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i This study is concerned with//éracing‘some of the ger minal

3

treat m ents of the heroic in ep1c &o?{y through to Milton's vision of
\

o

the heroic in hJs three rhajor works. The first chapter will attempt‘. to
exphcate a ‘code of heroic conduct for the Tdadic world and the
Odyssean world. 'Ho"n.ler, as the father of the epic poem, is largely
r‘eSponsible for‘l:‘ the c-oncept of the .ep’ic hero. The heroes of ‘the lli_g_d_
are, as we ‘ho}ge to ‘show, magnificent phy cal‘ specimens, bl.lt‘ with a

{

degree of consciousness of their task. The héroic code of the Iliad is

—~one based on the medium ol“f battle and its ultimate crux is m grtality.
- The heroic code of the Odyssey is a move away-from the medium of battle

- to a heroic code more in line with its hero, the wily survivor:

Odysseus; o ' ' - ' —— ' N
The second chapter is a study of Virg}ill's'treatment. of the hero.

Virgil inherits the vision of héroi'sm ﬁom' Homer, but how he hées that

viéion 'mak'e;a]i the difference. It is our ‘arg'pme\rls that Virgil f"é’ﬁnésy‘

the Homeric codé ‘and infuseé a rﬁ‘easu;e o;f nationalistic civility into

. his: nevwi.:ﬁad.e%roic conduct. The m’e'taphor which pefsists through the

A"‘e;rrer" Aefietd is that of- o T

t country, ‘and it ]S a metaphor whlch is fl.t

» -

to convey the task Vlrgxl underfook
3

The(‘chaWadlse\éost and Paradise Rega_ined are studies of
Milton's renunciation of JthE Ho}eﬁc, heroic cﬂode.,"In‘ the epic poem,
Milton estabhéhes his . heroic code\’-ﬁxl the ﬁgure.' c;f the Soh, in -
,'juxtaposition to the herdic code‘Aof’ ‘des_truct:ivity and mortality - which

* & - - ‘ . ‘. : .
' Satan represents. These two figures, then, are the heroic ‘archetypes of



- ’ 1

+

Paradise Lost. The hero of the ‘poem is, untll he lapses from that
9 : . ,

heroic code, Adam. Paradise Regained is a poi'trayél of the code of

9

Miltonic h‘eroiskni in its severest trial: Satan's temptation of the ‘Son in A
the desert.  The Son is essentially the ﬁguré of heroic conduct for
PR -

Milton, and the one he suggests should be emtﬂatéd in both of . his

epics; in the latter, Paradise Regained, he is the consummate human

hero. The final chapter is a study/vofﬁ Milton's tragedy, ‘§§_msoh

Agonistes, and its relation to the heroic code Milton envisaged. « jWe™
- . LA N 5

R,

" suggest that the heroic code of Samson Agonistes is the sa}ﬁ)pi-ﬁ&xat of
. . B " * Y

" Milton's other worksm and that its heroic crux of 'utter theocent'_ricity

is a fit conclusion to the Miltonic triad of heroic poetry,

|
i
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Preface : {
\ X

The quotations from Milton's poetical works are taken from Merritt

Y. Hughes' editdon of Milton: Complete Poems and Major Prcise

(Indianapolis: Odyssey Press, 1957). The prose quotations are taken

from the Frank Allen Patterson edition of The Works of John Milton (New

York: Columbia University Press, 1931-33), save quotations from

Areopagitica which are taken from the Hughes edition. Being innocent of

. Greek, I have- relied on the translations of Profgssors Richmond

Lattimore and Robert Fitzgerald. I have quoted from Lattdmore's Iliad
(Chicago: University of Chicago Press, 1951) and from Fitzgerald's
Odyssey (New York: Doubleday, 1961), collating each's translation of the

alternate work whenever necessary. References are made in the text

following the quotations. I have used Arabic numerals to refer to the

books of the Iliad ;md Roman numerals to refer to the books of the
Odyssey. The translation of the Aeneid, used for longer quotétions, is
that of kProfessor Frank 0. Copley (Indianapolis: Bobbs. Merrill Co.,
1975). For shorter quotatgignsr—in the original Latin, I have.used the
appropriate books of ~the Aeneid as they .are listed in the

"Bibliography." Whatever other primary works are quoted are referred to

in the "Footnotes.,"
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< Chapter One

Homer and the Heroic Traditbon

-

In The Works and Days Heslod, cataloguing the generations of man,

. -
singswf the fourth generation, the generation of heroes:

Now when the earth had gathered over this generation
also, Zeus, son of Kronos, created yet anhother \
fourth generation on the fertile earth,

and these were better and nobler,

the wonderful generation of hero-men, who ax;e/—?atllso

called half-gods, the generation before our own

on this vast earth, 1 "‘

The fate of thke heroes is two—fold. Some perish in the wars which

mark this generation; some survive and prosper in domestic bliss.

But of these too, evil war and the terrible carnage
took some; some by seven-gated Thebes

in the land of Kadmos

" as they fought together over the flocks of Oidiopous;
others

war had taken in ships: over the great ‘gulf

of the sea, ¥
where they also fought for the sake

of lovely—ha.lred Helen.

There, for these, the end of death was misted

about them.

But on others Zeus, son of Kronos, settled a hvmg
and a country

of their own, apart from human kind,

at the end of the world.

And there they have their dwelling place,

and hearts free of sorrow

in the islands of the blessed

by the deep-swirling stream of the ocean,

prospering heroes, on whom in every year

three times over

the, fruitful grainland bestows its sweet yield. [WD, 162-72]

The heroes who die in the wars, nota'bly the Trojan War, the war for
"lovely-haired Helen," are the the heroes of the Iliad. The Iliad is a

poem of war, a poem of: heroism in battle. The heroes who live beyond

“ o
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the war Iare ' the subject of the Odz‘ssez, ., a poem concerned wi’th :
' dom esacity I‘

o The two Homericbepics, then, mAay be said to cover\the rangeyof the
geheratig/n of heroes, both the heroes who die gidﬁouely in the throes

of battllle" 'ancAl those heroes ~who live ' beyond-. the | 'battlefield. An
-exa mination of the tﬁo poems ‘r‘evea]s_tyio distinct heroic codes, each ﬁLt

for the setting of its poem.,

There the screaming and the sh;uts ef trium ph rose up together A
of men lcﬂhng and men lc_iJled; and the gr'ound ran blood.(Iliad
8.64-65) ‘ R

The .Iliad begms w1th an mvocatmn which - calls to  attention

-
5num erous aspects of hero:sm. The poet begms,

Slng, goddess, the anger of Peleus' son AcLﬂJeus
and its devastation, whlch put palns thousandfold ~ upon the’
Acha:ians,
hurled in their multitudes to the hq;gse of Hades strong souls
'of heroes, but gave their bodies to be the delicate feasting
of dogs, of all birds, and the will of Zeus was accomplished
. since that time when first there 'stood in division:of CODﬂlCt
. At:reus son_ the lord of men and brilliant Achilleus. (1.1-7)2
.,"The .themes invoked include anger‘, morta.hty, the treatment of the soul
and ~body' after deeth, and fate — "the will ‘of Zeus." An examination of
Vthe poem w1'11 re?eel the -proper heroic conduct of the warm:.or.v in
relation to these themes, Other situatiéns }iithf which the hero has. to
deal will eléo be examined: the mental ones of fear and c.o'nscious_ness.
Frcm' such 'ah uinvesti.gation of the heroic conduct in each of vthese’

' 51tuat10ns we may mfer a her01/30de for what may be referred to as the _

world of the Illad."' The heroic code, of course, " must be judged in



aceordance' with the behavior of the heroes. A survey of the heroq'es of
the Iliad, t:h'en',~ will follow the explication of the heroic code.

The eubjec't: of the epic is the anger of Achilles. Anger is an
~ emotion wnich dOminaf.es the Iliad from the invocation to the‘penultima“te
‘boo.k Achilles is angered by .Agamemnon when Atreus' son takes Briseis .
away from h1m H1s hono_ur is intruded upon, and he reacts with heroic

anger.
/

_ And the. anger came on Peleus' son, and within

his shaggy breast the heart was divided two ways, pondering -

~ whether to draw from beside his thigh the sharp sword, dnvmg

away all those who stood between and kill the son of Atreus,

or else to. check the spleen within and keep down his anger,

(1.188-92) ’ : : o . '
Athena ﬂiés down and stops Achilles' hand, as he "was drawing from its
scabbard the great sword"(1.194). The decision Achilles haé‘ made before.
the ‘divine intervention was to kill Agamemnon. Achilles' natural
response, his heroic inscinets, led him to vent his anger in . battle,
vAc_hi‘lLes' Aang_er is also the instigation for his return to the
battlefield.  After Hector kills Patroklos, Aehﬂles yells out in
anguish and anger. AchJ]les is, at-that point, symbohzed by ﬁre, the/
fire of anger: unweaned dangerous fire . . . played above the head/ of
great—hearted Pelen.on blazmg"(lS 225) His anger causes him to refuse ‘

/
any mediation or any compromise. * He cannot pro mise that he will not
defile Hector's body after i:he.batt‘le; his anger cannot be appeased by
. ‘] ~

anything less than savagery. Achilles' anger will not be diluted by the
im molation of twelve Trojan soldiers; ‘an act " which the -epic poet
describes Nv_vi.th distaste, The destrucg,ye/a/ger of Achilles wﬂl come to

an end jonly when he meets Pnam‘\i’n the final book. His anger has now

exceed_,ed heroic 1engths and begun’ to*nreveal an animalistic brutality |

i



which is unaece\pte}J-le in a hero. Aeger, th/ough’, is of the moment in
flergic conduct. Patrdclus‘eQuate‘s anger" with courage in his address 'to
Achﬂ{.es in the sgixteenth book - (16 30-31). Itis tf:i‘e emotion which
under]iis revenge, and revenge is the bams of the Trojan War.

The" logical step from anger end revenge — an offspring of angef‘ —
to war, if such may be ceJled lggical, leads our inquiry onto the
battlefield. It is on the battleHeld that the hero finds his self; the
_battlefield is the locus of heroism: "the Homeric hero loved battle; and

. 4 ‘ .
fighting was his life." War in'ii:sle, though, does not promote

heroism. Rather, war offers the opportunlty for two situations whlch do

promote her01sm The two situations are ~fear, the emotion. of the

; battlmg warrior, and morta.m:y, which is the reason for his fear and

R
\\: R
TR

‘ultrmateﬁ\ the consum mation of battle. , B

In the pltch of battle for life and death, fear is Jthe ' prec‘{o m:rrlent

- emot:Lon. Fear, as distinct from cowe;dlce, is an acceptable emotLon for‘ '

a hero. Aeneas feels fear in battle; even Achilles, at the. very hexght
of his anger, still feels fear(20.262, 20.279, 20.282). As the_- _poet ,. “
sings, "Fear wetﬂd have gripped | even a 'ui‘an' | stouteheerte&*.'(A.AZl);
Feeling fear indicates 5 \ckagree of consclousness which is a necessary
aspect of) heroism. The concept of consciousness.in the hero will be
dealt wit 1ater.. Fear is felt by the warrior-hero becarlse of tf'ne‘
" im minent presence of death. And it is mortality which is the foundation.
of hercism. | |

Mortality is the index of: heroiem. The gods; by virtue of their
im mortality, cannot be heroes. The finest ex_pression' of the necessity

.of mortality to herocism is the famous example of Achilles' twin—fates. .



Achilles replies to Odysseus after Odysseus_ has catalogued the gifts

which ‘Agamemvnon is offering for Achilles' return to battle:

: Of possessions
,  cattle and fat sheep are things to be had for the lifting,

and tnpods can be won, and the tawny high heads of horses, *

‘but” a man's life cannot come back again, it cannot be lifted

nor captured again by force, once it has crossed the teeth's
barrier.
For my mother Thetis the goddess of the silver feet tells me

T carry two sorts of destiny toward the day of my death. Either
if I stay here and fight beside the city of the Trojans,
my return home is .gone, but. my glory shall be everlasting;
but if I.return home to the beloved land of my fathers,

the excellence of my. glory is gone, but there will be a long ]J.fe
left for me, and my end in death will not come to me
quickly.(9.405-16) » '

The equation of mortality and heroic “fame is unequivocal. It is: an
archetypz;l choice: death and fame or ]iﬁe and anony mity. ° Morta]ityb and
honoﬁr are linked in a uniqué‘ interactio\h Death does not necessanly
1ea‘d to heroic fame, but such ‘fame ca -not be achieved without death.
The poet, in .ariother instance, sings of Zeus' treétment‘of Hector:

L
»

Out of the bright sky Zeus himself was worlang to help him

and among men so numerous he honoured this one man

and glorified him, since Hektor was"to have only a short life

and already the day of his death was being driven upon him

. by Pallas Athene through the strength of Achilleus.(15.610-14)
The im minéﬁce of mortality creates the ethos of hercic ~conduct. The
hero must face his mortality and come to terms with it.

Homer does not offer any sort of post-mortal existence to heroes,
nor does the hero anticipate any such after-life. The scenes which
describe death are glorious, and final. As the invocation makes clear,
“the souls of heroes are_ "hurled in their multitudes to the ho{_'use of
Hades," while their bodies are picked at by birds and dogs. Death is
not a transition as in the ' Christian order but it 'is a final

consum mation. It is, though, a @at‘mn devoutly to be wished.



-

. There is a sense of beauty in .mortality. Priam describes the aesthetics

;"of mortality in the dead figure of a young warrior:
For a young man all is decorous
when he is cut down in battle and torn with the sharp bronze, and -

lies there

dead, and though dead still all that shows about him is

beautiful;(22,71-73)
Mortality, moreover, is the -factqr of c‘ompulsion 1n the pursuit of -/
honour.

Because the gods do not face ény finite imitation to their lives,
thé battle of the gods in thé.tv;enty—ﬁrst book is vquitev withéut any

\true &gmﬁcance, in contradistinction w1th the battle of men. When

his son Sarpedon is ldlled, Zeus weeps tears of blood (16 459) While

he ‘views the bat les of his fellow deities, however, his reaction is

less pathetic. Th trumpet sounds signalling the .entrance of the gods

into the battle!?

Zeus heard, it .
from where he sat on Olympos, and was amused in his deep heart
for pleasure, as he watched the gods' collision in
conflict.(21.388-90) 3

Zeus' hilarity is wé]l;foun-aed; there is'vr.lo serious outcome. of ) batth'hg
im mortals, >

Mortality, then, is a requisite for heroism. Glory is linked to
blood. The image of the sanguinary hero is best seen in the description
of Achilles: |

« « « Achilleus

swept everywhere with his spear like somethmg more than a mortal
~ harrying them as they died, and the black earth ran blood. . .

so before great-hearted Achilleus the single-foot horses
trampled alike dead man and shields, and the axle under



the chariot was a?ll splashed with blood and the rails which
encircled B ,

the chariot, struck by flying drops from the feet of the horses,
from the runming rims of the wheels. The son of Peleus was
straining -

to win glory, ' his invincible hands spattered with blqody
filth.(20.492-94, 498-503) : '

The gods, it should be noted, do not have blood. Ichor flows in their
immortal veins. When Diomedes stabs Aphrodite,
\ blood im mortal flowed from the
goddess, .
ichor, that which runs in the veins of the blessed
divinities(5.339-40)
Aphrodite leaves the battlefield and returns to Olympos to the arms of

her mother, Dione. Dione cures her daughter thus:

« . .with bo{:h_\ hands [she] stroked away fr}"m' her arm. - the

ichor;
so that the arm was made whole again and the -strong pains
rested.(5.416-17)

In the case of mortal warriors, blood and cie.ath are intimately
interwoven. So it is that rarely will a hero be injured; in most cases

he is lcil.led swiftly. Three of the major heroes, Diomedes, Odyseus, and
Agamemnon, do suffer injuries, but . this is | an. exception.  There . are
approﬁmately three h ndrec'I/and eighteén people killed in the Iliad (two
hundred and forty-three who are named), and the'number who are injured
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are limited to lesé an a handful.

Mortality, then, is a requisite for heroism. It is the knowledge
of man's finite existence that drives him to glorious action. Achilles,

for example, who jchooses éA fate of short-lived glé‘fy, recognizes the

necessity of actiorl. He says to his mot_‘ber,

Now I sha 'go, to overtake that killer of a dear life,
Hektor; then I will accept my own death, at whatever
time Zeus/wishes to bring it about, and the other im mortals.

R &



For not even the strength of Herakles fled away from destruction,

although he was. dearest of all to lord Zeus, son of Kronos,

but his fate beat him under, and the wearisome anger of Hera.

So I likewise, if such is the fate which has been wrought for me,
" shall He still, when I am dead. Now I must win excellent glory. .

(18.114-21) " '

The fate of mortality — the inevitable destiny of every man — makes
necessitous im mediate action,

The finest statement of the heraic code which demands mortality for

™

the achievement of heroism is given by 'godlike Sarpedon," Zeus' som.

As he approaches the battle, he addresses Glaukos, son of Hippolochos:

Man, supposing you and I, escaping this battle,

would be able to live on forever, ageless, im mortal,

so neither would I myself go on fighting in the foremost

nor would I urge you into the fighting where men win glory,

But now, seeing that the spirits of death stand close about s

in their thousands, no man can turn aside nor escape them, :
let us go on and win glory for ourselves, or yield it to
others.(12.322-28)

It is because of man'{morta]:ity that he attempts to attain heroism.
And, in the final sum matien, mortality is the only means available to
man to attain heroism. Menander's dictum is especially fit for this
heroic code; "Whom the gods love dies young." K

Sarpedon ends his speech to Gla;xk’os with the suggestion that either
they will "win glory for [themselves], or yield it to others.,! The
heroig code rests-on the premise of mortality; that is the reasont_ why
battle is ‘the proper medium for hercism. The ultimate consum mation of
war is to kill or to be killed. Dying, that is dying' properly, is part
of the hero's life. ~ The proper death for a hero is in battle.
Acfn']leé, when ﬁe is drowning in the river Xanthos, laments the shameful
death with which he is'confronted; he says, |

I“wish now Hektot:had lkdlled ﬁle, the gréatest man grown in this

place.



A brave m.an'would have been the slaye;, as the dlain was a brave
man.

. But now this is a dismal death T am doomed to be caught in,
trapped in a big river as if I were a boy and a swineherd
swept -away by a torrent when he tries to cross in a
rainstor m.(21.279-83)
A hero dies at the hands 6f other heroes; a death any other way is a
"dismal death." Death, moreover, should be achieved with a heroic
fortitude. Hector shows this typev of conduct when he finally realizes
that he is about to die at Achilles' hands.. He consoles himself thus: -
' .. .now my death is upon me.
Let me at least not die without a struggle, inglorious, e
but do some big thing first, that men to come shall know of
it.(22.303-05) .
Hector dies hercically. There are cases, though, of men who die in "
retreat. This death is ignoble; they have émc_:cuinbed to cowardice, and
are beaten by .the battle. The death of one who attacks the oncoming
force is the death of one who defeats the battle even 1in his death.
Idomeneus articulates this point of view in his address to Meriones:

Even were you to be wounded in your work with spearcast or
spearstroke, .

the weapon would not strike behind your neck, nor in your back,
but would be driven straight against the chest or the belly _
as you made your way = onward through the meeting  of
cham pions.(13.288-91) : )
The anatomical point of contact with the weapon of death is strongly
linked with heroic conduct. Mortality is a necessity for heroism, but
: - | 1
the means of mortality is the final statement of a heroic life.
Although, as was noted earlier, there is no sense of after-life for
the slain hero, a fact which adds poignancy to the heroic life, there is
the important matter of the hero's burial. The invocation m entions that,
.dogs and birds would ravage the bqdies of the warriors. This is one of

the fears of the hero, that his body would not receive its proper

’ -
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treat ment after 1!113 death, Hector shows this concern when he requests
that Achilles return his body to the Trojans. The concern is im portant
enough that Hector requests it twice: once before the final- battle, and,

once again, in his dying words.

e+

. \ .
In his weakness Hektor of the shining helm spoke to him: !
'T entreat you, by your life, by your knees, by your parents, TLon
do not let the dogs feed on me by the ships of the Achaians,

but take yourself the bronze and gold that are there in abundance,
those gifts that my father and the lady my mother will give you,

and give my body to be taken home again, so that the Trojans

and the wives of the Trojans may give me in death my rite of
burning.' (22.336-43) :

It 1s a request which Achilles denies the dying Hector. It is a request
A . .

which will only be granted after Achilles has spent his almost

indomitable anger, and it i$ only granted to Priam, and only then with

the intervention of the gods.
&

Burial is an important aspect of hercism. Sarpwed'on is killed 1in

I3 ;3! " tgxg field before Tium, but Zeus, his father, orders Apollo to
.‘,,t} s 57 ‘.

: : . . .rescue Sarpedon
from under the weapons, wash the dark suffusion of blood from him,
then carry him far away and wash him in a running river,

anoint hig in ambrosia, put ambrosial clothing upon himj;

then githim into the charge of swift messengers to carry him,

of Sleep and Death, who are twin brothers, and these - two shall lay
him E

down presently within the rich countryside of broad Lykia

where his brothers and countrymen shall give him due burial

with tomb and gravestone. Such is the privilege of those who have
perished.(16.667-75) : : .

The battle’ between the Tfojans and the Achaians reaches its highest
pitch when 1t is fought over the body of the slain Pat_roclus;‘v (Book 17),
whose burdial and the ﬁournament games after it comprise tl;e twenty-third
bgok. Of burial, the "privilege" of heroes, Professor Vermeule writes:

The gods order burial, to complete the lives and t\xe honor of
efforts and love which might seem wasted, but which would have



11

Y
+

~
been struck by innate mortality anyway, and to gazél for the dead a
measure of im mortality in mourning ‘and ceremony.

The hero's im mortality is gained only in " burial and the songs he
b

inspires (a point which will be dealt with later). This should nBt

denigrate burial, It is, as Vermeule notes astutely, one of the 5,

principal lessons of the. Iliad: "trainmg for heroes to drop E?

4

carnivore mask and express courtesy to mortality." Such is Ac

final lesson.

Achilles learns the lesson of respect for the body.o £

umique terms. The burial of Patroclus is a prelude to
it is, Mdeed, Achilles burying himself symbolically. Achilles, the

poet tells us, "had chosen [a] place for a huge grave mound, for h1mse]f

and Pat:roklos"(23 126). He does this in accordance with Patroclus' wish
that they be burj.ed together (23.81-83). The gesture,  though,

sy mbolizes Achilles' recognlt:Lon of his own fated death shortly to come,
Thus, we have traced t:he Journey of heroism from »1ts emotive genesis,\
anger, to its logical medium, battle, to the two factors of battle which
offer, themselves to heroic conduct, fear and vmortality. Apropos
mortality, we have seen that it is an essential constituent of heroism.

The means of dy;ing, and the tre.atment of the body after deeth complete
the journey. And, in conclusion, we see Achilles preparing bfor his own
death, symbolically, through the burial of Patroclus.

This conclusion leads to a new level of inquiry: the p_sychological
basis of herocism. Professor Bruno Snell states that the Homeric
conception of man does not include any psychological profundity. He
argues that there are "no divided fee_hngs in Homer." The only d{vision
- (there is, he argues, no sense of "terxsmn" either) is between the mind

and its thymos, which is the organ of emotion. Thus, Professor Snell
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conc@ufies, "there is in Homer no genuine reflexion, no dialogue of the
soul with it;‘self.".9 This proclamation seems t;\rﬁﬂde/r any discussion of
the psychological foundation c;f Homeric hgroism. There d‘oes' seem to be,
however, a reasonable fund of psychological depth in the Iliad to call
Professor Snell's statement into question. The  three. basic
psychological themes by which heroism is affected are consciousness,
choice, and anagnorisis. As haé been suggested, Achilles approaches
Patroclus' burial with a full recognition of his an. This anagnorigis,
accompamied by an almost divine prescienc.e, is achieved by three heroes
throughout the poem.

