our owne arts and sciences

they overcome ug.i
5%111 more significant 1s the fact that Satan too speaks of
the light of Bature which 1s Christ's only point in favour of
the moral wisdam of the Greeks:

All knowledge is not coucht in jigges Law,

The Pantateych or what the Prophets wrote,

The Uentilea alao know, and write, and teach

To adniration, led by Natures light.2
Christ 1s ready to concede moral wisdom snd patriotism to the
Oreek mind:

Such are from God inapir'd, not such from thee;

Unless where moral vertue is exprest

By 1light of Neture not in all quite loat.

Thir Oretors thou then extoll'st, as those

The top of Eloquence, Statists indeed,

And lovers of thir Country, es may seem.
He does not make Samtan's estimate of the Greek :eniue appesr
altogether ebsurd or utterly baseless: he only shows that it
procceds from an insufficlent comprehension of the source of
true wisdom. He posits the wisdom of the Hebrews against the
wiadom of the Orceks and does not suggest any universal science
gomposed of both. The two are eesentially incompatible

except that certain elements in the wnsanctified knowledge of

1. CM, iv. 306-307.
2. PR, iv. 225-228.
3. FR, iv. 350-355.
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the pagenes may be acceptable on the ground that the human in-
telligence often discovere some moral truth in the course of
its normal activity., Vhatever be the drametic interest or
historical aptness of these ideas of Christ in Paradige Re-
fained 1t is obvious that Milton intends them to be recog~
niged as his own ideas and that they actually are his ideas
at this stage of his mental history. Dora Neill Kaymond says
that Xilton 'identifies himself with deity' in Faradise Reymineg
‘with much daring but with slight sacrilege’.’ 11ton need
not be daring or sacrilegious to meske Christ the mouthpiece
of his Christien conception of art and letters.

A recent view of the anti-classical spirit in Poaradise
Regsined 1s that it shows the influence on litlton's mind of
a similar spirit among some of his contemporaries who in their
turn were influenced by the Early Christian Fathers:

Tor any one of Milton's commaents on heathen eulture

in ? Be we may establish a tradition

among his enlightened contemporaries, or what is

equivalent, in the Pathers, whom evury educated

man knew. The Fathera, like iilton, deplored the

bawdry of Greek poctry and myth, and none more elo-

quently than the fine humanist Clement of Alexandria.

#ilton had reed hie Jocus patpieticus; he knew the

Pather's sources, and he addressed readers taught the

Clementine lesson by other good classicista. ‘Le ey

not azree entirely with those 'ho thought Zion's songs
in general lovclier than Ionis's, but iiilton had found

1. Qliver's Sscretary, 1932, New York, p.27L.



them so in 1644, long before he wrote Christ's
literary judgment.?

There is indeed en obvicus parallel between Christ's opinion
of pzgan literature and the Christian Fethers' suspicion of
anything Pre~Christian. It is also true that the distinction
between secvlar leamir.xz and sacred knowledge indicated by
Christ's speech was important o the reprosentative seventeenth
century divineas. In the Likelicst Means (4659) %ilton had
expressed his distrust of vain learning, that 'scholastical
trash' whioch tended ‘least of all to the edification or
capacity of the pecple, but rather perplexed and leavened pure
doctrine'. Vhile he assures the reader that he does not
apeak 'in contempt of learning' he affimrms that 'if God only
be he who gives ministers to his Church till the world's end;
and through the whole gospel never sent us for ministers to the
schools of philosophy, but rather bide us beware of such "vain
deceit®, Col. ii. 8'. Truths which Christ says are 'plainest
taught, and easiest learnt' because expressed in 'unarfected
style' and are received 'from the fountain of light' constitute
the whole substance of knowledge that is important for a worthy
divine to acquire:

"rat, I offer it to the reason of any man, whether

he think the knowledge of Christian relipgion harder
than any other art and sclence to attain. I suppose

1. Howard Schultz, Yilton and Forbidden Knowledge, New York,
1955, p.91. -
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he will grant it that it is far easter, both of
itself, and in regard of God's mssisting Spirit,
not partisularly promised us to the attainment of
&ny other knowledge, but of this only; since it
was preached as well to the shepherde of Bethlehem
by angels, as to the kastern wise men by that star:
and our 3aviour declares himself anointed to preach
the gospel to the poor, Luke iv. 48; then surely
to their capacity.

This was Milton's attitude towards learning a little before the
Restoration and it is significant that at this time pedantry
is somehow associated with a perverse use of classical eruditio
in defence of episcopacy:
80 that the defenders of tithes, after a long pomp,
and tedious preparation out of Heathen authors,
telling us that tithes were pald to Herculeg and
Apolle, which perhaps was imitated from the Jewes.
St111 more significant is the reproach in this tract on
thoge titular fathers ... (who) by many rites and cere-
monies, both Jewish and Heathenish introduc’d; whereby
thinking to gain all, they lost all: and instead of
winning Jewes and Pagans to be Christlans by too much
condescending they turned Christians into Jewes and
ragans. 1
The view is indeed very ¢lose to the educational ideas of men
like Roger Williams and William‘Dell who were oppoged to mere
academic learning. Dell declared that 'there nceds nothing
to the ministry of the New Testament but only God's pouring

out hia spirit’ and that the true Christian knowledge

1. CM, vi. 63, 65.
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is not only contrary to the philosophical divinity

of the schooles and university, and the common car-

nal religion of the mation, but doth alec reprove

and gondemn them. !
And the sufriciency of the Scripture as a source of true know-
ledge affirmed in the Likeliest Means and in Faradise Regained
was 80 important to John Webster that he asserted that

the whole Scripture was given that man might be

brought to the full and absolute abnegation of

all his wit, reason, will, desires, strength,

wisdom, righteoueness, and all human glory and

excellences whatsoever.
Since he believed that true wisdom was 'the fruit of grace' all
that needed be taught was the word of God spoken in 'the true
original tongue, the language of the Heavenly -'Jenaan'.z
Roger %illiams agrees that 'schools of human learning ought to
be maintained’' and yet declares that 'they will be found to be
none of Christ's’.” #ilton's derigion of Greek philosophy is
in essence an assault on all learning that does not procecd
from revelation and is not recelved through piety and which
only satisfies intellectual vanity and material ambition. The
denvnciation of Oreek philosophers almost lrperceptibly becomes
a denunciation of all false knowledge vainly acquired:

Who therefore sceks in these
True wisdom, finds her not, or by delusion

1. The Stumbling-Stone, 1653, pp.2h, 39.
2. Academippun ixamen, 1654, pp.2, 7, 13, 16.
3. The Hireling Yinistry None of Chriets, 1652, pp.15. 3=l.



Farr worse, her false resemblance onely meets,

Ayn enpty cloud. FHowever many books

Vise men have said are wearisom; who reads

Incessantly, and to his reading brings not

A Spirit and judgment equal or superior,

(And what he brings, what nceds he elsewhere seek)

Uncertain and unsettl'd still remains,

Deep verst in books and shallow in himself,

Crude or intoxioate, collecting toys,

And trifles for choice matters, worth a spunge;

As Children gathering pibles on the shore.t
Christ's spesoh is not in its purpert only a repudiation of
pageniem: 1t is mainly intended to be a plea for pursuit of
true wisdom which 1t affims must be distinguished from mers
erudition.

8t411 we have to sccept an opinion 1ike Schultz's with
important reservations. For one thing Milton did not share
the Christian Fathers' uneasiness about the pursuit of classi-
cal literature and was never stricken in his conscience for his
love of Homer and Virgil. He read them in peace aud he en-
Joyed reading them, Patristic contempt for clasaical poetry
regulted in a contempt of all poetry. Tertullian called all
1iterature 'foolishness in the eyes of God'? and reminded his
readers that Plato would banish even Homer from his x-c-:pv.\bli.c.:5

Jerome calls poetry 'the food of devils' (daemonun cibus)."

1. R, iv. 318-330.

2. De_sSpegtagulis, xviii. dJee J.W.H., Atkine, English Literary
t The Medieval » 1943, p.17.

3. ad Ngtiones, ii. 7. Ses J.W.H. Atkins, English Literary
Criticigm; The dedieval Ihage, 1943, p. 17

L. J.W.H. Atkins, English Literary Criticism; The Medieval
zhasge, 1943, p.17.
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Augustine attacks poetry on the old Platonic ground that poets
attribute vices to the gm‘!n.1 But the opposition to poetry
was a Christian opposition and rejectlon of classical poetry
meant a rejection of all poetry becsuse classical poeiry was
the only poetry in that age. Vhen Gregory declared that 'the
praises of Christ could not bs uttersd by the same lipe as the
praises of Jove'2 he affirmed a sharp dichotomy between relizio
and poetry. To liilton such dichotomy never existed. And
thers is enough material in the Commonplace Book to show that
#¥ilton, normally irreverent towards the Fathers, was particular
ly opposed to their view of poetry and dramea. The most sig-
nificant entry in this respect is the one on 'Fublic shows'
which 18 in Milton's own hand and can be asaigned to 1637 or
1638:
In the work entitled Un Spectacles Tertullisn condemns
their vouge and excludes Christiens from them....
Cyprian, or whoever wrote the book that deals with the
same subject, rolle exactly the same stone. And Lactan~
tius by arguments no whit stronger puts a stigna upon
the whole dramatic art. Hc does not even onee seen to
have reflected that, while the sorrupting influences
of the theater ought to be eliminated, it does not
follow that it 18 necessary to abolish altogether the
performance of plays. This on the contrary would be
quite senselesa.

In the entry on the knowledge of literature which is also in

1. 1did. p.t7.
2, 1ibid. p.i7.
3. oM, xviii. 207.
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Milton's own hand and can be assigned to 1635 to 1637 'the ex-
ample of ... the sarlfest of the Church Fathers'®' is cited in
support of profane literature; bLut there is nothing in this
entry to suggest that ¥ilton accepted the patristic argument

in favour of the liberal arts. For that opinion was too con-
fused and self-contradictory to be of any use to one who was
never anxious to devise a Christian reason for the study of
pagan literature. PFatristic literary opinion was essentially
the result of an intellectuml predicement: 4t arose out of a
demand for a satisfying compromise between pagan learning and
the Christian faith. Consequently when the Christian Father
aporoves of classieal learning he does it entirely on the groun
that such learning will promcte Christimnity. Tertulllsn said
that it was important as a preparation for theological studies,
Augustine maintainsd that pagan wisdom was useful for a Chris-
tien who should learn from antiquity as the Isrselites learnt ‘
from the Egyptiana.’ Jerome thought that pagen learning could
be ancillary to Christienity and mentioned in support of this
view that S5t. Paul had used his knowledge of Greek poets Aratus

A

Menander and Epimenides. dilton never felt the need for such,

1. CH, xviii. 136.

2. J.9.H. Atkins, w&wm The ¥edieval
Phase, 1943, p.18.

3. ibid. p.18.

L. gstles, 1xx, 2. The passages referred to are Acts, xvii.
28; 4 Corinthisns, xv. 33; Titug, 1. 12. lilton mentions

(contd. on next page)
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goupromiss fop he never seid that the classios were & prepara-
tory school for the true Christian. In Of Edugation he pre-
scribee a thorough study of the important classical suthore
but he never believod that the classical Muse was like the
captive lady of Deuteronomy who by shaving her hesd and paring
her nails would boeome a good housewife in Israel. When
Clement of Alexandria (150-200) said that Christians wio were
afraid of philosophy were like children who were afraid of
hobgoblins he seiged the very essence of patristic response to
heathen culture. For when a Chriatisn Father wanted to jus-
tify the study of classicel litersture and philosophy he
reelised that his business was to prove that the hobgobline
were sonehow angels. And for such proof they had to devige
arguments which liltop never needad for settling his sttitude
towards the classic.

The most important of these arguments was that pagsn
wigsdom derived from the 0ld Testament was therefore an integral
part of the Christisn inheritanse. Clement of Alexandria, the
chief exponent of thias view, sald that Plato was taught by the

the second passage in his Preface to Samson Agonjistes as
an example of St. Paul's respect for tragedy and attri-
butes the Creek saying in question to Euripides. HNewton
first pointed out that the line - evil communications
corrupt good manners - ig a quotation from the Thais of
tienander. Paradige Regained and Semson Agonjgtea, 1752,
pP.193.
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Nosaic law,’ This cpinion of the Greek Father must have been
influenced by the similar ideas of the learned Jews of Alexan-
dria 1like Phile (£1. 39 A.D.) and Aristobulus. Sut it was
Clement's observations on the debt of Oreek to Hebrew literatur
in the Miscellanjes® which became the lgcus claesicug of
Christian appreciation of gentils literature. 3t. Augustine
(354-430) rearfirmed the belief in Civitate Dei” ae a mtionale
for a Christian's study of pagan literature, Eusebius (g. 264
@. 340) had earlier expatiated on it in his Preparatio lvan-
&qm;u‘nnd made it a satisfying apology for the pursuit of
pagen learning. In seventeenth~century Lngland the view
attracted those who wanted tu estabiish the superiority of
Hebrew literature. Although no English writer of the age had
the enthusiasm of Theophilus Gale (1628-4678) who produced his
four-volume ‘he Coupt of the Gentiles (1669-1674) chiefly to
establizh this theory, there were not a few who believed that

Pythagoras by his father wes a Jew;

Circumcised: known and tau sht by lwehie.l too! ...

From speech with God Hoses' f‘acL aia ahine
Tlato having read licses scem'd divine. 5

; : Ade , . w. wilson, 1867,

159, in The ' ace;;ggies, "he Ante-lilcene Fathers.

2. ibid, 1i. 274-3049. This scction which is chapter xiv of
Book V in The iiseellanies ‘g&m; is entitled 'Greek

Plapglarien from the Hebrews'.
3. wiii. 10.
4. ix. 16. oBee tr. E.H. Gifford, 1903, 1. LLB-hL9.
5. Barten Holyday, A Survey of the VWorld, 1644, pp.50-51.
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With the Cambridge Platonista 1% was importent to believe that
Plate descended from the Hedrew prophet. ‘'How utterly' says
F.J. Powicke 'this was eupposed to be the cese is apparent
from the strenuous endeavours of orthedoxy to prove that, if men
1like Plato and Aristotle did not get the truth in their writing
from Adam, then it must have come to them somehow from the
"' With religious tuinkers 1like Lord
Brooke (1608-1643) the Hebrew origin of Greek wizdom was a
preuigse in the argument that humen knowledge was a unity.

That Milton was aoquainted with these ideas is beyond

Hebrew dcriptures.

doubt. But it 18 important to oboerve thet he doss not make
them hig ewn 4in hie estinete of Greek literature. The Chri;—
tian Fathers and the Cambridge Platonists neesded to believe
that Plato owed his wiasdom to ifoses because they needed to
£ind a place for the Greek philosopher in the scheme of
Christian learning. To Christ in Parsdise Ressined the Greek
poet is not a disciple but & plaglarist end & very incompetent
plagiarist of the Hebrew poet:

That rether Oregoe from us, these Arts deriv'a

111 imitated, while they loudest sing 2

The vices of thir Deities, and thir own.
But 1t is not in Paredise Regainsd alone that Milton dis-

1e Platonists, 1926, p.28. 3se E.M. Austin,

The Cambridge Platonists,
The Ethigs of the Cambri s Philadelphie, 1935
p.51.

2. PR, iv. 338-340.
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rogards the patristie apology for olaesicsl studles. Even in
the Areopagitics he is indifferent to it although in his
defence of glassieal learning it would have been 2 vary useful
weapon.  And it is indvcd significant thet although he relates
& story from Eusebius in countering the 'lash' of Jerame's
'tutoring apparition' he docs not mention Lusebius'e theury of
the Hebrew origin of Gmgk iitersture. lilton's argument in
favour of Greek or any literature outside ihe Bible is not that-

it must Ve of Hebrew descent. He would reed lgrgites for the
same reason as he would resd Mopgante: it may just be profit-

able to read Atham.1 '
Another argumsnt of the primitive Chureh in favour of

pagen learning was the ons first stated by Justin Martyr
(400-165) in hie Fipst Apology (152). The Greek philosopher
was acceptable to the Christian because he shared in that )
divine Word or Reason whe 18 present in evsry upright heart andr
was the author of the revelation. To Justin blartyr docrates
and Herselitus were Christiana in 80 far as they acted at the
dictate of this Regaon.2 Both Clement of Alexandria (b. middl

1. Areopagitice, G, iv. 307-308.

2. ‘'For not only among the Oreeks did resson (Logos) prevail
to condenm these things through Socrates, but alsoc among
the Barbarians were they condemned by Leeson (or the Word,
the Logos) Himnself, who took shape, andJ‘becama man, anddwas

ug

called Josus Christ.' I
Athenagoras, tr. M. Dods, G. Reith, and B.P. ‘ratten, in

4o~ Chrigt Lib » 1867, 11. 0.
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of the 2nd century) and Origen (189<254) believed that philo-
80phy waa given by divine providence as a preliminary training,
that what the law was for the Hebrews, philosophy wag for the
Orecks, and that God waa the author of both covenants.! The
view appealed to the Cambridge Flatonists to whom sll wisdom
wag the candle of the Lord. The Philonic conception of the
Logos as the common inspviz'er of both Moses and Plato, and its
reaffirmation by the Christisn Platonists of Alexandria became
a satisfactory basis for the seventeenth-century idea of the
unity of divine wisdom. The intellectual foundation of
Christian humanism is that all wisdom cometh from the Lord.
Milton's 1deas on the relationship betwcen pagan wisdom
and the Christian faith were different. He mede a sharp dis-
tinction between the two and whils he favoured the study of the
one he never believed that it was on a par with the other in
the scale of spiritual value. That he firmly rejected the
idee of the Logos being the common inspirer of pagan and
Christian wisdom 13 obvious from his rejection of the pagan
Muse in Parpdise logt. He who inspired lipses belonged to a

4. %.R. Inge hss thus summed up the opinion of Clement: 'Like
Augustine in his more liberal mood, he holds that what we
call Christianity has always been in existence. Ilen like
Heraclitus and Socrates have lived under the guldance of
the divine Logos. If he had to choose betwcen the search
for truth and eternal salvation, Clement would without
hesitation choose the search for truth. The two cannot be
disjoined but the latter without the former would not
attract him.' _O_x%ggﬂ. Hertz Lecture at the British
Academy, 1946, p.B.
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universe of which the classical wo¥ld had no knowledge. 1In
Paradise Repained the idea is more etrongly arfimmed - 'Such
are from God inspir'd,‘ not such from thee.'! And in his early
poetry too there is an expression of a feeling that the
spiritual order of classical poetry was an imperfect order to
a Christian mind. Apart from the fact that in the 'Nativity
Ode' the pagan world retires at the advent of Christ there is,
in 'ilegla sexta', the idea of 'adulto sub Jove caelun' which
indicetes the poet's awarenecss of the immaturity of the pagan
divine order. As we have already observed, in The Resscn of

Church Covernment an important distinction is made between

heathen snd Christian literature. Expressions like 'even the
sage heathen writers' in the sane work and repeated in the De
Dogtrine Christigne where Homer is mentioned as 'heathen Homer'
are significant for their qualifying terms which certainly in-
dicate a deliberate specification.

Hilton's response to classical literature aend his estimate
of it reflected in his casual statements and allusions must not
be mixed up with the gusstion of his debt to Homer and Virgil a
an ¢pic poet. ¥hile the influence of the classical literary
form on his poctry was dstermined by the laws of literary evolu

tion his attitude to classical authors was controlled by his

1. div. 350.
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conoeption of true wisdom. And he knew that all that was
unique in his literary vonture proceedsd from a conception of
ths univerae which waa different from the universe represented
in classical 1literature. Although there ig early expression
of this sense of unigueness he was more intensely conscious of
it by the time he began the composition of Paradise Lost. In
his letter to Amerie Bigot dated 24 March 1656/7 he said that

everything good or praiseworthy which 1 have written

has not becn borrowed from authors of established ex-

cellence but is entirely original and springs only

from the depths of my own mind end heart.t
Only four years earlier he had confessed to Leonard rhilars
that

it is above all by studying constantly, from ny

youth up, the works of the many able wcn who have

sprung from Athens that I have ecquired whatever

literary skill I may have.?
The originality claimed in the first statement docs not scem
to be supported by the confession made in the second. But
»ilton did not think that the original force of his mind could .
be impaired by the adeption of literary modes or forms from
ancient litersture. But what he wanted to say through his
poetry was more importent than the form in which that poetry

was to be cast., And his intense awareness of a unique poctic

1. Hilton's Pr Correspo; d_Agadem rgises, ed.
P.B, Tillyard, 1932, p.39. :

2. ibid. p.26.



353.

purposs related as it was to his Christian view of life nsees-
Sarily influenced his opinion of olassieal literature. His
idea of plenary inspiration which was, as we have seen, rooted
in the Hebraic idea of the spirit, would not support a wor-
shipful attitude to the ¢lassieal Muse.

There 18 no contemporary evidence for the later tradition
that iilton was once urged to translate Homer although his
reputation for Greek learning would meke such invitation appear
very probadle. And what Richardson says about 41lton's reason
for declining the invitation 18 indeed a diseerning comnent on
his strong sense of individuality as a writer:

it has been said Milton wes put upon Iranslating
Homepr; he was Certainly the Best Fitted for it
of any Man on Soms Accounts, on Others not at All,
| for as _he says in the P.S5. to the Judguent of
@/ Euc_g:%( concerning Divoree - He, who never could
Selirsht in long Citations, much Less in whole Tra-
ductions; whother it be Naturel Disposition, or
Lducation in Me, or that my ..other bore me & Upegpker
of %t God iade mine Own, and not s Zransistor, A
uood Reason for Declining it, as he did.

1. 3%‘«‘ &aytum_ﬂoggs and Remariks on “ilton's tarsdise Lost,
173, pp.1lxxxv-lxxxvi. GSee The sgrly Lives of ilton, ed.
H, Darbishire, 1932, p.269. The #ifth Ode of “orace is the
only entire plece by & Classical author which #ilton trans-
lated ae & separate composition. In his inglish prose
works however Milton gives his quotations from classical
authors in his own transletion. "uch quotations cover
slorgce in Tetrachordon, A_g_A‘p_qm, Sophocles in An Apology

L]

and Seneca in the Tenure of dings n his collection of
1111ton's translations from clessical poets Tickell included

ploces from Richard Washington's translation of the Defensi
Pro_ropulo Anglicano published in 1692 supposing that il
ton himself translated the Latin work. Fenton too in-
cluded them in his editlon.
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A mind sc intensely individual end ao absolutely sure of it-
8olf should be least expected to respect old poets as its
model.

But when Milton spesks of Hebrew poetry he means postry
that was divine and being divine could inspire a sacred vein
in others. This 18 in fact the critical substance of the
personal passsge in The Reseon of Church Government. And 1t is
this view which is 8o sharply stated by Christ in Paradise Re-
gained. %e are puzzled by the sharpness and awful finality of
that statemaent because we instinctively resist the idee that
Milton could ever dislike the classics. And we devise a pos~
8ible solution of the problem because we cannot dissociete
Milton from the Renaissance literary mind. 1 think ddward
Dowden is the only important literary critic who not only
recogniged Christ's comparative judgment of Greek and Hebrew
literature as Wilton's own considered judgmont but sleo affirze
that it wes only natural for tiliton to give such a judiment.

In an article published evout half a century a;0 he observed:

It 48 not to be supposed that he is here (Christ's

speech on Oreek literature) writing dramatically in

the character of a young Jewish enthusiast. Deeply

indebted as Milton was to Oreek literature, the

.views here expressed were his own, and had been his

own for many ycars.... The reply of Jesus to saten,

with other passages of Milton's writing, assure us

that he differed from some of his fellow-scholastics
in regarding the Bible, not merely as a storehouse of
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texts to be reansacked for the ascertainment or

proof of a creed, but also.as the literature of

8 nation. The Hebrew lyrie song is song inspired

by truth and more then a match for that of Greece;

the Hebrew prophets, better and more nobly than

the Oreck orators, instruct us in all that con-

csrns the highest life of a people.?!

¥hat then was Milton's Justification for the study of
classical literature and wherein he thought, lay its worth?
iilton's one answer to it is suggested in Christ's words

Unless where moral vertue is exprest
By 1light of Nature not in all quite lost.

And the sawe view of the pegan mind is stated in Of Reformation
where he cites an opinion of Aristotle with the remark that
the Greck philooopher lays it down 'from the principles of
reason'.2  And wo can acsume that when in the Preface to
Samson Azopistes iilton speaks of tragedy, 'ss it was antiently
compos'd' as the 'gravest, moralest, and most profitable of all
other Poems', he mesns this principle of reason which 1s ob-
viously different from the Cembridge Platcnists' candle of the
Lord and is equally remote from the patristic notlon that all
wisdom was divinely inspired. In the mature literary opiniox}/
of Milton, claseical poetry is not divine poetry, and he never

devises any allegoresis to give a Christisn meaning to a pagen

. 'Paradise Regained’, % Hemo L (Read before
! the Royal Society o§ Literature in 1908), ed. P.¥. Ames,
1909, pp.207-208.

2, CM, 111. 38.
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fable. If ¥ilton has anything in common with the Christian
Fathers it 1s his sharp critieism of the profane poetry of the
Greeks. There he 18 no less censorious than Clement of
Alexandrie in hie Protreptious.’ But he would not agree with
a Christien Father that a Greek writer was sacred because he
too was lnspired by the Logos or was taught by ioses. At the
same time he has no campunotion in quoting from Homer to elu~
cidate e point of Christian doctrine when he thinks thet what
Homer says is true. tle does not need any Christian justifi-
cation for such quotation from a heathen esuthor. For he had
none of the umrest of Jerome or of 3t. Augustine about what he
learnt and loved in the classics. The 'old and eleuant
humanity of Greese' 1s good and ¢ivilizing and e 'prudent
spirit acknowledges and obeyses the voice of reason, from what
quarter soever it be hard apenkmg'.a But that ‘humanity'
was devoid of the light of revelation where alone was the law

plainest teught, and easiest learnt. To liilton the distincti
was important.

. I1I. v-vii.
2. Areopagiticm, CH, iv. 296.
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CHAPTER NINE
NATIVE WOODNOTES WILD

+so 8nd in no serious book, but the vain and
amatorious poem of 3ir Ihilip Sidney's Argadia ....
iilton

Commenting on a possible Shakespeareen allusion in
¥ilton's 'Elegim Prime' Thomas ¥arton said that 'seduced by
the gentle eloquence of fanaticies, he listened no longer to
the "wild and native wood notes of fancy's sweetest child"'.
The remark seems too categorical and the evidence that is pro~
duced in its support may not appear altogether unquestionable.

in hie ICONOCLASTES {Warton continueas) he censures

King Charles for studying, 'One, whom we well know

was the clossst-gompanion of his solitudes, WILLIAM

SHAKESPELARE’.... This remonstrsnce, which not only

resulted from his abhorrence of a king, but from his

dleapprobation of plays would have come with propriety
from Prymne or Hugh Feters.l
This observation angered eeveral Hiltonists of the nineteenth
eentury: Charles Symrons called it ‘perverse 1.xrl’t:ebtzi.lity'2 and
J.A. St. John calls 1t 'paltry uuali.gnity'.3 The guestion may
be asked if Milton sdored Ghakeepeare as a great poet and if
kenaissance poetry as a whole answered to his idea of great

poetry, Without cowparing 4ilton with the suthor of Hisgrjo-

1. Poema, 179, pp.425-426.
2. Life of Milton, 1806, p.332.
3. The Prose Works of John Miltonm, 1872, p.326.
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Maatix (1633) it 1s legitimate to enquire if Liilton's judgment
on Renaissance literature, as far as it can be ascertained
fram hie writings, was not derived from a conception of poetry
not typical of contemporary literary taste. To consider the
allusion to shakespeare in the first chapter of Bikopoklastes
a8 & twofold denigration of a bad prince and of s bad poet may
be an unjust inference. But that Shakespeare eould be a com-
forting poet t0 & deposed monarch might have been consistent
with 3ilton's own estimate of the dramatist. And it is sig-
nificant thet the reference to Shakespeare in Elkonoklastes is
dmiediately followed by a comment on 'the vain amatorious FPoem
of St ] Sidne, . ; & Dook in that kind full of wort
and wits, but emong religious thoughts, and duties not worthy
%o be nam'a'.’  Argadis is 'no serious book ... not to be read
at any time without good caution'.  Zhe Reason of Church
Goverpment condemns the 'vulgar amorist' and the 'rhyming
parasite’.

But is there enough materisl in Milton's writings to re-
present his opinion of English literature? And did Hilton
think it important to state that opinion in his observations on
literature and his own literary plans? His firet published
piece 1s his sixteen line epitaph on Shakeapenm.2 And this

1. CH, v. 86.
2. The poem was published on the leaf following eig. A 4 in th
Seoogd Folio edition (1632) of Shakespeare where it is en-

'An E on the adnirable Dramaticke Poet, ¥
titled 'An fpitaph (contd. on next page
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is Milton's only poem on any poet of eny language. But how
far 1s this poem an expression of a high enthusissm for the
Dostry of Jhakespeare? J.H. Hanford certifies that 'Hilton's
admiration for Shakespeare, 1s sincere, in spite of the implied
reasrvations of other passages in his worka'. ' E.E.W. T41llyard
too thinks thet 'Milton's praise iz indeed extremely reveren-
tial, far more so than the politeness of a verse tribute ab-
solutely dsmamietl'.2 In the nineteenth century Mark Pattison
oelled it 'the original and unprompted utterance of the young
poet's admiration and sympathy',z’ an estimate which a recent
oritic has reafrirmed more etrongly than either Hanford or
Tillyard. 'the lines prove' says femneth Muir 'that he
honoured Shakespears's memory "on this side idolatry as much
88 sny", and they indicate perhaps why it wae impossible to

imitate his work. Wl Against this array of unreserved

SHAKESPEARE', In the 1645 edition of iilton's Poems the
title is 'ON Shakespear.1630'. For a bibliography of this

poem, see Robert Hetcalf amith, The Vgr;gnt lsgyes of

Shakeaveare's 3egond Folio end ¥ilton’s First Igp%;g_l;gg

englieh Poem, Lehigh University rublications, 1928. For

discussions of the different readings of the poen and of
8

its possible sources see H.%. Garrod, 'Milton Lings on
Shakespeare’, 58, 1926, xiis Heinrich Hutschmann, ‘Sources
, Py 3

of ¥ilton's Conge.

pn__ﬁ;_;gm of Paredige ngﬁ,, 4934 ; and Theodore Spencer,
Shakespeare and #ilton', MLN, 1938, 1iii.

1. A Milton Handbook, New York, 1946, p.1L7.

2. Mjlton, 1946, p.50.

3. Milton's Somnets, 1883, pp.79-80.

4. Johp kiltom, 1955, p.22. The second part of this stuf';ement
echoes E.M.%. Tillyard's shrewd comment on the poem: 'Ae a
model Shakespeare was diacouraging;‘ and iilton is inter-
estcd in setting forth the reason.' iilton, p.51.
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appreciation of a famous postic homage it will be a critical
temerity to place an altogother sontrary opinion. Yet I must
confess that 1 cousider Hurd's criticlem of the poea entirely
Just: 'This is but an ordinary posm to come from ¥ilton, on
such a subaect'.1 I taink 1t 1a not only ordinary, but large-
1y artificial. Its conceits are intricate, too intricate to
evoke a powerful feeling. The concluding couplet represente a
¢linax which is rhetorically faultless; but does mot gataer
up corresponding sentiment into an expression of any lyrical
intenaity. The poem is certainly a genuine tribute but there
i notidng in its diction and rhythm to suggest thet it is also
an inspired tribvute. It 48 a good judgment in good verse but
is mueh less than a song of adoration. And the argunsnt of the
poan shows that ¥ilton did not intend 1t to be anything more
than a tribute to a great fame. The theme of monument does
not impercepiibly grow into the desper theme of genius. Ex-
pressions like 'unvalu'd Book' and 'Delphick Lines' are even
more conventional than 'easie numnbers' and the only suggestive
phrese ‘'wonder and astonishment' which is the main key of the
poem dous not fulfil its promise in the idea of

Our fancy of it self bereaving,
Dost make us Marble with too much conceaving.

Kven as & poem in the metsphysical vein it could have an

ending showing greater consistency and depth of imagination.

1. Poems, 1791, p.317.
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At twentytwo Yilton wae certainly capable of greater aptness
and foroe of expression than is shown in the last two lines
of the poem.’

In the compositions of the Cambridge period therc is no
allusion to shakeepeare or to any English poet; in the apos-
trophe to his native language in 'At a Vacation Exercise’
(1627) there 1s no mention of any puets who had made that lan-
guage great in the eye of uurope although there is a fling at
‘our late fantasticks'. Amonget the many literary references
in the irolusions there is none to Shakespeare or to Chaucer
or to Spenser. In the pre-Horton periled iiilton does not
volce any enthusiasm for any iZnglish writer. ‘The conception
of divine poetry embodled in the 'ilegie sexta' d1d not, for
all we can understand, inspire any high regard for the liters-
ture of the Renaissance. But even in the Horton period when
pursuit of polite literature engased his entire attention, and
when by way of preparing himself for his literary tesk he
covered the whole field of curopean literature, his enthusissm
for Shakespeare and his contemporerics was extremely limited.

The reference to shakespeare in '.'Allegro' does not include

1. J.H. Senford thinks that since the poem 'was very probably
written $o0 order for tihe folio, I should assume l".hat M1~
ton's date is, ae frequently, a little too carly'.

A Milton Yandbook, 1946, p.146. There is howsver no .
direct evidence to prove that the date wae later than 1630.
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his tragedy and in 'Il Penseroso' the allusion to

What (though rare) of later age
Ennobled hath the Buskind stage’

is too brief and too qualified an appreciation to indicate a
real enthusiasm for Shakesperean tragedy. The passage on
literary forms in The Reason of Church Covernment speaks of
'those dramatic constitutions wherein sophocles end juripides
reigne’ and :ucntions the Apocalypse of st. John as &'high and
stately "L‘xu,;cdy'1 but is silent about the tragic universe of
shakespesre.  And when we consider t:e still more striking
exclueion of Shakespeare from the short essey on tragedy pre-
fixed to jamson Agonistes it seems extremely doubtful 1f “ilton
wags an adnirer of his trajedies. And it i equally unlikely
that “ilton's adverce oriticism of Renaissance tragedy in the
Preface to Jguson Agonistes excepted the plays of shakespsare.
We may not assume that when ilton wrote of playwripghts who
'intermixing Comic atuff with Tragic sadneas and gravity; or
introducing trivial and vulgar persons, which by all judieious
hath bin counted sbsurd; and brought in without discretion,
corruptly to gratifie the peopla’2 he excluded Shakespsare.

1. CM, 111. 237-238.

2. Preface to Samson Agonistes. sSir Oliver Elton thm'xgm: that
Nilton's reference to the contemporary tragedy in 'Il Pen-
seroso' implied & distinction botween Shakespeare whom he
admired and 'writers lise Vebster, so unli.‘:e;. the susterity
of form and thought of his favourite Greeks'. 11 Denseroso,
ed. 1894, p.13.
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The only quotation from Shakespeare in Kilton's works occurs
in Eikonokiastes. Thers 13 not even s bare allusion to him
in the Commonplace Book which mentions Chaucer four times and
Spenser twice. And while he quotes from Jpenser in relating
the story of Greenshield in Ihe Hiutory of Britain' he does not
refer to 3hakespesre in the pasuags on Lear and his daughuu's2
which follows imnediately. ¥e ecan therefore assume that the
greatest oreative genius of the English Renalssance was not a
force in Yilton's literary life and that he realised that the
older poﬂet represented a moral universe and an order of poetry
which wers different from his own. And this attitude to
Jhakespeare is the key to his entire attitude to romentic
litersture. i1t is true that H4ilton speaks with psrticular

regard about sSpenser and that his allusions to Chaucer and

1. x. 18-20.

2., It is believed that ¥ilton made additlons and corrections
in the work of his nephew cdward hilips, Zheatrum Poctarum
published in 1675 and Thomas ¥Warton notices a resenblance
botween the praise of Shakespeare in ‘L'Allegro' and the
eriticism of hils tragedies in this book. &dward Philips
remarks: 'In tragedy, never any expressed & more lofty
and tragic heighth, never any represented nsture more pure-
ly to the life: and where the polishments of art are most
wanting, as probeably his learning was not extraordix'mry,
he pleases with a certain wild and native elep,am.:e. 9.101;.
Zoems, 1791, ps64. The occurrence of the words wild' and
Thative' does not necessarily prove that the judgment as a
whole was inserted by Milton. It is more likely that
7hilips used his uncle's words in restating the well-known
comnent of Hen Jonson.
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Gower are also respectful. 3But the poetic doctrine explainea
in The Reason of Church Govepnment has no room for any of them
oither in respect of fom or content. It ie particularly sig-
nificant that the discussion in that tract on the Christian
epic has not even & bare reforence to the kind of poetry exem-
plified in the Fasrie GQueenc. While illton desires to emulate
the literary patriotism of Ariosto 'to fix all the industry and
art 1 could unite to the adorning of my native tongue' he seems
reluotant to aduit that his native tongue had already some
adornnents. The entire tone of the peetic plan in The Reason
Qf Chureh Government suggests that the ideal poetry of the
English nation was yet to be produced and that tngland was atil
to achieve the literary eminence of Greece and Rome, of modern
Italy 8and of the Hebrews of old. The whole achieveu.cnt of the
English Renaissance is ignored. when fourteen years earlier
he had hailed his native languave he had boen anxious to dis-
card from it those ‘new fangled toys, and triming slight' as
unwelecome agcumuletions. It is not essy to ascertain which
particuler writere :ilton meant when he said that 'tinglapg hath
had her noble stchievments msde small by the unskillfull hand-
ling of monks and mechanicks'.! But 1% is plain that it was
Milton's conviction that England had not yet produced her

1. The Be Chy 0o , Gif, 131, 237.
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national post who 'in new and lofty lisagupes would 'sing and
celebrate thy diving Mercies and mgrvelous Judmuents in this
1and throughout all Ages'.’