As Patroclus dies he attdins an almost divine perspective; the
world seems clear to him as he (;én see, like Hamlet's God "looking
before and 'after," the cosmic setting. + Patroclus enunciates the;
history of his death and presages t.h.at of Hector. Although Patroclus
saw neither Apb]lo hit him — "nor diq_Patroclus see him as he moved
through the battle'(16.789) — nor Euphorbos stab him — "from close
behind his back a Dardanian man hit };im between the shoulders . . .[and]
ran away again. . ."(16.806-13) — he, in a final pre-mortal vision, is |
able to describe these events. He also prophesies Hector's death, He
addresses Hector thus:

Now is your time for big words, Hektor. Yours is the victory

given by Kronos' son, Zeus, and Apollo, who have subdued me
easily, since they themselves stripped the grms from my /shoulders.
No, deadly destiny, with.the son of Leto, has killed me,

and of men it was Euphorbos; you are only my third slayer.

And put away in your heart this other thing that I tell you.

You yourself are not one who shall live long, but now already

death and powerful destiny are standing beside you,

to go down under the hands of Aiakos' great son, Achilleus. -
He spoke, and as he spoke the end of death closed in upon him,
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iand the soul fluttering free of his limbs went down into Death's
}x;lot;l\?:rﬁng her destiny, leaving yc;uth and manhood behind her.
(16.844~-57)
Nor is Patroclus the lone recipient of pre-mortal anagnorisis. Hector
; .
achieves the same cosmic vision as his soul flees his body.
Hector has just been stabbed and, as Achilles stands over him, he

prophesies Achilles' fated death. He says to Achilles:

~

Be careful now; for I might be made into the gods' curse

upon you, on that day when Paris and Phoibos Apollo

destroy you in the Skaian gates, for all your yalour.

He spoke, and as he spoke the end of death closed in upon him,

and the soul fluttering free of his limbs went down into Death's

house

mourning her destiny, leaving youth and manhood behind her.

(22.358-63)

As each of these heroes dies and his soul floats out of his body it is
as if he is invested with a sacred presbyopic gight. "The world seems
ordered at that brief shining moment, and the dying hero can see and
articulate the order. Achilles, who does not die in the Iliad, shows
his anagnorisis in a way umique to him. This aspect of Achilles will be
dealt with later.

Only Patroclus and Hector are granted that final cosmic perspective
as they breathe their last. It is, so to speak, a refined consciousness
which, they attain, and one which is attributed to two of the greatest
heroes of the poem: Hector and Patroclus. For the other hefoes of the
Iliad, their heroism is measured by the mortal consciousness - they
demonstrate. The hero must show a degree of consciousness regarding his
actions or he'be_comes merely a bellicose automaton. Consciousness is

shown by fear; the warrior acknowledges the emotion. He does not leap

into the battle without knowing the costs; it is the knowledge of the
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costs, and the desire to enter the battle.stzill, that makes for heroic
conduct, Achilles' " case is the obviovus one, There are examples of
i\ésser moment throughout the poem. ’Euchenor knows the outcome of his
entrance into the battle, and yet he enters (13.663-70). The same
heroic consciousness is displayed by the heroes who discover themselves

in a perilous gituation. Each “begins a dialogue with his soul and

debates the eternal heroic conflict with himself: whether to standv and .

fight or to turn and flee. This primitive psychomachia is the sign of
psychological consciousness which giv‘es Homeric heroes ‘their position as
the progemitors of later Western hi:erary heroes of which Milton's Adam,
Son, and Samson are all descendants. ! |

Diomedes is a hero who is concerned with his appearance; nor should
this concern be any sort of denigration of his herocism. .The h'ero in the
Iliad is concerned with reputation, w1th how he appears to other heroes.
In this world, 1in which fleshly might is glorified, in which the
physical‘is all, appearanée takes on great importance. Diomedes, for
example, responds to Nestor's invitation to retreat with a lament for |
tﬁe resultant infamy:

Yes, old gir, all this you have said is fair and orderly.
But this thought comes. as a bitter sorrow to my heart and my
spirits; E .
for some day Hektor will say openly before the Trojans:
~ 'The son of Tydeus, running before me, fled to his vessel.'
So he will vaunt; and then let the wide earth open beneath me.

(8.146-50) i -
Diomedes then shows a consciousness of fear when he "pondered
doubtfully" (8.167) whether to fight Hector or to return to the ships.

The psychomachy is inspired by the degire for appearance. Another é

N\
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example of Diomedes' concern for appearance is in his reply to Sthenlos
when the lattér urges retreat:

Argue me not toward flight, since I have no thought of obeying you. :
No, for it would be ignoble for me to shrink back in the fighting
or to lurk aslde, since my fighting strength stays steady forever.

I shrink indeed from mounting behind the horses, but as I am

now, I will face these. Pallas Athene will not let me run from

them.(5.251-56) )
Diomedes shows a consciousness of his power. In the fifth book Diomedes
is invested with supreme strength. He even dares to fight gods in this
ecstasy of fortitude. The end of his speech offers an interesting
perspective of heroism. Diomedes claims that Athena "will not let" him

12 -
run from the oncoming attackers. There is a sense of divine compulsion
in the statement which smacks of the hero's understanding the divine
or‘der. It is during the fifth book, moreover, that Athene blesses
Diomedes with sypernatural sight. She descends from Olympos and says to
Diomedes,
. . J have taken away the mist from your eyes, that before now
was there, so that you may well recognize the god and the mortal
(5.127-28)
Diomedes does see the gods,”and he stabs Aphrodite gnd attacks Apollo.
For a short glorious while he was under the tutelage of Athena, and his
will was truly subjected to hers. It is, after all, Athena who bids him
stab Aphrodite (5.131-32).

It is in Diomedes, also, that we find the ‘heroic code apropos the
taking of plunder exemplified. Diomedes, as we have noted, lives a life
of appearanceé because of the physical foundation of hercism. One more

physical foundation is the concern for plunder. Hercism consists in the

accumulation of physical emblems of glory. This facet of herocism leads

S —



to the most pn:ched batt‘les, when ‘the TroJans and the Achaians fight

w

over the body of’a sold:.er for the armour on his dead body. . Such is the
ﬁght'descr:Lbed in the sevent%enth book over Patroclus on whose body is

‘the armour of Achilles. - Diomedes shows this aspect of the heroic code

mt

es Sthenelos regarding Aeneas' "horses. - He tells

'Sthenelos to capture the horses after ‘he'ﬁi]ls' therir owner'and Pandaros.

L3

He rec:u:es some e:Lght verses concerning the horses history and how they

;came to Aeneas. He. then concludes with the equation of plunder and -

'.glory "Ii we mlght only take these we: ‘should win ourselves excellent
glory"(S 273) | L ‘_

,_ 'The aspect of - hercism that places such im por\tance on the value of
pillage’ may be best seen in light of the opening scene of the ‘poem.
Achﬂles is upsetp ’because Agamemnon takes anens, ~who, fittingly ;‘
enough is referred to as Achilles' pnze"(l 185). It is 'g]nrious to |
‘win such /substance, and 1gnob]e to have it taken from you. Ones

physmal possesmons are, hke one 's morta]:u:y, the pnze of her01c
| battle. So, in the most poignant scene of the poem in which Achilles
chases ;Hecto‘r about the wahs' of Troy, the idea of plunder and r'norta]jty
are lj.nked‘.‘ in one€ capti.vati,ng im age. ~ The p‘oet sings, -

It was a great rqan who fled, but far better he who pursued him
‘rapidly, since here- was no festal beast, no ox-hide

. they strove for, for these are prizes that are glven "men for their &

- running. :
No, they ran for the ]ife of Hector, breaker of horses.(22 158-61)

“Hector's life is the ultimate "prize," the ﬁnal plunder, for Achﬂles. o
Achilles has tw prizes which: are both, sugniﬁ;cantly, human be;\ngs:‘
 Briseis and Hector. In a fit conclusionsto the poem, Achilles gives'

N A -

“
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Priam the body of Hector and sleeps that night with his original
plunder, the one rightfully his:

. . JAchilleus slept in the mwagdm corner of the strong-built
shelter, '
and at his side.lay Briseis of the falr colounng (24. 675—76)

In terms of plunder, the = poem has achleved its poetu:a]ly Just

(S

conclﬁsion. T R §4
¢ Odysseus' portrayal as a hero in the Iliad is one of a man

infinitely reéourc.eful. It is the épithet most ¥ often "attributed”’ to

Laertes' son: "v'resource‘ful Odysseus." It is wrong to assumé that

because of his resourcefulneé O‘dysseus" heriﬁsm is someh:)w' tainted.

Odyss:_aus enjoys battle as much’ as any other Achaian. -When 'Agamemno‘n

. tests thé c;)urage of fhe Achaians by suggesting they retreat from. ’i‘roy,

and the soldiers fly towards the.u' ships to prepare‘for the voyage .

ho‘meward,‘Odysseus' feépo;lse is heroic: "he had laid no hand upon his -

black, st;‘ong—benched vesseL since disappointm.ént touched hes heart and

his spirit"(2.170-71).  There is basis fo:f an argurﬁent that Odyss'eﬁs

does not act heroically in one episo.‘yde in the eighth book, As the f:i.ghf

has shifted visibly to the Trdjans Odysseus retreats, as do the rest of

the Achaians. biomedes cries. 6ut to Odyéseus to come to - his and

Nestor's aid, | | |

He spoke, but long-suffering greaf Odysseus‘ gave no attention

as he swept by on his way to the hollow ships of ‘the
Achaians.(8.97-98) : :

It must be noted that this incident isam@?/best, as the verb
: 13 . :

for "gave no attention" is the same as "not to hear," Odysseus, in the

pitch and bustle of battle, simply may not have heard Diomedes call him.

Diomedes himself retreats presently. Furthermore, Odysseus' actions in
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the sequent books reveal an exemplary heroicf.\ attitude. Finally,
Diomedes, when he is given the choice of who he wishes to go with him on
“the ambush and espionage mission into the Trojan camp, chooses Odysseus _
of whom he»say's, his "heart and [his] proud spirit are beyond all others
forward in all hard endeavours" (10.242-47).
Odysseus, as we might expect from one blessed with his mental
capabilities, shows a supreme "consciousness of his actions, a
~consciousness beyond all the other heroes. He finds himself trapped,
alone, surrounded by Trojans. His mind addresses itself:
And troubled, he spoke then to his own great-hearted spirit:
'Ah me, what will become of me? Tt will be a grdat evil
if I run, fearing their multitude, yet deadlier if T alp caught
alone; and Kronos' son drove to flight the rest of t Danaans,
Yet still, why does the heart within me debate on tHese ih:j.g\gs?
Since I kncw that it is cowards who walk out of the fighting, ™.
but if one is to win honour in battle, he m ust by all means N N ‘
stand his ground strongly, whether he be struck or strike dowh_
another.'(11.403-10) : ’
Odysseus is then surrounded by Trbjans,‘ of whom he kills seven. In
contrast with Odysseus:"' heroic action, the seventh man killed, Sokos, is
killed while he retreats. Odysseus is finally rescued and "led from the
battle" by Menelaus and Ajax. It is significant that Odysseus does not
leave the battle, but is "led" from it; his is a heroism of the best
sort. He' reaches a degree of consciousness which no other hero.
undergoes. He overcomes the most alar ming of questions — the question
of the meaning of heroism '— in a most uncomfortable situation — while
c;aught in the most perilous position of battle, surrouhdé'd and alone;
“and stll he manages to overcome this difficult question and react
heroically. Odysseus' hercism is the greater because his consciousness

of his situation is greater.



Odysseus reveals his cohsciousness of the basis of the he‘rﬁic code
— the aspect of mortality — in an angry reply to A'gamemnon. Atreus'
son offers an unheroic alternative; he says,

There is no shame in running, even by night, from disaster.

The man does better who runs from disaster than he who is caught by

it.(14, 80-81)

Odysseus lodks ly a't Agamemnon and repliessthus:

Son of Atreus what sort of word escaped your teeth's barrier?

Ruinous! I wish you directed some other unworthy
,~.__, army, and were not lord over us, over us to whom Zeus

has appointed the accomplishment of wars, from our youth

even into our old age until we are dead, each of us.(14.82—87)
Odysseus is -as anxious for the glory of battle as the best of the
Achaians. His consciousness of . his actioﬁns makes his heroism more
~ pronouncedly meritorious.  The more deegljy one sees into things, the
mo:é heroic is one's ability to act. It is, though, ’Odysseus' capacity
for common sense which JSh:lS individuating m ark. .A good approach -to
‘ Odysseus' character is to compare it with Achﬂles'.

Achilles is the passionate hero who has chosen -his fate with‘
i)assion, and lives his life with passion. Odysseus is calm -and
collected. | He believes in faté, bl:.lt he nevér see ms torpid in the face
of overwhelming ‘dest:'my. He is, in that aspect, a very human character.
He is'aware of his own capabﬂitiés, \and yet  he has infinite hépé . for
_ .alter:ing his . gituation beyond = those capablhtles Consider, for
example, the scene in which Achilles decides to” %turn to the war. He
is anxious to resume fighting, to avenge Patroclus death. Odysseus-
understands the ‘ways ‘of_ men and war; he counsels  the soldiers to eat -

before they resume battle. An army, after all, travels on its stomach,

‘as the saying goes. Achilles does not approach the situation
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rationally.: He sees with the ejeé of vengeance, the my‘qpic vision which
blurs all bﬁt the one desired. aim . — in this case, the death ,.of Hector
— creating a monqma‘m'acal waﬁior. Achilles rejects food, in a,'q'
passionate speech: '
. . Jor me at least, neither drink nor foodj‘ shall
.go down my very throat, since my companion has perished
and lies inside my shelter torn about with the cutting ‘
bronze, and turned against the forecourt wh:'l_e my companions
mourn about him. Food and drink mean nothing to my heart
but blood does, and slaughter, and the groaning of men 1in the hard
- work.(19.209-14) ‘
Odysseus, whose love of battle is not less Eh‘an Achilles', - is, in the
final analysis, "resourceful.” In sum mét:ion, thoggh, it cannot be said
,t‘hat'this resourcefulness detracts from & Odysseus' achievements as a
" hero. 0dysseus is not inferior to Achilles in heroism; he is different. .
Achilles, after proclaiming ms intent:ic;n to fast ‘unt:ilv Patr_oc'lus is
-avenged, is fed’ by.the gods.  Zeus orders Athena to go "to him and }
dlstll 'nectér inside his chest, and delicate ambrosia, so the weaknesg
of hunger will not come upon }rim."('19.3474+8)' Achilles"ﬁs fed by the
~ gods and he is fed the food of ‘;he gods. Thére is no doubt that
Achilles 'leads the life of_ope chosen; he hés, 1n the original sens‘é"‘" of
the word, grace. Odysséus, although At.hena acts as his peréonal
tutelary spirit, does not stand in the same farik as Achilles, Achilles -
s almosf a moftal god. Od;sseus must act as a mén, because he is )
limited to being a man. ’
| Hector is the greaté_st hero of = the Trojans. In his conduct he
exemplifies the Trojan outlook towards the war. The Achaians are

motivated by revenge; their attack is fueled by énger. Thg' Trojans, on

the other hand, are defending their citadel, motivated by the emotion of
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fear. :The Achaians outnumber them by a ratio of ten to ohe (2.127). *
The Achaians are the ones who have assailed Tlium; the Achaian ships are
not in danger until ‘the gods intervene in the ninth year of the war.
- The Achaians are far from homei the battlefield is not: their own Iland.
From the Trojan perspective, the battleﬁ.el& is thmr land; their home
is being "attacked‘. Hector, thén, is an emblem of the defendaht. He
‘shows a éoncern for the soc:iety whlch he desperately wishes to maintain
in the fac;‘-é‘if of annihilation, Hector is truly the quintessential Trqjan;
he is, ultimately, Priam's, the - patriarch's, son: Tium is- desl:im'ad to
be Hhis .patr.'Lmony. |

Hector fits the role he is given to perfeétioﬁ. He shows a concern
for the societal 1n his heroic conduct. When he rouses the men ﬁo
action, }ﬂhe uses not the péychology of 'cbmbative heroism; his is not or‘xly .
a ca]l to glory. He uses the rhetori¢ of social respongibility.

Consider this battle speech:

. {
7/

.He who among you

finds by spear thrown or spear thrust ‘his death and .destiny,

let him die. He has no dishonour when he dies defending

his country, for then his wife.shall be saved and his children

afterwards,

and his house and property shall not be damaged, if the ‘Achaians

must go away with their ships to the beloved land of their

fathers.(15. 494—99) . .
The tone is that of a patriarch: protect the éhildren, the wives, the
house and home, the country; drive the enemy back to their own homeland
— "the beloved land of their fathers." In juxtaposition with! the
Achalan desn'e to extirpate Troy and and its populace, Hector's plea is
defengive, and domestic. ~Hector, of course, does recognize the glory of

battle; he comprehends the heroic code of morta]ity. .and warfare. His:

primary appeal, though, is not as a warrior although he is’ the greatest
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of the Trojan warriors. " He is, however, constahtly compared unfavorably
to Achilles. Rather, Hector represents the desperai:ion of the husband
and parent in the facé of danger to the wife an-d ch11d The most
touching scene of the poem contains Hector and Andromache and Astyanax
in their final domestic com munion. The scene offers the only expressioﬁ v
of familial bliss in the poem ) and its stark contrast with the war
outside thé walls of IHum giVes that battle an added poignancy.
Hector's cha(acter is also profitably seen in contrast with ‘Achilles'.
Achilles has an interesting relationship with Andromache. He has
killed her father, her seven brothers, and played a role in the death of
her mother, After Andromache recounts this.sorrowful tale to her

husband, she concludes pathetically:

Hektor, thus you are father to me, and my honored mother,

you are my brother, and you it is who are my young“
husband.(6.429-30) :

Hector answers his wife with compassion, but the compassion of a man who

knows he has a destiny which conflicts with his domesticity — a destiny

of heroism. He says to her,

.All these
things are in my mind also, lady, yet I would feel deep shame
before the Trojans, and the Trojan women with trailing garments,
if like a coward I were to shrink aside from the fighting;
and the 'spirit will not let me, since I have ledrned to be valiant
and to fight always among the foremost ranks of the Trojans,
winning for my own self great glory, and for my father.(6.440-46)

vThe same sense of com pulsion dominates over Hector as had dominated over
Diomedes: "the spirit will not let me." ‘Following. this heroic speech,

: Hector gives a seventeen-verse prophecy of the fall of Troy (6 447—63)

vHe concludes that prophecy by v01c;ng his wish not to see phe most

. lamentable outcome of that fall — Andromache's slavery:
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But may I be dead and the piled earth hide me under before I

hear you crying and know by this that they drag you

captive.(6.464-65) | ' o
The scene ends with Hector playing with his son, who,) mgmﬁcantly,
shows fear for his father's aspect in battle gear. Hector returns to
the battle. The next time his wife sees him, he, like her father and
mOt:her and brothers, has been killed by Achﬂles. ¥

-Hector, as the hero with a soc:iél concern, stands as the most fit
répresentative of Troy. He shows a primal concern for defending the
city and family, But.war, as we have seer;, offers the opportunity for
glory; it is the medium of hercism even from the defensive standpoint.
Hecto?;:s\,\:fa]], which is a prelude to 'Troy's, o;cum because he exceeds
his defehsive position. Hector's hubris ﬁ's, in effect, an excess of
heroic pride.  Hector shows this excess whe;i he defies Polydamas’
suggéstion tha;: the Tro_{ans retreat once they l\iave driveﬂ the Achaians

back to their ships because Achilles is stirring in battle once again.

Hector responds to that suggestion with this challenge:

a

If it is true that brilliant Achilleus is risen beside their

ships, then the worse for him if he tries it, since I for my part

will not run from him out of the sorrowful battle, but rather

stand fast, to see if he wins the great glory, or if I.can win it,

The war god is impartial, Before now he has Idlled the
killer.(18.305-09)

The epic voice then comments on the preceding scene, asserting that
Polydamas had spoken the proper counsel.
So spoke Hector, and the Trojans ghundered to hear him;

fools, since Pallas Athene had taken away the wits from them.
They gave their applause to Hektor in his counsel of evil,

but none to Poulydamas, who had spoken good sense before

them.(18.310-13)
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The ominous voice of the poet alerts ys to Hector's ‘ mistake; he hés
overstepped his boundary. Defense was his prerogative; offensive action
is/his hubris.

Hector's actions, when they exceed a defensive position, are judged
to be actions revealing an overweening pride. After Hector Idlls
Patrod.us, he stdps Achilles' armour from his body and dons it himself.

This actjon is com mented on by Zeus:

: . . .Ah, poor wretch!
There is no thought of death in your mind now, and yet death stands
close beside you as you put on the im mortal armour
of a surpassing man. There are others who tremble before him.
Now you have killed this man's dear friend, who was strong ‘and
gentle, ,

and taken the armour, as _you should not have done, from
shoulders ‘ )
and head. (17.200-06, my italics)

Zeus suggests that Hector has exceeded his assigned station. The fact
that Achilles is a superior warrior is unequivocally stated: he is a

"surpassing man" compared with Hector. The question of free—willin the

.

case of Hector — the question of how much any hero'in theé Iliad is
. "free" in light of constant divine intervention — is not dur concern

here. His actions receive notice from the poet and from Zeus, and both
. suggest that Hector has overstepped his role as protector. Whether he
was fated to do so or not remains a study for_another place. H

| The important point is that Hector, as the protector’ of Troy,
instigates the fall of Troy when he sets fire to the Achaian ships.
This truly ignites the Achaian response, which is marked by Achilles'

return to the battle. ~ Achilles states to Agamemnon's messehgers that

his return to the war is conditional on Hector's action; he says,

a

. . .I shall not think again of the bloody fighting
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until such time as the son of wise Priam, Hektor the brilliant,
comes all the way to the ships of the Myrmidons, and their

shelters,
slaughtering the Argives, and shall . darken with fire our
vessels,(9.650-53)

r
In the twelfth book, as the Trojans are on the threshold of the Achaian

ships, Polydamasv éuggests that they retreat to Ium (12.210-29). °
Hector responds to Polydamas with a phyéical threat, and leads the
Trojans to the ships.> By virtue of lns unrelenting offensive attack
Hector fulfills the conditions necessary for his own undoing. Although,

in his answer to Polydamas,‘ Hector enunciates a heroic code, and the
hercgic code espeda]ly guitable for him, it is a code which demonstrates
more rhetoric than truth. Hector denies 'Polydamas' reading of the bird
sign — that the Trojans should return to their home — and offérs his
own interpretation: "One bird sign is best: to fight in defence of our
country'(12.243). Although Hector professes defence, his actions reveal
an offensive motion. Polydamas recognizes the tenuous borc.ier between
defence and attack; Hector's downfall is that he does not.

This peoint brings us to an inl:erestihg dilemma: when, in the heroic
code, does discretion become acceptabie? We have suggested that
mortality is one of the basic tenets of heroic ;Sonduct and the ability
to face mortality a necessity for heroism. When, then, is discretionary
action laudable? In the difference between Hector's final confrontation
with Achilles and Achillés final confrontation with his fate we may find
some sort of answer.

Hector is the third of the heroes who undergoes a consicious debate
in his rﬂind. As Achilles bears down upon him, Hector begins a debate

within himself.
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Ah me! If I go now ingide the wall and the gateway,

Poulydamas will be first to put a reproach upon me,

since he tried to make me lead the Trojans inside the city

on that accursed night when brilliant Achilles rose up,

and I would not obey him, but that would have been far better.
Now, since by my own recklessness I have ruined my people,

I feel shame before the Trojans and the Trojan women with trailing
robes, that someone who is less of a man than I will say of me:
'Hektor believed in his own strength and ruined his people.'

Thus they will speak; and as for me, it would be much better

at that time, to go against Achilleus, and slay him, and come back,
or else be killed by him in glory in front of the city.

Or if again I set down my shield massive in the middle

and my ponderous helm, and lean my spear up against the rampart
and go out as I am to meet Achilleus the blameless

and promise to give back Helen, and with all her possessions.
«(22.99-114) o

Thus, he ponders whether to live by the heroic code — to go to kill or
be kiled — or whether to live by discretio, by bargaining, mediating,
and resolving in council not battle. The patriarch's lament is
complete: "by my own recklessness I have ruined my people." Hector now
recognizes his error in judgment; Polydamas, he admits to himself, was
right. The scene is pathetic in;‘it’.?;irony. The city's supreme defender.
must will himself out of the desire to enter his beloved home; Hector is
forced into hercism and the things by which he is forced; his love for
family and home, are shﬁt to him in his fjnal moments.