But it is not in The Rewson of Church Government alone tha
¥ilton shows this indifference to the literature of the Engnx;
Renaissance. When he closely reflects on his study of romanti
literature and 1s in @ mood to see its worth his appreciation
is extremely qualified. In Ap Apology he speaks of 'those
lofty Fsbles and Romances, which recount in solemne Canto's the
deeds of Knighthood founded by our victurious Kings; & from
hence in renowne over all Christendome', where, he says 'I
learnt what a noble vertue chastity sure must be, to be defence
of which 8o many worthies by such a deare adventure of theni-
selves had sworne'.2 The 'solemne canto's' must be those of
the Faerie Sueeng which 1s one of the great romencee praised i
'11 renseroso’

And 4f ouyht els, great Bards beside,

In sage and solemn tunes have sung,

0f Turneys and of Trophies hung;

0f Forests, and inchantments drear, 3
Where more is meant then meets the ear.

1. Of Hoformation, Ci, 1ii. 76.

2. gcH, 111, 304.

3. 446-420. The other great bards muet be Ariosto and Tasgo.
¥Warton remarks: 'Both Tesso and Ariocato pretex'xd to an
allegorical and mysterious meaning. And Tasso's inchanted,
forest, the most cunsplouocus fiction of the kind might hawv
been here intended.' Poemas, 1791, p.83.




366.

In the firet phage of the pamphlet period Hilton speaks of
Spenser with particular deferenge. He quotes a long pessage
rrom 'our admired gpencer’ in Apimadversiong.' In the Areo-
pagitica 'our sage and serious Poet Spencer' is 'a better
teacher then Scatus or Am_x_;mg'.z And the sllusion to 'our
Poet dpencer' in Eikonoklastes may be contrasted with the ratns
curt allusion to 3hakespeare in the same vo:'l:.3 The statement.
on Milton's resding in the romances in general in An Apology is
essentially a qualified appreciation. 'S0 that even these
books' he says about the romances,

which to many others have bin the fuell of wanton-

nesse and loose living, I cannot thinke how, unlesse

by divine indulgence prov'd to me so0 many incitemente

&6 you have heard, to the love and stedfast observa-

tion of that vertue which abhorres the socciety of

bardsllo's.l
Milton's whole approach to this class of poetry was a moral
aporoach. A romantic tale 1s good in so far gs it teachee by

good example mnd if he

1. Cl, 111, 166, The guotation is from the Lay Bclogue in
Shepheards Calendapr, 103-131.Ch. Cemus, §32-g23.

2. Ch, iv. 34.

3. C¥, v. 84, 110. Dryden says: 'Hiltop hae acknowledg'd %o
me, that Spencer wes hls original’. Fables Anele d
4odern, 1700, 1t 1s reported that when lilton's widow was

asked whom he aproved most of our English poete’ she
tanswered Spenser, Shakespeare and Cowley'. Thomas Newton,
Life of iitlton, } Lost, 1749, 1. 1lvi. John Philips
records that kilton helped 'the Orand child of the ramt'aus
Spencer, & Papist suffering in his concerns in Ireland”.

Early Lives of hilton, ed. H. Darblshire, 1932, p.30.
b, gu, $11. 305.
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found in the story afterward, any of them (heroes!,

by word or deed, breeking that oath, I judg'd it

the save fault of the Poet, as that which is attri-

glgego‘t!:-%m tc have written undecent things of
Certainly Kilton 4id not inciude the Mmerie Quecne amongat the
books which could foster wantonness in anybody. Yet on the
whole the paragraph-on the romances in An Apology is more a
tribute to the moral and discerning reader than to the poets.
The earlier comment on the poets of the Italian Renaissance
showa that dilton made sn important distinction between poets
who were capable of 'speaking unworthy things' and those who
display 'sublime and pure thoughts without tmnsgressiou'.a
And when he declarse about poets guilty of such transgression
that 'their art I still applauded but the men 1 deplored’ he
did not separate the poet from his work, for in his view such
separation wae not poassible in respect of ldeal poetry. By
applauding the art he did not mean an adniration for mere skill
or technique. He means that there is a kind of poetry which
18 below the highest kind for it is not the work of a perfect
mind but is yet worthy enough to & finely disecriminating reader
who can regeive from it what best ‘1t can give. iilton would
not only distinguish good books from bad books but would mlse

distinguish the good things in & book from what is unworthy in

1. CN, 141. 304
2. ck, 111. 303.
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it. He would do with the romances what he would do with the
work of any heathen author; take the wisdom and discard the
dross. The divine indulgence which he says made the romances
&, source of morel inspiration to him while they could be an
incitement %o wantonness to others must have been a fact of
experience. But he hed also a rational principle relating to
good reading which needs

£ spirit and judgment equal or superior, 4
(And what he brings, what needs he elsewhere seek).

This moral discernment is important in “ilton's estimate of
Renaissance litereture which he does not reject as sltopcther

unworthy. The author of the Arecpssitigs could ncver think of

an Index ixpurgatorius for profane books, but was extrenely
ceutious in bestowing preaise on the books that he read.

An interesting instance of this oelect and discriminating
reading of an author who is on the whole disparazed 1s in
Milton's treatment of Sir ‘hillp Sidney. In the Comuonplece
Book there are four allusions to 3ir Fhilip Sidney's Arcadis

which i3 called a 'vain, amatorious poer' in Eikonoklastes. 2

4. PR, iv. 324-325.

2. The first allusion occurs in the entry on 'ors 3pontanea
(fol. 16) and refers to the discussion about suilcide betwee:
Philoclea and her lover Pyrocles. 3ince the 6;'9 in this
entry are in Italisn hand it must be dated 1639 or later.
J.H, Hanford points out that Yilton page references to
"?ﬂﬂh tpit the edition of 1624, also the duplicates of
1623 and 1638'. 'The Chronolo%ytgf L‘i}i&tg:'e P;-i;a:;“ h

', PK xxxvi. uth ol a note ey
Studios', DHLA 1921, o e on et mege)
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Ve can presume that in the Horton period Milton read & good dea:
of Renaiseansce litereture and discovered in the romances '.hev
morel wisdom which he mentions in An Apoloay. His ambition
to celebrate Arthur end his Knights in heroic song expressed
in 'Mansus' and in 'Epitaphium Damonis' snows that his in-
terest in the rocmances continued after his return from Europe.
But in the pamphlet period he entered upon a phase of hiag life
which involved impourtant changes in his literary views. GThere
is no space for even a bars mention of an English Renaiseance
poet in The Regson of Church Government. In An Apolosy the
poetry of Spemser and his like is mentioned in a recollection
of youthful studies and getis but limited praise. And this
comparative indifference to romance and to Renaissance poetry
in general matures into the depreclation statcd in the exordium
to the ninth book of Paradise Loat. He has now a coneeption
of poetry which 1s too high to cover poems which
desoribe Races and Uames,
or tilting Furniture, emblazond Shields,
Impreses quaint, Caperisons and Steeds;

Bages end tinsgel T!‘lppings, gorglous Knights
At Joust and Torneament.

£it the 1633 3dition as well. Couplete Prose Works of John
Hilton, ed, D.H. Wolfe, 1953, New Haven, 1. 374. The other
allusions to Areadia. all in v4lton's own hand and dated
16l41-1642, are 1in fols. 17, 187, and 488. CM, xviii,

133, 187, 189.

1. EL, iz« 33-37.
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In the early pamphlet period no knglish poet is mentioned as
& probable model for any of his compositions. The more im-
portant forma of English literature are altogether ignored in
the speculaticn on literary genree in The Reason of Church
Government; while in Of Bdugation no allusion is made to

any critic of the English Renaissance in a curriculum which
includes the italian commentaries of Castelvetro, Tasso and
Mazgoni. There ia nothing in his writings after the Horton
period to show that he was proud of a great snglish literary
ipheritence, that he relied on an snglish poet for his intel-
lectusl sustenance. In his latcr days while he placed the
Bible above the classice the literature of his own country
was given a place below it. The poet of 'Arcades' and of
Comus had some enthusiasm for Jonson's learncd sock and Shakes-
peare's woodnotes wild, of Chaucer's 'story of Cambusean bola!
and Spenger's @sage eand solemn tunes. And a part of this en-

thusisem lingers in the first phase of his polemicsl career

1. The allusion i@ to the iquier's Tale which Vartoun remarks
'best suited our authors predilection for romantic poetry’.
Poems, p.82. In Of Reformation there are three quotations
from Chaucer and there are four allusions to him in the
Comnonplage Book in four entries, all in #1lton's own hsnd
and dated conjecturally 1641-1643. Ruth Hohl pointe out
that ¥ilton's page references to Chaucer f£it Thomas
Speght's edition of 1602 and not his first edition of
1598 which is misdated $& 1596 in Hanford's 'Chronology
of iilton's Private Jtudies', p.276. Fox"an interesting
discussion of this point see F.P. Magoun, 'The Chaucer of
Jpenecr and ‘ilton', ¥E. 1927, xxv. 129-136.
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when he can yet quote from an Znglish author to give point and
¢olour to an argument, But when he reflects on his own
literary plsns his attention is fixed on literatures other than
English, and consequently he creates the impreseion that he
never found a model amonget the posts of his own country.

The exelusion of English poets from the literary survey
in The Reason of Church Government must be deliberate and has
a bearing on Hilton's conception of great poetry. That by
great poetry he meant divine poetry he makes plain in the tract
itself. When he apeaks of Homer and Virgil he is concerned
excluasively with the form of thelr epics and while he thought
that the Book of Job provided an alternative epic fon: and the
Geruysalemme Liberata was structurally skin to the clasaioal
epic he aid not think that Znglish poetry had any suiiable
modael to offer to a poet who aepired to give his nation its
lortiest literature. But this is not all. Ffe ausociated
with ¢lassical literature a moral seriousness which was matched
by a fine diseipline of form. fiis later conviction was that
with all this moral and technical ezcellence classical litera-
ture was inforior to Hebrew literature. But at the time when
he wrote Ihe Reason of Church Sovernment and Of Education he
would make Orecce and Rome rather than Englend his school.

Moreover his aristocracy of temper prompted him to tread



372.

literery paths unknown to the common reader and to speak of
poets and critice who could be read only by the glfted and
diligent. This alone can explain the fact that Sidney and
Puttonham are not mentioned along with Castelvetro, Tassoc and
Hageoni in Of Bducation. Milton's high ambition to adorn his
native tongue was accompanied with a measure of indifference
to the quality of the vernacular literature.

But it im not in respect of his literary plans alone that
he ignores the literature of the inglieh kenaissance. ZEven
in a discussion of a particular literary type where a refer-
encs to 1ts menifestation in inglish litersture would have been
imrensely eppropriete he confines his illustration to classical
literature. An important instance of this cen e found in An
Apology where en interesting and well-argued defence of satire,
'the benevolence of laughter and reproof' has no reference to
the mixing of mirth with instruction in Jonson. There 1s of
course an ellusion to the 'Viaion and Crced of Flers Plowman'
presumably because that poem wes of special interest to an
enemy of the established chureh. But the Elizabethan comedy
of hunours would have been 8 particularly appropriate illustra-.
tion. It is possible that apart from his declining interest
in the literature of the cnglish Renaissance the other reason

for his preferring the poet of the 'Vision of Plers Flowman'
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to Ben Jonson is that the former was the older poet and there-
fore carried greater weight. The quotation from Oower
(8- 1330-1408) 1n An Apoleay 1s preceded by the remerk:
I shall alleze a reputed divine autority, as ancient
as s which his love to antiguity must not
oxcept hin against; and o adde the more waight, he
shall learne it rather in the words of our old Poet
then in mine, that he may sec it 1s no new
opinion, but a truth deliver'd of old by a voice from
heav'n, and ratify'd by long experience.i
It is interesting to observe that amongst English writers
only Bacon and Thomas More are compared to any eminent classi-
cal suthor, While the sage and serious Spenser is Jjudged
superior to the scholastice, the authors of Utopis and New
Atlantis, ‘our two famous countrymen', are smongst 'the greates

and sublimest wits in sundry ages' like P].a*to.2 But neither

4. There is an sllusion to Gower in an entry in the Common-
in %1ilton's own hand. Ruth iohl points out
that 'hilton's folio nunbers show that he used the edition
published by Thomas Berthelette, 4532' and that his 'entry
has one slight error: £. 64 is in Book IIl, rot IV'.

ﬁﬂnl§§° Prose VWorke of John iilton, New Haven, 1953, i.
97.

2. It is true that iilton's comment on 'Atlantick' and Euto-
piag Folities in Areopagitica Ci, 1v. 318, chows lesa
enthusiasm for 'ore and Bacon but the comparison wade in
this passage in An Apology is significant as an indication
of #iiton's regard for these two Renaissance thinkers of
tngland. There is s reference t¢ Bacon's A Vise gnd
oderate Discourse, Concerning Church-Affaireas, 1641 in
the entry on 'Lenitas' in xilton's own hand in the Commop-

M, xviii. 180. Bacon wrote this tract in

nlgnﬂ_éﬂ.@s M
1589 for p;'ivate circulation when 1its titlecwae An Advep-

tigement To the Controversies o
¥Milton refers to this tract in Animadversiong,

cl, 4ii. 111, in AD_%&M: C.., 114. 317, and 1in Areo-
pegitica, C¥, iv. 326.
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in the later tracts nor in the De Dogtrina Christians is there
any citation from eny English writer to illuminate & point of

oivil or religious wisdam. It is trus that a seventeenth-
osntury divine or politicsl writer usually quotes from the
Bible and from the classics. But a poet extensively read in
the literature of his own country and considerably influenced
by that reading in his early poetic career could have been
more liberal in his quotations from English authors. The
economy was dus to a gencral indifference to Renaisassnce liter-
ature which is clearly indicated in Ihe Heagoy of Church
Govarnment and is consistent with the view of poeotry stated
there and elgewhere in his works. The growth of his literary
mind since his 'eovensnt with any knowing reeder' about his
poetic purpose was influenced by ideas wnich had little in
somon with the world of 3idney, Jonson, and Shakeapears.
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CHAPTER TEN
CONCLUSICN

but chief
lThoe Slon snd the flowrie Brooks bensath
“hat wash thy hallowd feet, and warbling flow,
Nightly I visit.

iilton

%e have endeavoured to ascertain the literary ideas of
& poel who never engeged himself in formal criticiem, and
whose statementis on questions of poetic or aesthetic in
general are made in writings, prosc and verse, covering a
périod of about half a century. Excepting the note on verse
prefixed to the second edition of Parsdige Lost and the essay
'Gf that sort of Dramatic Poem which 18 call'd Tragedy' which
i5 the preface to 3auison Agonistes, Kilton wrote no entire
piecea, nowever brief, dealing with a eritical matter. His
regorded opinions of individual writers are few, casual and
brief end do not provide sufficient material for e re-con-
struction of his literary judgment. In an age when verse-
tributes to poets wers an important form of literary appre-
eiation Milton's only composition of this kind is a sixteen
1ine epitaph on Shakespeare. In the autobiographieal portions
of his prose writings his observations on poetry relate to his
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own literary plans or defend hia literary habite: they either
declare what he intends to acoomplish as a poet, as in The

[} C Govi » Or Justify a particular manner of
writing as in An Apology. In addition there are soms passages
or stray lines in his verse which are ‘nigniﬂcant pronounce-
ments on the nature and function of poetry.

In the course of our analysis of these passages in 4ilton't
writings we have observed that they not only represent a con-
sistent view of poetry but also show that Milton wanted to

a,idef‘ine suchl(viev for himself and to communicate it to his
readers. Yhile he had no speculative interest in poctic as
a pelence he was intenssly concerned about the nature of his
poetic task and tiat one talent which was needed for its ful-
£1liment. The theory of poetry which emerges from this con-
cern 13 of the nature of a literary faith which is gradually
unfolded in a long process of epirituval growth. %ilton
habitually reflects on the nature of his vocation as a poet
in an effort to achieve that faith and shere it with his reader
Ho was anxious to speak to his readers about that faith
because he realised that it represented a conception of poetry
with which they were not familiar. Uilton's poetic docirine
grows congistently snd steadlly. In the twslve years between
the 'Nativity Ode', hie first fmportant English poem and The
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Reason of Church Govermment where he firat made sn elaborate
statement of his poetic purpose, he developed a conception of
poetry little influenced by the formal oriticism of the Renais-
sance and largely inspired by his Christian belief. In the in
‘vocations of Paradise Lost and Parpdise Regained as in the
Preface to Samson Arunigtes the same coneception 18 restated
with greater rox-c_e.

The idea of dlvine poetry suggested in the 'Elegia sexta'
and first practised on a small scale in the 'Nativity Ode'
remains the ecentral point in his theory of poetry throughout
the rest of his literary life. Here we have one ¥ilton from
beginning to end ond one poetic doctrine affired in different
contexts throughout hie works. There wes a period in his
1life when the Reneissance conception of poetry could have
exercised a profound influence on his literary ideas. In the
five yoars of extensive study at Horton he lived in the intel-
lectual atmosphere of the Renaissance and acquainted himself
with the most powerful influences of Zuropeen humanism. The
literary rofinement acquired in this period drew fresh sus-
tenance from his contacts with literary circles in Italy during
his tour in Europe. But when he returned home his aspirations
were different from those of a Renaissance humanist and his

literary ideals now much less important to him than they were
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in the Horton period. The hopes ratesd in his breast by the
Long Ferliament and the Root-and-Branch petition and his anger
against those who wanted to frustrate them oreated a spiritual
temper which 18 more end more drawn towards the Chrietisn ideal
and more partioularly to the sentiments and ideas enbodied in
‘Hebrew literature. And there 18 a great deal fn ¥ilton's
writings to show that he made & eharp distinction between the
Hellenic and the Hebraic-Christian and that he related his con-
ception of divine poetry to the Christian idca of revelation.
This Christian influence on kilton's poctic mind does not
result in a Christian adaptation of the classical theories of
poetry. He never makes any endsavour to build up a Christian
poetic by putting a new interpretation upon old literary doc-
trines, Just as he can never think of giving a religious meaning
to the lliad or the Metamorphoses by way of sanctifying classi-
cal poetry in Christian eyes. For his concern is not to make
his 1dea of poetry doetrinelly lmpeccable or to prescribe laws
for Christian poetry. Hie main coneern was to describe the
kind of poetry he wanted to produce. It wae Christian poetry
because it was an expression of an intensely Christian imagina-
tion. And since ilton thought that ingland wes yet to produce
poetry that interpreted the highest aspirations of a Christian

community his idea of divine poetry was necessarily an idea of
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new poetry. This distinguishes his poetic from the narrow
sectarian literery i1deae of the Puritans., Prom all we can
ascertain from his statements on poetry it is certain that he
thought that Hellenic literature and other literstures in-
8pired by it or akin to ites spirit were to be distingulshed
from divine poetry which wes s revelation of the word of God.
Thia was to ¥ilton a very important dietinction. This has
been ignored bL; scholars because they think 1t s kind of
literary heresy to believe that thers could ever be a con-
eoption of poetry which was not rooted in classical or Fenais-
sance poetics; or that there could be epic and tragedy
modelled on elassical forms and yet esscntially be inspirsd
by a spirit and a belief of which there 1s no manifestation
in clacsical litereture. Explaining the peculiar power of
Yordsworth's poetry Sir Richard Jebb remarked in one of his
letters:

“pom the time when it prevailed over paganism and

had rcet from without, Christianity has gone on

developing in the mind of Christian Europe a habit

of pensive meditation more or less devotional,

which had nothing corresponding to it in the pagan
mind. 1

Perhaps Wordsworth wae not so acutely conscious of this impor-

tant difference between pagen and Christian: 1in a moment of

1. C. Jebb, Life and Letters of Sir Richard Jeb, 1917, p-108.
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despair he gould even wish that he were a pagan suckled in a
creed outworn. But to Milton an intense awarsness of this
aifference is an important aspect of his mental growth. And
when he reflected on his poetic task his mind turned to a moral
universe which he thought had superseded the universe repre-
sonted in classical literature. This supersession of one Bet
of values by another was fundamental to Milton's coneeption

of history.