The description in the passage is sy mbolic. Avs Hector ponders the
possible mediation session with Achilleus he imagines himself lifting
off his armour — the image of the warrior putting aside his war gear.
The "shield massive" and the "ponderous helm" are laid aside, the spear
is leant against the ramparts, and conciliation starts. This image is
an inversion of the typical portrayal of the warrior dressing for
battle. The épic device of the warrior's sartorial preparation for war
is captured in the description of Agamemnon in the second book

~(2.42—46). The most sublime expression of this archetypal preparation
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dresses for the final confrontation. The hero who lives for family, who

fights to defend his land, undresses himself, mentally, There is an
added significance when we remember that Hector is doffing Achilles' old
armour which he had taken from the dlain Patroclus, A chilles,
meanwhile, is donning his new armour: his shield, sword, helmet, and
corselet made' by the god .Hephaistos, his spear, which no man could Iift
but himself, a' g,ift from the centaur ’Cheiron. Achilles is arméd with
truly héavenly, truly graceful, armour.- Hector has no such grace; his
is a stolen brilliance — a man trying to achieve the ‘as‘pect of a
god-like hero. The confrontation between Hector and Achilles is that
between a m’an and something ~more than a man. Achilles, as we have
mentio.ned previously, is chqsen.“;' Heroism is not his to choose; it is
his destiny. This is ironically asserted by the fact t'hat.he is given a
choice of hercism; there is really no choice. This point will be dealt
with in another piace.

Hector, then, resolves the dilemma with a conclusion truly heroic;

_ he recognizes that Achilles is beyond reconciliation, and he decides to

fight, to accept mortality. He says, !
Better to bring on the fight with him as soon as it m:ay be.
We shall see to which one the Olympian grants the glory.(22.129~30)
But the image of the glorious Achilles bear.'mg down on hm causes Hector
to shiver and to flee in fright (22.137). Achilles chases Hect‘or afound
the Trojan walls three times; the prize for this footrace is Hector's
life; the audience is all of Olympus (22.166). W hat, though, are we to

make of the incongruency between Hector's mental resolution of heroic



acceptance and his action of retreat? Is Hector being debased by the
poet? Logic, in that case,/@d be violated; Hector should be at his |
bravest when he encounters Achilles. Achilles greatness increases in
proportion to Hector's greatness. The probled could be explained away
by offering the solution that the poet wishes to demonstrdte the terror
which A;hi]les drives into men's hearts, even the very bravest of men.
But this solution still lacks one important consideration: the
psychological foyndation of heroism,

Hector shows a consciousness of the wages of war. l_ Mortality has,
as it were, im pressed) itself wupon him. ‘Herojsm no longer means
defending his family, or glory in defeating the Achaians; nor is it a
com pulsion inspired by a divine will H?roism now ;hows itself in its
most raw aspect: stark mortality, in the face of which all men ﬂ?e.
His actions are not, strictly speaking, unheroic. Neither god nor man
calls Hector unheroic during this display. The only hint of any lack of
heroism is seen in the similes; Hector is like a "fawn" and a "trembling
dove." Although neither image is associated with fortitude, they are.
not meant to denigrate Hector's heroism. They are. both im ages. of prey;
the dove is chased by a han and theffawn by a dog. The peace~loving
fawn and dove are sought out by the dog and hawk, as Hector has been
sought out by the image of his morta]ity. Zeus is even struck with pity
aat the sight of Hector, and chooses this moment to make mention of
Hector's "valour'(22.175). * When Zeus proposes that destiny be revoked
and Hector be rescued, Athena's objection is based on the foundations of

the situation — Hector's confrontation with mortality. Athena says,

Do you wish to bring back a man who is ‘mortal, one long since
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dogmed by his destiny, from ill-sounding death and release
i, 7(22.179-80)

\iedaallows his death and declares that in his deatﬁ he will be
-

celebrated. Thus, mortality — the basis of heroism — finds one m ore

i
'

hero to take to Hades. And he is a hero. The retreat, in the case of
Hector, does not detract from his heroism. It is the human response to

mortality, the response from which no hero is exempt save Achilles.

~

H
Achilles, then, we have seen, is the supreme hero of the Iliad.

His behavior has been our index for judging the other heroes. Indeed,

-,
N

the poet of the Iliad implies that Achilles is the standard by which

heroism is to be judged. The other Achaians, and Trojans, approach

N 7

Achilles with a recognition of his status. Many an Achaian is called
the best fighter of the Achaians, "save Achilles the godlike"; Achilles
is both the exception and the code of measurement. It is, though, not
his physical feats which interest us. He is, without doubt, the supreme
physical specimen of his generaton. Our inquiry is directed to his
psychological motivation. Thus far, we have seen the heroic
consciousness of D‘ijom’edes,‘ O.dyvsseus, and Hectof. Each has questioned in
his own ,mind thf concept of heroism and‘ the price of mortality.
Achilles, although ‘he undergoes no such mental debate on the
battlefield, is the hero who, ultimately, questions the heroic code most
thoroughly. The Iﬁ.ﬁ\]\s truly based upon . Achilles' inquiry into the
heroic code. Ndf does this inquiry cease with Ackﬂlles:“)death; as we
Bhall see, Achilles, in ;Ké: Odyssey, still questions the concept #f
~herc‘n’sm while he reside/s in Hades.

The Achilles -of the Iliad has been given " the lesson of heroism

while but a youngster. His father has taught him "to be always best in
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r v :
battle and pre-e minent ‘beyond all others"(ll 783) 15 He follows this

code, but theré comes a time when he begms to quéstlon the validity of
“ ST
such a ]ife In ‘the m.nth book, as the group of messengers approaches

Achilles to reoonCJle him to Agamemnon, Acthles is- singing of hero1c

e

feats — an act which antu:rpates the epic poem itself(9. 189) After
hstenlng to the various arguments regard.mg why he should return to the

battle, Achilles addresses the very basis of heroism. He states,
Fate is the same for the man who holds back the same 1f he f:Lghts
hard.
We are all held in a smgle honour, the bra,,ve with the weaklings.
A man dies stHll if he has done nothing, as one who has done: much.
: Nothing is won for me, nows that my heart has gone through its
-, afflictions ,
in forever settmg ny life oh the hazard of battle.(9. 318—-23)

Ach:llles sounds very much like the Preacher of Eccle51astes, "all is
T

vamty" is the ba&s of his speech Hermsm is eqlnvalent to cowardice;

-prowess to weakness. " The fate of both is, mortalu:y' "A man dies stll

1.f he has done nothm 8 one  who has. done much " Acl'n_'lles, h’av:.ng

left TFhe battle over A amemnon's acﬁons, has consrdered the proposal .of

hero:sm and found the cost of morta.hty to be h:Lgh The Openmg scene
with Agamemnon was, as one critic notes, merely the match that ]1t the
ﬁire'."l The lumber — the basnc d:lscontent w1th the heroic life — was
laid before thJs scene., Achilles, then, unlike the other heroes, is not
shown in one bnef moment of doubt. Hls llfe is a constant angunsh his~
hero:lsm is truly passronate he suffers it,

A Achilles' heroism, the vftheroism he achieves ' within the Iliad, is
gained when he 'overco me_s the malaise to which‘. consc'musness of mor‘da]ity

, ,has debased him. "Furth'ermore, Achilles must retain that consciousness °

4 : _ - .

: ‘ . 8
even while he dispels the malaise. v Achilles' heroism is greater than

i



th&,‘,’,'/c‘;;hler hemes’b@ause his suffering — his cognizance of the heroic
cogﬂii:k‘io.n\“—-, is greater. Achilles is never deluded about the approach
. of his death; he recognizes and confronts it. A compan’é'ori with Hector
will b:ove helpful in showing Achilles' 'heroism. Hector kills Patroclus:
and,-as Patroclus’ delivers the ‘prophecy of Hector's death in his final ‘
breath, Hector speaks to thé slain body:
Now thouéh h“e was a dead man glorious Hektor spoke to him:
'"Patroklos, what is this prophecy of gy headlong destruction?
Who knows if even Achilleus, son of lovely-haired Thetis,
might before this be struck by my spear, and his'own life perish?
(16.858-61) - - B _ \
There is obviously a hercic element to the speech; fate will not deter
my heroic endeavour, he defiantly claims. The tone and the message 'of
Hector's reply, though, bespeak a heraism which is not his to clalm
In the same situation, Achilles stands over Hector's slain . body.
‘The scene is the same; the same formulaic verbal structure is used. The
reply makes .all the d]ff;ren::e
Now though he was a dead ‘ian brilliant Achilleus spoke to him:
'Die: and I will take my own death at whatever t®ne
Zeus and the rest .of the immortals choose to accom plish
it.'(22.364-66) ' B .
Achilles' 4acceptance: of his own m ortality is his penultimate ‘heroic
N N 20 ’ ’ . ]
deed. '
The ultl.m ate act is has decision — whether divinely influenced or
‘no matters not — to rgtdm the body Hector to Priam. Having
récognized his own mortality, Achilles learns to respect the mortality
‘of ot;hers. In feturning Hector'sy body to ,Prija,r_n, Achilles completes the

_ unique felaéionsfﬁb he has with Andromache. When he " had killed hﬁ'

father he, Andromache tells us,

-
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. . .did not strip 'his armour, for his heart respected the -
dead man, ‘ ) . ,
but [he] burned the body in all its elaborate war-gear .
and piled a grave mound over it. . .(6.417-19) '

Achﬂles, when he returns bthe body of Hector, has consum mated his own
heroism; he has also tonciuded. some mystical dldminance‘d:ler Androm’éche.
Achilles' heroism, the:n,'is com plete. once a,gain.“ Hls retreat from
the war indicated 2 fracture of the*heroic self; mortzélify; had jga:ine(_ii
the upper hand in the lifelong duel. Achﬂlés beéan to ‘q‘uestion. the
'basis of his heroism, his life, : H:is return to béttle, with the full
cpnscéiousneés of the costs, his mortiglity (18.114-16), de monétrates a

completeness of self. The defeat of Hector and the respéct he shows to

the slain body recall a time "when he was heroic, _Ahe time he slew
' 17

Andromache's father. The case is one, as it were, of heroism -regained,
The problem of when discretion is advisable is somewhat answered.
Hector exceeds his capabilities; he acts heroically-in a sitpation ‘which

‘goes not warrant it. He does not ‘accAep't his mortality until it looks

B
P

hln; 'straight in the eyes, untl its rank, hot breath is on his face.*

" Achilles acts heroica]ly‘vin the tim e?wl:en heroism is called for; he
recognizes inélucﬁablé mortality and fights beside it. Sub‘missi-on to a
will :Beyond one.'s own is the key. Tiﬁé sub_mission, rﬁoré;J'Q}er, is ’one of
v;\)assifn; 1tls a constant denial of the will to livbe, a will which
causéd Hggtor to retreat in the crucial momgnt of batﬂe, a will. which,
in this poem, only Achilles is ablé‘to subjug'ate; H1s heroism, for that
reason, is the finest expressiop ofvy heroism & the Ll_}gg And it is a
heroism” which ultimately rests in the— psychdlogi;:al‘*"founaétion of mortal

man. !
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The Iliad is a poem of hercism 1in-battle, heroism in the face of
mortality. The Odyssey is a move away ffom that vision of heroism in
battle; fhe Od‘zstez preseﬁt's a new hero, a hero who is, basically, a |
survivor in a new world, Thg Odysseus y:;ho showed his battle mettle 1n
the Trojan War shows a new fortitude on his return to Ithaca.

There 1is a tendency in Ho>mer criticism to comﬁare the Odyssey to
the Iliad, a tendency which seems unlikely to yield .th‘e form er work its
due recognition. V{e; unhappily, wﬁl retain this '\in\.ridious tendency in
our discussion. We may, in defense, only offer the ‘ lg‘me reason of
necesﬂu:y, ours is not to exphcate either poem, but to determine the
her01c code within each. And it is in ]:Lght of the Iliad that the

heroism of the Odyssey is best discussed, ﬁor our pui"poses.
I

I am a part of all that I have met; A
Yet all experience is an arch ‘wherethrough

Gleams that untraveled world whos_]_e8 margn.n fades ’
Forever and forever when I move.

The poet of the .Odzssez begins with ﬁf j.\'i‘.nvocat;.ion 'which is quite
different from ﬁhe Iliad's. The _Il_ia_dl__lbeginé‘ with the statement of its’
‘subject: the wrath of Achilles, The Odyssey begins with a statement of
its subject ‘;lhich is its hero; not aﬂr_x aspect of its hero, but its ‘ﬁero:

Odysseus.

]

Sing in me, Muse, and through me tell the story
of that man skilled in all ways of contending,
the wanderer, harried for years on end,
after he plundered the stronghold
on the proud height of Troy.
= He saw the townlands
and learned the minds of many distant men,
and weathered many bitter nights and days



in his deep heart at sea, wh:iie he fought only -

to save his life, to bring his shipmates home,

But not by will nor valor could he save them,

for their own recklessness destroyed them all —

children and fools, they killed and feasted on

the cattle of Lord Helios, the Sun, "

and he who moves all day through heaven

took from their eyes the dawn of their return.

Of these adventures, Muse, daughter of Zeus,

tell us in our time, lift the great song again.(i.1-10)

'“Th',e invocation alerts us immediately to the change from the IHadic
u.t? .

world, There is a greater interest in the individual; the individual is

the subject. A new order of conduct has been erected: one in which

valour cafinot save a life, in which wisdom is a necessity, in which the

gins of a man visit him with an im mediacy beyond human comprehension.

The-world -of Odysseus is vastly different from the world of the Trojan

War.« Achilles could not survive in this world; survival is the key to

this new order — "he fought only to save his life" — and Odysseus ié,

ultimately, the hero of surviving. 19

In the world of Odysseus, to-
‘survive is victory; to perish is defeat. If we may say‘ that the . Iliad

is a poem glutted »v:'vith de;th, Abd'th artistically and thematically,” we may
then say th,at the Odyssey is a poem flourishing with lfe. In its hero
rwe.ﬁi;d an indomitable will to live, a will which, we suggest, comprises
the.heroic code of the Odyssean world..

| The‘ means of surviving in the world of the Odyssey may appear
unheroic in light of the glory of the heroic code which the TIhadic
world posses_sed. Guile, practical wisd‘om, tact: ;:hese afe the tools of
heroism in the Odyssey.. The genesis of the heroic éode of the .desse.z
is the goddess, Athena, The Odyssey offers a vastiy éifferent"picture
of Olympus from that of the l}}gl_ During the Tfojan War, the g‘jods were

dividedv betwéen the Trojans and the Achaians; there was a definite sense

34



35

of factionalism, a sense of hatred  and revenge; a sense- which is quite
ir; keeping with a war which arose out of the mythic beauty contest
amongst Aphrodite, Athena, and Hera. The goddesses in the Iliad do not
forgive each other and each aligns herself with the faction which offers
the opportunity for the most harm to the oppoging goddess; ih most
.cases, Hera and Athena, as the ungracious runners-up in the contest, ' -
devise ways of injuring Aphrodiﬁe. A good example of sﬁch an attitude
is Athena's declaration to Diomedes in the fifth book; Athena warns him
| to avoid fighting "with ;he gods, but with pointed interest shg suggests
‘that it is quiﬁe acceptable .to stab Aphrodite (5.130-32). At the
beginning of the twentieth book of the Iliad the peét catalogues the
god‘s who enter the fray: five who support the Achaians, six who support
the Trojans. Olympus is 'divided. In the:' Odyssey, the gods are uniﬁed;
all admire Odysseus, save Poseidon. The fension bet ween i:he gods is
strangely missing in the O’dzssgx’ . One'oi:h:r difference bétween the two
epics is the absolute_ support Odysseus receives from Athena.

| A'thena, -in a .way, dominates thg Odyssey. She is Odysseus' guide,
Telemachus' savior, and I?gnelope"s gemus. Thus, it is through Athena ) \,\/
that most of the action of the Odyssey is execufed. | It is im portant to -
note Atﬁeria's patronage in the Olympéan assembly. ! She 'isthe patron
goddess of wisdom and guile. She herself bqasté to Odysseus, "My own
fame is for wisdom arﬁong the ~ gods — &;aceptions, - too"(xdii.298-99).
This epic is dominat&d by the two themes, wisdom and deception. The two
are th:e' basis for a n{ewf’u/nderstandingvpf heroism. Odysseus is given the
epithet "the canniest of men"(viii.151) and "the man skilled in all 'wayS'
of contending"(i.l). His hero:ismb is founded on guile and practical

wisdom. There is in Odysseus a thirst for knowledge which is indicative
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of a changing Greek .‘society. In the invocation Odysseus is introduced
as a traveller whose travels teach him the "minds of many distant men."
Th‘ere is an emphasis on knowledge in this epic which was entirely
lacking in the Iliad. Imidally, though, the ‘mo'st: mémorable aépect of
the Odyssey is the sense of guile inherent in the work ‘and thg hero. .

Athena is the patron goddess of weaving (vii.109-10), an octupation

which is constantly aligned with deception . Penelope eludes marriage
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for three years' by undoing at the loom at night Iwhat she had spent all "

worlcingw’bn (1.93-114).  Antinoos; one of the suitors — the most
ém, and the first to be str:uck down by Odysseus — calls
Penelope "ihiomparably cunning'(ii.88). Shf_a, Antinoos further notes, is
the reéipient of "Athena's gifts — talent in handicraft and a clever
mind"(@i.116-17). Penelope is given the epithets "careful," "pensgive,"

and "circumspect."20 She is a fit wife for canny Odysseus; on his return

home it is she who manages to test him, to make him betray his knowledge

of the situation of their bedroom. The weaving image carries beyond the

confines of the bedroom. Odysseus phrases his request . to Athena in

- terms of her specialty; when he asks: for a means of disposing of the

suitors, he says "Weave me a way to pay them béck"()dﬁ,386). Weaving,
‘whether in tﬁe confines of the bedroom or‘in the anticipation of battle,
is a recurring metapﬁor. :Weaving, aside from its symbolic value as a
form of deception, is a tactical art in 1tse]f It is a quiet, subtl?,v_
clever craft.. Compared to the craft of outright battle with its
simlplistic rules — kill or be killed — weaving contains a delicacy .of
touch. To weave, like Penelope, one must be clever. Odysseus is‘ the

consum mate weaver; his life, his re-presentation of himself and his

e
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world is a fabrication: "I am "Laertes' son, Odysseus. Men hold me
Cformidable for guile-in peace and war'(ix.19).

The Odyssey is itself a type of tapestry, with its interwoven
episodes and relations of past evénts. Professor Whitman has suggested
that the artistry of the Odyssey is a. shift from that of the _ll_l_f;l_d_ The
Iliad is a poem based on gédi’ﬁ etric art, significantly the 'art of
sepulchral vases; the O’dzssez is proto-Attic art; an art  which
demonstrates a . shift in the basic conceptions of humanity and its
contexts,?! It is an art which focuses "on life in all its variéty and
directness,”! It is-an art which, ike the woof on the loom, ‘is
reticulated or decussated with interstices between the intersections.

_'Athena, as, we have sé_en, shows Penelope and Odysseus the meanz; of
success by guile. Telemachus, like Penelope, is a fit representative of i
Odysseus' family., Athena comes to Ithacé m disguise ‘and suggests to \
Tele machus that'; the means he should‘ employ to rid the house of the
suitors is eithef- "outright or by guile"(1.296). Telemachus is a quick
study and, like his father, can fabricate a story extemporaneously; when
questloned about the guest he has entertained, he claims it was Mentes.

So said Telemakhos, though in his heart -

he knew his visitor had been im mortal.(i.420-21)
Tele machus has learned the essentdal craft of his parents: to c;“eate an
external fabrc which wﬂl.ever veil the internal truth The family
that lies together stays together.

Guile, 1n this world, is a necessity to survival and survival is
heroic. Odysseus, crafty and resé_urcefu], 1s the m aste: of guile. In ’
an interesting inte;'cha“nge with Athena we can see the im plicationé of

the relationship between the goddess and the hero. As Odysseus awakes
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after being deposited in Ithaca, Athena descends from -Olympus in the

form of a shepherd and desgcribes the land to the waking king. He

N

replies to her with an élaborately woven tale,

. . .not that he told the truth,
. but, just as she did, held back what he knew,
weighing within himself at every step
what he made up to serve his turn.(xiii.253-55)

As Odysseus finishes his tale, Athena, who has now c':hanged\ her shape to
a woman "no doubt skilled at ‘weaving splendid things"()d1;i4289),

)

addresses Odysseus ador.ingiy: A v

Whoever gets around you must be sharp

and guileful as a snake; even a god

might bow to you in ways of dissimulation.

You! You chameleon!

Botto mless bag of tricks! Here in your own country b

would you not give your strategems a rest '

or stop spellbinding for an instant?

You play a part as if it were your own tough skin.

No more of this though, Two of a kind, we are,

contrivers, both, Of all men now alive

you are the best in plots and story telling.(xiii.291-98)

One critic has remarked that ‘Athena so c]osély resembles the hero that
22

she is not so much a patronesd as she is an "alter ego." They are,

indeed, a credibly suitable pair.

The relationship becomes more credible yet. Athena, as the goddess
of wisdom, is the most fit Olympian to. guide Odysseus on his journey.
In a way, Odysseus' journey is an odyssey for knowledge. As we have
seen in the invocation, Odysseus learned the minds of‘foi'e.ign men. He,
moreover, learns from the magical world of Circe and Calypso and from
the mysterious world of Hades and the Sirens. Odysseus, as the

traveller after knowledge, 7is i:hé Viﬂmége wh;x:h Tennyson caught in his

poem "Ulysses." The persona, Ulysses, speaks:
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‘ . .« JLife piled on life

Were all too little, and of one to me

Little remains, but évery hour is saved

From that eternal silence, something more,

A bringer of new things; and vile it were

For some three suns to store and hoard myself,

And this gray spirit yearning in desire

To follow knowledge like a sinking star, 23

Beyond the utmost bound of human thought.
The search for wisdom is an aspect of a new heroism. And wisdom is not
gained but through pain. Thus it is that Odysseus' knowledge is gained
on the sea, which is the domain of the one god who is antagonistic
towards him. Odysseus' search for knowledge is as heroic, and as
passionate, as Achi'lleé' search for an understanding of his niortah'i:y.

Odysseus evé‘n%jdescends into the underworld in search of knowledge.
HIS main intent in Hades is to search out Teiregias, "forever charged
with reason even among" the deéd"(x.493). Teiresias prophesies Odysseus'
future  which, in a . way, represents Odysseus' gaining ~the consum mate
knowledge: about himself. Knowledge is also of great importance in the
meeting with Circe. Circe is a witch who can cast a spell on the body
of men. , When she metémorphoses Odysseus' crew they become "swinish pow,

" m Oly"\

though minds were still unchanged"'&x.Z&O)ﬁ Odyéseus m ust carr}.7
with him in ordf:‘.r to counter;lct t.:he effects of Circé. Moly, a herb
- which Mijtdn gives the éigrﬁﬁcance ofw"\grace in Comus, is a "holy force"
ig the Od‘zv ssey; it, Hermes tells Qdy‘“$eus, "will keep your mind and
nsés clear''(x.293). Moly is a gift which arms .Odysseus, mentally.
" Circe can metarflorphose the body, but the mind is out of her range. The
mind, thot\xgh, properly armed, can protect the body. Moly, in this case,

protects Odysseus from a porcine fate. The mind saves the body; it is a

heroic 'code not found in the Iiiad.
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The episode with the Sirens is sometimes used against Odysseus in
later tradition. The Sirens, Odysseus' detractors claim, are an example
of sensual pleasure which Odysseus could not pass without experiencing.
One modern poet portrays Odysseus as a pure sensualist — "flesh had
made him blind" — and uses the episode with the .Sirens to carry the
point. Robert Graves yrites, .

They multiplied into the Sirens' throng,

Forewarned by fear of whom he stood bound fast \

Hand and foot helpless to the vessel's mast,

Yet would not stop his ears: daring their song
He groaned and sweated till that shore was past.

24
The Sirens are conventionally seen as sensual temptresses but in the
Odyssey, as Professor Stanford notes, their appeal to Odysseus is
"primarily intellectual." 2 The song of the Sirens, as they themselves ;
claim, is a temptation to the knowledge-seeker. They sing,
Sea rovers here take joy
Voyaging onward,
As from our song of Troy
Greybeard and rower-boy
Goeth more learned. (xii.186-88)
The complaint against Odysseus' allowing himself to be "dared" by the
song of the Sirens is groundless; Odysseus, indeed, shows himself to be
especially heroic in this Texposure to temptation. Later tradition,
notably Milton and Spenser, will assert that such an exposure  is a
- necessary concomitant to hercism. " A heroism which relies on trial, "and

' is the heroism of Odysseus.

trial is by what is contrary,’
If our kdjscuss'xon of Homer seems‘to have in it an dimposed

Judaeo~Christian orientation — suggesting that Odysseus' heroism is ' of

the same substance as Job's and Chrigt's — it may be argued that Homer

f
does not at any time posit any implicit or explicit criticism of the
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heroic code of Odysseus. And there are implications that exposflre and
denial are co—existent in that heroic code, Odysse&s is referred to as’
26 " ,

"self-possessed"(v.437). © Teiresias admonishes Odysseus to '"deny"
himself  (xi.105), and Athena  admires Odysseus for his
"detach ment"(xd1i.330).  Trial, to Odysseus, is a requisite part of
revelation, either self-revelation or revelation of self to others.
Before he reveals his identity to his swineherd, his son, his wife, he
tries them. He maintains his secret identity so that he is able to try
his household servants; he says

But you and I alone must learn how far

the women are corrupted; we should know

how to locate good men among our hands,

the loyal and respectful, and the shirkers. . .(xvi.304-06)
Likewise, Odysseus, as he approaches his father whom he has not seen for
twenty years, ponders in his mind the means of revealing himself to his
father: .

The son paused by a tall pear tree and wept,

then inwardly debated: should he run

forward and kiss his father, and pour out

his tale of war, adventure, and return,

or should he first interrogate him, test him?

Better that way, he thought —

first draw him out with sharp words, trouble him.(xxiv.. -4~40)
Trial is a natural means of asserting what is true and what is false.
Odysseus, who fabricates an image of himself and _ creates a fictional
world around himself, does not allow himself to be duped by semblances.
Better, he thinks, to make a trial, to test gold by fire. Once again,
this concept of trial may be traced to the genial spirit of this epic,

Athena. Athena herself tries Odysseus and Telemachus. At the onset of

" the fight against the suitors, Athena encourages the father and his son.
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For all her fighting word

she gave no overpowering aid — not yet;

father and son must prove their mettle still.(xxii.2Jo-37)
The Odyssey is full of trials, some imposed by the gods on "Oldysseus,
some self-imposed by Odysseus, and some imposed by Odysseus on others.
A world which is woven in the mind is best tried to prove its mettle.

So far, then, we have suggested a heroic code which is based on
guile, on wisdom and knowledge, on trial as its basis. It is a heroic
| code which would have been frowned upon in the Iladic world.  That
world, however, was a world of mor"tality, where death was the dominant
spirit and acceptanc’g of death a heroic accomplishment. The Odyssean
world is a world of life, where living is an' accomplishment, The heroic
conduct of an Achilles would be futile against the magic, the guile, and
the wisdom of this world. And the poem makes an implicit comparison of
the two heraoic codes, -p]ac:ing in apposition, as it were, the heroism of
Achilles and the hercism of Odysseus. S

The purely combative ’hero — the hero who fights thé gods, as
Diomedes and Achilles do — is no longer a possibility. Odysseus does
" not undertake the new heroic code for reasons o;f ease; it is forced upon
m‘.m.. When Circe tells Odysseus about Scy]]é, the man-eating monster. who
will devour six of his crew,-he asks whether it is possible for him to

fight this monster. Circe replies,

.

Must you have battle in your heart forever?

The bloody toil of combat? Old contender, A
will you not yield to the im mortal gods? P
That nightmare cannot.die, being eternal

evil itself — horror, and pain, and chaos;

there is no fighting her, no power can fight her,
all that avails is flight.(xii.116-20) '
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Odysseus proposes the traditional heroism — fight and possible, death;
Circe, who knows better, suggests a new heroism — flight and necessary
survivdl,

The implicit comparison of Odysseus to Achilles is conducted
through two episodes, In a comparison of the two episodes we receive a

kind of conclusion to both epics. This proposition does suggest that

‘the Iliad and the Odyssey have the same author, an idea not prevalent in

present scholarship, but it does not necessarily rely on such a premise.
The author of the Odyssey needs only a familiarity with the Iliad - to
carry our point, an idea scholarship .;has never demnied. 27 The first
episode is the journey to the un%‘oﬂd. As Odysseus_ sees t:hé spirit

Y §

of Achilles, he says to him: .

But was there ever a man m lest by fortune’
than you, Akhilleus? Can there ever be? ’

We ranked you with the im mortals in your lifetime,
we Argives did, and here .your power is royal

among the dead men's shades. Think, then, Akhilleus:
you need not be so pained by death.(xi.482-86)

Achilles answers bitterly:
. . .Let me hear no smooth talk
of death from you, Odysseus, light of councils.
Better, I say, to break sod as a farm hand

for some poor country man, on iron rations,
than lord it over all the exhausted dead.(xi.488-91)

Achilles, it seems, is discontented with his fate. It is especially fit

that he mentions the idea of domestic labour in Juxtaposition to his
code of heroism. Odysseus does not shrink away from labour, domestic or
bellicose. His heroism has a wider range of activity. He can kill and-

he can reap. The visit to the underworld comprises the eleventh book;

Odysseus shortly after this scene learns from Circe the new code of
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: surv1val "all that avaﬂs is ﬂlght " He h’.ves accordingly; he. ;i\;es
By gm’le and w13dom, by tact anq pat:ience. Even w,he.nshe defeats Ixthe
'Suitors, he . exercises tact®'in his patience, ',waiting for the proper
maomeﬁr.xt to act, fighting the urge to kill each one' as he insults him.

The second episode with Achilles go]lows "the death of the suitors.
Ah“‘ Y dysseus and‘ Penelope i'fak'e love and he relates his hlstory to her,,
ch;plnts of the suitors flee to\Hades. They arrive in Hades and the

fnst spirits they meet are those of Ac}nlles ‘Phtroclus, Antllochos,

i
A_]ax, and Agamemnon — the first three the relics’ of the Trojan War, the

B V) ~

next two the heroes who could not a]ter theJr heroism to fit the - bw
~ code of surviyval after the war. In an mterestmg conversation between
. g . . %
Achilles and Agamefnon, an exchange which’ bespeaks a reconciliation

which had never truly been achieved on the. plains of Ilium, ; A_chilles'

!

heroism is ‘re-asserted. Agamemnon points, almost wi_stfully{ to the
sepulchral vase which contains Patroclus', Ant:ﬂothos', and Ac}ﬁlles"

: bones, ‘three heroes who d;Led heroic deaths a mortal brotherhood in
) \ Q

battle. Agamemnon then relates Achilles'. burial, | Thetls Achﬂles
goddess—m other, brought the trophles foi: the magm.flcent games fo]lowmg

the funeral. The muses themselves sang the death dirge:

1
4
LS

Then we heard the Muses sing
a threnody in Tifre“im mortal voices.
No Argive there but wept,°such keening rose
from that one Muse who led the song.(xxiv. 60—62)

L)

.y
HiE
o

‘And the final accla.lm was attributed to Achilles. Agamemnon boints it

. ~out %o Peleus' son: oo \ ) o

~

You perished, but your name will nevex‘ dle.

It -lives to keep all men in mind of honor : ' e

. — forever, Akhﬂ]eus.(xnyQZ-Q&) ‘ A W

A
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Achilles does not answer;‘there is no ‘need. Achilles died at the time
appointed"him, happily; because he could not fit in the Odyssean world.
-Agamemnon, who learned of his inaptlthde in the Odyssean world, ]S proof
physical (actually, his form is sp:ntual) and verbal to show Ach:]les
that he has perished in the fulness of l'ns time.

The two episodes with Achﬂles show an acceptance of each hero —
Achilles and Odysseus — of his as&gned her01c code. It is sxgm.ﬁu:.ant,a‘
that Ddysseus wins Achilles' gloripus armour at Troy.and loses it on the

-

way hom Lall vestiges of the old order are stripped from h;'m._. Naked he
arrives oni the vax;ioué'shofes which measure his life's 'odyssey:"g The .
twenty-fourth book of the Odgssey —_‘ one is tempted to say the ultimate
book,t.)f the Hoinérié\binary —_— conclu:ies the heroic codes of both herc;es';
‘and each is in his\\sphere. Achilles is dead, but his im mortal‘I name ,'
lives on- earth Odysseus is ahve, ‘and restless: he has Journeys yet to .
‘trave], tna.'ls yet. to surv1ve _As he says to Pgnelhpe,

My é\éar, we have not won through to the’ end.
M\One trid*— I do not know how long — is left for me

to see fulfilled. (X)GJJ.248—50)
The mortal hero has perished and occupies hls im mortal throne,. which,
p'aflladoxica]ly,a could only. be achieved through deat\h. The travellihg
- hero lives on, stll travel]ing,.a cho,rde’-\,whi»ch he- cah only at_:hieve by
sutviving. The old hercic code is fading; into thg horizon; a new heroic
code is at. its noontide. The 'poem endh thé way it bégan, Qith the
goddess Athena .stﬂl in dlsgmse‘ "still she kfapt the form ahd voice hf«

Mentor." ' -
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The -éacred Muses have made alwaies clame
To be the Nourses of nobility,
And Registres of everlasting fame,

28 .
To all that armes professe and chevalry. ' :
" From the “dmage of Achilles' ‘si.nging the tales of heroes to

Patroclus (9.189) to the final image .of the Muses gsinging the fame of

4

5]

Achﬁhs to all men for all time n(.xxiv.60—62), we can see that the bard
is an important aspect of heraism. In the Odyssey, the .ba_rd -Phe mios 1is
spared by Odysseus; His supplication shows hé has an understanding of

his ‘position:

My gift is song for men and for the gods undying.
My death will be remorse for you hereafter.
No one taught me: deep in my mind a god .
“ shaped all the various ways of life in song:
' A,nc]la}l am fit to make verse in your company ‘
the god s.(xxn.345—-49)

" “"The ,_oth : poet of ‘the Odyssey is. Dorrodocus;.thg blind bard of- the

Phatacians. His initial song is the story of "the clash between
Odysseus and Akhilleus"(viii.75). .Odyaseus will later cut a piece of
o v

pork and give it to the poet, claiming:

All men owe their honor to the poets — honor
and awe, for they are dearest to the Muse ' %
who puts upon’ their lips the ways of life.(viii.479-80)

Odysseus then aéks the bard to smg of the Trojan Horse episode, a Hme
g

when Odysseus' heroic craftiness was‘ at its utmost' power.,, The Trojan
9}
’ War takes on a new aspect in the Odzssex‘ it is not the mortal conﬂlct

which the poet of the Iliad portrayed It‘1s a subject of song:

"6’)

" That was’ a]?,gods work weaving ruin there
so it shoulﬂ 1#ake a song for men to com el(viii.579-80)

In the Aeneid, we shall see how Aene_as reaction to the song of the war

from which he is escépjné is part of the development of his-fode of |



heroic dolor. The poet, though, becomes a maker of monuments; his

vision of heroism is one by which future generations shall judge that

age. The hero, without a poet, is but a temporal thing. “As Hog/ag,e/

o
wrote: - T

'
‘Many heroes lived before Agamemnon, -
but all are oppressed in unending night,
unwept, unknown, because they lack
a dedicated bard. ?9

With Homer begins our ‘s
LN
- heroic poetry. And, as our -°

i ¢ ﬁo;«msm, but also with Homer

u)ss;p\n, of Virgil and Milton hopes

begins

to

show, all future heroic poetry rests on an acceptance, a tempering, or a

rejection, of Homer's vision of heroism.

E
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Chapter Two
The Burden of Piety: Heroism in The Aeneid

Thou that seest Universal
Natur‘lé moved by Universal Mind;
Thou majestic in thy sadness 1
at. the doubtful doom of human kind;
e
Virgil offers a unique perspective to our study; he conceptualizes
a heroic code ,different from that of Homer, and\L anticipating that of
Pante and Milton. It should be emphasized from the outset, however,
that we will not coﬁsider Virgil as either a diluted Homer, one who 1
- could not capt_urve the physical magnificence of Homer's hero~warriors, or
as a Christian poet before his time, one who made glorious the virtue of

} : :
. goodness but who could not forego the heroism of battle. Virgil is sui-

generis; he does accept Homer as hlS predecessor (what epic poet could
not?), but he does not servilely "Honﬁ%ﬁié" Roman history. The Aeneid \
is, quite sim_pvly,‘ a work with its own concerns, its own mwit‘ation

of hist:})ry, and its own heroic code. Virgil 1s, for us, a s;‘tﬁstorical
stepping-stone in the conception of hetroism. .Thl's, once again we must
emphasize, is n.ot to detract from his pwn poetic existence. Virgil is

not Homeric in toneﬂ or aphieve m.ent, nor, w<3 conjecture, did 'he af:tempt
to: be. Virgil's heroic code is, howevér, . delineated through an

exa mination »Of,,_tl"]e, Homeric heroic code.  Aeneas is juxtaposed, as it
‘were, with Didé and Turnus, ‘Who both exhibit Homeric heroic traits, to
show thé development of a new heroism. An examination of how Aeneas'

heraism differs from that of the tIadit'Lonal heroic code .will entail a

com parison of his actions with those of the characters who represent
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the' tradition. = These characters fall into place within the poem as
foils for Aeneas; énd the careful structure of .t;,he "Aeneid 1implies
Virgil's desire that his hero be understood in relation to the Homeric
hero. Our study, therefore, will attempt to delineate A:eneaS' heroic
code as it is revealed through his interactions with Dido and Turnus. A
study of Aeneas' heroic code, moreover, must needs exa mine cert:ain
developments_.'of his own character. It is, in fine, a heroic code which‘ ’
does point to a new development in the state of human culture. Aenéas,

2
one critic has noted, is, ultimately, a "civilized hero." -

I
Virgil'é epic, as we have strdngly suggestéd, is its own poetic
reéIJization;‘ its debt to Homer is formal, only: Historically, however,
Virgil has been viewed as ‘a'ri imitator of Homer, and not a good one at
N : :
that. If we take Henry Fielding's psychological interpretation of the
lengfh of the Aeneid as an éxample of reader ”response to Virgil, we may
see how the Roman bard has not profited by comparison with the Greek.
Fielding writeé: ’.
Virgil hath givén us his poe.m in twelve books, an argument of his
modesty; for by that, doubtless, he would insinuate that he
- \pretends to noe more than half the merit of the Greek.
Perhaps the best means of suppressing the view of Virgil as Homer's
shddow is dot to mention them in the same breath, This, though, l'sl
imposgible, for Virgil meant a comparison to be drawn betweer; his w‘c>rk
and Homer's. -
The basic structure of the Aeneid is based, as critics as early as

*

’ 4
the fourth century have noted, on the two epics of Homer. As Virgil

.commences his epic he sings, "arma virumque cano." Servius, the fourth



*

century com mentator on the Aeneid, suggested that this initial phréée of
the poevm states Virgil's intent: to sing of the Odyssean adveﬁtures of |
Aeneas in the ﬁmt suc books and to sing of the ]]Jadlc adventures  of
Aeneas in the last six books; thé "man," Odyssean, the "afrns," Tiadid,
There seems to be ample evidence to support Servius' observation. As

the Aeneid begins, Virgil's invocation smacks of the beginning of the
. \ . -

Odyssey:

My song is arms and a man, the first of Troy

to come to Italy and Lavinian shores,

a fated fugitive, harried on land and sea -

by heaven's huge might and Juno's endless hate,
harried by war, till he could found the City

and bring his gods to Latium, whence the race

of Latins, our Alban sires, and towering Rome, (1.1-7)

The "fated fugitive" (fato profugus) is "harried" on his journey, as was

another Qanderer, Odysseﬁs. The trip froma Troy to home was trearfherous,
éspecially in the case of Aeneas who left ;Troy to fé)und a new hame. The
seventh book has another invocation, one which sounds remarkably

IHadic:

+» Come, Erato, now! T tell of days long past,
of kings, conditions, times, when Latium first
saw strangers land in force on Western shores;
Tl call to mind how conflict first arose.
Blest lady, instruct me as I sing of wars
and wounds, of kings whose courage was their doom,
of Tuscan bands of all the Westland forced
to fight. My greater history, greater work,
I now begin. (7.37-45) 4
- 2
Significantly, this invocation is sung im mediately after Aeneas and his

. men steer thedir ship towards Italian land. Their odyssey. complete,
Virgil invokes his "maius opus." The first hai” of the Aeneid tells of

the odyssey of .Aeneas and his men; the.sec -d -:lf tells of the wars
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which they suffer in the founding of Italy. The Aeneid does, then, seem
a com posite of thfa Homeric worlds.

Virgil is not in the shadow of Homer, in t}he sense that Homer
oversﬁadowé Virgil's work; rather, Virgil is in the shadow of Homer, in
the sense that any poet who undertook the ‘epic form owed a debt to the
greatest of its practictioners. Tl'ns debt, however, is not one. of
emulation, for Virgil did . not att{empt to copy Homer ishly. Rather,
Virgil refined the Homeric \nsmn of heroism to fit the Roman ideal.
For an eloque_n't sfzt\ement of the process Virgil undértook,' we may turn

to the psychologist, Wﬁ@am James. Wheh he was, finishing his great

treatise on the Prinéiples of Psychology, he wrote to his brother Henry
James, "I havé to forge every sentence m the teeth of irreducible and
stubborn facts," ° Such, we may imagine, were Vlrgnl's feelings. . Homer.
was the poetry .of hercism. The centuﬁes had_pro&ixcéd no poet ’capable
of emulating or altering his vision. Rather, - hei‘oi\c: poetry waé
reiundént and reductive. Epic form was suffering from poér poets with
poor vigion. Vlrgll, -when h.e : 9:;";;3 to ' write his epic of Italy, took
Homer's genre (so, we think, ' it will evevrv be Known), not to show that
Homer is Virgil's model, but because Homer isv _heroic poetry. That is
the stubborn and irreducible fact Virgil wouldb have to overcome. How
does one refine the raw >genius of Homer? Vlrg:LL :ve suggest, attempted
to do so by various means. He portrayed Homeric epispdes and character
types in . different gituations. By .  altering the perspective, | Virgil
cov;xld define his own heroic vision. Syr;xbolism is another means Virgil
offers: to sho.w the metaphysical heroic code through a metaphysical
poetics. ~ Finally, Virgil imposed one overwhelmin’g metapho!lﬁch shapes

his work, a metaphor which Homer's art did not make explicit: the birth



of a nation. Virgil, then, to state it in its baldest terms, uses
Homer; but how he uses Homer is what makes all the difference.
' : u
Virgil's art, we have stated, relies on a base of symbolism,

Professor

oschl states in Virgil's art "the symbolic content dominates

the con rete."'6 There is an essential core of metaphoric dimension
which/ marks the Aeneid's im‘-plici.t universa]:i‘izy.7 The tale of Aeneas is
the e of many things; it is the story of Italy, f:xrst and foremost,

but if is “also the story of Every(Roman)man's suffeﬁhgs, of how one

Virgil an er of Italy, the ancestor of Aeneas: the Aeneid presents
a portrayal of the "Augustan hero." And it does so in juxtap._osition ,
with the traditional Homéric hero. |

An - examination' of how ergll uses Homer will demonstrate the
différence between their two visions. Virgil,off’%ers episodes which
reflect like episodes in the Iliad, and characters which h.av,e their __-
prototypes 1n the Iliad. ergﬂ's use of these motifs shows hlS

tempering-of the Homeric vision of hercism. . ’

I

Two episodes crucial to the Aeneid are the Dido episode and the
Turnus episode. Each ‘is taken from one of Homer's epics; the Dido
episode 'is Odyssean, the Turnus Dliadic. Through Virgil's treatment of
each episode we m.ay see his concerns; and the development of his heroic
code.

The story of Aeneas and Dido has been, historically, the most
‘ popular episode in the Aeneid, usually, however, for the wrong reasons.

Tradition has made Aeneas' and Dido's love affair something m ythic,

-
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something romantic in the extreme. Virgil's treatment of the story,
however, does not suggest that it be taken as anything romantic. On the
'symbolic level, Dido represents a hindrance to the achievement of

Aeneas' ultimate destiny, the founding of Rome. On the physical level,

the affair with Dido is the story of an "amorem infandum"(4.85), a "ove -

abominable," a love which does not establish, but breaks, bonds.

i

Aeneas lands on the shores of Carthage in thé‘ first book; the 7'

second and third books relate all the events preceding that time.
!

‘Aeneas relates the narfative of the fall of Troy and the various ports.
at which he has tried to establish Italy. The fourth book begins - with
the revelation of ,_;;Dido's’: love for Aeneas, a love, not unlike

Desdemona's, based on a tale well told.
.My story ben_ng done,
She gave me for my palns a world of sighs.
She swore, i' falth1 'twas strange, 'twas passing strange;
'"Twas pitiful, 'twas wondrous pitiful.
She wished she had not heard it; yet she wished
' That heaven had made her such a man. She thanked me;
And bade me, if I had a friend that loved her,

I should but teach him how to tell my story,
And that would woo her. 8

So well told is the story, indeed, that Dido begins to think of
betraying her firm bond to her dead husband, Sychaeus. She begins by
asserting to her sister, Anna, that bond in terms which leave no doubt

as to its étrength 'ani mo fixum 1mmotumque"(4 15). The mﬂammatory

love which holds her, though causes her to weaken her: staunch fidelity.
She claims that she might be able ("potui') to succumb to this one sin:

"succumbere culpae'4.19). Culpa, it should be noted, is used four

9 .
times in the Aeneid, half of those occurring in the fourth book.  Dido
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awakes out of this reverie and asserts that she shall remain faithful to
the memory of Sychaeus:

But, oh, may the earth gape wide and deep for me,

.or the father almighty blast me down to death,

to the paling ghosts of hell and the pit of night,

before I play honor false or break her laws.

The man who first knew union with me stole

my heart; let him keep and guard it in the tomb.(4.24-29)
Dido, at the end of her speech, has asserted her ﬁde]ity‘ to Sychaeus.
Anna then gives advice to her sister, and it is advice which tempts Dido
to succum b, Anna's argument sounds like a Horatian carpe diem poem:
"why squander youth on endless, lonely grief, /. . .without the gifts -
of love?"(4.32-33). Anna counsels the use of deception, and tloes so in
the most Odyssean terms. "Weave (‘innecte") tissues of delay,” she
offers; the reader familiar with the Odyssey would have undoubtedly
picked up on the ailusion to the gulle of the Odyssean world. Anna's
rhetoric is persuasive enough to affe;;\Dido, who consequently succumbs
to this culpae..

This scene between Dido and her sister is an example of the

delectatio morosa motf, the lingering thought which precedes a lapse in

proper behaviour. Dido begins with a lingering delectation oﬁ her love
for Aeneas, punctuated By her acknowledged "ability" to éuccum b. She
résolves to abstain from this ability, invblcing a curse upon herself if
she does not. Anna renews the delecation by offering advice of means;
and, ultimately, Dido succum bs:

Such talk inflamed her heart with uncurbed passion,

gave hope to doubt, and let restraint go free. (4.54-55)

The motif of delectatio morosa, as will be seen, plays an im portant role

in Paradise Lost. In a way, the motif has also been evident in the
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_I_l_i_a_(l,kin the case of Odysseus who had to overcome the self-suggested
te mptation to flee the battle.