To seige the essence of illton's idea of literary history
we muat not interpret it in terme of our own notions of western
civilisation. VWhile i‘rofessor Toynbee's idea of modern
European cplturo as & continvous growth from Hellenie culture,
or Troeltach's idea of 'thorough ecoalescence' and cuntinuity
are sccaeptable catepories of historiography to the modern mind,
to the seventeenth-century Christian thinker and poet such ideca:
would imply a denial of the very spscifie spirituel and moral
order he sought to realise. To Dante 'Umero posta sovrano'
(Homer, the Bovereign of posts) is one among the unregenerate
souls in the Limbo; he is found in a lighted spot but it is
a spot in the lower world. Virzil is the Christian poet's
guide to the Inferno and Purgatorio but it is Bernard's prayer
to the Virgin which gives him his vision of God in the Paradiso!
Kilton would make the same important distinction between
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antique poetry end Christian 1ife. But there 1s thiam differen
between Dante and Hilton, that while the former felt the intel-
lectual need to establish a point of contact between ancient
poetry and the new poetry of a Christian society, the latter
was too firmly established in his idea of divine poetry to neeld
the support of any classical affiliation. ¥1lton adopted the
classical form and obeerved the olassical rule of composition
without feeling that in either case he was affiliating Christiar
poetry to the Hellenic literary tradition. 8ince he never
wrote a treatise on poetics we do not know how seriously he
would have formulated or prescribed the poetic doctrines of
Aristotle or Horace. But the fact that he did not write such
a treatise may itcelf be an ovidence of his lack of interest in
speculations on the rules and principles of poetiq art. e
wrote on logic and on lLatin grammar and two books on history.
If he had thought that knowledge of literary doctrines was im-
portant for the oreation and eénjoyment of poetry he would have
produced & treatise on the subject in the Horton period or efte:
his return from Europe. He prepared a long list of themes for
the drames he might compose but he never set down systematically
the rules and principles of drametic composition. But he was
eager to proclaim his poetic ideal and he did so eith the utmoat

clarity and coneiatency. From this circumstence it is possible
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to draw two conclusions: that he was opposed to the rule-
ridden neo-clessic poetiec, and that his main emphasis was on
inspiration. The idea of poetry thet Milton always propounded
was in sharp opposition to the neo-classical system establishedq
through the labours of sixteenth-century Italian and seventeent!
century Freneh critics. It is not known if Hilton ever read
alherbe (1555-1628) but it is certain that the whole weight
of his argument on the nature of poetry was against tie dictum
of the French critic that craftamanship was more imporiant for
the poet than inspiration. When kilton affirmed the reality
of his Huse and the inspiration he receives thrcugh her, he had
probably, in his mind flobbes's fling at the inspirationists in
his letter to the author of Gondibert. And Hobbes must have
been conaiderably influenced by Malherbe in his rejection of

uror cug. But Milton's defence of inspiration was not
a reaffirmation of a neo-Platonic doctrine any more than his
conformity to the structural principles of the classical epic
and drama made him an apologist of classical litersture.

The two most important considerations which must have
alienated iilton from the central convictions of neo-classic
oriticism are that poetry to him was essentially a spiritual.
process, and that rules and principles of composition however

neatly defined and severely enforced cannot bring great poetry
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into being. The idea of literary legislation as a deterrent
to erratic composition or as a guarantee of true poetic excel-
lence was unimportant in a poetic where the poet was an in-
spired speaker of the word of God to a regenerate nation. In
explaining the nature and function of poetry, therefore, Mil-
ton is primarily concerned with the spiritual and morsl pro-
cesses involved in the regeneration of an individual and a
society. He does not repudiate rules: he, in fact quietly
observes them. But he is a determined nonconformist in
respect of the theme and spirit of his poetry. And the con-
viction that he is producing a kind of poetry which will be on
a higher spiritual level than either classical or neo-classical
poetry made him indifferent to the elaborate formularies of
Renaissance literary doctrine. When the seventeenth-century
neo-classic critics of France insisted on strict conformity to
orthodox rules they were facing a literary chaos which they
believed only the chastening force of a well-defined creed
could bring under control. Milton's idea of poetry did not
proceed from any anxiety to preserve some approved critical
principles for the promotion of good taste. He concentrated
on those aspects of poetry which related to its morel power
and gave it the status of the word of God to a regenerate natior

And he found in the Judaic-Christian idea of revelation a ba514
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for this conception.

This unique feature of Milton's eonception of poetry haa
received much lese attention than it deservee. The elacsical
clements in iilton's poetry, for example the atructure of
Paradise lost or of Hamson Agonistes, snd the impingement of
bis vast classlcal erudition on his diction create an impres-
sion that there could be nothing in his theory of poetry which
would be, in any important detail, different from the main
propositions of Renaisssnce criticism. And the reaction
against neo-classicism in the seventcenth century represented
in the eritieal work of John Dennis (1657-173l) was not in any
aense a recognition of Milton's idea of divine poetry.
Dennis's theory of poetry wéa largely inspired by his love of
Milton but his plea for religious theme was no nearer o iil-
ton's poetic than the very eimilar plea implied in the seven-
teenth~century French Biblical epic. In eighteenth-gentury
oritical thought there was no room for a conception of divine
poetry which secemed almost mystieal. Dr. Johnson came very
near to realising a sharp distinction between the classical
epic and puetry rocted in revelastion but his limited respect
for Milton apart, he was intellectually incapable of compre-
hending poetry ss a divine science. Amongst the pre-Romantics
Cowper perceived the profoundly religious spirit of Milton's
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poetry, but he was too fascinatea by what he called the classi-
cal spirit in it to discover the purely Christian source.

In the poetic theory of the Romantic period there is a
great deal that comes very near to the Miltonic poetic. When
Wordeworth calls the poet 'the rock of defence for human nature
he gives him a function which Milton defines in The Reason of
Church Government. Yet there is nothing in Wordsworth's con-
ception of poetry to suggest that he ever equated the poetice
imasgination with inspiration in Milton's sense or considered
the poct as the elected speaker of the divine word. Neither
Wordsworth nor Coleridge developed & theory of poetry as re-
velation from their idea of the vision and the Faculty Divine.
Shelley calls poets prophets but his ides of poetry is essen-
tially humenistic and has little in common with Milton's
specifically Christian notion of prophetic inspiration. John
Keble called Faradise Lost a sacred poem but since he thought
that it was an imperfect sacred poem and even wished that
'Milton had taken some subject not so imnediately and evowedly
connected with reli.gic:m"I he did not bring out Milton's own
conception of sacred poetry in his criticism. The author of

The Christian Year had an idea of religious poetry and judged

Paradise Lost as nothing more than an unhappily defective

1. 'Sacred Poetry' in Nineteenth Qentury Qritical Essays, ed.
E.D. Jones, 1916, p.219.
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specimen of the kind. Consequently he hes nothing to say on
Hilton's idea of divine inspiration or of prophetic poetry.
Newnan believed that 'revealed religion should be espegially
poetiul" and this was a truly #iltonic oonception. But
there 1a nothing in Newnman's observations on Milton or on
poetry in general to ehow that the Qardinal ever tried to
understand the poetic docirine of the seventeenth-century
Puritan. In the later nineteenth century Taine and Fattison
presented dilton es & healthy child of the Renaissance who
later bocame & surly defender of ideals in life and literature
whioh were sharply opposed to ite spirit. And while Garnett
and Trent, and in this century Raleigh and Saintsbury, have
endeavoured to free ijlton fram the charge of narrow partisan-
8hip they have not enquired into the literary ideas which ox-
plain kilton's conception of the relationahip between faith and
poetry. When T.S. Eliot asserts that there 'secms to me to be
& division, in #llton betweun the philosopher or theologian and
the poot'? he speaks of a dichotomy which iilton did not him-
self perceive. But Hilton certeinly realised that such a
division did exist in the soul of Burops, that there were two

moral universes, the Craeco-Roman and the Judaic-Christian.

1. 'Poetry', ibid. p.249.
2. A Note on the Verse of John Milton', B3, 1936, xxi, 38,
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And he declered s philosophy of poetry which was rooted in the
Judaio~Christian idea of revelation. There he discovered the
besie of s poetic in which religion and poetry are not separat
funotions of the mind dbut comstitute an integral expression of
one single spiritual experience. Vhether this conviction of
lilton 18 aesthetically velid 1s a question which 18 beyond
the scope of this essay. And whether Paradise Lost, Inrpdise
Eosaingd and Jemson Agonigtes ere at once great postry and
sacred poctry will ever remain s metter of private response and
private judgment. But if in reading 4ilton it is important
to know what he intended to accomplish as a poet we must realia
that he was animated by literary ideals which were not root-e—:;
in the traditions of classicel and Renaissance criticism. ‘e
newd to reslise this before wo Judge Daradlse lost ae an epic
which 1s dcﬂ.ci;mt in human interest and Semson Agonistes es

a drama which is not sufficiently tragic. Milton's declared
poetiec intent impliss other standards wihich may lead to other
Judgrents.  And if his literary views are not importent in
the history of Europeen criticism because they did not in~
fluence his contemporaries or successors they are importent

for a revision of our judgment of his achicvement as & poet.



APPENDIX A

Extrects from Nilton's Vorke Bearing on his
Theory of Poetry

Poetry
1

i1, 236-237

Jam nec arundiferum mihi ocura revisere Camum,
Nec dudum vetiti me laris angit amor.

Nudlgxec arva placent, unbrasque negantia molles,
Quan uele Fhoebicolic convenit ille locus!

lle¢ duri 1libet usque minas perferre magistri
Caeteraque ingenio non subeunda meo,

51 81t hoo exilium patrios adiisse penates,
it vacuun curle otia grate sequi,

Non ego vel profugl nomen, SOrtewve rocuso,
Leetus & exilii conditione fruor.

O utinem vates nunquam graviora tulisset
I1lle Tomltano flebilis exul egro;

Hon tune Jonic quicquam cessiveet Homerc
weve foret vieto laus tibi prima, laro.

Tempora na:z licet hic placidis dare libere iusis,
it totws rapiunt me mee vita 1libri.

Exeipit hine fessum sinuosi pompas theatyri,
£t vocat ad plsusus garrula sceng suos.

Seu cetus auditur senior, seu prodigus haeres,
Sew procus, aut positd casside miles adest,

3ive decennali foecundus lite patronus
Detonat inculto barbara verba foro,

Jaepe vafer gnato succurrit servus amanti,
ut nasum rigidil fallit ubique atris;

3aepe novos 1llic virgo mirata oalores
Juid slt amor neseit, dum quoque nescit, amat.

Sive cruentatum furiosa Tragoedia sceptrum
Quassat, & effusis crinibua ora rotat,

Et dolet, & specto, juvat & spectasse dolendo,
Interdum & lacrymis dulcis amaror inest:

Seu puer infelix indelibata reliquit
Gaudia, & abrupto flendus amore cedit,

388
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Seu ferus e tenebris iterat Styga criminis ultor
Conscia funereo pectora torre movens,

Seu maeret Pelopeia domus, Beu nobilis 114,
Aut luit incestos aula Creontis avos,.i

Ko longer am I interested in returning to the Cam and its
reeds, nor am I tormented with longing for my room there from
which I have long been debarred. Those bare ficlds that
grant no pleasant shade do not attract me (How 111 does that
Place besecm the votarics of Phoebus!), nor am 1 disposed to
continue to endure the threats of the stern Master and the
other incidents to which my nature cannot submit. If this
be exile, to be again in my father's home and, without a care,
to follow the pleasant suggestions of leisure, then I reject
neither the name nor the lot of a rusticated man, but rather
am heppy in the terms of my exile. (Oh, that the poet, that
sad exile in the region of Touis, had suffered nothing worse;
then he would not have yielded in asught to Ionian Homer, and
thou, Maro, wouldst have becn surpassed and so deprived of thy
primacy of praise.) For here 1 may give my hours without
restriction to the gentle iuses and am wholly absorbed in my
books, which, indeed, constitute my 1life., VWhen I am weary,

I am rapt away by the pageantry of tne rounded theatre and the
volces on the etage call me to their due appleause. HNow I
listen to the shrewdness of ags¢, now tO the prodigal heir; now
the suitor appears, now the soldier without his helmet, or the
lawyer with his inexhaustible ten-yesr case thunders out bar-
barous words to an uneducated court. Often the cunning slave
coes to the help of his young master in a love affailr, and
at every point deceives the very nose of the unbending father;
often the maiden, wondering at the new warmth of her fcelings,
knows not what love is, and even winile she knows not, loves.
Now frenzied Tragedy shakes her bloodstained sceptre; her hair
streans wildly as she rolls her eyes. I am distressed but
continue to wateh, and find pleasurc in watching though dis-
treased. From time to time there is in my tears a swect
bitterness, os when an unfortunate lad has left his joys un-
tasted and fells pitifully because of thwarted love; or some
fierce avenger of crime comes back across the'x Styx from the
dariness, startling guilty hearts with Death's own torch; or
the house of Pelops, or, it may be, the house of noble Ilus
mourns, or the palace of Creon pays the penalties of his in-
cestuous line.

1. 'Elegla Prima’', 11-46.
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11, 126~127

Hail native Language, that by sinews weak

Didat move my first endeavouring tongue to apeak,
And mad'st imperfect worde with childish tripps,
Balf unpronounc't, slide through my infant-lipps,
Driving dum silence from the portal dore,

Vhere he had mutely sate two years before:

Here I salute thee and thy pardon aak,

That now 1 use thee in my latter task:

Jmall loss 1t is that thence can come unto thee,
1 know my tongue but little Grace can do thee:
Thou nesdst not be axbitious to be firat,
Selieve me I have thither packt the worst:

And, if 1t happen as I did forecest,

The daintest dishes shall be serv'd up last.

1 pray thce then deny me not thy aide

For this saie small neglect that I have made:
But hacte thee strait to do me once a Pleasure,
And from thy wardrope bring thy chiefest treasure;
Hot those new fangled toys, and trimuing slight
¥hich takea our late fantasticks with delight,
Jut oull those richest Lobes, and gay'st attire
Which deepest Spirits, and choiceat Wite desire:
I have some naked thoughts that rove about

And loudly knook to have their passage out;

And wearie of their place do only stay

T111 thou hast deck't them in thy best array;
That 80 they may without suspect or fears

Fly swiftly to this fair Assembly's ears;

Yet 1 had rather if I were to chuse,

Thy service in some grever subject use,

Such as may make thee search thy coffers round,
Before thou cloath my fancy in fit sound:

Such whers the deep transported mind may soare
Above the wheeling poles, and at Heav'ns dore
Look in, and see each blissful Deitie

How he before the thunderous throne doth lie,
Listening to what unshorn Apollo sings

70 th'touch of golden wires, while Hebe brings
Immortal Nectar to her Kingly Sire:

“hen passing through the Spheres of watchful fire,
And mistie Regione of wide air next under,

And hills of Snow and lofts of piled Thunder,



Yay tell at length how green-ey'd Neptune

In Heav'ns defiance mustering "arll his vave:?v”.
Then sing of secret things that came to pass
When Beldam Nature in her cradle was;

And last of Kings and Queens and Hero's old,
Such as the wise Lamodogcus once told

In solemn Songs at King Alginoug feast,
While sad Ulisses soul and all the rest

Are held with his melodious harumonis

In willing chains and sweet captivitie,

But fie my wandring Muse how thou dost stray!
Expectance calls thee now another way,

Thou know'st it must be now thy only bent

To keep in compass of thy Predicament:

Then quick about thy purpos'd buisness ?ome,
That to the next I may resign my Roome,

IT1

11. 2uh4-2L5

In se perpetuo Tempus revolubile gyro
Jam revocat Zephyros vere tepente novos.
Induiturque brevem Tellus reparata Juventam,
Jamque soluta gelu dulee vireseit humus.
Faller? an & nobls redeunt in camiina vires,
Ingeniunque mihi muners veris adest?
¥unere veris adest, 1terunque vigescit ab illo

39.

(Quia putet?) atque aliquod jam sibi poscit opua.

Caatelis ante oculos, bifidumgue cacumen oberrat,

&t :aibi Pyrenen somnia nocte ferunt.
Concitaque arceno fervent mihi pecgom motu,
Bt furor, & sonitus me sacer intus agit.
xlius ipse venit, video Penéide lauro
Implicitos crines, Delius ipse venit.
Jam mihi mens liquidi raptatur In ardua coeld,
Ferque vages nubes corpore liber eo.

Perque uvubrae, perque antra foror &inetmlia vatum,

st mihi fana patent interiora De
Intuiturque animus toto quid egatur Olympo,
Nee fugiunt oculos Tartara caeca meos.

1. 'At a Vacetion Exercise', 1-58.
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Quid tam grande sonat distento spiritus ore?
Quid perit heec rabies, quid sacer iste furor?

Ver mihi, quod dedit ingenium, cantabitur 1llo;
Profuerint isto reddita dona modo,t

Time, revolving in an unbroken cirecle, now as the spring
gains in warmth calls back new gephyrs; Earth, 1ts losses
mnede good, puts on for a brief space the garment of youth and,
now released from the chainse of cold, the ground becomes
maglcally green. Am I deceived? Or do not my poetic powers
also return? Is not inspiration mine, through bounty of the
spring? Through bounty of the spring it is mine, and once
again (who would believe 1t?) gaine strength therefrom and now
demands for itself .some entcrprise. Castaly and the twin
peaks hever bofore my eyes and at night dreams bring to me
rirene; my breast is alive with mysterious emotions, and mad-
ness and divine sounds excite me within. The blelien god him-
se)lf comees (I see his locks entwined with the lsurel of Fencis,
the Delian god in person. Now my mind is swept away into the
helights of the olear sky and through the wandering clouds I
move rcleased from the body; throuwsh the shadows 1 am borne
on and through caverns, those sanctuaries of poets, and the
inner shrines of the gods lie open 40 me. iy mind beholds all
that is done on Olympus and dark Tartarus does not elude my
vision.

To what lofty strain does my spirit give utterance with
parted 1ips? To what does this madness, this divine frenzy,
give birth? The spring, which has brought me inspiretion,
shall by that inspiration be sung. In this way she shell gain
through the return of her own gift.

v

11, 248250

uitto tibi sanam non pleno ventre salutem,
cuf tu diatento forte carere potes.

At tua quid nostram prolectat Muse camoenam,
Nee sinit optatas posse sequl tenebras? .

Cermine scire velis quim te redamémque coldmque,
Crede mihi vix hoc carmine scire queas.

1. ‘'Elegia quinta‘, 1-2h.



Nem neque noster amor modulis includitut arctis,
l:iec venit ad claudos integer ipse pedes.
Quam bene solennes epulas, hilaremgue Decembrim
Pestaque coelifugam quae colusre Desum,
beliciasque refers, hyberni gasudie ruris,
Haustaguc per lepidos Gallica musta focos.
Quid quereris refugem vino dapibusque poesin?
Carmen avat Bacchum, Carmina Bacchus amat.
Nec pucuit Phoebum virides gestasse corymbos,
Atque hodersm lauro preeposulsse suse.
taepius Aoniis clamavit collibus Euce
iiste Thyonfo turba novena chore.
Haso Corramlleeis mala carmina misit eb agrie:
Non illic epulae non sata vitis erat.
(uid nisi vina, rosasque racemiferumque Lyaeum
Cantavit brevibus Téla i‘usa modie?
Findaricosque inflat nuneros Teumesius Euan,
Bt redolet swaptum pagine quasque merum;
Dun gravie everso currus crepet exe supinus,
E$ volat Bldo pulvere fuscus eques.
Zuadrimoque madens Lyricen Romanus Jaccho
Dulee canit (lyceran, flavicomamgue Chloen.
Jam quoque lauta tidbe penercso mense paratu,
lentis alit vires, ingeniuanque fovet.
dassice foecundam despumant pocule venam,
undis & ex ipso condita metra cado.
Addimus his artes, fusumque per intima FPhoebum
Corda, favent uni Bacchus, Apollo, Ceres.
Seilicet haud mitum tam dulcla carunina per te
Numine composito tres peperisse Deos.

liune quoque Thresse tibi saelato barbitos auro
Insonat arguté molliter icta manu;

Auditurque chelys suspensa tapetis circum,
Virgineos tremuld quae regat arte pedes.

I1la tuas saltem teneani spectacula iusas,
Et revocent, quantwn orapula pellit iners.

Crede mihi dum psallit ebur, comitataque plectrum
Implet odoratos festa chores tholos,

Percipies tacitum per pectora serpere Phoebum,
Quale repentinus permeat ossa calor,

Perque puslleres oculos digitumgue sonantem
Irruet in totos lapsa Thalia sinus.

Nemque ilegie levis multorum cura deorun ent,
Bt vocat ad numeros quemlibet illa suos;

Liber adest elegis, kratogue, Ceresqus, Venusque,
£t cum purpuref matre tenellus Amor.
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Talibus inde licent convivia larga poetis,
Saepius & vetert commadulsse mero.

At qul bella refert, & adulto sub Jove caelum,
Heroaeque pios, semideosque duces,

Et nunc sencta canit superum consulta deorum,
Nune latrata fero regna profunds cene,

Ille quidem parcé Samii pro more magistri
Vivat, & innocuos praebeat herba cibos;

Stet prope fayineo pellucida lymphs catillo,
Sebriaque & puro pocula fonte bibat.

Additur huic scelerisque vacans, & casta juventus,
Et rigidl mores, & sine labe manua.

Cualis veste nitens sacrf, & lustralibus undis
Surgis ad infensos augur iture Deos.

foe ritu vixisse ferunt post rapta sagacem
Lumina Tiresian, Ogygiumque Linon,

=t lare devoro profugun Calehanta, senemque
Orpheon edonitis sola per antra feris;

Sic dapis exiguus, sic rivi potor Homerus
Dulichiun vexit per freta longe virun,

st per monatrificam Perselae hosbados audam,
it vada forminels insidlosa sonis,

‘erque tuas, rex ire, domos, ubi senguine nigro
Dioitur usbrarun detinuisse greges.

Diis etenim sacer est vates, divfimque sace:dos,
3pirat & occultum pectue, & ora Jovem.

At tu siquid agam, scitabete (81 modd saltem
%ase putas tanti noscere siquid agem)

Faciferun canimue easlestl senine regem,
Waustaque sacratis saccule pacte 1libris,

Vagitumque Dei, & stabulanten paupere tecto
Qui suprema suo cum patrc regna colit;

Stolliparumgue polum, modulantesque sethere tumas,
Et subitd elisos ad sus fana Deos.

Dona quidem dedimus Christi natalidbus 1lla,
Tlla sub aurovem lux mihi prima tulit.

Te quoque pressa manent patriis meditata cicutis,
Tu mihi, cui recitem, judicis instar eris.?

I, who have eaten but little, send you a wish for good

health which you, who have eaten too much, porhaps lack.

You would fain know

But
why does your Muse challenge mine and refuse to allow it to
sesk the ssclusion that 1t desires?

1

'Elegla Sexta'.
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through veree how much I love and cherigh you; Dbelieve me,
you will scarcely be able to discover this through verse, for
my love cannot be imprisoned in cuntracted measures, and does
not core whole and complete to a metrs that 1imps.

How well you describe the stately feasts and the joys of
December, the ceremonies that commemorate the Deity who came
down from heaven, the delizhts of the gountry in winter and the
Gallic muat guaffed by the merry fireside. But why do you
complain that poetry absents itself from wins and feasting?
Song loves Bacchus and Bacchus loves song, and Fhoebus was not
ashamed to wear the green ivy clusters and to prefer that ivy
to his own laurel. Right often on the Aonian hills have the
ninefold throng, mingling with the rout of Thyoneus, cried
“Buoe." Naso sent poor poetry from the Corallaean fields;
for in that country there were no feasts nor planted vines.

Of what but wine and roses and Lyseus with his grapes did the
Teian ‘‘use sing in her short measures? Teumesilan kuan in-
apires the poetry of Pindar and every page is redolent of the
wine that had been guaffed, as it pictures the orash of the
heavy chariot, overturning becmuse the axle is broken, or the
speed of the rider, dark with Glean dust. Only when his lips
were moist with four~year-old wine did the Roman lyrist sing
sweetly of Glycers, and of Chloe witih hor yellow hair. Your
laden table with 1ts noble provision strengthens your mind and
kindles your inspiration. Your iassic ocups foam with a fer-
tile vein of song and from the jar itself you pour the verses
stored therein. To these helps we add the devices of art,
and Apollo, who enters the inner chambers of the heart;
Bacchus, Apollo snd Ceres, all give thelir favor to one person.
No wonder, then, that such sweet verses should have been com-
posed by three deities throush you, when to this end they were
agreed, . ds for
et the Thracian lute, all repousse of gold, sounds
youl,o‘t'oit%::d softly by skilled fingers, and against the back-
pound of hanging draperies is heard the musie of the lyre,
gutdmp with its vibrant art the dancin%ii‘eetfof tﬁeu'&'gégeﬁ:&
3 o at least hold the sttention of your !
zilgggka:ﬁethe creative power that your deadening induigfeuce
drives avay. Belicve me, when the lvury sounds, and in . me

h the plectrum the gay throng £ills the perfume-ladene

;tiagma ;05 will feel Phocbus stealing silently into ngr he:;t,
4 veins. as the
even as sudden warmth courses through your as_th
through her fingers, Thalla
maiden plays, through her eyes and £ your being.
into every nook and corner of y
'n%’ 11 g:i_tﬁ::y ia the concern of many gods,and calls to her

P -4 od she will. Bacchus comes to aid elegies,

z::zsgx:ow2;§eg§;eg and Venus, and tender Love with his rosy
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mother. To such posts, then, bountiful fessts are permitted,
and frequent dreaughts of old wine. But the poet who sings of
wars and of heaven subject now to mature Jove, and of pioua
heroes and leaders half divine, who sings now of the sacred
conferences of the high gods, now of the abysmal realms where
barks a savage dog, that poet should live sparingly as did the
Jamian teacher and should find in herbs his simple food. Let
the crystal water stand beside him in a beechen cup, and let
him drink only sober draughte from a pure spring. Let him
have, in eaddition, a youth chaste and free from evil, uncompro-
mising standards, and atainless hands. Jugh is your character
augur, when, bright with sacred vestments and lustral waters,
you rise to epproach the angry gods. In thie fashion, we leam
that wise Tiresiac lived after he lost his eyesight and Ogygian
Linus and Calchas, fugitive from his doomed home, and aged
Orpheus, tauine wild creatures amid those lonely caves. 30
Homer, oatin~ but little and drinking but water, carried the
Duliochian hcro over the -long Btretches of sea and through the
rmonster-making hall of Persa's daughter, child of Fhosbua, and
the waters made treacherous by the songs of women, and thyouqh
thy realms, v *ing of the Lower ¥orld, where 1t 1s sald that
he held with black blood the hoats of the shades. For the
poet 1. sacred to the gods and 19 their priest. i3 incost
nd lips oreathe Jove.
souiu: it ygu ghal) desire to know what I am doing (if :{nly at
least you think it worth while to learn what I em doing), I em
hyrning the king of heavenly lineage, prince of peace, and the
heppy days promised by the sacred books; the wailing of the L
Christ child and the stabling under & poor roof of Him who rule
tosether with hie fether, the realms on hizh; and the atgrry
hcavens and the hosts that sang 4n the upper air and tr_lgfgogg
suddenly shattered in their own shrinea. This is my i
the birthday of Christ, the rirst rays of its dawn brought the
theme to‘me. for you are waltiny themes also studied on my
netive reeds, you shall be the judze to whom I shall recite
them,

11. 136 '
What needs my Shakegpegr for his honour'd Bones,

pour of an age in piled 3tones,
E‘x"‘tlh:t his hano'gd reliques 3hould be hid

Under & Jtar-ypointing
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Dear son of memory, great heir of Fame,

¥hat need'st thou such weak witnes of thy name?

Thou in our wonder and astonishment

Hest built thy self & live~long Honument.

For whilst to th' ahame of slow-endsavouring art,
¢asie mubers flow, end that each hoart

Hath from the leaves of thy unvelu'd Book,

Those Delphick lines with deep impression took,

Then thou vur fancy of it self bereaving,

Doat make us ¥arble with too much cinceaving;

And 89 Sopulcher'd in such pomp dost lis,

That Kings for such a Tomb would wish to dle.l

VI

11, 149-150

How suon hath Time the suttle theef of youth,
Stoln on his wing my three and twentith yeer!
My hasting dayes flie on with full career,
But my late spring no bud or blossom shew'th.
Perhape my semblance might deceive the truth,
That I to manhood am arriv'ad so near,
And inward ripenes doth much less appear,
That som mope timely-happy spirits indu'th.
Yot be it loss or more, or soon or slow,
It shall be atill in strictest messure sev'sn,
To that same lot, however mean, or high,
Toward which iime leads me, and the will of Heav'n;
All is, if 1 have grace to use it so,,
Ag ever in my great task-Mesters eye.”

Vil

11. 144
There let Mee oft appear
in saffron robe, with Tapsr clear,
And pomp, and fesst, and revelry,
With mack, end antique Pageantry,

1. '0n Shakeepear'-
2. Sonnet VII.
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Such aights as youshfull Poste dreem

On Sumner ceves by hsunted atream.

Then to the well~troa atage anom,

If Jonsorslearned Suck be oa,

Or sweetest faucies canilde,
Warble his native Jood-notes wilde;

And ever againat eating Cares,

Lep me in soft Alres,

Married to immion verse

Sush as the mcoting soul may pierce

In notes, with many a winding bout

Of lincked sweotnes long drawn out,
¥ith wanton heed, and giddy cuaning,
The melting volce through mmges running;
Untwisting all the chains thaet ty )
The hidden soul of harmony.?

Viii

1. k-5

Or let my Laup at midnight hour,

Be scen in som high lonely Towr,
W¥here I may of% out-watch the Beap,
With thrios great Hermes, or unsphser
The spirit of Plato to unfold

Yhat ¥orlds, or what vest Reglons hold
The immortal mind thet hath forsook
fler mansion in this fleshly nook:

And of those Imemons that erc found
In fire, eir, flocd, o under ground,
Whose power hath a trus consent

¥ith Flanet, or with dlement.

dom time let Gorpeous Tragedy

In 3Seepter’d Pall com sweeping by,
Presenting 'I‘gebs, or Pe line,

Or the tale of lroy divine,

Or what (though rere) of later age,
Ennobled hath the Buskind stage.

But, O sad Virsin, that thy power
Hight reise Musseug from his bvower,
Or bid the soul of Orphsug sing

Such notes as warbled %o the string,

1. 'L'Allegro’', 125-1hh.



Drew Iron tears down 's cheek,
And made Hell grant what Love 4id seek.
Or call up him that left half told
The atory of Cambuscan bold,
grz:dc a » and of ,

who had Canace to wife,
That ovm?s the vertuous King and Glass,
And of the wondrous Hors of Brass,
On which the Tartar King did rids;
And if ought els, great Berdg beside,
In sage and solemn tuncs have sung,
0f Turneys and of Trophies hung;
Of Forests, and inchantments drear,
Where more 18 meant then meets the ear,’

X

1. 132-133

Blest pair of Sirens, pledges of Heav'ns joy,
Sphear-born harmonious Sisters, Voice, and Vers,
¥ed your divine sounds, and mixt power employ
Dead things with inbreath'd sense able to pierce,
And to our high-reis'd phantasie present,

That undisturbed Song of pure conoent,

Ay sung before the saphire-colour'd throne

To him that sits theron

With Saintly shout, and solemn Jubily,

¥here the bright Seraphim in burning row

Their loud up-lifted Angel trumpets blow,

And the Cherubick host in thousand quires

Touch their immortal Harps of golden wires,

With those just Spirits that wear victorious Palms,
Hymna devout and holy Pasalms

Singing everlastingly;

That we on tiarth with undiscording voice

May rightly enewer that melodious noise;

Ae once we did, til11 disproportion‘ad sin

Jarr'd against natures chime, and with harsh din
Broke the fair musick that all creatures made ,
To their great Lord, whose love thelr motion sway'd
In perfet Dispason, whilet they stood

1. 'I1 Penaseroso', 85-120.



In first obedience, and their state of good.
O may we soon again renew that 5

And keep in tune with Heav'n, till God ere long

To his eelestial consort us units,

To 1ive with him, and sing in endles morn of ngnt.‘

11, 269-274

Nune mea Plerios cupiam per pectora fontes
Irriguas torquere vias, totumque per ora
Volvere laxatwn geminoc de vertice rivum;
Ut tenues oblita sonos audacibus alis
Surgat in officium venerandl MYusa parentis.
Hoe utcungue tibi gratum, pater optime, carmen
Exiggun‘meditatur opus, nec novimus ipsi
Aptius & nobis quee possint muners donis
Respondere tuis, quemvis nec maxima possint
Respondere tuis, nedum ut par gratis donis
Lsse quest, vacuis guae redditur erids verbis.
Jed tenen heec nostros ostendit pegsina census,
Bt quod habemus opun chartd numeravimus istd,
Quae mihi sunt nullae, nisi gquas dedilt aurea Clio,
Quas mihi semoto sommi peperere sub antro,
£t memoris laurcta sacrl Parmassides umbrae.
Nec tu vetis opus divinum despice carmen,
Cuo nihil acthereos ortus, _ semina cacli,
#1) megis humanam commendat origine menten,
Sancta Promethéae retinens vestigia flammae.
Carmen amant superi, tremebundaque Tartara carmen
Ima ciere valet, divosque ligare profundos,
Bt triplici duros i‘anes adamante coercet.
Caraine sepositi retegunt arcens futurl
Thoebades, & tremulae pallentes ora Sibyllae;
Carmina sacrificus sollennes pangit ad araes,
Aurea seu sternit motantem cornua taurum;
Seu cum fata ssegex fumantibus abdita fibris
Consulit, & tepidis Parcam scrutatur in extis.
Nos etiam patrium tunc cun repetemus Olympum,
Aiternaeque morae stabunt immobilie aevi,
Ibimus auratis per caell templa coronis,

1.

'At a solemn Musick'.
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Dulcia suaviloguo sociantes carmina plectro,
Astre quibus, geminique poli convexa scnabunt.
Spiritus & rapidos qui circinat igneus orbes,
Nune quoque sydereis intercinit ipse choreis
Immortele melos, & inenarrabile carmen;
Torrids dum rurilus compescit sibila serpens,
Demissoque ferox gladio mansuescit Orion;
Stellarum ne¢ sentit onus Maurusius Atlas.
Carmina regales epulas ornare solebant,
Cum nondwn luxus, vastaeque immensa vorago
Nota gulae, & modico spumebat coena Lyaeo.
Tum de more gedens festa ad vonvivia vates
AEsculed intonsos redimitus ab arbore crines,
Heroumque actus, imitandague gesta cansbat,
it chaos, & positi laté fundamina mundi,
LReptantesque Deos, & alentes numina glandes,
Et nondum AEtnaeo quaesitum fulmen ab antro.
Denique quid voeois modulamen inane Juvabit,
Verborun sensusque vacans, numerique loquecis?
silvestres decet i1ste choros, non Orphea cantus,
Qui tenuit fluvios & quercubus addidit aures
Carmine, non cithard, simulachraque functa canendo
Compulit in lacrymas; habet has & carmine laudea.
Nec tu perge precor sacras contemmers Musas,
Nec vanss inopesque puta, quarum ipse peritus
Munere, milie sonos numeros componis ad aptos,
14111idus & vooem modulis variare canoram
Doctus, Arionii meritd sis nominis haeres.
Nune tibl quid mirum, el me genuisae po&tam
Contigerit, charo si tam propd sanguine juncti
Cognatas ertes, studiumgue affine sequamur?
Ipse volens Phoebus se dispertire duobus,
Altera dona mihi, dedit aeltera done parenti,
Dividuumque Deum genitorque puerque tenemus.
Tu tamen ut simules teneres odisse camoenas,
lon odisse reor, neque enim, pater, lre jubebas
Qud via lata patet, qud pronior srea lucri,
Certaque condendi fulget epes aurea nummi :
Hec rapis ad leges, mald custoditaque gentis
Jura, nec insulsis dammas clamoribus aures.
Sed magls excultam gupiens ditescere mentem,
e procul urbano etrepitu, gecessibus altis
Abductun Aoniae jucunda per otia ripae
Phosbaeo lateri comitem 8inis ire beatum.
Officium chari taceo commune parentis,
e puscunt majorm, tuo pater optime sumptu
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Cum mihl Romuleas patuit facundia linguse

Et Latil veneres, & quae Jovis ora decehu’zt
Grandie magniloquis elata vocabula Graiis,
Addere suasisti quos jactet Callias flores,

Et quam degeneri novus Italus ore loquelam
Pundit, Barbaricos testatus voce tunultus,
Quaeque ralasstinus loguitur mysteria vates.
Denique gquicquid habet caelum, subjectaque coelo
Terra parens, terraeque & coslo interfluus aer,
Quicquid & unda tegit, pontique agitabile marmor,
Per tg nosse licet, per te, si nomee 1libebit.
Dimotéque venit apectsnda scientie nube,
Nudaque conspicuos inclinat ad oscula vultus,

Ni fugisee velim, ni sit libésse molestum.?