Dido, then, falls madly in love with Aeneas. Her love, though, is
not a carefree, giddy type of love. It is profoundly disturbing, both -

to herself and to her country. The work of building, of establishing,

-
5
.

of defending, Carthage stops:

Her towers grew no taller; her army ceased

maneuvers and worked no more to strengthen port

and bastion for war: work hung half-done, walls stood
huge but unsteady; bare scaffolds met the sky. (4.86-89)

Carthage has, as it were, come to a standstill. This is symbolic of the
, wor’li\o\f founding Italy as well; it, too, lies "half-done."

I~
TRe marriage between Dido and Agneas is also marked by symbolic

m eaning. Initially, the poet tells us that the day was the genesis

evil: "ille dies primus leti primusque ‘malorum / causa fuit’ 59-70).

With that ominous signal, the marriage is, perforrd ed. It s,
significantly, a marriage of nature; the bride's attendants are Juno and
Eartfl; the witness is lightning; and the Nymphs of the hill perform the
nuptial moaning (4.166-68). 8The marriage ceremony is conducted in the
foreground of a raging storm. A storm, it will be recalled, also threw
Aeneas and his ships at Carthage. The bond .between the couple is
natural, which Professor Bowra suggests is not the legal Roman wedding
and, as Aeneas is "already a typical Roman," the marriage would to a
degree be invalid to Aeneés.lo'lt certainly is not invalid to Dido; she
refers to their marriage not less than three times when she im plores him

not to leave. Aeneas' answer, though, reveals that he considers their

bond not binding:
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But now to the point. I did not mean (believe me!)

to slip away by stealth, nor ever feigned

the wedding torch, or made such league with you. (4.337-39)
The bond is natural; there is no denying that, But Aeneas is bound to
another spouse, his destiny. And nature is no reason in the f;‘géée of
that matrimony. This is not to Ai'mpose a  seventeenth—century ,
contradistinction between nature and grace on a work of an‘epoch that
did not hold those beliefs; but throughout thg) epic Aeneas has to will
himself out of natural actions: he mustt labor when tired, travel when
weary, live when death is his desire., He must gi\lre up all his natural
bonds,‘save one. Nature is, in a sense;, an enemy of Aeneas' ultimate
destiny, his graceful calling, \
Indeed, when Aeneas is subjected to Dido's pleas, \\G6d ‘and Fate act

in his defence: "Fate blocked the way; God closed his ears to

pity"(4.440). The book began with Dido .forsak:ing her rigid pledge, her -

"animo fixum immotumque”; Aeneas ends the relationship by, reverting that

lapse: "mens immota manet'(4.449). " Thus ends their - 'J:mgrobe A

"Amor"(4.412). There remains only Dido's vengeance to be shown, and h%r

heraic death: o *f

T've lived, and run the cqurse that fate assigned;- -
my shade now "goes in glory beneath the earth (4 653—54)

" Dido dies, however, before her fated course has been run:

;“i
H
(For not at her earned and fated hour she died, g
but in a flash of fury, before her days:
Proserpina had not yet cut the lock
from her head, nor sentenced her.to life below.) (4. 696—9?); ‘,:

What are we to make of this breach of fate? Is this a syem )01* of how
Dido's and Aeneas' love may have been achieved despite his clai; |

necessity of fate?  Rather;, it seems that Dido is a tem’
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greatest temptation of the first six books, obstructing Aeneas' destiny.
Her 'death shows how she has averted the digine will; the founding of
Italy may have well been that divine will she averted. ‘

The Odyssean background to the episode is im portant. Odysseus was
also tempted by women on foreign lands, and he, as well, had to forego
their pro;ferred love in order to make his way home. Circe, ‘(Ca.x,lypso,
even, to a degree, Nausikaa, are te mptations Odysseus has to reject Efor
his own hearth, for his own destdiny. And, as we recall, trial is
all<im portant to the Odgssez' . Likewise, Dido represen& a temptation, a
temptation to which she herself has already succu mbed. The scene
between Anna and Dido"now takes on an added significance; it may have
been the int'erchange between»Dido and Aeneés if God had not shut his
éars.

On the political allegorical level, Dido repxl‘esents more than juét
a temp’:ation to confound the discovery of Italy. She is a type of
Cleopatra, the queen of Eg};pt who had so profoundly disturbed Romah

11 U ®
politics for decades of Virgil's life. The "}s{mi@hies of the two
- North African queens are remarkable: both are driven from their heritage
S
by a«:ubrother, both fall in love with a Roman (Aeneas being the original

~

v ",-"‘.l.Roman), and both commit sucide. Perhaps, Horace's ode may serve to

. demonstrate the fervour Cleopatra stirred within the Roman breast, and

?

the heroic status she is given at her death:

her fallen palace. With fortitude
she handled fierce snakes, her corporeal:
frame drank in their venom:

Her face serene, she courageoudy viewed \

resolved for death, she was brave indeed.
She was no docile woman but truly scorned
to be taken away in her enemy's ships,

=



deposed to an overweening Tnump
This is the conclusi,on to a 'poe m, that began with a call to rev'e]ry
because. the "crazy queen" and "her po]luted train of evil debauchees

have been/defeated Did’o maj\not be an exp]lmt Cleopatra-type, but the

N

im phcanons are there in V:.rgll's treatment of her. AT
[ o

D:Ldo, moreover, represents a type of heronsm as we have seen, she
kills herself her01caIly, in her death achlevmg an ultimate v1ctory in |
“defiagce of fate, hero:ism, then, is a. nice Juxtaposu:Lon to

) Aeneas . Dido is the type of the egocentm: hero, who: lives life fm
. glory (Dido s death wish is "glory beneath the earth"), and whose* glory

' rests on her ability to injure and to destroy herse]f and others. In

* :pain, she re]ieves herself *with . a natural response (albeit, a somewhat

tainted nakural .réSpolnse) In‘l contrast, Aeneas canpot - relieve hlmse.lf
/\y self—-slaughter' lns response must be super-natural, he must overcome.
his desxre for rest and death in order to carry on his asmgned work.
Dldo is the second in an mteresting tn'logy of Aeneas' spouses.
" Créusa represents the. old order' she is Aeneas' Trogan w1fe, the __wife
who, ]J_ke the CJty, is lost. It is Creusa ‘ who returns to Aeneas in a
p dream to tell h1m of his destined wife, the Itahan Lav:maw Dido is
the\ second wife (m her eyes), the w1fe who repr‘ésents the natural love |

- the travel—weary Aeneas would hke to have. Thus, D1do offers Aeneas a

-

restful ease: _"Now they were warming the. winter with  rich

,exohange"(4.193). Theirs' is a marriage of nature, and one, like ‘all
.natural‘ responses, wh:i,ch Aeneas " must reJect for his destined

res'ponmb:ﬂity. Lav1ma is the third w1fe, the one who represents the

R

u]nmate destiny of the hero. ‘Aeneas, as the invocation has made clear,

“ must land on "Lavinian shores,” must fight Lavima's suitor, and must

4.

3

hl? T

\
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" marry Laviri}b\»k And it is.all a chore. There is no hint that he . loves
Lavinia, oy that she loves him. Rather, she is dismayed at the loss of
Tumu,slas a fiance. Like his dest:fny,. we never see Aeneas hug ' Lavinia;

like that with his destiny, it is a cold, supernatural rela

Aeneas, like the hercic code he illustrates, is -dig

¢omparison with the hercism Dido represents. He egocentric

heroism, a code of glory -abo/ve all, and a g,].ory"*’e‘cha‘:eved b)‘r ‘persenal+

aetjnn in the face of fate. Aeneasis tf;e ‘hero whose fame is achieved -
by sub mission to a hlgher will, a glory of national proportions.  He
does net fight fate; he is its agent. His hero:'sm,‘ in \juxtaposii:i.orle' to
Dido's, is ene of disinterested responsibility. Always there is a

. larget‘u,‘m ore -il'IIl portaﬁt. cause compe‘lh‘:ig Aepeas than that of personal
glory. Personel glory will ultimately be his, but -at a cost he would

ﬁot natgfé;lly wish to pay. From tlie' egoeentrjcity of . glory .and

mortality, which characterized the Homeric hero, we have a new ‘heroism -

of ethnocentricity and genesis: the birth of a new ‘country.
T
e .The partﬁ;itjon of 'Ita.1y> irivolves Aeneas' finding the proper wife.

Ny U\' -%geusa is the Trojan figure, like Andromache and Niobe; Dido the.foreign

S

temptress, like Circe and Calypso. ‘. Lavirﬁa is the TIralian spouse

- ”de’smﬁy has pfOpoeed Wlth Lav1ma our study "approaches the second
eplsode through whu:h Vlrgal refines the Homeric heraic code.
When- Aeneas makes his catabasxs in the: sucth book, Deiphobe,

priestess of Apollo, prophesies his future:

&

My 'son, you have passed all perils of the sea,
but gshore still worse await. To Latium's land
N the sons of Troy shall come (th:socare d:lsmgss),

' i N ‘ 4

Kl
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N
but coming shall find no joy. War, terror, war,
I see, and Tiber foaming red with blood.
You'll face a Simais, Xanthus, Gree engampeﬁ
in Latium now.a new Achilles liv&s, ' :
‘he, too, a goddess' son. . Troy's burden, Jungg . .
will never leave you; humble, in need, you']l pleadr
with every Italian tribe and town for help.
Cause of disaster again a foreq_gn bride, ..
"a match with a woman not of Troy. (6.83-94)

Deiphobe's prophesy d.jlvides the Odyssean adventures — "perils of. the.
sea" — frbm the Iliadic adnentutes — "War, terror, war." The ' sixth
book is the island between the_twoA halves, in. which Aeneas, now fully
matured and ‘.cogru'zan’t ofq“his‘fate,- ;ests before he becomes 'the hero of
Virgil's "greater work." The images of. the Iliad are explicit: the
rivers:of Troy, the Simois ’ and the Xanthus, the image of encamped
Greeks, the figure of a "hew Achilles,” the im m'ediate cause?‘of.the war,
agaln a an bride." It is by altermg the perspective of the Iliad ‘
\\that Virgil is able to insist upon his code of heroism. The new

Acthles' homeJand is the battleﬁeld; his fiancee is the prize. So,

Juno refers Eo Aeneas as @ new Paris, a stealer of other mens wives and

' .

*a hero under the tutelage of Venus (7.319-20). We can see that the myth '

of the beauty contest ‘between Hera, Aphro_dlte, and Athena — now, Juno,

Venus, and © Minerva — stll .'plays an all-im portant \ réle in - epic

tradition, The a]tered perspeetlve gives Troy a sort%j%% revenge, the

:“? E

|
new Achilles will fall at the hand of a new Paris, but the - ultlmate

?

outcome will be a TrOJan v:u:tory, their last before, they give up the.lr o

¢
nationalism in favour of their new Latin hem:age.

. 13
(Turnu_s, critics have noted, is a blend of Achilles and Hector.%

For o%u- purposes, the debate about whether he is more; like Achilles or

Hec,toLlis relatively unimportant. He I:epresents Homeric heroism in its

‘ ¥ : . 4 a
physical glory. If we examine his Achillean stature and his Hector-like

&.
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,war"(9.51,53)._ Indeed, Turnus compares hlmself to Achﬂles when! he

8

- thereby mak:ng a senous tacthal error

qualities, and examine both in juxtaposition~to Aeneas, we will see a
distinctly new heroic code in the comparison. ‘
\

Turnus, having been inﬂ_axm'ed' by Allecto, becomes Achillean in. his

wrath:

He raged, bloodthlrsty, murderous, mad for war
ruled by his anger. , .(7. 461—61)

The same qualities of hercic anger — the. snbject'_ of the Iliad — that

* made Achilles heroic are characteristic of Turnus. Turnus, moreover, is

the initiator of battle; he ‘saysv of himg.;eg_f,'lf'ﬁri mus in hoste m," and, his

EP

spear throw is ‘the pnnc;.p;.um pugnae - .the "first aq.ﬁ‘. of

B

" taunts Panda‘rus thus' 1 "Te]l Pmam that here YOU found Achﬂles

\

t00"(9.742). . And Turnus recogn:u:uon of ‘the cost of glory JS Ach:llean @
Y= ) ‘ T

"Let me, bartt\rr death for fame"(12 49) S ‘ ‘.f\»\ R

\ . cL . o

"t‘chqracter of Turnus. He, like. Hector, attempts to burn the ships of the

\ 4
Fig

Yo

. ’glory rather than a]low1ng his natlon to w1n. . As“ Turnus has broken .

‘ through the gates of the: TrOJan ‘cam p, he conmnues to ﬁght for glory,

The Tro_]ans in terror turned and ran away. ,
. Turnus had won!" If he had thought just then
' ito break the bars and let his men march‘in, - °° L
-, the ‘war — and a nation, too — had that’ day ended.\ - \ -
: 'lBut folly «and blood-lust drove him madly on PR T A
1 agamst r_he enemy ranks . 756—-61\3 Lo

J: g ,mto sea nymphs ‘as he

w1shes 1t to be (9 123a-34), Hector, as we ?eca]l, a130 mterpreted {

Turnus mterprets the m:racle of the ShlI* T

‘mnracle-; as he | wlshed 1t to be : "One b1rd sign is t;est'. to ﬁght tm

o R I
> . . . . . A -

) There is also however, 5‘a strong resemblance to Hectaor in “the"

" énem-y leewnse, he makes the m:lstake in batt]e of ﬁghtmg for h:Ls own,‘ Y
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" defence of our country"(l_]_.l_g__ 12 243), In the'case of Hector, Polydamas
is the force of reason who suggests moderatLon and is threatened by the |
ragmg Hector. In the Aeneld, Drances isthe reasonable foil to Turnus
(11. 378—82) As Turnus slowly comes to realize that his fated hour has

ipl e, he qtands and addresses his sister:

z\“ ) N .

" And now — the final blow! — to stand and see

~.our homes destroyed and not prove Drances wrong‘7
éhal‘l I turn tail — this land see Turnus run?
Is it so bad to die? Ghosts of the dead, )
be kind to me, gince heaven has turned away.
I ¢ome to you a soul untainted, clear ‘ .
of ‘the wrong done here, I shall not shame my fathers. (12. 643—#9) U

The 1ta]1cnzed line is almost a d1rect echo of Hectors last stand as he
reahzes that Polyda r?ae}'was nght Q_l_l_a_ 22. 100). Turnus demonstrates
the,sa me ‘patnst:ic (c’c“mcern as did Hector' " shall not shame my
fathers."™ The fmal stm11es attnbuted to Turnus (Le the image of a
frightened. stag) are echoes 'of the prey-similes Homer gave to  Hector.
Finally, the‘fs"ame. image of “th’e warrior'a life as the prize is offered:

TR ‘LI‘ . .. .this was no foohsh game
for pnzss. Turnus hfeblood was at stake. (12. 764—65)

: ‘This 1mage. may be compa{ed to that in the Illad 22,160—61. Turnua does
: ;‘seem to be more of a Hector—type than an Achnlles—type, but that is ‘not
~the im pom;ant pomt 1 The hero1\c code by whlch both Hector and Achilles
11ved is now in its dechne

Turnus fmal moments are tortured and febnle he approaches the
only conclusmn 'h].S like- can: have the 1og1cal — but destructive —_—
"conclusion of the her01c code by whlch he lives: |
Bewildermen’t of 1magés atruck ther hmm'd |

; of Turnus; he. stood and stared vast waves of shame,
7 madness, and ‘SOTTO W 'surged up in his heart,



and love guilt-ridden, and courage that knew no doubt.(12.665-68)
Deaﬁh, he proclaims, is the vict:or; and'. death, as we have seen, is the N
vic;/tdr’ in the Homeric heroic code: it IS the index, the I(:rux, the
~uﬂﬁmate element of a ijfe lived heroically. Turnus wrenches one more
fevéi’éd"’é’fféft out of his heart and 1eabs to sure death:

Death, sister, has won — yes, Death. Don't-stop me now.

I follow where God and heartless fortune call. ~

I'll follow Aeneas, I'll bear the bitter pangs,

T'l die. -You'll never see me shamed again.

Madness? Let me be mad this one last time! (12.676-80)
Turnus dies the fit death for the life he has lived; he, to quote
Milton, "heroicly hath finish'd / A 1life Heroic"(SA 1710-11). To be a’
hero, Turnus must die "the death of honor on the ﬁeld"(1/1.647.). With
, ..heneas' spear, his "ance freighted with death"(12.924),vh Turnus' .'heroic
fame is achieved. .

kTurnus may be .portrayed a mbiguously, that is as both a H‘ector—-type
and an Achilles-type, to show that the Homeric heroic code of mortality
i.% surpassed, whether from ‘the point of view of the defender, Hector, or
the attacker, Achilles. '~ Aeneas is Trojan like Hector, and he is an
attacker like Achilles; and yet, his heroism is’ different from both.
l}efore, though, we ' delineate Aeneas' I'hc;,roic " code, we may note the
differences between him anq Turnus. - For Turnus,ﬁ Lavinia is his lover,
his physical briéle. For Aeneas, Lavinia is the.' ‘mo‘ther of Itély, theb
eponym of the shores of the land he must found. Lavinia is, as it were,
transfor med fro‘m,’a bride into a ‘symbol of a bride, She becomes the
third wife of Aeneas, the national bride Qf a . natignal h'ero, and -the
déwry is the nation. We are never allowed to infer any sort of love

between Aeneas and Lavinia; wgyare not even sure that fhey meet.
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Turnus, like Dido, represents an egocentric code of heroic conduct..
Glory ‘echieved by death is the ultimrate aim in his heroic life. Even at
the cost of national vict.ory, as we heve seen, Turnus is compelled to
»gloi’iOus action. Aeneas, quite in juxtaposition, is the national hero,
the hero who lives his life for the glory of his country; in this case, .

the founding of it.

v
Aeneas, then, in juxtaposition to Turnus and Dido,‘reyeals a heroic

code which is not egocemrjx:. The glorious code of the Iliad is not the |
vocation of Aeneas. His is a <code of self-sacrifice, and it is a code
with much pain involved. The paLn is, moreover, tno—fold: the pain of
the fnture and the pain.of the past.

Aeneas' odyssey to found Italy can be described only as being
'painful'. "Dolor" ’occure"some forty times in the Aeneid. The poem is
,predominantly sad, and it is a sadness which is Brofound. Aeneas  must

hide his inner torm ent as he cheefs his crew on the painful voyage:

'This isn't the first time, men, that we've known trouble!
We've suffered worse, and God:will end this, too!

You sailed close by those cliffs where Scylla raged

and roared; you saw the Cyclops and his home

on Aetna. Take courage, now! No fears nor sorrow!
Some day these meémories, tog, will bring a smile. .
Whatever may happen, whatever perils we face,

it's on to Italy! Once there, we'll rest.

So God reveals; there Troy must rise again.

Hold hard and save yourselves for better days!' (1.198-207)

Aeneas suffers the pain of knowing his fate, of pursuing the design of

destiny. ,This is the éa.m vof the future,-the pain of knowmg ‘the

"

future. His knowledge, though, is no ca$ of relief; the knowledge of
-

‘
L I &

fate is not conco mlr_ant with a relaxed sense of responmbﬂlty ‘Rather,
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this knomledge, perhaps all knowledge, is the cause of greater pain,
- greater fear. .So, we may see that Aeneas ’hot comforted by his own
assured statements to his men:

These were his words, thoughihe was. gsick with care.

He forced a smile and kept his sorrows hidden. (1.208-09)
It doés not seem to be an exaggeration to say, that Aeneas suffers ‘the
passion of propﬁetq‘, the pain of wait;ing for, of knowing, and of
carrying out, God's will. Tt is the pam Ma,]ton demonstrates in the Son

in his Paradise Regained the pain of wa:unng for the fulness of time.

+ This is basically the pomt T.S. Eliot makes when he calls Aeneas the
"original Displaced Person," the pious man in the sea of ev:'L .the
fugitive of his obh‘terated society. 15 The pain of leading men into a
promised land is“the pain of the patr;archs, the paim of Abraham.-16 And
all these pains are suffered by tﬁe servants of God, and by this title
Aeneas is best described.

There is a theocentn'.city in the Aeneid which antedates Milton's
conception of hercism, but which is a definite departure from Homer's,
Achjllee tries to def; the wi'll of God when he wishes to live a life of
. anonymity.‘ Many of the battles are fought WJ.thout the supervision of
the Olymp:lan deltLes. If there 1s a senge of fate in the Homeric
vision, it is a temperate one, one in vwhlch the glory that is man ‘15 not
confined. There is room in Homer's poe@s for the “heroic actions of
heroic men; which is not to say there is r‘i‘o sense of ‘f.ate. T.h“e epic-

P

.form has always had the equipagxe of the deus ex machina. Achi'lles',-

fate, as we pomte;é out before, is not 'his to choose, although he
believes it is. From A;«l‘[ﬂieg perspecuve, free-will is not

.__o"v'ermhelming. A\{neas,}hﬁugh JS a sub_]ect of destiny. - From ‘the
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perspective of the reader and, more importantly, from his own
perspective,. he is called by fate to a vocation he knows only too well.

In the final battle. with Turnus, there are three H:Lnstances in which ,
the sense of fate with which Aeneas is blessed is made explicit. Aeneas
has just been injured and he goes to'lapyx, the follower of the "'mute
inglorious art." The famed doctor works, but "in vain; in vain he
worked"(lZ.AOB). Yenus, then, descends with a stalk bf dittany ana dips
it in the jug of water 'from which Iapyx 1s washing the wound.
"Unwittingly," Iapyx washes 'ﬁhe wound with this infusinnrand cufes it:

"occulte medicaps'(12.418). Iapyx recognizes that destiny has cured

- Aeneas:

No human power, no skill was teacher here;
you were not saved, Aeneas, by hand of mine.s .
A greater — a god — directs you to greater deeds! (12.427-29)

The second .insté};ce is in the strategical plans Aeneas carries out.
Aeneas is try%ng to flush Turnus out of the fray,awhen sud""d‘enly Venus
sends him t.;he idea of marching straight to the city walls. The idea is
quite in opposition to the means Aeneas had been pursuing: "At onc'e a
bolder stratagem stirred his pind"(12.560). The th]'rd”instance is in
the final battle itself. Aeneas' spear has penetrated a tree, a tree
the Trojans have cleared without thought of its holy significance, and
remains im prisoned by the tree's tough roots. Aeneas strains to release
his spear, ';fbut all his effort could not break the clench / of  oak-hard

wood"(12.782-83).  Finally, enraged at Juturna's support of Turnus,,g&

&

Venus wrenches the spear free for the hero. The three ,episodgs»,'“nzeﬁf

Va
a

indicative of Aeneas' calling, his heaven-sent ‘mission.

L4 . \



With this vocation comes a new heroic code, a code different from
any prévious. Aeneas, as we have seen, is juxtaposed with Dido and
Tugusin his heroic. conduct. His hel;s been a heroism- of concerns
nationalistic, not ‘egoéenmc. He cannot, like Dido, die in a fit of

giory; he must live. ‘He cannot, like Tumifs, rage madly in the  bloody

battle to gain his 1ové1j bfide; he must be composed and gain a symbolic .

bride of Italy. Aeneas' heroism is, ultimaf;ely, a heroism of piety, the

adjective ‘'used to describe Him nineteen times in the poem: '"pius."
Pietas, though, does ri“?t mean simple "piety"; it implies an attitude of

punctilious observance of the rites to the gods, of;{ obedience to the

17
will of the gods, of agency in the service of the gods. Piety, though,

I

does not’ constitute hercism in the Aeneid; there is still required

y divine sancton, vocation. Rhipeus was the justest man that lived in

=y

“Troy, and "yet heaven-forsook him'(2.428). Panthus, Aeneas relates, was
profoundly pious; yet, "not all your piety, / Panthus, could save
you"(2.429). Piety, despite these two cases, is the hallmark of .the

I
Aeneid. As Helenus says to Anchises, the father and subject of Aeneas'

piety:\:'_g ‘felix nati pietate,"” '"blessed in the goodness of your
sbri"(3.4\80): Vocation, in the case of Aeneas, the ultimate hero of Troy
.and the oﬁgind hero of Italy, is the antecédent premigse which is
fulfilled through pietas.