Now I would fain have the Pierian springs turn their re-
freshing occurses through my heart and pour over my lipse the
whole stream that is released from ths twin summits, in order
that, forgetting all trivial melodies, my Muse may rise on
adventurous wings to do honor to my revered father. This song.
a modest effort, she meditates for you, honored father, thougzh -
uncertain of ite scceptablility. Yet I do not myself know
what glfts of mine can more £itly match yours to me, although
not even my greatest gifts cculd equal yours, much less could
your gifts be balanced by a gratitude that finds but dry
expression in empty worde. But 8till this page displays my
rating; 1 have enumerated on this sheet tie wealth that 1 have,
which 18, in fact, nothing except what golden Clio has given
me and what dreams have ereated for me in some sccluded cavern,
dreams and the laurel copses of the sacred grove, the sisdows
of Farnassus.

Lo not look down upon divine song, the poet's function, than,
which there is nothing that more commends hie ethereal birth
and heavenly ancestyy, that more comnonds the nind of man
because of its origin. For song retains the sacred traccs )
of the Promethean fire., The gods on high love song; and song
has power to stir the trembling depths of Tartarus and to
fetter the gods of the lower world; 1t grips the unsympathetie
Kencs with triple adamant. It is with song that the priestessc
of rhoebus and the pallid 1ips of trembling 3ibyls reveal the
secrets of the far-distant future. It is a song that the
sacrificing priest makes at the hallowed gltar, whether he
8trikes down the bull that 15 ehaking its gilded horms, or when
he expertly consulta the will of fate hidden in the smoking

1. ‘'Ad Patrem', 1-92.
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flesh, and secks to discover destiny in the warm ecntrails.

We, too, when we shall return again to our native Clympus and
the periods of unchanging time shall be fixed forever, shall
move through the spaces of the sky wearing wreaths of gold
and blending sweet songs with the soft-sounding plectrum,
songs with which the stars and the vaults of the twin poles
shall resound. Even now the fiery Spirit that circles the
swiftly moving orb 1s singing, himself, among the starry bvends
an imperishable strain, a hymn that cannot be told, while the
glowing Serpent curbs his burning hissea and Pierce Orion with
lowered sword beoomss gentle, and Nauretanian Atlas feels no
longer the burden of the stars.

Poetry used to add beauty to royal benquets, when luxury
and the messureless depths of insatiable appetites were not
yot known, but the fcast sparkled with wine temperately en-
Joyed. ihen as he sat at the festal board, as tradition en-
Joined, the minstrel, with his unshorn locke encircled with
oak leaves, would sing of the prowess of heroes and of deeds
that deserve imitation, and of Cheos and the broad-based foun-
dations of the universe, and the ereeping gods and the acorns
that nourished those deities, and of the thunderbdolt not yot
sought from the cavern of Aetna. In rine, what avalls the
empty wodulations of the volice, when develd of words and thelir
meaning and of rhythmiecal language?  Juch a melody befita tinm
choruses of the woods, not Orpheus, who checked the course of
streams and added cars to thc oskd by his poetry, not uy his
lyre, and by his singing reduced to tears the ghosts of the
dead. It is from song that hc has this plory. Do not, I
beg, continue to think lightly of the holy Muses, nor regard
as uselsse asd poor those through whose Dboon you yourself skil-
fully adjust s thousand sounds to fitting rhythms and, expert
in varying your melodious voice by a thousand tuneful changes,
may justly be heir to Arion's name.  If it has becn your fate
to beget in me a poet, why do you think it strange if, being
80 closely united by the precious tie of blocd, we pursue kin-
dred art and related interests? Fhoebus himself, in his desire
to divide himself between two persons, gave ons-half to me and
the other half to my sire, and thus we, father and son, possess
the divided deity. )

R to dislike the tender Nuses,

lievorthaleas, ;hoggltx ﬁlﬁeg:gika them, for you did not,

I think that you do lies open, where the oppor-
father, bia i;o 'hr?:a:i:,:‘vagn;a{he golden hope of amassing
zain a » R
;ggi::eghfg;’sﬁgteadny‘ Nor do you force me to thetgivil a
cods, and the 111-zuardcd prinelplcs o Metil JC . tesire
to senseles .
‘t’;“zn‘,’.‘,’ﬁﬁe’:{{{‘{ ;:::her my cultivated mind you took me far away
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from the din of the oity to those high retreats of delightful
leisure along the Aonian stream and permitted me to walk a
happy gomrede by Phoebus's side.

I pass over in silence the normal attachment to a dear
parent; in my case something greater id demended. VYhen at
your eéxpense, nmy noble father, there were revesled to me the
eloguence of the language of ﬁonmlus and the graces of latin,
and also the sonorous vocabulary developed by the oratorical
Greeks, & vocabulary that befitted the mouth of Jove, you
urged me to add the beauties of which the French langusie 1s
80 proud, and the speech that with degenerate lips testifying
by his words to the wars of the barbariens the Italian of
today pours forth, and the mysteries uttered by the prophets
of Paleatine. In fine, whatever heaven holds, and mother
earth below tae sky, and the air that moves between earth and
Bky, whablverﬂ"é’ho waters cover. and the tossing shimmering
surface of the sea, all this I may now and in the future come
know because of you; and, as the clouds divide, JSelence comed
into view, and naked bends her lovely face to my kiseses, unless
I should wish to flee, unless it should be irkeome to me to
sip these swecets.

X1
11. 166

¥here were ye Nymphs when the remoreeless deep
Clos'd o're the head of your lov'd ?

For neither ware ye playing on the stesp,

Where your old 2ards, the famous 1 iy,

Nor on the shaggy top of Mopa high,

For yet where Dova spreads her wisard stream:

Ay me, 1 fondly dream!

4ad ye bin there ... for what could that have don?
¥hat could the kuse her self that Orpheus bore,
The Muyse her self, for her inchanting son

Whom Universal mature did lsment,

Then by the rout that made the hideous roar,

His goary visage down the strean was sent,

Down the swift Hebrys to the Lesbian shore.

1. 'Lyoidas', 50-63.
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X11
1. 275

Jed neque nos genus incultum, nee inutile Phoebo,
plaga septeno mundi sulcata Trione

Brumalem patitur longf sub nocte Bodten.

oz etiam colimus Phoebum, nos munera Phoebo

Flaventes spicse, & lutca mala canistris,

Halantenque crocum (perhibet nisi vana vetustas)

Yisimus, & lcotas Druidum de gente choreas.

(Jens Druides antiqua saeris operata dsorun

Heroum laudss imitandaque gesta canebant)

Hine quoties festo cingunt altarie cantu

Dslo in herbosf Graise de more puellae

Carminibus laetis memorant Corineéda Loxo,

Fatidicamque Upin, oum flaviconnd Hocadrge

Nuda Caledonio variatas pectora fuco.?

But we who live where the region of the sky that is furrowed
by the seven-fold VWain endures wintry BSodtes and inter:ninable
nipght, we are nelther an uncultivated race nor uselsas to
Phuebus. “e also worship him; we have, in fact, sent gifts
to Phosbus (unless the old tradition {8 baseless), cars of
golden grain and yellow apples in baskets and fragranti crocuses
sent, too, chosen bends from the Druids. (The Druids, an
ancient folk occupied with the rites of the gods, used to aing
the praises of heroes and thelr deeds so worthy of emulation.
Therefore, as often as on grassy Delos the Greek maidens move
round the altay with festal song in the old, old fashion, they
recall to memory in their joyous strains Loxe, daughter of
Corineus, and prophetic Upis, snd Hecadrge, with her golden
heir, maidens whose nude breaste were dyed with Caledonian
woad.

XIII

11, 276-277

O mihi si mea sors talem concedat amicum
"hoebaseos decorfisse viros qui tam bene norit,
81 guando indigenas revoocabo in oarmina regesa,

4. ‘'dansus', 35-u8.
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Arturumque etiam sub terris bella moventem;
Aut dicam invictae socisli foedere mensee,
Magnanimos Heroas, & (0 modo spiritus adsit)
Frangem saxonicas Britonum sub Marte phalanges.
Tander: ubi non tacitee permensus tempors vitee,
Annorurque catur clneti sua jura relinguam,

Ille mihi lccto madidis sstaret ocellis,

Astanti st erit si dicam sim tibt curae;

Ille meos artus liventi morte solutos

Curaret parvd componi molliter urnf.

Foristan & nustros ducat de marmore vultus,
Nectens aut Paphif myrti aut Parnasaide lauri
Fronde cumas, At ego securd pace quiescam.

Tup quoque, 8i qua fides, si praemis certa bonorum,
lpse epo caclicollim semorus in sethera divim,

Qud labor & mens pura vehunt, atque ignea virtus,
Joeretl haec aliquf mundl de parte videbo
((luantun fata sinunt) & totd mente serentm
Ridens purpurec suffundar lumine vultuas

Et simul actherwo plaudam mihi laetus !lerupo.1

Oh, if only my lot would grant me such & friend, who would know
80 well how t0 honor the votaries of Phoebus, Af ever 1 shall
call back into the realms of song our native kings and Arthur,
who wars even bensath the earthy or if I shall eing of the
high-souled heroes of the Table lavincible through their com~ /
radeship, and (Oh, that the inspiretion may be mine!) if 1
shall bresk the Saxon phelanxss under the war god of the Briton
At length, when, after finishing the years of a life by no —
means silont, when, full of years, I shall yield to Death her
rights, that friend will stand by fy bedeide with tearful eyes;
4t will suffice for me to say to him a8 he stands there, "Hay

I be the object of thy care."” He will have my li:bs, relaxed
in ashen death, laid to rest softly in a smell urn; perhaps
he will sculpture my festures in marble, wreathing my locks witl
Paphian myrtle or Farnsssian laurel, and I shall find rest in
perfect peace. Then, too, if there is any loyalty, if there
are definite rewards for the righteous, I myself, removed to
the ethereal regions of the gods on high, whither toil and a
pure ::ind and an aspiring virtue carry men, shall (in 8o far as
destiny permits) from eome part of that distant universe behold
these things, and with a soul f£illed with emiling serenity, my
face shall be suffused with rosy light end with joy I shall
applaud myself on high Olympus.

4. 'Mansus', 78-100.
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XI1v

1. 150

Captain or Colonel, or Knight in Arme,

Whose chance on these defenceless dores may sease,

If deed of honour did thee ever pleass,

Guard them, and him within protect from harms,
He oan requite thee, for he knows the charms

Thet cell Fame on susch gentle acts as these,

And he can spred thy Name o're Lands and Seas,

Vhat ever clime the Suns bright circle warms.
Lift not thy spear ageinst the Muses Bowre,

The great Emethisn Conqueror bid spare

The house of Pindarus, when Temple and Towre
Vent to the ground: And the repeated air

Of sad Lﬂlegtu‘g Poet had the power

To save th'Athenian ¥Wells from ruine tave. '

XV

11. 152

Hapry whose tuneful and well measur'd Song
First taught our English XNusick how to span
Words with just note and accent, not to scan
¥ith iidas Ears, committing short and long;
Thy worth and skill exempts thee from the throng,
With praise anough for Envy to 100k wan;
To after-age thou shalt be writ the man,
That with smooth aire couldst hunor beat our tongue.
Thou honour'st Verse, and Verse must lend her wing
To honour thee, the Priest of Ehoebus Quire
That tun'st thelr happiest lines in Hymn, or Story.
Dante shall give Fame leave to set thee higher
Then his Casells, whom he woo'd to Bing,
xet in the milder shedes of Purgatory.

XVI

1. 154

A Book was writ of late call'd Tetrachordon;
And wov'n close, both matter, form and stile;

1. 3onnet VIII.
2. Sonnet XIII.
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The Subject new: 4t walk'd the Town a while,

Humbring good intellects; now seldam por'd on.
Cries the utall—mder' bless us! what a word on

A title pege is this! and some in file

Stand spelling fals, while one might walk to Mile-

End Green. Why is it harder Sirs then Gordon,
Colkitto, or Macdonnel, or Galasp?

Those rugged names to our like mouths grow sleek

That would have made Quintilien stare and gasp.
Thy age, like ours, O Soul of Sir Johp Cheek,

Hated not Learning wors then Toad or Asp;

¥hen thou taught'st Cambridge, and King Edward Greek.'

XV11

11,151-152

I 4id but prompt the age to quit their cloggs
By the known rules of antient libertie,
¥hen strait s barbarous noisc environs me
Of Owles and Cupkoes, Asses, Apes and Doggs.

As when those Hinds that were transform'd to Froggs
Raild at Igtopa's twin-born progenie
Vhich after held the Sun and Hoon in fee.

But this is got by casting Pearl to Hoggs;

That bawle for frecdom in their senseless mood,
And 8till revolt when truth would set them free.
Licence they mean when they cry libertie;

Por who loves that, must first be wise and ;rood;
But from that mark how far they rocave we see Py
For all this weet of wealth, and loss of blood.

XVII1

11.155
When I consider how my light 15 spent,
re half my days, in this dark world and widse,
And that one Talent which is death to hide,
Lodg'd with me useless, though my Soul more bent
To serve therewith my Maker, and present

4. Sonnet XI.
2. Sonnet XII.
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My true account, leest he returning chide,

Doth Ood exact day-labour, light deny'a,

1 fondly ask; But patience to prevent
That murmur, soon replies, God doth not need

Either man's work or his own gifts, who best

Bear his milde yoak, they serve him best, his State
Is Kingly, Thousands at his bidding speed

And post o're Land and Ocean without rest:

They also serve who only atand snd waite. !

XIX

Of Hans Pirst Disobedience, and the Pruit

Of that Forbidd'n Tree, whose mortal tast
Brought Death into the Vorld, and all our woe,
Vith loss of Edep, till one greater Man
Restore us, and regain the bliseful Seat,

S{ng Heav'nly Muse, that on the secret top

Cf Oreb, or of 3insi, didst inepire

That Shepherd, who first taught the chosen 3eed,
In the Beginning how the Heav'ns and Barth
Rose out of Chagg: Or if H{l1

Delight thee more, and Silos's Brook that flowd
Fast by the Oracle of God; I thence

Invoke thy aid to my adventrous song,

That with no middle flight intends to soar
Above th' Aopian dount; while it persues
Things unattempted yet in Prose or Kiume.

And chiefly Thou O 3pirit, that dost preferr
Before all Te:ples th' upright heart.and pure,
Inatruct me, for Thou know'st; Thou frum the first
V¥ast present, and with mighty wings outspred
Dove-like satst brooding on the vast Abyss

And mad'st 1t pregnant: Vhat in mee 1s dark
Illumin, what is low raise and support;

That to the highth of this great Argument

I may assert Eternsl Providence, 2

And justifie the wayes of God to men.

1. Sonmnet XIX.
2. Parsdiee Lopk, i. 1-26.
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XX
1. o

Others more milds,
Retreated in a silent valley, sing
With notes Angelical to many a Harp
Thir own Heroic deeds and hapless fall
By doon of Dattel; and complain that Fate
Freo Vertue should enthrall to Force or Chance,
Thir Song was partial, but the harmony
(¥hat could it less when Spirits immortal sing?)
Juspended Hell, and took with ravishment
The thronging audience. In discourse more sweet
(For Eloquence the Soul, Song charms the Sense,)
Othere apart sat on a Hill retir'd,
In thoughts more elevate, and reasond high
0f ©rovidence, Foreknowledge, Will, and Fate,
Fixt bete, free Will, Foreknowledge absolute,
And found no end, in wandring mezes lost.
Gf good and ovil much they argu’d then,
Of happiness and rinal misery,
Passion and Apathie, and glory and sheme,
Vain wisdom all, and false Philosophie;
Yet with a pleasing sorceris could chamm
Pain for a while or anguish, and sxcite
Fallacious hope, or arm th' obdured brest 1
¥ith stubborn patiencs as with triple steel.

XX1
1, 5358

Hall hol¥ Light, ofspring of Heav'n first-born,
Oy of th' Eternal Coetcrnal beam

¥ay I express thee unblam'd? since God is Light,
And never but in unapproached Light

Dwelt Prom Eternitie, dwelt then in thee,

Bright effluence of bright essence increate.

Or hear’st thou rather pure Ethereal atream,
Whose Fountain who shall tell? before the Sun
Before the Heav'ns thou wert, and at the volce
Of God, as with a lantle didst invest

4. Darandise Lost, ii. 546-570.
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The rising world of waters dari and deep,

Won from the void and formless infinite.

Thee 1 re-visit now with bolder wing,

Escap't the Stysian Peol, though long detaind
In that obscure sojourn, whils in my flight
Through utter and through middle darkness borne
¥ith other notes then to th' Urphean Lyre

I sung of Chaos and bt N

Taught by the heav'nly Muse to venture down
The dark descent, and up to reascend,

Though hard and rare: thee I revieit safe,
And feel thy sovran vital Lamp; but thou
Reviait'st not these eyes, that rowle in vain
To f£ind thy plercing ray, and find no dawn:

30 thick a drop ssrene hath quencht thir Orbs,
Opr dim suffusion velld. Yet not the more
Cease I tc wander where the 'uses haunt

Cleer Spring, or shadie Grove, or Sunnie Hill,
Smit with the love of sacred Song; but chief
Thee Sion and the flowrie Brooks beneath

That wash thy hallowd feet, and warbling flow,
Mghtly I visit: nor somtimes foryet

Those other two equald with me in Fate,

30 were I equald with them in renown,

Blind Thamyris and blind Haeonides,

And Tiresisg and FPhineus Prophets old:

Then feed on thoughts, that volunterie move
Harmonious nunbers; as the wakeful Bird
8ings darkling, and in shadicst Covert hid
Tunes her nocturnal Hote. Thus with the Year
Seasons return, but not to mee returns

Day, or the sweet approach of uv'n or Morn,
Op sight of vernal bloom, or Sum:ers Rose,

Or flocks, or herds, or human face divine;

But eloud in stead, and ever~-during dark
Surrounds me, from the chearful waies of men
Cut off, and for the Book of knowledg fair
Presented with a Universal blanc

Of Natures works to mee expung'd and res'd,
And wisdom at one entrance quite shut out.

30 much the rather thou Celestial Light

Shine inward, and the mind through all her powers
Irradiate, there plant eyes, all miet from thence
Purge and disperse, that I may see and tell
Of thinge invisible to mortal sight.t

1.

Paradige Lost, 1ii. 1-55.
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XX11
4. 148149

Deacend from Heav'n Urgpla, by that name
g],i‘m::? tggu urt'csud, whose Voice divine
owing, above th' Olympian Hill I soare,
Above the flight of Po wing.
The meaning, not the Name 1 call: for thou
Nor of the luses nine, nor on the top
Of 0ld Ojympus dwellst, but Heav'nlie borne,
Before the Hills appeerd, or Fountain flowd,
Thou with Eternal wisdom didst converse,
Wisdom thy Siater' and with her didst play
In presence of th' Almightie Father, pleas'd
Vith thy Celestial Song, Up led by thee
Into the Heav'n of Heav'ns I have presum'd,
An Earthlie Ouest, and drawn Empyreal Aire,
Thy tempring; with like safetie guided down
Return me to my Native Element:
Least from thies flying Steed unreind, (as once
s though from a lower Clime}
Dismounted, on th' Alglan Feld I fall,
Erroneous there to wander and forlorne.
Half yet remainse unsung, but nearrower bound
¥ithin the visible Diurnal Gpheare;
Stending on Barth, not rapt above the Pole,
¥ore safe I Sing with mortal volce, unchang'd
To hoarce or mute, though fall'n on evil dayes,
On evil dayes though fall'n, and evil tongues;
In darkness, and with dangers compast round,
And solitude; yet not alone, while thou
Visitst my slumbers Nightly, or when Horn
Purples the East: still govern thou my Song,
Uranis, snd it sudience find, though few:
But drive farr off the barbarocus dissopance
Of Bagchus and his Revellers, the Race
Of that wilde Rout that tore the Thracian Berd
In , where Woods and Rocke had Fares
To rapture, till the savage clamor dround
Both Harp and Voice; nor cuuld the Muse defend
Her Son. 5o fall not thou, who thee implores:
For thou art Heav'nlie, shee an empty dreame.d

1. [Parsdige Loat, vii. 1-39.
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XX1I1
1, i82-183

Sad task, yct argument
HNot less but more Herois then the wrauth
Of stern Aghilles on his Foe persu’d
Thrice Fugitive ebout Troy Wan‘ or rage
of %’mma for lavinig disespous’a,
Or Neptun's 1re or Jung's, that so long
Perplexd the Greek and Cythersg's Son;
If answerable gtile I can obtaine
Of my Celestial Fatroness, who deignes
Her nightly visitation unimplor'ad,
And dictates to me slumbring, or inspires
Eapie my unpremeditated Verse:
Since firat this Subject for Heroic 3ong
Pleas'd me long choosing, and beginning late;
Not sedulous by Nature to indite
VWarre, hitherto the onely Arguaent
Heroic deemd, chief maistrie to dissect
¥ith long and tedious havoc fabl'd Knighte
In Babbels feignd; the better fortitude
Of Fatience and Heroic Martyrdom
Insung; or to deacribe Races and Games,
Or tilting Furniture, emblazond Shields,
Impreses quaint, Caparisons and Steeds;
Bases and tinsel Trappings, gorgious Knights
At Joust eand Torneament; then marshald Feast
Jderv'd up in Hall with Sewors, and Seneshals;
The s8kill of Artifice or Office mean,
Not that which justly gives Heroic name
To Person or to FPoem. Mee of these
Nor skilld nor studious, higher Argument
Remainea, sufficient of it self to raise
That name, unless an age too late, or cold
Climat, or Ysars damp my intended wing
Deprest; and much they may, 1f all be mine,
Not Hers who brings it nightly to my Ear.?

XX1v
14, 46-48
Be famous then
wisdom; as thy kmpire must extend,
gg let oxiend thy mind ore all the World,

1. Darsdise Lost, ix. 43-47.
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In knowledge, all things in it comprehend,
All knowledge is not coucht in Yoges Law,
The m‘rﬂsﬂl or what the Prophets wrote,
The Gentiles also know, and write, and teach
To aduiration, led by Natures light;
Angd with the Gentiles mueh thou must converse,
Ruling them by perswasion es thou mean'st;
Vithout thir learning how wilt thou with them,
Or they with thee hold conversation meet?:
How wilt thou reason with them, how refute
Thir ldoligns, Traditions, Paradoxes?
Error by his cwn arms is best evinc't.
Look once more ere we leave this specular Mount
Westward, much nearer by Southwest, behold
Vhere on the Akgean shore a City stands
Built nobly, pure thec air, and light the soil,
éﬂuﬁg the eye of Ureece, Hother of Arts
And Eloquencae, native to faumous wits
Or hospitable, in her swect recess,
City or Suburben, studious walks and shades;
See there the Olive (rove of Academe,
Plato's retirement, where the Athlg Bird
Trills her thick-warbl'd notes the summer long,
There flowrie hill Hymettus with the sound
Of Bees industrious murmur oft invites
To studious musing; there Ilisgus rouls
H4s whispering atream; within the walls then view
The schools of ancienmg:s; whigdwho brea
Oreat Alexander to subdue the Vorlq,

there, and painted Sfoa next:
There thou shalt hear and learn the secret power
Of harmony in tones and numbers hit
By voice or hand, and various~measur'd verse,

AEo;ém charms and Dorian Lyrie Odes,

And his who pave them breath, but higher sung,
Blind Lelegjigenes thence Horer calld,

Whose Poem Phoebus chelleng'd for his own.
Thence what the lgftytgm;: Tr%goidians taught
In Chorus or lambic, teachers bes

Of moral prudence, with delight receiv'd

In brief sententious precepts, while they treat
Or fate, and chance, and change in human life;
High actions, and high passions best descridbing:
Thence to the famous Orators repair,

Those ancient, whose resistless eloquence
wielded at will that fierce Democratlc,

Shook th' Arsenal and fulmind over Greege,
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To on, and A Throne;

To &samge'iﬁ'nosopny next lend thine ear,

Px'org Heav'n desconded to the low-rooft house
Of Sograteg. see there his Tenement,

Whom well inapir'd the Oracle pronounc'd
Wisest of men; fram whose mouth issu'd forth
Mellifluous streams that waterd a1l the schools
or Acm'lefnica 0ld and new, with those

Sirnan'd 2 g » and the Sect

%w, and th __Lq;g% severe;
ése here revolve, or, as thou 1ik’st, at home,

T111 time mature thee to a Kingdoms waight;
These rules will render thee & King compleat
¥ithin thy self, much more with Empire joind.'

Xxv
ii. 48-50

To whom our Saviour sagely thue repli'a.
Think not but that I know these things, or think
1 know them not; not therefore sm I short
Of knowing what I ought: he who receives
Light from ebove, from the fountain of light,
No other doetrin needs, though granted true;
But these are falss, or little else but dreams,
Conjectures, fancies, duilt on nothing fim.
The first and wisest of them all professd
To know this onely, that he nothing knew;
The next to fabling fell and smooth concelts;
A third sort doubted all things, though plain aense;
Others in vertus plac'd feliclty,
But vertue joind with riches eand long life;
In corporal pleasure hee, and carcless ease;
The 3toie last in Philosophic pride,
By him calld vertue; and his vertuous maen,
%¥ise, perfet in himself, and all possessing
Equal to God, oft shames not to preferr,
As fearing God not man, contemuing all
¥ealth, pleasure, pain or torment, death and life,
¥hieh when he lists, he leaves, or boasts he can,
Por all his tedious talk is but vain dboast,
Or suttle shifts conviction to evade.
Alas what can they teach, and not mislead;

1. Parsdise Regained, 1v. 224-284.
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Ignorant of themsel
ve
Ana how the ¥orld began T Bon e meres
Bl‘hgmded by himself, on Grace g:;:ggé;%l
ush of the Soul th :
And in themselves s:gkt:.}f-iuzn ta:éltavrhime,
A1l glory arrogate, to Uod rm’re ot elves
Rather acouse him under usual mnone,
Fortune and Fate, es one regard o’
Of mortel things. Uho therg; e uite
True wisdom, finds her not oorg B aann o
Farr worse, her false reser:ml:n Y leion
An empty cloud. However mal b:ekonely meete,
Wise men have sald are mrﬁom'o :ho
Incessantly, and to his readin " v
A spirit and Judgment equal orgsum?ig.g not
(And what he brings, what needs hge 1 b
Uncertain and unsettl'd still rema.1$xesse“mre soek)
Deep verst in tooks and shallow in nimsels,
xica
And trifles for choic:o ﬁ:g:i:? :?&iﬁ a spunge;
es (:hlldem gathering pibles on the shore. !
Ot Sl B i o
5 tuad re 80 BOON
48 in our native Langua;ze ean I find
"{.m}t solace? All our Law and Story atrew'd
ui..h“ﬂvmna,sour Paplms with artful terms inscrid'd,
gur ,ebmw' ongs and Harps in ’
;ﬁ: g;:;s dgso wel% our Victors ear, declare
T er Grecee from us these Arts deriv'd;
I11 initated, while they loudest sing )
iheg%(ies gf thir Deséties, and thir omn
n d e, Hymn, or Song, 80 rsonat
Thir Gods ridiculous, ana hnmesves past shame.
llx'emove thir swelling Epithetes thick laid
:}Bivamiah grtxha H;}x;%ota cheek, the rest,
Thin sown w ay of profit or delight
‘gﬂflll fgrr be found unworthy to s:cm'lpameg ’
%ith Sions songs, to all true tasts excelling,
Vhepe God io prads'd aright, and Godlike men
( )
The Holiest of Holles, and his Saints;
%gh are fpam God inspir'd, not such from thee;
=88 where moral vertue is exprest
By light of Neture not in all quite lost.
Thir Orators thou then extoll 'st, as those
The top of Eloguence, Statists indeed,
And lovers of thir Country, as may seem;
Dut herein to our Frophets farr beneath,
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As men divinely taught, and better teaching
The solid rules of Civil Goverment

In thir majestic unaffected stile

Then all the Oratory of Greece and Rome,

In them is plainest taught, and essiest learnt,
What makes a Nation happy, and keepe 1t g0,
What ruine Kingdoms, and lays Cities flet;
These onely with our Law best form a King.

XXVI
i1. 106109

All is best, though we oft doubt,
What th' unsearchable dispose
Cf higheat wisdom brings about,
And ever best found in the close,
Oft he seems to hide his face,
bBut wnexpectedly returns
And to his faithful Champion hath in place
Bore witness gloriously; whence 0azs mourns
And all that band them to resist
His uncontroulable intent;
His servants hee with ncw acquist
Of true experience from this great event
With peace and consolation hath dismist,
And calm of mind all passion spent.2

1. laradise Repained, iv. 285-364.
2. Samaon Asonistes, 1745-1758.
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Frose

1

Then amidat the Hymns, and Halleluiahs of saints some

one may perhaps bee heard offering at high strains in new
and lofty Meaaureg to sing and celebrate thy divine iereies,
and marvelous Judgements in this Land throughout all AGES;
:heiﬁ‘oy this %reat and Warlike Mation instructed and inur'a

0 the fervent and continuall practice of Iruth and Righteous-
nesee, and casting farre from her the pags of her old viges
may presse on hard to that jigh end happy emulation to be
found the soberest, wisegi, and mest Christian People at that
day when thou the Eternall and shortly-expected King shalt
open the Clouds to judge the severall Kingdomes of the World,
and distributing Natlonall Honoyrs and Kewards to Religious
and just Common-wealtha, shalt put an end to all fZerthly
Tyrannies, proclaiming thy universal and milde lgnarchy through
Heaven ang tarth. Where they xdoubtedly thattb%' thzér
Labours, g_\m_s_g%g, and Prayers have been earnest for the
Gormon good of __gug%gg and their Countrey, shall receive, |
above the inferiour Orders of the Elessed, the Regal] addition
of Pringipaiitiecs, ons, and fhrongs into their glorious
Titles, and in supersminence [39] of Beatifick Vision pro~
gressing the datelease an Circle of &ternity shall
claep 1ns$pamble Hands with Joy, and blisee in over measure
for ever.

I1

Xe 1 t X d uries, vea in
ublique sufferinga for the cause of Christ, his rule and
g_ﬂ%ﬁém}ﬁuﬂ.ﬁgﬁug_r “from o readinesse to speak
guill, 63 not to anawer fhe eviler in hin languace though

tacting, and con

r 5o mych provok . X tagt, on-

1ne;r‘:egiggauog ghgz notorioys i1 jmie to truth and his Countries

peace, capecially that is concelted to have a E;gb],gogngh .,
_atends

confid
smart fluepce of tonjue, and
and zg: of 8 more tepacious cling to worldly reggggtu, 3
up for all the rest tu Juotifie 8 long usurpation and gon
victed Pseudspiecopy of Preletes their gerem 8y

cM,iN. 7879,
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it 3 1 e _now re to
sxplode and higse out of the land: I suppose end more then
9.‘;239_59_._;&_1 ].L be no m;_x_g 1&3 ceing :gom Christ 1gn meek-
m&wgmwmm. and_to sepd
ne ) th his owne holy~ g
Hop to do thus are we urautorited eithgr Lrom the morsll
precept of SALONON to answer him ther r that prides him
B.L.‘ll._ull.___.nor..m the example of Christ, gnd all hig

follogers in % 1l Ages, who ipn the refuting of those that
80 4 by )

She ninds of nen, heve wroughi up_ B.uls
e8, as poth ould be more killin:ly spoken:
tg!' who gm be & greater cnen ﬂ to :ankind, who a more dan-
gerous_ decelver then he who defendin Mit;om 1 gorrup-
tion uses no common Arts, bu; with a wily Stratagem of yeelding
to thc time a greater part of his cause, seeming to forao all
thet mans invention hath deone thercin, and driven _fm_:nu_ch_
d

of his hol L_L ggigtgrﬂ, yet_leaving i1t hanging by a twin'd
thread, not from di div;na comaand but from Apostulicall pru-
dence or mssent, as if he had the surety of some roulinig
trongh, creeps up by this meanes to his relinouish’'t fortresse
of divine authority apmine:  and stil 1 hovering bet the
_qg_r_l_{‘_i,nes ol‘ that which hee dares not bee o-12 ipen 1, and that
which he w;J, ] not be sincerely, traines on the easle Christios stian
insensibly within the c¢lose g@bugtmeng of worst errors, and
with a slye shuffie of gov_.gtgggg;g pxincinleg chopping and
ghanging ti11 hee have glean d all the good ones out of their
minds, leaves them st last, after a M.EB rgge' blance of
mmm der % 0ld possession of a
denperate gtupldity. And herefore g;ex that love thelsoxtxlca
of ien, which is the deares love, angd stirs up the nobles
Jeniousle, when they meet with such Mw
ﬂw&m&g zeale of truth to
Lm&.ma_eﬂ_wsm_mmﬂlm sceing they which thug
oFffena eopinot the soules of thelr brethren, do it with de-
TIght to thelr great gaine, oase, and advancement in this

or. that seek ver g oge their se




xt_of le or ing
ag I could produce ou
st and sin force

in teaching and gonfuting: nor can
here 8 more propor object of indismation and ggorne to-
ether then g8 Prophet t 8 1o nd

moat dangerous gheat, the [3] cheat of soules: he -
¢loging whereof if it be gmﬁi to be angry, and withall
o cast a lowring smile, when the properest oblect cal
both, 1t will be long enough ere any be gble to thoge
two rlngg mtigggf lltfacu;ties of humane intellect snger snd
auchter we: rst seated in the brest of man., _'Thus much
Read our of the softer spirited Christian, for
h 8 no th ;. taken, _ Onely If it
L1h

b l hy thi o b of ¢o

Adversa 8 rat hosen, this wag the reagon, ghiefly
that the ingenuous Reader without further amusing himgelfe
in_the labyrinth of controversall antiquity, may come the

8peediost way to see the truth vi V&g&@.&mﬂ.&uﬂﬂx
taken short at the first false bound.

111

Congerning therefore this wayward subject against prelaty,
the touching whereof 1s so distastfull and dlisquietous to a
nunber of men, a8 by what hath been said I may deserve of
charitable readers to be credited, that neither envy nor
gall hath enterd me upon this controversy, but the enforce-
ment of conscience only, and e preventive fear least the
omitting of this duty should be ajainst me when I would store
up to my self the good provision of peacefull hours, Yo lest
4t should be still imputed to me, as I have found it hath bin,
that some self-pleasing humor of vain-glory hath incited me
$0 contest with men of high estimation, now while green yeers
are upon my head, from this needlesse surmisall I shall hope
to disewade the intelligent and equal auditor, if I can but
say successfully that which in this exigent behoovs me, al-
though I would be heard only, if it might be, by the elegant
& loarned reader, to whom principally for a while I shal beg
leav I may addresse my selfe. To him it will be no new
thing though I tell him that if I hunted after praise by the
ostentation of wit and learning, 1 should not write thus out
of mine own season, when I have neither yoi compleated to my
minde the full circle of my private studiea, although 1 complaﬁ

7.gg, Hi 1of-108
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not of any insufficiency to the matter in hand, or were I
ready to my wishes, it were a folly to commit ;n.y thing
elaborately compos'd to the ocarelesse and interrupted
listening of these tumultuous times. Next if I were wise
only to mine own ends, I would eertainly take such a subject
a8 of 1t self might catch applause, whereas this hath all the
dioadvantages on the contrary, and such a subject as the pub-
lishing whereof might be delayd at pleassure, and time enough
to [36] pencill 1t over with all the curious touches of art,
even to the perfection of a faultlesse picture, whenas in
this argzument the not deferring 1s of great moment to the
good speeding, that if solidity have leisure to doe her office,
art cannot have much. Lastly, I should not chuse this manney
of writing wherin knowing my self inferior to my self, led by
the senial power of nature to another task, I have the use,
as I may account it, but of my left hand. And thouph I shall
be foolish in saying more to this purpose, yet since it will
be such a folly, as wisest men going about to commit, have
only confest and so committed, I may trust with more reason,
because with more folly to have courteous pardon. For al-
though a Poet soaring in the hiyh region of his fancies with
his garlend and singing robes about him might without apology
speak more of himself then I mean to do, yot for me sitting
here below in the cool element of prose, a mortall thing
among many readers of no lmpyresll conceit, to venture end
divulge unuaual things of my selfe, I shall petition to the
gentle sort, it may not be envy to me. I must say therefore
that after I had from my first yeeres by the ceaselesse dili-~
gence and care of my fether, whom God recompence, bin exercis'd
to the tongues, and some sciences, as my age would suffer, by
sundry masters and teachers both at home and at the schools,
{t was found that whether ought was impos'd me by them that
had the overlooking, or betak'n to of minc own choise in
English, or other tongue, prosing or versing, but ghiefly this
latter, the stile by certain vital signes it had, was 1likely
to iive. But much latelier in the privat Academiles of Italy,
whither I waa favor'd to resort, perceiving that some trifles
which 1 had in memory, compos'd at under twenty or thereabout
(for the menner is that every one muet give some procf of his
wit and resding there) met with acceptance above what was
looit for, and other things which I had shifted in scarsity
of books and conveniences to patch up amongst them, were
receiv'd with written Encomiums, which the Italian 1s not
forward to bestow on men of this side the Alps, I began thus
farre to assent both to them and divers of my frienda here at
home, and not lesse to an inward prompting which now grew
daily upon me, that by lsbour and intent study (which I take
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to be my portion in this 1ife) joyn'd with the strong pro-
pensity of nature, I might perhape leave something 80 writien
to aftertimes, as they should not willingly let it die.
These thoughts at once poesest me, and these other. That
if 1 were certain to write as men buy Leasea, for three lives
and downward, [37] there ought no regard be sooner had, then
to Gods glory by the honour and instruction of my country.
For which cause, and not only for that I knew it would be
hard to arrive at the second rank among the Latines, 1
apply'd my selfe to that resolution which Ariogto follow'ad
against the perswesions of Bembg, to fix all the industry and
art I could unite to the adorning of my native tongue; not
to make verbal curiosities tho end, that were a toylsun vanity,
but to be an interpreter & relater of the best and sagest
things emong mine own Citizens throughout this Iland in the:
mother dlalect. That what the greatest and choycest wits of
Athens, Rome, or modern ltaly, end thoss Hebrows of old did
for their country, I in my proportion with this over and above
of being a Christian, might doe for mine: not carin: to be
once nam'd abroad, though perhaps I could attailne to that, but
content with these British Ilands as my world, whose fortune
hath hitherto bin, that if the Athenians, as some say, made
their small deeds great and renowned by their eloguent writers,
Bpgdand hath had her noble atchievments made small by the un-
eicilfull handling of monks and mechanicks.