-This heroic code ‘of'Virgil reqm’i‘es piety, but it also constitutes

a degree of pain. Dolor, as we hdve noted, is one of the key words in

o : . 18
the poem; one critic suggests that it is the key word. - Certainly, the .
Virgilian heroic code, as exemplified by Aeneas, is punctuated, by  pain.
It is.a torment, not unlike Odysseus', the affliction of thé floundering

hero. But it is also more. It is the pain of self-restraint, of
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fighting his natural urges, the urge to love, to fight, to die. Aeneas'

is a heroism of suffering and a great part of the suffering is fighting
the urge to return to the old heroic code. This is Cthe pain of the
past, the pain of not being able to return to the past. He is a hero
because he can transcend the heroic code of egocentricity. It is
painful because it is the only heroic code he knows. The Aeneid is,
then, an education in a new heraic attitude.

Aeneas has had to resist lapsing into codes of behavior which were
acceptable in his previous actions. He suffers the anguish of desiring
death in the storm which ravages him but will not allow him to die. He
calls out to a heaven that has giveh him this hard task, the chore of
living:

The heavens thundered; lightning crackled and flashed;

wherever men looked they saw the face of death.

A chill swept over Aeneas; his limbs went weak;

he moaned in terror and stretched his “hands towards heaven,

calling aloud: 'Oh, three times, four times blessed,

those men who died beneath the walls of -Troy,

watched by their fathers! Oh Diomede, you bravest

of Greeks, why could you not have spilled my life

on Trojan soil? Why could I not have fallen

where Achilles laid Hector low, where tall Sarpedon

lies; where Simois rolls beneath his waves

the helmets, the shields of heroes, and those brave dead!’

(1.89-101)

The code of heraism which Achilles, Hector, Sarpedbn exhibited is the
code he knows, and that code rests on mortality. This is a new pain to
& . ’ ‘
which Aeneas is subjected: the pain of living, the pain of loss. Aeneas
" cannot grasp the glory of the past, as he cannot grasp the ghosts of his
. J
wife and father. They slip away as the wisp of a dream; he is left "to

suffer life. Aeneas, though, in his suffering, and it is great, founds

a country and a new heraic code, of which part is passionate suffering.
- v : :
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Just as he cannot hug his first wife and his father, symbols of his
past, he must hug the only bride given him, his destiny: the future is
all. Every bond Aeneas has, save one, is broken by the end of the pbem.
He loses Creusa, Dido, Anchises, Pallas, Troy, all the symbols of the
past; the only bond still intact at the end is with his son, the only
bond which promises posterity. Virgfl does not allow us to forget that
the Aeneid is a poem about exﬁcdon as well as origin: "Troy d1ed let.

s+

'"Troy' and 'Trojan' rest in peace”(12.828). Aeneas must watch as all he

loves dies. This is the cost of vocation: "si te fata vocant"(6.147).

v

Aeneas, we have suggested, develops a new code of heroism. As a
character, moreover, he himself devélops within the poem. In his
relation of the fall of Troy, he. had portrayed himself as a Homeric hero
in the extreme. The old heroic order of anger possesses im:

. . .a senseless rage

propelled me: 'Glory!' I thought. 'To die in battle!' (2.316-17)
This is the Trojan Aeneas who, like Turnus, would bafter death for fame.
But Troy falls and Aeneas departs. The end of the second book reveals
Aeneas, having lost Creusa, cafrying Anchises off. in the horizon:
"Bearing my father, I started toward the hills'(2.804). The symbolis:
suggests the hero bearing the burden of the past towards the vision of
the future. Anchises is part of the old heroic order and, as such,\ he
is a burdén from onm Aeneas is doomed to be separated.

Aeneas develops t:hiough his trials. He suffers lapses, but they

are the expected lépses that occur in a new educaton. He must': fight

the temptation to found a new Troy. When he tries to eﬁwh a new



Troy, destiny pushés him on: "Fate frowned or; my attempt"(3.17).
of the temptation is to 'escape the fated time and place, | t:h; t;wo
dimensions which constitute destiny. He confounds the two Cretes, and ",
believes himself established on the place of destiny. The travellers ‘ ‘:,V‘
settle, and are réwa;ded with a short period of fecundity. It is

followed, however, by a plague (3.13542). There are a surprising

number of new‘ and , smaller Troys 1n the Mediterranean. Chaonia is

. iy,
referred to as a "parvam Troiam"(3.349). Acesta is called the '"new

Troy." Troy, to Aeneas' ‘mism’on, re\presents the return to an old order,

an old heroic code, ‘ It :\s the temptation to forego discovery for
regression, the temptationr to m odify the piace of destiny., The
'temptati.on to anticipate the proper time and place is seen in Iris'

guileful’offer: |

'hic quaerite Troiam;
"hic domus est' inquit 'vobis.' iam tempus agi res.'

'Search here for Troy;
here,' she said, 'is your home!' Now is the hour! (5.638-39)

This is a temptation to «n old order at an improper time.  Aeneas’'
mission 15 not to found Troy, but to discover Italy; likewiée, his
h;aroic code cannot be Trojan,: but m@ be of the new Ital;'an type. And
it is yet to be. Aeneas shows his development ' in his ability to
overcome this and of.her temptations. He has grown from that egocentric
hero of the secongd book. By the sixth book, most critics agree, Aeneas
is fully matured. 19 He dhe}s 'att_:ained that: all<im portant ability to
transcend hJs own ambitions and to aim at the achievement of the new

nation. His heroism is comprised of that ability to transcend self, to

put the country before the individual. And it is a hercism which is,

B



basicall}, constructive. Dido apd Turnus achieve glory through‘
‘.-ﬁ‘-'dest:ruetion. Aeneas must suffer d.osses, but his”ultimate end is
¥

constructive, not unlike the metaphor we have suggested for the poem as

a whole, the labour of birtt "Such - matter it was to found our Roman

race"(l.33).

4

vl
Aen%ae, then, is the father of Italy and a new hercic code; both' |
have been actneved through trial and pain, Thi/a/new heroicr code is, for . ‘\ 4
our study, a significant departure from the Hemeric code. Aeneas, T.S. |
Fliot suggests, is "the prototype of a Christian hero." 20 He does, in
some aspects, a‘ntix:ipé%é” the heraic code of Dante, Mi]j:on, and Spenser.
His piety as rewarded with Qternal life; he becomes a thelos aner, a man

d.f_'st:med to dlvim.ty., As Jove says to Venus

@

No feé;r Cytherea! Your people's fate remains
_unchanged. You'll see the city and promised walls
of’ Lavnn:unh _you shall carry to heaven's high stars
' Aeneas the great and good. . .(1 257—60)

‘Q

The eplthet Jove@ glves Aeneas .is "magnanimum," an epithet the
. ‘xﬁ - X

R 2
Renanssancé was to make Aeneas' distinguishing mark. ! The promise is

‘»ﬁ

,re:lrerated 1n the fmal book (12 794—-95) The kingdom Aeneas founds is
» B “

perpetuaL it 1s, says Jove, "sine f1ne"(1 279) There is, moreover, a

,rehang,e on ;he law of God (fussa deum 6.461) as opposed to a

self—wﬂ]edhex;msm‘ The her"o 1;’ﬁwho fo]lows his own will does not achieve
any glory because | he fo]]pws the will of anti~Fate, the will of Juno
(7.293-94).° |

One “other similarity between Virgil's art and that of Milton and

Spenser is the use of metaphors to suggest an implicit umversahty.
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' The. hero. is not, like Achilles, the only example fof heroic conduct.
Aeneas is the‘ "Augustan hero," the hero every Roman should emulate., In

: the art of‘ Spenser and I"l]’ltonC wve w1'll see that same metaphoric
pragmat:sm. B

| _ One of the symbols Jove sends Aeneas is at theu crux of the crucial
%ﬁcond book It 1s, in a manner, the turmng—pomt of the poem and th/e' .

" initial ca]l to a new heroic code. Aeneas is ragj.ng z%nd preparmg to
make h:ls way to a battle which promlses sure death He is deaf to .the

.»’pleas of his fath:r and tns w:.fe, .a- hero of the Homel:l.c code must be—
deaf to dbmestl.c detenttons. As Aeneas prepares to 1eave, Jove sends a

' miracle ]ight g]im mers on .Ascamus head~ Anchnses ,reveals the -

T prophecy a$o<:lated wn:h this miracle: a ‘ _new land must be born, 'The

'. ;hero:lc code which was fu]ﬁlled through desth is now surpassed - Aeneas

"
A

:ﬁ;”must ve and found Italy. And, as we have mentxoned it is a~ burden.
_’He‘ zls hJs father odt of l‘roy to the future. He, ]J.kemse, bears the

»Afuture. Such is the difference between Achﬂles “shield. and - Aeneas' -
Aeneas' shield g‘the p:)rt::'ayal of - Roman hlstory t:i]l Augustus. ’Aeneas,v ﬂ |

'though is the agent of conveyance‘ "Aeneas -/ saw *only art, .not .
-,lm.story"(s 72930, . "And" yet j’lgstory rests, hterally and

' metaphorica]ly, on his shoulders. He m ust carry out the divme wﬂl of

: Italy.. The cost of faﬂnre is the mfamy of MarcelluS‘ "I_f you

- ,, N : . q’{vw‘
. _';should break ‘the bars of fate,\ / you']l be Marce]lus"(6 882583) And .
e [ .
with the eﬁtahfhshed order of heaven qnd hell that the Aeneld

'demonstrates, it is a f/at/e most - deplorable S
. u . : 'i{'

B To accomphsh this fate, Aeneas, ds ve have seen, must reJect his

natural urges, -, most notably the naturaL urge to regress to the old.

A ' R NG

herolc code of the Trojan War. « But Troy represents war; Italy peace.

ne
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codes of herocic conduct ' are as diverse as the vocations. As a

etaphor of our.study, we suggest the' scene in which Aeneas inspects the

painting on the walls of the temple Dido is building for Juno:
\ @ » i .
As he surveyed the tem%ie, stone by stone, .
 awaiting the queen, and wondering how this town
had come to be, amazed at the workmen's zeal
and skill, he saw, .scene “after. .scene, the war .
at Troy, battles now famed through all the world:
the Atrides, Priam, and, savage to both, Achﬂles. ‘
His tears welled up. 'What place, Achates, now,'
he said, 'what land does not know all we suffered? .
See: Priam! Here too the brave have their reward! , °
The world has tears; man's lot does touch the heart./ o
'Put off your fears: our story will save us yet!' o~ 5 IR
‘Aeneas spoke, and let this empty show “ *; T, ‘ "'f‘:,' S
‘ nounsh his grief and ﬂood his face with tears. (1 453—65) A 4 "&e%‘;‘;;hv“ﬂ B

The wa]l painting is an “empty show" ("pictura inani'), but it affects

' Aeneas.' The same may be said of the- heronc code/j) whlch he glves
birth ‘the code is affected by the TrOJan war and iJ:s conco mltant .
hero:xsm but ine ]J.ght of the future, the former code becomes an empty

' ‘heroic code. : The artistry of the wa]J. will give way to the artisty of'

the s}ne]d V1rg11 does propose a new hero;uc code,, but it is not a .

- g

reJeCtiOO of - th% Homenc; code. ItiSﬁ mpenng of the JHomeric * code ‘fi’ P

Vi -

S x R ETE T
and a reﬁmng of the ends of tﬁatkcode. \JuSt as the lcmgdom Jove s

8
'promised to.' Aeneas’ ~1s not "sine 'flne, S0 the her01c code Virgjl
. J . A \\ .
»;proposes 1s not p@rpetu&]. This code was necesary for the \nascent

-

Italy, but it wﬂl wane. The reﬁm.ng of the Virgilian code, with :the =

o reJectmn of the Homeﬁc code, is le,ft foxf‘l\e next renaissance,
_ : )
Z

Y k)
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» Chepter \Three
v/

"Reason Also Is:Chaice™ Hercism in Paradise Lost

wd

~

: ,Three"Poets,,in th1:ee~ distant ages born, .
Feece, Italy, and- England, did adorn. - ‘
The first in. Joftiness of thought surpass 'd; E ‘
The next in maJesty, in both the last.l . ‘ , i 8

-

In the mvocatmnin the ninth book of Paradise  Lost, . Milton

dedares that the hermsm of which he sings is-a new type .of hero:sm, a

-

* heroism 17 proudly refers to as

Jj ) . -
: ‘ - .the better fortitude ”
- *Of Patience and Heroic Martyrdom
Unsung. . .(9 31—33) _ Ly

‘It remains unsung, he ‘reminlls us, because "hitherto the only Argument / s

Heroic deem'd“ has , been that of war and "fabl'd Kmﬁ)ts / I.n Battles <

fagn'd " Mnlton ifivokes his "Celestial Patroness at a key point in
- %:

_ ‘the actmon. The "Subject-for Herott Song" is about to be ‘acted out; '1'1:

']
is a subJect deemed heraic nen:her by Mm:on s contemporanes, Judgmg

by hng‘ .

tence on its heroic value, nor by modern critics who claim a -

breach of theme (hergism) and subject (the 'FailJ.-).'2 - But, as we' have $

_seen, Milton insists(on the hercic value of his subject; indeed, of its
S : . .

| typei' of hercism Mj
i . ¢
_Mﬂi:onic heroism,

one examlnes the code of her01c conduct

[ R . hE
supe‘r—-her\'oic value. / Qur study, then, must needs concern itself with the
on envisioned, a heroism we conveniently refer to as

A

Nomina]ly, .ho'wiver, the term is m-earﬁngless unless

n espoused Such an
),

exaématwn wﬂl be fo]lowed by an expl:.ea on of the her01c coHe of [

>

Paradlse Lost. Thls her01c code is a poﬁt of contentmn, as \? shaJl o

\ B
_74‘ 7 . . & Y
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see, because vofvthe character of Satan., How Milton lportrays Satan is 7/ ’

key. espect" of * the heroic code of the 'poem. F.inally',"' we approa/ch
B /
Paradise Lost as a work of art with exph.atly prag mat:m)u:/dncerns,
. ,l‘\_/ )
~ through a study of its humanitarian basis we wﬂl dlsco&er the hero of

\*
1

the poem. . o :

I ’ ' ‘ i

~

As a descriptive tei"m, "Miltonic heraism" is at best ambigyous, "I"o,

“examine the ethos of the heroic code Milton gloried in, to d:lscover the

ultimate end of sllch heroic conduct, to locate the . medlum in whlch such.
heroasm is best displayed, is to def:lne the amb:guous term. Ultl.m ately,
the term w}n.ch best descnbesf tbe heraoic code Mllton envisaged is

‘ metaphysu:al heroism," a heroism which doe$ not depend on, the . prow?eé‘i;i:‘

. J Qo
:}%n; isa“ haro:lsm of sp:r.;Ltual

" of arms or carnal®strength;
fortitude, a heroism most eloq{lei;,' iy stated by the ‘twentieth-century

German novelist, Thogas Mann:

é}) N
The conceptich, of an intelléctual an sginal manliness, which ‘
clenches its teeth and stands in mod de nce of the swords and ' ‘t“w.@ '

. spears that pierce its side. Th W beautiful, i was
f spirituel, it was eéxact, degpite the—Suggestion of too great
pasgivity it held, Forbearance- in the fact of fate, bealty
, constant under .torture, are not merely - passive, ‘wy are a
pos:.tfve achievement, an explicjt triumph. . . 3. ' -

Mﬂton s 1dea1 heroism, of course, ‘differs somewhat from M;mn s, Mﬂtoh S

held a stronger be]lef Jin free—wﬂ], for’ example Nonetheless, it is’ a v

. - ’,

portrait of the patlent hero, the passionately suffer.mg hero. . I

The ethos of thls type of hero:sm is, natura]ly, the soul of man.

~
-

The medlum of Homeric heroism, we> have seen, is the battleﬁeld It is
wher'e the: heir’@m becomes a hero, death the mevﬂi:able consum matLon of -

battle, is the measure of the hero‘.‘ Milton saw a herois-m abov_e th]S-



+

in the mental battle with: evil ‘ l/ &
“ © 3 ° . g B S

76
physmal plane, a hero1sm compnsed of sp:ntual and mental fortitude in
a- battle for more than a mortal hfe, but for the“1m mortal soul.  Trial
is the medlum for this heroic encounter, the tria], perpetually engaged
in on all fronts, of' good .against evil. One of the most important
statements on thé importance of trial is the oft—quo.ted ;;assége

(oft-quoted, of course, because of its eloquehce ahd its truth) from

Areopagitica: ' o v

. Good and evil we know in the field of this world grow up together
almost inseparably; and the knowledge of good is so involved and
interwoven with the knowledge of evil, "and in So many cunning
rese mblaiices hardly to be discerned. . . And perh this is the
doom which Adam fell into of knowmg good and “®vil, that is to
say, of l@nowmg g'Qod by eVJL ’ '

" Milton is ¢ ul to Pmake the point that his concern is with *e world
> i .
the state.of, man now‘ 48! Me—:lapsanan man, the subject of his —"'-%’ 3
poetic masterplece is a d]fferent mat{ir altogether, as. ve shall see. a

!

But in the post—lapsan'an world a ,true warfanng Chﬁstﬁn goes into

the battle w1th evil and emerges v1ctonous And,ﬁ"as a Hom eric ﬁeﬁo
9 * 'Q\\ .
cannot be a hero without joining the sangumary battles on the plaJnS\ of 3 :

&

\

lllumd, so a warfarmg Christian Cannot be a hero without part;u:lpatmg %

I cannot praise a fugitive and cloistered vu‘tue, unexerc1sed and
unbreathed, that never sallies out and sees her adversary, but
slinks out af the race where that im'mortal garland is to be ‘run
for, not without dust.and heat. Assuredly we bring not ~innocence
‘into the world, we bring impurity much ratheg: that which purifies
.us is t:rial, and trial is by what is contrary. C

So," Malton asseverates 'that Spenser is. the est of teachers because he

. ~ -~ N

stakes t:he reader mto the save of Mam mon and the bower of earthly bhss
[
that he mlght see’and know, and yet ‘absta:m As we will se,,e later, _
R . . ] o ‘ b
‘ e A A : 4 ) s
N ' |
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Milton follows the lead of the "sagg and serious ‘ppet"' in this and other
poetic and theological practices. »
Tria.'L however, is the basi.c medlum, the batﬂeﬁeld if you wﬂl,
of spir:n:ual heroism: a trial of good exposing 1tself to the wiles of
evil. Nor is this exposm‘e to be superficial; one must kpow, and yet
abstain; any other heroic conduct is but, ' excrementaL" The trial is

essentially one of suffenng, stand:ing up&rect in a cave too low. The

image which runs throughout Paradide Lost is that of the erect Sp]nt

9"
‘who refuses to bow to the yoke of ervile ‘obedience, The

Satan's, and we are here quoting the devil for our purpOSQs.’
E® . e
is not serVJle If prop 1y d:u‘ected AbdleL the angel who 33

o

unequa,'lled zeal and obedience towards
couns’el of falling angels (they are § ‘,ﬂr own lapse). and

" asserts the role of obedienqe in this add_ : b Satan:

e
e

t thbu give Law to God, shalt thou: d:Lspute
th him the points of hberty, who made :
Thee what thou art, and form'd the Pow'rs of Heay'; n

Such as he' pleas'd, and circumscrib'd thir being? (5 g99_ 25)
Sigmhcantly, Abdiel "Stood ~up" to deliver this aﬂémom Soon

*

.
enough, Satan and His asse mblage of angels "Fall" for nlne days into the

. #
yawmng abyss of Hell ;

\ The pomt ’Abdiel make’&‘s ruc:lal to an Uﬂderstand:mg of the
s P,
concept o ﬁ]’]}_d hero:sm. God IS the creator Of man gnd ange]S and
as Hlswdrea%ures, they owe obedlence to the:r creator, ThJS essent1a1
theocentncity cplours Mﬂj;ons visi.ou of herOiSm God is the center of
all actunty, it - bggm! with H?m and lt returns to’ H:Lm TPus
theocentnmty is contrast.& with uttéi' egocentru::u;y, th”e behef in

®

se]f-motivated actwity Satan professes. Satan- mUSt, as we Shall see,

TN
[

/
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. enters: the ﬁght "trustl.ng in th' Almlghty '
" NoOw, to recognize the - theooenmmty oo." ;

.will deel.with its implictions in Paradise Lost.

yva
. e

demonstrate a certain- échﬂdish Sq‘plﬁstry to claim his seeming 0

independence, And it is 'seeming be':ause in reality (and there_is always -

in the poem a tension .between the real and the falsely v151ble) the
devil does not and cannot act without God's sanctLon He canno_t e.)vegv,,i_'
rise from the burning lake w1thollt God's leave (1. 210-20) ‘Such is the -
liberty of the devil. ‘And the sophistry to which he resorts $h order to o
assert, his independence smacks of the argument a toddler might ‘use tot"“"‘x‘“ -‘a’\‘
assert his freedom over his parents: * v
That we were form'd then Sayst thou? and the work
'0f ‘secondary hands, by task transferr'd :
From Father to his Son? strange point and new! -
. Doctrine which we would know whence learnt: who daw
When this creation was? I‘eguember'st thou W
Thy . malking, while the Maker gdve thee being?
" We'lhow no Hime when we Were not as now;- af .
*  Know none before us, 2&% self-rais'd #-
By our own quick'nlng power. . 853-60, my emphasis)
Satan s egocentm:lty, as we shall see, is the foundathon of his her01C : : 2/
code. It is, further, a hexﬁc code which is Juxtaposed with .the Son%
‘theocentric coge, a heroic love and obedience towards God.’ h
" Milton's theocentr.ic vision of herofsm is essential to .Paradg’ e . ) /

Lost, just as it is essentlal to, a11 his heroic poetry ~ Carnal strength /-

is use.'less without God s command: Michael, as he faces Satan in the Wa‘ﬁ : j
in Heaven,- dﬁ}us that his strength is not his own, bv{t' that of his ’

creator, his "avenging Sword" is Wlelded by %angel but "w:mg'd from

God"(6 279) Abdiel c].aims that he means to ﬁght Satan, but he does

'—(/“‘

not resemble the warrior g]ory'mg in his own ~strength; rather, Abdael

§

’9).’ It is enoogﬁ“"*ﬁ

-2

fiton's hetwic code; later we
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. w/ '&. . :
Milton may owe a debt to Spenser for the con'cept of %hegcentric
““heroism.. As the Red Kmight prepares to.enter the "house of Holinesse,"
the ‘poet interjects this brief \pa'ean‘ to the efficacy of: God's grace into

the narrative: ' ' “~

What man is he, that boasts of fleshly might,

'And vaine assurance of mortality, . ' oo
Which all so soone, as it doth come to fight, IS
Against spiritugll foes, yeelds by aﬁd by, S
Or from the fielde most ¢owardly doth fly?
. Ne lg#f'the man -ascribe it to-his skill, .
That thorough grace hath gained victory. o
If any. ngth we have, it is to ill, 6
B’iﬁ‘éﬂl e@*go&d“«is Gods, both power and eke will,

B S

hE i"‘ I Mﬂton too, aJl good is God 8. ‘ R ; ., .

T
- ¥

holy, war. The tzial of\gqodness exposed);&,e\cil in the soul of man is -+
the trial of the "better fortitude." - ,The 'empﬁ}asis on the interior

battle of the soul is marked in the poem. Satan recognizes that whither "

he flies the torturing pain of hell flies with him: "Whnth way Ifly is

Kmyself am He]l"(4.75).~ Michael tells Adam ‘that obedience to, and

L 4

' lox}e foty. God will enable “’Adam: to possess "paradise‘ witfﬁh .

.hap;ﬁ.er" far'(12. 587) Satan's _ pithy statement that "T,perkmind is its

own p1a$e"(1 254) is t:rue to‘u Hell, 1t must be remembered,

, though is the logdle of much ectioh:ﬁ, oA

%

. cannot beCOme a Heaven.~ The min

5 N 5
>
Lo Ll

the ggycho machia‘ of‘the eternal, internal, ﬁareof \good and - evil. / .

I
As we have noted, Milton's invocation in the .ninth book of Paradise

—
-~

" Lost is conspicuous because of its insistence on the heroic’ subject
. N K ta . - N I'd "' )

which follows, it. The Fall of Adam and Eve is‘riot pagticularly heroic
' ) Lo . .

at first glance. And yet, ;h:is is the ‘subject of Milton's heroic epic;

s AR

The ethos of Mnltonlc heraism, then, is' that ‘ofthe 7ig.nt:erna], tl‘h e @



W

 code of tnal Are

indeed, he insists on its genre. He refers to it as a "Heroic Poem" in
the prefatory apology for "The Verse"; and he reiterates that he chose

0"
"this Subject" for "Heroic Song"(9.25). Modern critics have suggested a

|

disparity between the subject and the heroic theme. Professor Hagin

states the case: "he [Milton] chose a basically unheroic theme because

2
he knew that a heroic one would fail him." Professor Tillyard goes
further and suggestsithat Milton could not contain his Satan, and that

o

the subject for Mﬂtg;x";:, best narrative was the one he rejected:

wv- i . . “ . *\S

In sum it ig M who in Paradise Lost best expresses, that - heroic
{aergy of” ﬂnltoris m,gd best erto expressed in Aréopagitica,
> itich- ﬁndoubtedly, thoﬁgh in- very\ different form would have been

the master emotaor\ of the projected Arthuriad.
X

Tillyard's assessm '

f’ Mlltons concept of hercism is based on the
'1t1ca espouses. It is, thoug’g a faulty assessment

based on a faului iunderstandmg of the prose treatise: As we noted,

Areogagltgca emphasnzes its concern with ‘man's present condltxon, that
‘k '

is, fa‘ll‘én T Mlltons mind was not of the sort to accept that man's
o T t ’\‘u i ’
condltlon"l y% as 1t 13 now. We must rather agree with Dr.

4...'

Johnson )m praisk of Mi'lj:on s mental capaatxes
t R .

TENE N~

The “heat of Milton' S\*inlrrd might be said to sublimate his learning,
to throw off into his work the spirit of science, un mmgled w1th N\
1!:5 grosser parts.’ 9

Addison also claims that Mﬂxon s dJst:mgmsﬂ:mg excellence - is "tl}e

i mi : o .10 g A
Subhmn:y of his ThoughtsY The chief feature of MJlton s sublmitya
of thought is, we .suggest, his ability to delve;/'to th‘e ongm of a
problem.‘ ~ He dld it wi]l be * recalled, write a treatlse on log1c.

Milton's mmd could distinguish betWeen the medlate and’ the 11F medJate

cause of 'a thing — a gift we must note in order tor-recogmze the .

. =

80
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Milton dlstmctly refers to the three major epics of

81

sped.ousr;ess of much of Satan's sophistry, sophistry which relies on the
base 'of‘ mediate causes. Milton, then, made no mistake when he rejected
his projected Arthun'ajd; if he ﬁa’d begun to write it, we speculate, he
would have been led to account for"Arthur's or Lancelot's actions; and
ultimately, we speculate ever more, he would have written of. the fall of
man. %lc.h speetﬂat:it)n, happily, is fnr'ttless beceuse Milton did write
of the Fall, and he chose to write of it in the -genre of a herofié poem.

‘ ~ The choice of the 'h_ero‘ic“. poem is not a mistake in e_ny wayl. Milton

ehose hits generic medium with due attention; and he expected his po‘e'n\x to.

.be compared to those of Homer and Virgil. . In the same prefatory apology

for ";;’I;he Verse," Milton refers to Virgil and Homer. And, again, in the

invocation "in the minth book of the poem he outlines the subjects of the ®
. three greatest poems of the pre~Chnst1an era. And, -by refeﬁ'ing to
}‘these poems, Milton expllm.tly Juxtaposes his heroic code with theirs

. As the, poet turns hls attent:[on to the maJor action of his fable,

changmg" "Those notes to Tragic," he c]mms that his subject i3 a .-
) A
<o | o
p  Sad task, yet argument ' ’
Not less but more Heroic than the wrath
Of stern Achilles of his™ pursu'd-,
' Thrice Fugitive about Troy Wall; or rage
Of Turnus for Lavinia disespou 'd, :
Or Neptune 8 ire or Juno s, thak so long
Perplexed the Greek and Cy! z [Erea s Son. . .(9 13—19)

‘period:  the Aéneld the Illad a“ﬁd the Odzssez. The point of interest -

in each of the epics is its destructive emotion: the wyath of Achilles, .
‘ R ' o
the rage of Turnus, and the ire of Neptuge and Juno. Heroic song,

Milton understood, required strong emotiohs, usually displaying

themselves in destructive urges. These emotions, "moreover, were

a



N

demonstrated by both the human actors and the gods. Milton offers his

{1

own heraic ' emotion, love; and, he offers its ultimat_e_ realization,

creation. The God of Paradise Lost is, ult:imately,' merciful; He is a

far cry from Juno or Neptung}. The wrath of Achilles can find no pléce

in a song of patience and martyrdom. His wrath was the cause of paJ.n

- and death andsdestruction; the Son shows d1v1ne love, towards man and

' --mamtams, a superior moral be1ng to Mﬂxons Qod It is i

(,

God, and manifests his emotign in the Creation
Milton, as Add;lson notes, chose the original fable of Adam and Eve
11 .
for its profundity. Th1§ is a stor;y not of one man, or even of one

- -

nation; 1t lsg.the story of a specx%g Once again, we can see Milton's

.concern wlth the 1m med.late. It is an important point to remember for

N
those who wish to consider the hero of Paradise Lost.

!

;" ‘:’
II[

Satan, Shelley clalms, 1s the hero of Par%dlse gost; he Jis, he

note that these remarks are made in an essay enyitle

e

quﬂs " She]ley ingists that Satal\\contams e grandeur and the

A 12
energy of an epic hero, Even tl§e more religiously orthodox John

. 13 .
Dryden implies that Satas is the hero of Paradise Lost. The critical

. . 14
com mekntary is exhaustive, hence the point must be dealt with.

VA v - e -
h'g( . Satan, we /have suggested\, represents the egocentric hero; indeed,

“even to the point of his own c#eatmn "se]f—begot self-rais'd."  His
\h\ermsm though, serves as a paI‘OdlC foul for the "better fort:xtude" of

\
the theocentric hero Satan represents the contrary force;, the

dgsperate force of evil; desperate because evil is but the seed of good.

) |
When Satan cries out defiantly, -~ ' v -

4



To do aught good never will be our task
But ever to do ill our sole delight,
As being- the contrary to his high will
Whom we redist, If then his Providence
Out of our evil seek to bring forth good,
Our labor must be to pervert that end,
And out of good still to find means of evil. . «(1.159-65)
he betrays a conscious despair which wearies the mind. To imagine being
evil forever, evef being foiled by good, ever having faint ' consolation
in acts of destruction which but lead to acts of construction contrary
to one's will, is dizzying. Even this statement of rebellion is but the
parody of Adam's cry of joy at the felix culpa conclusion to Michael's
narrative of the Second C‘oming (12:469-78). Evil will inevitably lead
to good; hence the fallen angels' desperate situation. Each act of
theirs, then, is a futile gesture. Action, that is action against God's
wﬂL is a "pseudo-activity." 15  True action is love and obedience
towards God; and only activity with His approbamon is mearungful.

Satan, moreover, thrives for glory, the glory that ‘characterized

the Homeric hero. When he is captured at Eve's ear in the fourth book,

. \
Satan is disappointed that he is not recognized:

A
E:

Know ye not then said Satan, fﬂl’d with scorn, ' ® ‘?
Know ye not mee? ye knew me once no mate . -

For you, there gitting where ye durst not soar;
Not to know ‘mee argues yourselves unknown. . .(4. 827—30) i
!
Despite his sadness at feeling how awful goodness 1§,.' Satan s chief
v ¥
concern is -with ‘his diminished lustre (4.850). The difference 4n

perspective between Satan and the good angels is seen in the _differing

 views of war. Satan ‘addresses Michael

il

A,‘{

S 2 3 not‘that S0 shaJl end ¢ . :
The stnfe which thou call'st ev:l,. but wee style ’ .
The st:n.fe of ’ Glory Wthh we mean;e ta w1n. .. (6 2&8—90) '

ﬂ':‘




E War,o an act of destruction, is an evil to the good angels, a chance for
glory tQ Satan. ’I’his is the call of the Homeric hercic code, and it 1is

in dechne in Satan's mouth. In battle with Michael and Abdiel, Satan

T

is- shown to'be a 'rath'e'r poor warrior. Thinking hlmself God's equal, he

discovers he cannot even cope with God's servants:

Gnashing for anguish and despite and shame .
To find himself not matchless, and his pride

Humbl'd by such rebuke, so far beneath

His confiden e to equal God in power. (6.340-43)

Satan, as a warrior¥fpresents a rather unhercic figure.

But Satan's glgky is not tg be demed him. Upoh\’ discovering his
inability to wage war against heaven, he decides to destroy b‘y guile
-what he could not b'y force. Once again, he is determined to achieve the
glory of conquest: v .

B “:} , @

To mee shall be the glory sole among
. . Th' infernal Powers, in one day to have marr'd
What he Almighty stylld, six Nights and Days
. Continu'd making. . .(9.135-38)

Such is Satan's thirst for glory, for fame; and such is his means of

.-
-

achieving it, destruction: "Far only in destroying I find ease / To my .
relenfless thoughts. . ."(9.129-30).

. ' . ) }.'
In juxtaposixion, now, ‘we may see the Son as the epjitome of

theocentricity The Son is the parad1gm of h,er01c martyrdom and love.
*Havmg taken on the task of underwng mortahty to free man, the% Son

recelvesatms praise from God "Love hath abour‘;ged more than ' Glory

iy ..u f
‘«j#‘h W_strlve for rather, heavenly fame, acceptance ia the sxght of God
) h:s reward The suprejl_ne, ope may say the d1v1ne, 1rony of Satan's
. ﬁb‘.‘ - a X { s\ ) -

\

* N \
g s abo’a{zde"(;’v 312) G]pr'y is never a Conc';:*m for the “herq whose major
Fﬁ ,, : T %'l ) ﬂ . ;_.;?39;2 )
3,‘ %@s\ gbeymg and lovmg Gan F?xie,:?earthlﬁ 'fame, is not what he %0

.
-




e MThat thoy iny me +well »plaas'd,. declar'st thy will

ST

\S

vThus, false glory %d false indepen'dence, that is, egocentri'cify, are

\ i . - A @' .
desire for glory is the silence with whlqh he 1s rewarded. -As Raphael

recounts to Adam: o : ﬁ
. l';' : ‘ @

I might relate of thousands, and thir names
Eternize here on Earth; but those elect
Angels contented with thir fame in Heav'n
Seek fiot the praise of men; the other sort
In might though wondrous and in Acts of ‘War, @
Nor of Renown less eager, yet by doom
Cancell'd from Heav'n and sacred memory,

. Nameless in dark oblivion let them dwell '
For strength from Truth divided and from' Just,
Dlaudable, nAught merits but dispraise
And ignominy, yet to glory aspires

~ Vain—glorious, and through infamy seeks fame:
Therefore Eternal’silence be thir doom. (6.373-85).

&
So is Satan's thirst for glory quenched: with "dark oblivion."

Satan's independence (once again, "only seeming independence) is
*

juxtaposed with the Son's total dependence . on God. The Messiah is
! [

"Mightiest in [hig] Father's might"(6.710) and he is armed in God's -

armdry. The Son, then,l is ascribed with God's might and arms for the

war .in he’aven The act of the Creatlon, the posu:we counterpart to the
heavenly battle, is - also undertaken with God' s support. As the Son
undertakes .J:he Creation, the glory of his Father shines on him (7.196);
And once again, he is equipped ftem the ."A'rmory of God'"(7.200) as he
aseends "in Parental Glory"(;7.219),, It 1is in this ytter dependence on
God that true glo_ry is ache;iveé.’ * The Sgnﬁd&f{l@res: ot

o~ . . ‘ '«* A

*, 0 Father, O Supreme of heav'nly Thrones,
First, Highest, Holiest, Best, thou always seek'st
To glorify thy Son, I always thee,

As is most just; this I my Glory account,
My exaltation, and my whole delight,

ulﬁll’&"' whichto fulfill 1s,a]1 my bliss. (6.723-29)

&

shown in their true light in juxtaposi'.tion with trye glory‘and true
7’ . . ,

e
.
I3 - .

[ 4
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A
‘ the‘ocentriéit‘y. As the Son says, ' to obey is happlness entnre"(7 741)

Jand from the ﬁgure of the! Spn, happiness shines forth.

*
Obedience, the posiiive aspect of the subject of the poem,

dlsobedlence, is concomltant with happiness.  Pain is the inevitable

(
result of disobedience. In the’ heavenly war, ‘the féllen angels feel ‘the

- ‘\ﬁrst pangs of pain because of thelr 'sin of . d.lsobed.lence ; the ~good . |

ange]s feel no pam -

Far otherw1se ‘th' inv101ab1e SaJ.nts » L N
~ In Cubic Phalanx firm - advanc'd entire,

N

Invulnerable, impenetrably arm'd: ' ' o

Such high advantages thir innocence: /
Gave them. above thir foes, not to have sinn'd,
Not to have disobey'd. ". .(6.398-403) - ' _

; O'r\_lce-agai'n, we can’see the em phasis on the ieher warfare; -dis‘obedienvce,.
. the -in'terior" battle lost, .affects -pain, the exterior battle lost.
.Sataﬁ'e egocentricity and desire for sole glory ’ate re]ics of a
‘heroic - code seen as heroic only in \\e(leed times. Miehael, in his
" pictorially-presented history of the world, speaks of these _"hetoes"

thus: .

’

@

™ “Such were these Giants, men of high renown;

For in those days Might only shall be ad mir'd, _
And Valor and Heroic Virtue call'd; ' ‘
To overcome in Battle, and subdue ’
Nations, and bring homé spoils with infinite

Man-slaughter, shall be Held the highest pitch

Of human ﬂGlory, and for Glory done N

Of triumph, to be styl'd great C‘enquerors,

Patrons of Mankind, Gods, and Sons of Gods,’

Destroyerg rightlier call'd and Plagues of men,

Thus Falle shall be achiev'd, renown on Earth,

And wh most’ men'l:s fame in silence hid. (11.689—99)

T}us theme is constant in Milton. Self-described as "Not sedulous by

Nature to 1nd1te /W rs"(9 27~ 28), Milton dlsparaged warfare in all “his

poetry and prose. J/What the Son says of warfare.in Paradiee Regained

86
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glory. - ' o o e,

B

The essential element of 'battle‘, fsim ply stated, is, of course, its

‘to the good f angels it is a recessary evil, to theybad a ’ch_anee for -

.

destructive nature. Satan encapsulates that destructive attitude; his

&

sole joy\lies in breeding- death' liter‘ally and metaphorically. There is
Ay

Va grotesque comedy of fa milial relations between Satan and h15 offspn_ng

(through the - confusmg maze- of incest, Death is" finally Satan s 'own

ehﬂd). When the progenn:or of Death and Death play,,what one wonders

‘would be their game? Comlca]ly‘enough it would be\death' and, so

turns out. that Satan's initial response to his son is to ka1l him, .Just

as t_he son's feelirig is mutual towards his father: /
S : L , '
-~ Eagh at the Head -
Levell'd his deadly aim; their fatal hands &
No second stroke intend. (2411-13) b i

it

Their intentions‘are prevented by the interfer_ing‘ wife-mother-wife, Sin, -

who ad monishes her husband not to play so strenuously with his son

vice versa:

0 Father, wh{xi‘mfends thy hand, she cri'd,
Against thy only Son? What fury O Son, :

" - Possesses thee to bend that mortal Dart ‘ °
Against thy Father's head? (2.727-30)

And, metaphorically, Satan paves the way for Death's entrance into-

world; ]J'terally, Death then paves his‘ow‘r% \a?ﬂ

A

. This destructive elément in/Satan, espeua]ly ith the emphasis

and

the

on
" his paternal relatLonshlp with Death is the Home c heroic stance taken

" to its irreducible core: mortahty. Of course, Homer's heroes are not

evil to the extent of Satanm, but Milton's concern was not with _Achilles

: &

\pgobably besp‘eaks Milton's own attitude (PR 3.71-87). As we e.h,ave seen,v\ ‘. . \
‘ ) ' ° ‘ ) * £

R
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or Odysseus per se;.rather, Milton saw that having mortality as the crux

of heroic conduct was pernicious. To create, Milton argued, is "greater

)

than created ,to destroy'(7.607), and in that dlctumf is the basic

difference 'betw'een ‘the Son and Satan ) Satan, because of his. hatred for

. God, wishes to destroy His works (which desire, ult:Lmately, ig foiled); '

the Son, because of his love fer God, wishes to create and save His

-~

orks ('which de"sire, ultim ately, is achie'ved) In heaven, and we m.ustv

\

remember that heaven™ 1s the measure of true fame the Son is the hero.

V s

He is glorified, aﬁxd he | is glonﬁed in relation to' God. As the

H ea.ve_nly Choir sing:.

-

.
- H\a:nl Son of God, \Sav10r of Men, t:hy Name
Shall be the cqpious matt@r of my-Song, ——_
Henceforth, and nevé{ shall my Harp tl'@ pralse :
Forget, nor from thyt\F\aﬂ?er S pra*se disjoin. (3.412-15,
e m phasis) , ' .

The Son's "unexam;pl'd love," his desire to. glorify God, his wish to
create, his obedience (a concomitant effect:~ of love for God), make him

the heroic archetype -of ‘the 'better fortitude." He is that patient

’ 7

martyr of whom the invocation in the ninth book makes glorious mention.

: . . . 16
Satan, in this heroic code, is the .anti-heroic, archetype. His

activity is negative, and, finally, acts as tHe _basis of the Son's

positive redemption: "his evil /-Thou usest, apd from thence creat'st
¢

more good"(7.615-16).. His egocentricity is evil in the disobedience it

prompts; and obedience to a lower power is essentially the subjection of

\\ ~
self to the '"servile yoke"; and obedience to self is definitely, in
'. Milton's divin‘e plan, a disobedience to the highes\t possible force, God.
Thus the heroic‘ archetypes are presented. Satan, if his heroic

energy does appeal, is appealing, Milton maintains, because we live in

-

my

»
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fallen times in which heroes of might, destroyers rightlier called, . are

the heroic norm. In'a reading, then, based on the classical heroic code
of Homer, Satan is the‘ hero; but, as Professor Wid mer astutely points
out, "Satan,.may be the hero, but the hero in a poetic commitment which

. 17 . —
rejects heroisr(n for submfsgion to transcendental a'uthon'yty." . And

Milton wished to alter evén the semantics. A better heroism a higher

heroic argument a tmer her01c achlevement ~are the superlatives Mﬂton

“ascribes to the pat:Lent martyrs who obey and love God; and their fame is

heavenly: ‘what most merits fame is .in silence hid * on Earth, but sung

loudly in Heaven. And, heaven t:he.spiritual, goal of man, is the

measure:

From shadowy Types to Truth, from Flesh to Spirit,

From imposition of strict Laws to free

Acceptance of large Grace, from servile fear

To filial, works of Law to works of Faith. (12.303-06) ‘

The move from carnal to essential is the move from earthly to heavenly;

~

and it is motion this poem strenuously advocates.

b

Iv

So far, we have referred to the Son as the heroic archetype, not

specifically the hero, of Paradise Lost. In "The Pas.sion‘," a poem of
Milton's youth, Milton calls the Son the
Most perfect Hero, tried in heaviest plight 18
Of labors huge and h hard, "too hard for human wight.

Mﬂton s conception of the Son did not cha‘nge si.gniﬁicantly from this

early poem to the time of the composition of Paradise Lost. The Son

remained the paradigm of heroic virtue to be emulated. Even in this

" early poem, however, we can see Milton's reluctance to associate the Son
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‘with "mere" heroism; his was a hercism of perfection, of labors above
Herculean, above human pretensions.. Rather, the Son represents the type ’

oo~ e

~ of heroic virtue to whic}‘l‘ 'mortals‘must aspire: he 1is the archetypal
. Yo .

hero. Nor is he the hero, in the mortal sense of the word, of Paradige

"

Lost. The hero of the poem must: be on the hyman. stage; the subject of - '~

L ¢ J
this epic poem is, after all, .

0f Man's First Disobedience, and -the Fruit _

. Of that Forbidden Tree, whose mortdl taste ' ‘
Brought Death into the World, and all our woe, ‘
With loss of Eden, ‘till one greater Man .

"Restore us, and regain the blissful Seat. . . (1.1-5)

Trut; ‘enough, ,}he vision of the invocation is cosmic, looking before and
after,_as it were, from the losing of, to the regaimng of, paradise.
But the basic feature is paradise, and its occupants tﬁyo.

Why, .then, does Milton give so 'muc)x\ poetry- to establish;’ng the
cosmic sph}ere of his basically human ~universe?' The reason lies 1n the
humans. , The subject of the poem being the fall of ‘man, Milton delivered
" the forces of bthe universe that could influence Adam to lépse or not to
lapse; he drew the p?)rt:airs, and with /é\xquisi.te artstry, of good and
evil: the Son and Satan. The cosmic background is essential to the

human foreground. Professor Frye has compar,ed Paradise 'Lost to a

sy mphony ‘with .a perfect diapason, with the nch harmonﬁ,ous backoround
m’li/ 19

musxc always within earshot of the | melodlous foreg d music. We

would agree with this inter-medium explanat:mn of the poem and offer

another; there is a background always in the picture of Eden, as.if the

golden chain were a pictbrial link with heaven. Hell, we know, will

develop its own pathway, later. A"comparvison, we feel, can be made

between Re‘mbrandt’s paintings and Paradise Lost. Both maintain the
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feeling of 'ba(':kground influencing, or inﬂue{vlce.d by, foreground.: Does
not, after a]l, the Eart‘.h,-' groan fWice within 'the poem? h Do not ﬁhese.
rumblings audibly remind us of ﬁhe ovgrwheiming effect of the fall? 1In
esseﬁc:e, Milton is able t;.o impose a -larger, im plicit, backgrouﬁd “onto
the scene of the pair in Eden. 2© ., When Eve and Adam:fall, they are not
alone; God and the Son have been looking on all the while, and ‘Safan has  /
been in the gax:den. The. forces of the cosmic . universe are in the

-

, backgrbu‘nd of the human universe, always.

v ‘ <
This cosmology we offer of a heavenly superstructure and a hellish
) . ) A
substructﬁre is bagic to the poen's evaluat:'Lon' of heroism. Adam is
educated, true enough, and in his education he is shown the two possible
heroic codes. Having portrayed the hercics of Satan in his narrative of
~ the war in heaven, Rapﬁaei advises Adam:
. Jet it profit thee to have heard
By temble €xample the reward
0Of disobedience; firm they might have stood ‘ . .
Yet :fell; remember, and fear to transgress (6 909-12) - ~

The "terrible Exa mple" is followed by a re_lat:Lon of the Creatxon. Adam

knows the two her01c codes, the destrucmve and egocentric, the creative

and theocentric. It is his to choose the path#e will follow. The

- archetypes havej’}e’en presented; this.is the education of Adam. As

- Raphael takes-fiis leave with the setting sun, he ad monishes Adam:

Be strong, live happy, and love, but first of all

Him whom to-love is to obey, and keep

His great com mand; take heed lest Passion sway

Thy Judgment to do aught, which else free Will
Would not admit; thine and of all thy Sons

The weal or woe in thee is plac't; beware, (8. 633—3@)

The weal or woe that is placed in Adam is, of course, the potential he -

is given "to stand or fall"; but, with the knowledge he now has, it also
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implies his education apropos the nature of good or evil, the choice. he

can make between the heroics of heaven. or-of hell. '
- N . , £
To suggest that man is the axis between the supernal and the

mfernal is not to exceed e hmlrs of sober pr@ablhty. “The pﬁe is
J N
concemed wlth "M‘ans Flrst“. Dlsobedlence, anc{ it does, w1th1n the very

mvocanon, look forward to the req‘empmon of tjhat d}sobedlence.
Indeed, within the framework of the epic, the R,ede‘mption will be
re/vealed'to’ Adam 1in the audible portion of the history of the world.