Time servs not now, and perhaps I might seem too profuse
to give any certain account of what the mind at home in the
spacious circuits of her musing hath liberty to propose to
her self, though of highest hope, and hardest attempting,
whether that Epiok form whereof the two poews of Homer, and
those. other two of Viprgil and Igsgo ere a diffuse, and the
book of Jop a brief model: or whether the rules of Aristotle
herein are strictly to be kept, or nature to be follow'd,
which in them that know art, end use judgement is no trans-
gression, but an inriching of art. And lastly what K. oxr
Knight before the conquest might be chosen in whom to lgy the
pattern of a Christian Herge. And as Ipggo gave to a Frince
of Itely his chois whether he would command him to write of
Godfreys expedition egainst the infidels, or g
against the Gothes, or gmmg against the Lombarg:, 1fb'-°
the instinct of nature and the imboldning of art OUSthY e
trusted, and that thers be nothing advers in our climat, or
the fate of this age, it haply would De no rashnesse fvof an
equal diligence end inclination to present the like offer in
our owr anoient stories. Or whether those Drmm::gll: gaoni"ou;d
tutions, wherein Sgphiggles and Eupipldes reigne s
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more doctrinal snd exemplary to a Hation, the Seripture also
affords us a divine pastorel Drams in the Song of Salomon cone
sisting of two persons and a double Chorus, as QOrigen rightly
Judges. {38] And the Apocalyps of daint John is the majes=
tick image of a high and stately Tragedy, shutting up and
intermingling her solemn Scenee and Acts with a sevenfold
Chgrug of halleluja's end harping symphonies: and this my
opinion the grave autority of Iareus commenting that booke 1is
:}xlffioientifgg c;mogm a Or 1f occasion ahall lead to imitat
oBe magmn: s and Hymme wherein and Calli~
machus are in most things worthy, some gtk‘hggigfn tneﬁ'_%%ame
Judicious, in their matter most an end faulty: But those
frequent songe throughout the law and prophets beyond all
these, not in thoir divins argunent alone, but in the very
criticel art of composition may be easily made appear over
all the kinds of Lyrick poesy, to be incomparsble. These
abilities, wheresoever they be found, are the inspired guift
of (dod rarely bestow'd, dbut yet to some (though most abuse)
in every Nation: and are of power beside the office of s
pulpit, to imbreed and cherigh in a great people tho seeds
of vertu, and publick civility, to allay the perturbations
of the mind, and set the affections in right tune, to cele-
brate in glorious and lofty Hymns the throne and equipage of
Gods Almightinesee, and what he works, and what he suffers to
be wrought with high providence in hie Church, to eing the
victorious agonies of Kartyrs and Saints, the deeds and
trimmphs of Just and pious Nations doing veliantly through
faith against the enemies of Christ, to deplore the zenercl
relapses of Kingdoms and States from Justice and Gods true
wornhip. Laetly, whatsoever in religion 1s holy and sublime,
in vertu amisble, or grave, whatsoevor hath passion or admira-
tion in all the chanpges of that which is call'd furtune from
without, or the wily suttleties and refluxes of mans thoughts
from within, all these things with a solid and treatable
smoothnesse to paint out and describe. Teaching over the
whole bock of sanctity and vertu through all the instances
of example with such delight to those especimlly of soft and
delicious temper who will not ao much as look upon Truth her-
selfe, unlesse they see her elegantly drest, that whereas the
paths of honesty and good life appear now rugged and diffioult,
though they be indeed casy and pleasant, they would then
appeare to all men both easy and pleasant though they were
rugged and difficult indeed. And what a benefit this would
be to our youth and gentry, may be soon guest by what we know
of the corruption and bane which they suck in dayly from the
writings and interludes of libidinous and ignorant Poetasters
who having scars ever heard of that which 1a the main con—[}gj
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siatence of a true poem, the choys of such persons as they
ought to introduce, and what is morall and decent to each
one, doe for the most part lap up vitious principles in sweet
pils to be swallow'd down, and make the tast of vertucus doou-
ments harsh and sowr. But because the #pirit of man cannot
demean it selfe lively in thie body without some recreating
intemission of labour, and sericus thinge, it were happy for
the Common wealth, 1f our Magistrates, as in those famous
governmente of 0ld, would teke into their care, not only the
deciding of our cuntentious Law ceses and breuls, bui the
managing of our publick sports, and festival peatimes, that
they might be, not such as were autoriz'd & while eince, the
provocations of drunkennesse and lust, but such as may inure
and harden our bodies by martial exercises to all warlike
skil and performance, and may oiviligze, adcern end meke dis-
ereet our minda by the learned and affable meeting of frequent
Acadenmies, and the procurement of wise and artfull recitations
swoetned with eloquent and gracefull irticements to the love
and prectice of Justice, temperance and fortitude, instructing
and bettering the Hation at all opportunities, that the csll
of wiadom and vertu may be heard everywhere, es dalomoj saith,

She crieth mithout, she uttereth her voiece in the streets. in
the top of high plages, in the ch ongou; and in the

open] of the Gateg. Whether this may not be not only in
“ulplits, buil after another persuamsive method, at sot and
solemn Paneguries, in Theaters, porches, or what other place,
op wey may win most upon the people to receiv at once boih
recreation, & instruction, let them in eutority consult.

The thing which I had to say, and thoas iantentlons which have
liv'd within me over eince I could conceiv my self any thing
worth to my Countrie, 1 return to crave excuse that urgent
resson hath pluckt from me by an abortive and foredated dis-
cCovery. And the accomplishment of them lies not but in a
power sbove mans to promise; but that none hath by more stu-
dious ways endeavour'd, and with more unwsaried epirit that
none shall, that 1 dare almost averre of my eelf, as farre as
1ife and free lemsure will extend, and that the Land had once
infranchia'd her self from this impertinent yoke of prelaty,
under whose inquisitorius and tyrannicsl duncery no free and
splendid wit cen flourish. Neither doe 1 think 1t shame to
covnant with any knowing reader, that for some few yeers yet
1 may zo on trust with him toward the payment of what I am now
indebted, as being & work not to be rays'd from the heat of
youth, or the vapours of wine, like that which [LO] flows at
wast from the pen of some vulgar Amorist, or the trencher fury
of a riming parasite, nor to be obtain'd by the invocation of
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Dame Hemory and her 9ren daughters, but by devout prayer to
that eternell Spirit who can enrich with all uttersnce and
knowledge, and sends out his Seraphim with the hallow'd fire
of his Altar to touch and purify the lips of whom he pleases:
to thie must be added industrious and select reading, steddy
obgervation, insight into ell seemly and generous arts and
affaires, till which in some measure be compast, at mine own
peril and cost I refuse not to sustain this expectation from
ag many as are not loath to hazard so much eredulity upon the
best pledges that I can pive them. Although it nothing con-
tent me to have disclos’d thus much before hand, but that I
truet hereby to make it manifest with what small willingnesse
I endure to interrupt the pursuit of no lesse hopes then these,
and leave a calme and pleasing solitarynes fcd with cherful
and confident thoughte, to imbark in a taoudl'd sea of noises
and hoars disputes, put from beholding the bright countenance
of truth ir the gquiet and still air of delightfull studies to
come into the dim reflexion of hollow antiquities sold by the
seeming bulk, and thers be fain to club quotations with men
whoge learning and beleif lies in marginal stuffings, who when
they have lixe good eumpters laid ye down their hors load of
citations and fathers at your dore, with a rapsody of wilo and
who were Bishops here or there, ye may take off their pack-~
eaddles, their days work is don, and episeopacy, as they think,
stoutly vindieated. Let any gentle apprehension that ?m
distinpuish learned pains from unlearned drudgery, Imazin what
pleasure or profoundnesse can be in this, or what honour to
deal against such adversaries. But were 1t the meanest
under-gervice, if God by his Secretary ccnseience injoyn 1t,
1t wer- sed for me if 1 should draw back, for me eapecially,
now when all men offer their aid to help eane and lighten the
dirricult labours of the Church, to whose aervic'ze by the in-
tentions of my parents and friends I was destin'd of a child,
and in mine own resolutions, till comming to some maturity of
yeers and perceaving whet tyranny had inveded the Church, that
he who would take Orders must subscribe slave, and take an
oath withall, which unlease he took with e consclence that
would reteh, he must either strait perjure, or split his faith,
1 thought it better to preferrs a blarelesse silence before a
the sacred office of speaking bought, and begun with servitude
and forswearing.

1. CM, 233-242.
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Tragedy, as it was an '
the gravest, morslest, mt‘éeggg g%@::.gi P s othe oo
therefore said by Arlstotle £o be of o'eo %r all other Poems:
;:::i o:: t:tx;lrt:r, to purge the mind orptho:e :‘rmxi'a ::tgglgity and
’ is, to °
with & kind of deiigntf«:ﬁf-ﬁgdumgu“ thom to just measure
passlons woll imitated. Nor is ﬁatiz:e:gi:g O Beping ehose
effecte to make good his assertion: for o igg e torn
of melancholic hue and quality are us'd a'soi gk e
sowr against sowr, salt to remove salt h '?a nat medanenols
sophers and other gravest ¥riters, as g;wsf’ eand
ggeﬁiuﬁergtéen:ﬁ cite out of Trégic Poets, ba%%%gggd:nrg
L] r discourse. Paul
thought 1t not unworthy to 1gsertT:lev:£::tgg Egugilg:elt
the Text of Holy Scripture, I Cor. 15. 33. snd Pa nto
T:ztxgixgt:nd;.g:il?evimh:;og. divides the 'hv.ole Bookr::u: g‘ozggcw
nguisht each by a Chorus of He s
and 3ong between. Heretofore b ayenly Harpinga
labour'd not a little to be thou;;:ti:b?ég::s:a:“mny b
ggfg::togoggur i)t;o_r_lnus the eldef‘ was no less aﬁgﬁiﬁuﬁmfﬁg'
6 attaining to the T . Zuotus Caess
::ilig :ggtbgmnga ldxig A_j_g_i, but una%ﬁmt% pleﬁg? g:lsmognejugo;-‘cnt
" e g, loft it unfinisht. Seneca the
Philosopher is by some thought the Author < iy
(at lest the best of them $hat go under Pt mame Tmm:czi
ltigzigsglegx;t; [-‘?tgir of the)Churchgotgggzﬁttﬁtnwlabesgﬁ;gg.
) o s person to write a Tragedy, which h ntit1'a,
christ suffering. This is mention’ S T tiodhe it
from the small estecem, or mtherii?xfgm:? :é?gtc?zet;;a it
of pany it undergoes at this day with other comnon I tostutos
hap'ning through the Poets error of intermixin 'Comin eg P
with Traiic sadness and gravity; or introducigg t;x':h‘iisluff
vulgar persons, which by all judicious hath bin counteg %nd
and brought in without descretion, corruptly to gratifi ‘atgurd;
people. And though antient Trasedy uee no Prologue ;t ¢
using sometimes, in case of self defonce, or expla)na;;ign that
which Jartisl calls an Epistle; in behalf of this vaec’iy
coming forth after the antient manner, much different ;‘mm
!hat among us passea for best, thus much before~hand may be
Epistl'd; that Chorus is here introduc’'d after the Greek
manner, not antient only but modern, and still in usce smong
the Italigng. In the modelling thercfore of this roem, with
good reason, the Antients and Italiens are rather follow'd,
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aa'or much more autority and fame. The measure of Verse
us'd in the Chorus is of all sorts, call'd by the Greeks

fite} by, , Or rather Apolelvmenon, without regard had to
stgghe, stro or Epod, which were a kind of Stanza's

fram'd only for the Music, then us'd with the Chorus that
sung; not essential to the Poem, and therefore not material;
or being divided into Stanza's or Yauses, they may be call'd
Allaeostropha. Division into Act and Seene referring chief-
1y to the Stage (to which this work never was intended) is
here omitted. It suffices if the whole Drama be found not
produc't beyond the fift Act.

Of the style and uniformitie, and that commonly call'a
the Plot, whether intricate or explicit, which is nothing
indeed but such oeconomy, or dispoeition of the feble as may
stand best with verisimilitude and decorum, they only will

best judge who arc not unacqueinted with Abschulus, Sophocles,
and Buripideg, the three Tragic Poets unequall’'d yet by any,

and the best rule to all who endeavour to write Tragedy.
The circumscription of time wherein the whole Drame begins
and ende, is eccording to anbdient rule, and best example,
within the space of 2 hours.?

4. Preface to Semgon Agonisles.
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APPENDIX B
NOTES

Poems
Luriogs Tmgoedin etc. cf. 'Il Penseroso', 97-98.

&ugﬁ_m_mgm ete.  Sir Herbert Grierson
thinks that 'it was probably of him (Donne) or
his imitators he (Milton) was thinking' when

writing these lines. Donne's Fosticsl Vorks,
1912, 1i. vii.

M ~ Milton uses the word in three senses:

519 the Muse of classical poetry as in Lycidas, 58,

2) the poetic talent or one who possesces it as
in 'At a Vacation Exercise' 53, and

(3) his Heavenly Muse as in the 'Nativity Ude' 15.

Before all Tanpleg ete. cof. ‘tmpolluted temple of
the mind’, Comys, L60.

the ete. c¢f. The Lord possessed me in
the beginning of his way,
Before his Yorks of old
I was set up from everlasting,
Or ever the earth was.
When there were no depths, I was brought forth;
When there were no fountains abounding with water.

Before the mountains were settled
Before the hills was I brought forth:

The Proverbs, viii. 22-25.
In presence of th' Almightie Mather, cf. 'And I was
T oyerbs, viii. 30.

res
dally nis delight'. The Proyerbg

collecting toys, of. '... neither pueril;:tfables
nor stories current among children are fit for
listening to'. Clement . Alexandria, Sritings,
tr. W. Wilson, 1867, i. 469.



p. k16,

p. L16.

p» L23.

L29.

pather Greece from us these Arts deriv'd. For
reprosentative patristic opinion on this poem see
C%gm;gﬁ of Alexandria, ¥Writings, iii. 12-15, 47-57,
272-304 .

light of Nature . Clement's
ides of classical wisdom was different: '... the
same God that furnished both the Covenants was the
giver of Greek philosophy to the Greeks, by which
the Almighty is glorified emong the Greeka
\:gi_gngﬁ, ii, 327, Ch, VI of Clement's
to the Heathen 18 cntitled 'By Divine Inspiration
r'hilosophern sometimes hit on the Truth'. ¥ritings,

. 69-72. kilton denied divine inspiration to the
pagan philosophers. For the Early Fathers' argu-
ment in support of Oreek philoaophy see C. Bigg,

Ihe Christien Platonists of Alexandria, 1913.
Prose
g _of t_Jol For ¥areus's ergument

showing that the work 1s a tragedy see ch. viii en-
titled 'Touching the Form of the Revelation' in his

C t upon the Divine Revelation, tr. Lllas
Arnold, 1&1‘;.
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APPENDIX C

CHRONOLOGY OF MILTON'S EARLY COMPOSITIONS

1624 Paraphrases of Psalms CXIV and CXXXVI
1625 larch 26 Letter to Thomas Young

" April Prolusion V
1626 'ON the Death of & Fair Infant'

" Nay 'Elegia prima'

"  September 'Elegia tertla'

" Getober 'In Obitum Prgesulis Eliensis'’

" " 'In Obitum Frocancellarii iediei'

" November 'Elegia secunda'

" " 'In Quintum Novembris'

" " Latin epigrams on the Gunpowder Plot.
1627 'Elegia quarta'

" Prolusion IV
1628 Prolusion 1

" Prolusion III

" 'De Idea Platonica'

" May *Song on May Morning'

" " 'Elegla septima’

"  May 20 Letter to Alexander Gill

'Naturam Non Pati Senium'



1628 July
" n
" July 2
" July 21
1629
"
1629 April
1629 December 25
" " "
1630
"

1631 Janpuary

" April

" December 9
1632 Jenuary (?)

L31.

Prolusion VI

'At a Vacation Exercise'

Letter to Alexander Gill

Letter to Thomas Young

Prolusion II

The nightingale sonnet

'Elegla quinta’

'Elegia sexta'

'The Wativity Ode'

Poem on Shakespeare

3ix Italian sonnets

'The Passion'

Verses on Hobson

'An Epitaph on the Marchioness of VWinchester'
Sonnet VII ('How soon hath time')
Letter to unnamed friend including Sonnet VII
'L'Allegro’ and 'Il Penseroso'
Prolusion VII

'Ad Patrem’

'ipon the Circumeision'

'On Time'

'At a Solemn Musick'

'Arcades’



1634
1637
1638-39
1639
1640

y32.

Comus
'Lycidas’

'Ad Salsillum'
'Mansus'

'Epitaphum Damonis'
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