A,‘hd, more importantly, the image of redemption is intricately associated

’yith the“‘defeat of Satan., As Michael relates to Adam:

. . 3 {
T Dream not of thir ﬁg%t
bk As of a Duel, or the local wounds .
Of head or heel: not therefore joins the Son
Manhood to Godhead, with more. strength to foil
Thy enemy; nor so is overcome
Satan, whose fall from Heav' n, a deadlier bruise,
Disabl'd not to give thee thy death's wound:
Which hee, who comes thy Saviour, shall recure,
Not by destroying Satan, 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 penalty of death, and suffering death,

The penalty to thy transgression due, &
And due to theirs which out of thine will grow:

So only can high Justice rest appaid. -

The Law of God exact he shall fulfil
Both by obedience and by love, though love
Alone fulfil the Law. . .(12.386-404)

: "‘/J N

" This fight ~which is not a duel, an im portaﬁt distinction given the
Miltonic heroic code of spiritual tnal, is the second of the  three
vbetw:brrixtan t‘t}evSon. "The first physical battle in Heaverr poste_rl
Satan, the irldividualjst, against the Son, decked from God's armory.

The second will be the subjeet\’ of Paradise Regained, the temptation in

the desert in which the Son's ability to withstand Satan's wiles will

E
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regain\‘the Joss tjf Ed‘en. The third meetjj}g; ljr'xrecorded in*the *Milton
'caﬁon, but implied in each of the epics, is "the fight of the Final
Judgment.n' |

Th? duel not dreamed of is a symbol .of the fight that goes on 1in
the souls of the human characj.t.e'rs of th:ts poem. This interior fighg, it

may be argued, is similar to .the trial which was so’ exalted .in

Areopagitica. But, as we maintained earlier, trial is not the same for

pz)st—-lapsa'rian man as it was for the possessors of Eden.. The ninth boek

e

mai(es clear that trial, the same trial Milton envisaged as the means u’f;,;; /

”f \,4‘,1'4-:{
N ruy g a9 P
determining truth from falsehood in the prose treatise, is not the trial S

8
.

of Paradise Lost. Initially, one®of Adam"s persuasive arguments to keep

Eve from - séeléng to work independently is to "Seek not temptation."”
'an’AL" he aése.rts, ‘"w’ﬂl come ‘unsought"(9.36l.»—66). She. does _ not,

listen to him, and goes to' work in the garden alone. After heri lapse,

but preceding his act of disobédience (although, following his decision

J [:)
to die with her), Eve cries out at Adam's resolve in praise of

This happy trial of thy Love, which else

So eplinently never had been known (9.975-76
What EveTcalls trial, though, is a sham trial. They have nevxer had
‘reason to doubt their love; trial, for post-lapsarian man, 1% a

_ purification. There is no need to purify that which wants it not, and

e

Adam's and Eve's love was pure. Trial, as Adam suggests after his fall,

was»not necessary for him énd his wife. At one point, he scoffs at

. ' ‘ _ & .

Eve's idea of "glorious trial"(9.1177). At another, he says: i
Let none henceforth seek needless cause to approve

" The Faith they owe; when earnestly they seek
Such proof, conclude, they then begin to fail. (9.1140-42)

LI N



- 4 : 94

The desire for trial is the genesis of failure. Such a sentiment seens
discordant both ethically in Milton's philosophy, with his view of ‘the
holy war, and dramatically in Milton's poem, in Adamg, mouth. Adam

states that "henceforth" trial should not be sought. Milton argues

somewhat otherwise-in Areopagitica. It must be remembered, however,
that yAdalm is arguing from a just-lapsed perspective; he is fallen, but
N‘has ﬁot accrued the knowledge of the "state of man [as it] now-is." The
second education, that given him by MiﬁhaeL is yet to come. Adam,
speaking for the future, speaks from the kﬁowledge of the past, and that
knowledge is of an innogent 's"t;ate. : ‘ ™.

. The fight, then, is not a trial, in the sense of geood and evil
meeting in a corhbat, both arising from withi‘n. Such a trial is the case
for fallen man, where "we bring not innocence into the world.! In the
innocent world,‘the trial is betwéen the perfect state within — sthing
obedience and albve towards God — and :the taint of evil without —
showing independence and revolt from God. Adam and Eve have the heroism
of kﬁhe Son  within tghem: they are :'Perfet within, no outward ‘aid
require'(8.642). Their choice of disobedience is an act of
indﬂendence; actually, as Professor Frye notes, a '"pseudo-act."
Indeed, the patﬁieﬁce of .obedience is not passive; the act of
disobedience is passive. As soon as Adam recognized Eve's fallen state
"all his joints relax'd,”" and the flowers he had been. preparing for Eve
(an indication, perhaps, of the unnecessity of the "trial of love™) fell
from his "slack hand"(9.891-92). Indeed, as God says of the Fall,’ Adam
and Eve were ";Ma‘de passive both"(3.110). True herbism, like the Arabian

“bird of lore, is "then vigorous most / When most unactive deem'd"(SA

1704~05). The choice for Adam is whether to obey God or passion, in



this case an egocentric emotion. The moment .is crucial; it is.a test of

] N
"Adam's education. He chooses the passionate response; he chooses FEve

-

over God. From the hef‘oic archetypeé with which he has been presented,

Adam chooses the Satanic code of egocentricity.
’ \
The Fall of Adam and Eve, as Milton portrays the ev;nt, is a

- composite act; each of the pair exhilfits certain reactions to his

4

tempter, which, takgn togethef, demon te the composition of the 'sin
of disobedience. In fine, we cannot agree with critics who argue that
Milton was'not very concerned withv "how the disobedience came about,
[or] whai wés behind it."22 Such é conclusion accounts for neither
Milton's pre mises concerning the fall of man nor' Milton's consum mate

artist{y, through which he gives a portrayal of .the Fall which

) L
encompasses more than one motive., Milton's belief in the panorama (one

would say Pandoraic, if such a word e)dsted) of sins effected by the
" original lapse should convince us of his interest in "what was behind"

the fall.

If the f}:cu mstances of this crime are duly considered, it will be
acknowledged to have been a - most heinous offence, ‘and -a
transgression of the whole law. For what sin can be named, which
was not included in this one act? It comprehended at once
distrust in divine veracity, and a proportionate credulity in the
assurances of, * Satan; unbelief; ingratitude; disobedience; '
gluttony; in the man excessive uxoriousness, in the woman a want

of proper regard for her husband, in both an insensibility to the

welfare of,their offspring, and that offspring the whole human

race. . . . : :

The list goes on; but most im portant is the emphasis Milton places on

the relationship between the progenitors of the whole human face and the )
* . . ’

Wwhole human race. Commenting on the passage from 1 Corinthians 15:22,

N

siat:'mg "in Adam-all die,” Milton writes "undoubtedly therefore all

sinned in  Adam." The essence of the argument is that Adam is the

-
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Mpattern of manldnd. The despair, then, some critics fall into at the
inability to draw a "formula" might, and should, im ply’ that Milton \did
not mean to offer a formulaic ’answer to man's fal%; the formula is
better described as a pattern, and the pattern is . that of all men and
women. Milton Memonstrated in the {initial Fall, the ten‘dencies of thel
universal lapses proceeding from it: this, we will recall, is the 's»tory

of "our woe."

One other clause in the catalogue of sins proceeding from the fall

is of interest to us; the Edenic couple, Milton, says, showed a distrust
A~
in God and a proportionate trust in Satan. We are suggesting that the

' choice to follow Satan's ways and not God's is a sign of their choice of

heroic pattern. So, when Eve eats of the fruit, she begins to show a

marked change in her view of God, her heroic crux, He that gave her

life and to whom she prayed openly now becomes

Our great Forbidder, safe with all his Spies
About him. (9.815-16)

. The protective deity now becomes the over’bearing tyrant of an oliga;chic
state. Such, we will note, is the rhetoric of Satan. Inde“ed, Eve does
sound satanic in the extreme after her fall, Considering whether to

tell Adam of her transgression or not, she muses on her new power:

But to Adam in what sort
Shall T appear? shall I to him make known
As yet my change, and give him to partake
Full happiness with mee, or rather not, '
But keep the odds of Knowledge in my power N
Without Copartner? so to add what wants
In Female Sex, the more to draw his Love,
And render me more equal, and perhaps,
A thing not undesirable, sometime ,
Superior: for inferior who is free? (9.816-26)

96



For inferior who is free?": the rhetoric, laced with sophistry, is
Satan's., FEve in articulating it pronounces her adherence to the heroic
code of egocentricity. She wishes to be superior and if we recall
Satan's "glory s0le(9.135), Eve's "power '/_Without Copartner{' Cwill
st:nke us with the force Milton intended. Eve, then, is but the vf:irst
of the two-part fall. g |
Adam's lapse demonstrates .other aspirations and other \resﬁﬁ’é,

Adam's concern is with the mortality associated with his deeds. A's A;le
decides to transgress God's com mands, he declares:

And mee with thee hath @'d, for with thee

Certain my resolution is to Die. . . (9.906-07)
These sentiments, Professor Waldock argues, are laudablg. They might be
to a romantic reading of the poem — the reading, let it be
unequivocally stated, with which Milton has been terhpfing phe reader.
Tt is a reading that admires Satan's fortitude, and Adam's '"initative,"
let us call it. Waldock calls Adam's emotional state one  of
"selflessness in love'; this is a rather puzzling "selflessness" if we

regard these lines of Adam's final speech before he eats of the fruit: 24

. . Jf Death
Consort with thee, Death is to mee as Life;
+ So forcible within my heart I feel
The Bond of Nature draw me to my own .
My own in thee, for what thou art is mine. . .(9.953-57)

The first thing we may notice about this speech is its definite lack = of
selflessness; there are ten personal pronouns, of which seven are f:lrst
person references, The tenor of the speech is more selfish than

selfless.
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The second point of this speech is its obvious romantic element,
which is also evident in the quotation preceding this one. Adam's view
of mortality is that of the knight of chivalry; death is a talent to be

-

spent on a lovely lady. Death in Paradise Lost, rather, is an ugly

presence. At the "brink of chaos," he "with delight snuff'd the smell /
Of mortal ghange on Earth"(10.272-73). This feat of inhalation is h fit \
contrast to the belief of a glorious death for a lady in distress.
Adém, when he 'is educated by Michael, realizes the odious nature of
death:
But have I now seen Death? Is this the Qy
I must return to native dust? O sight
0f terror, fouly and ugly to behold,
Horrid to thinigl how horrible to feel! (11,462-65)
Chivalry has succumbed to reality. Adam's romantic fancy has been
altered; part of the process of .Michael's visit, it seems, is to educate“
| Adam to'act properly as he did not when the crucial moment of obedience
came, B
Adam's and Eve's 1ap'ses,‘ then, have in them different elements.
Eve's fall is based on her desire to be superior. This, we know, is
part of Satan's code of glory. Adam's fall contains the elements of the
chivalrous standards of hercic conduct and the self-love tkat is part of
-
this ideal. We must remember Milton's denigratory view of the
ostentation of knighthood:
. . tlting Furniture, emblazon'd Shields,
Impreses quaint, Caparisons and Steeds;
Bases and tinsel Trappings, gorgeous Knights
At Joust and Tournament. . .(9.34-37)

Moreover, Adam and Eve together forego the heroic code of loving God for

the heroic code of desiring to be God: "and fancy that they feel /



99

Divlnity within them ,breeding wings'(9. 1609—1010) © This is Satans

greatest aspiration, and, of course, conversely, his basest descension.

: _The 'her01c code whlch the invocation, in this ru.nth book had haﬂed as.

the "better forutude" is now truly, a thing of the past and a th1ng of
'.the future, Presently, the ]apse from this her01c code indicates that

this poem is left wam:ng a hero | |

' ' . Co i
From the point of wview -of earthly heroes, then, Paradise Lost is

without one. The Son "and Satan represent the "two poles of‘the heroic
' archetypes B'ht " as we. mentoned - before, the Soh is the paradign; of
» heroic love and- Obedlence, not’ truly.the hero of the poem. .Abdiel is a
'ire.mforce ment of the theocentnc her01c code, but once again, not the

hero. Adam and Eve were the heroes of Paradlse Lost until they chose to ‘,

depart from the her01c code. ' This leaves us, then, in the dilemma of,

having a her01c poem without a hero.

o ' o V‘ " ;‘,A}
Addison argues this point of the hero-less .poem: . |
: f
- The Paradise Lost is an EplC, [or a] Narrat:Lve Poem, he that looks

for an Hero in it, searches for that which Milton never mtended

: Th.ere are olenteous examples of heroic cohduct with;'.n Paradise . Lost;
ind’eed, the poem offers the archetyp‘e of the'h‘erois‘m. .in which Milton

J believed. Nonetheless, the poem does want a’ hero. LAddjson ‘ reluctantly

_. concedes that 1f a hero. must needs be nameé then that hero is the Son.

‘We would agree with Addlsons reluctance more than hJ.S concessmn, the

Son we mamtalh is the heroic archetype, Qﬁnct from the hero."

A recent trend in the critic:ism ~of Milton deals with the role of

e 26 . : \
the reader in .the poetry. It is not. we surmise. a tvne of . rritical
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approach at which Milton wou].d be surprised.  From the invocation, he
has included the audience i to his poem. The second word of the poem is
" the abstract‘"Man‘," offexiﬁg "its applicaﬁon to the spécies in generaL.
The 'third. . line c‘or}tains | the invitingly inclusive first-person plural

o

pronoun, "our" followed by "woe," offering a chance to trace the origin

of the basic human problem ‘of pain; a com mumion of sorrow, if you will. ’

!

The' iﬁ.fth line includes the auditor w.ith. a\r\l\other first-person pfon"oun;
"us," as we find C)/urselw::es so]i;:ii:éd to join 1n the“ restoration of Eden.

' In thé invocation, we have been included in ‘the losing -and regaining of
pafadise. Throughout the poem we are ask-e.d‘tlo chant c.elebr"atory hymns
in heaven, to breath .thé’f'ljjesh; as we have _ne\?er known fresh-, aji'ﬁ of
Eden. That the poem is inclusive will be attested to when one considers
the regular“uée vof the parental rfoménc]ature for Adam and Eve: ":Eir;st.of
women E_'v_e;"(4.409); "Mother of hufnan Race'(4.475); "Adam first of
'men"(4.408); "our gene:al Ancéstor"(l;.r659). The poem ‘becomes not the
story of two pethote people, but}, as Dr. Johnson points out, the story of
our parénts; it becomes a family éhrorricle of sor't:s.27 '

This effect, and we suggest it is a legitima'te effect, is

suggestive when we consider the possible hero of Paradise Lost.’ The two

possibﬂitiés, then, are the poet‘ and the readef. -Theirs is the
interactive relationship common to m‘ost poetry, b’ut seldom achieved witlv_jy/
such'subtlety. - Professor Di Cesare suggests that fhe _poet begins to/
" take dn cixaraé:teristics éf a creatof, then the Creatbr, and by the eﬁd
of boo}c ten, when all other characters ha‘ve exhausted_ their heroic
status, ,t};;'poet becomes  the explicit hero of/‘t':‘gg/p{)em. 28 professor

a
Hagin, whose interest, significantly, is to trate the decline of heroic
. N :

poetry after Milton, suggests that there are two heroes in Paradise

B
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/ILost: "The hero of P.aradise_Lost is not merely Man (A'dam and Eve), but
~also man (everyman)." Extendmg this readlng, while acknowledgmg his

debt to Hagm, Professor Shawcross clalms

i

\ The hero of Paradise Lost is thus not-just an ordinary hero of
- 'literature, not a specific personage within, the work, but rather
every man who follows the path, who learns like Adam the sum of
. w1sdom. '

"The hero of Paradise Lost," Shawcross“€oncludes, "is the fit audience;

the .her‘b may be the reader."
The suggestion that Adam, at the end of the poem, and the reader

along with him. are the heroes of Paradise Lost seems to be overstating

the case, slightly. Adam does learn the lesson of true heroism in the .
final book of the poem. . Adam, having listened to Michael's conclusion

to the relation of\the Second Coﬁling, repeats his lesson:
' , \ .

Auy

Henceforth I learn, that to obey is best, -
And love with fear the only God, to wal.k
As in his presence, ever to observe
His providence, and on him sole depend;
Merciful over all his works, with good
Still overcoming evil, and by small
Accomplishing great things, by things deem'd weak
Subverting worldy strong, and worldy. wise
. By simply weak; that suffering for Truths sake
Is foftitude to highest victory,
And to the faithful Death the Gate of Life;
Taught this by example whom I now
Acknowledge( my Redeemer ever blest. (12.561-73)

e

" He acknowledges his mistake, which was to choose the hercic code of -

} Satan over that of his "Redeemer.-" vAnd he gi;/es a wonderful
érticuiatibn 'of the heroic code of patient martyrdom for the love of
God. But does acknowledging his m;’stéake and recognizing the proper path.
on which ﬁo wend his solitary way make A‘da‘m a hero? He is a hero who

hasllapséd from the heroic code arid, albeit, regained that code. But we



must remember that the lépse was the Original Fall; this was no mere
stumble., Milton's view of the ‘fall should make it clear that Adam's
transgression is serious. He may have been the hero untl the fall, but
his actiémb at the crux of the niqth book, especially when we" consider
the code»’o'f heroism so gloriously .hailed in the invo.cat:ion in that book,
makes Adam unhe‘roic, or, perhaps, anti-heroic until he is taught the -
code of his "Redeemer." But he is only taught the code; he is not a
hero within this poem. ’ |

Milton, throughout the poem, has been concerned with‘,its | pragmatic
effect; herice, the. invitation to ;onsider oﬁr relation to the Edenic

pair,*and the concern with the inner soul But, Milton's artistry, as

we suggested earlier, owes sor'ﬁgthing to Spensef.. The method of

presen%qtion in Paradise Lost, w‘\ie would argue, is notably indebted to

Spens:er's' Faexlie Queehe. Milton héd praised Spenser for his ability to
take the reader directly into ;t..he b/ower of temptation, to let the reader
taste and recognize the temptation, and then to withdraw and acknowledge
the evil of the temptation. Milton ,achieves the same effect in Paradise
Lost. He begins the poem in Hell to show the heroic code of action and
egocentricity. He then shows the he'roic code of selfless love | in
heaven. . In the nin‘th book,.it could 'Be argued ,thét Milton gives the
readef every chance to fall with' Adam and Eve, once a'g;ain to choose the
heroic code of egocentricity. The final statement of the true heroism,
of following the example of 'the Son, is to remove any doubts as to which
heroic code ‘is ,tf\_le> fit one for the warfaring maﬁ. }
But, Mil\t\dn chose.‘ to work with a subject with négative
capabilities; the Fall of Man is basif:a.lly an unheroic theme.  Milton's

most impressive invocation, as we noted, takes.pi4ACe 4t the beginning of
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tﬁe ninth book, the book of the Fall. The conspicuous placement of the -
invocation, with its glbry—call of the "better fortitude," sh?uld make
us recognize Milton's process. Just ‘as we have not:icied ,that the
supernal and‘ the infernal are imposed on the garden of .Eden, so,
analogously, we may notice Milton's artistry of negative Juxtaposition,
an artistry which imposes a statement of the code of heroic condu;:t as a
preface to the narrative of man's initial departure from that code. The
negativity of such a juxtaposition is not one of pessimism, but rather
an attendant emotion of the subject which Milton chose. To sing of the
"First Disobediehce," and to "justify the ways of God to men," Miltoﬁ
m ust Ljuxtapose the ideal aﬁd the real, that is, the'opportur)ity ‘for Adam
to abstain, and Adam's conduct as it happened. In terms of heroism,
Adam chose not the -ideal; but in thé book of thé ‘poem in which he éhose 1
to die with, and _fg.; Eve, wb’e are presented with the type of heroism in
“which the hero dies for- God: "Heroic Martyrdom." The 'choice is the
evidence of theodicy. | .

The subject c;f the poem, though, does not allow for a hero. The
plot contains some necessa;ily- negative implications. - The hero, if. Adam
be considered as that, fails. 'And the reader, if he has chosen the
proper path, if he has resisted the temptations the poem ofigers as they
occur, is heroic,' in ythét he has known, considered, and 'y'et abstained
from the temptations. But can we say éhat.he ]S the hero of the poem?
We choose, r_ather, to say that the poem 'works not at deﬁm‘n_g its hero
S0 m‘uch as itaw.o.rks to define its heroic archetypes; and f_he heroic -
-a;chétype of the S;)n is presented as that most desirable to be emulated.
"

The key word, we sﬁggest, in Professor Shawcross' statement is "may.

Once again, choice is the reason; the choice of heroism is the reader's v



&

- ulbimately, we must say that the poem has no hero.

just as it has been Adam's and Eve's. Paradise Lost demonstrates what
J

constitutes Miltonic hercism, and it achieves its poetic rénunciation of

n

the Homeric heroic code which the Aeneid had but tempéred. But,

<
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Chapter Four

"More Humane, More Heavenly": Heroism in Paradise Regained

.to give a Kingdom hath been thought
Greater and nobler done, and to lay down -
Far more magnanimous than to assume. (IL481-83)

Paradise Regained has always received lesser recognition than

Milton's earlier epic. The poem belongs to a genre distinct from that

of Paradise Lost, a genre which excites not the heroic fervour of the

epic. In The , Reason of Church Goirernmeryt (1642), Milton outlined the

various genres which he would later em ploy. The - two epic genres, he

noted, are the "diffuse," whereof Homer's Iliad .and Odyssey, Virgil's

Aenead, and Tasso's :Jerusalem Delivered are examples; and the "brief

: 1
model," of which the book of Job is the only example Milton cites. Tt

is generally accepted that Paradise Regained is Milton's effort to
emulate the "brief epic." Milton's brief epic, an early -editor Thomas
Newton noted,
is much the same as that of the book of Job,.a good man triumphing
over temptation: and the greatest part of it'is 'in dialogue as
well as the book of Job, and abounds with moral arguments and

L reﬁecmons M

Par’ad;se Regained, moreover, is the poem in which Milton concluded

another objective’ which he had set in-The Reason for Church Government:

namely, "to lay the pattern of a Christian Herce." Initially, that is
~in 1642, Milton felt that the pattern of a Christian hero could be

portrayed in a "king or knight before the conquest." 4 Milton's original

plans for his epic poem also suggest that he considered King Arthur as
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an apprOprjate.subject for a Christian epic. By the time of the actual '

com position of Paradise Lost and Paradise Regained, though, Milton had

chosen not an example of a Christian hero, but the archetype of the
Christian hero: Christ.. As we have seen, Christ is the paradigm of

‘heroic conduct in Paradise Lost. In his disinterested charity and

supreme faith lies the basic code of what we have termed 'Miltonic

heroism," Paradise Regained goes further in the portrayal of the
consum mate (indeed, prototype) Christdan hero, the hero of faith, of

charity, of obedience. And Paradise Regained offers that hero the basic

medium of Miltonic heroism, the field of temptation: the battlefield of

the spiritual warrior. Paradise Regained is, as we.shall see, as

stringent a re-definition of heroism as Paradise Lost had been.

Furthermore, Paradise Regained has in it a more didactic aim; as Newton

noted, it "abounds with moral arguments and reflections," As such, its

success as an instructive artifice has never really been questoned.

Rather, the artistry and characterization of the work has been attacked.
The hero of the poem, Chn'st, has been accused of being "too serene

and forbidding,” of wanting that '"note of passionate, and

self-forgetting love."> The portrayal of Christ in Paradise Regained is.
based on an understanding of the moral requirements of the hero of
faith., Perhaps, though, such moral rectitude in a work of art does not

appeal to our own century. As we shall see, however, the character of

Christ is drawn purposefully. Renunciation of the worldly does not

entail courtesy. Heroism in Paradise Regained, ultim ately, is

ftheocentric as is the heroism in Paradise Lost. God, as He himself

tells Abdiel, is the code by which one judges his actions. Glory 'to,

fame from, afid obedience of God are the proper actions of the Christan )
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hero: "for this was all -thy care / To stand approv'd in sight of God,

' The heroic code which

though Worlds / Judg'd thee perverse.

entails a self-centered glory,‘ a self-interested quest for fame, and

obedience to the natural selfls a heroic code which Milton criticizes

in - his poetry; and Paradise Regained is the most concentrated
denunciation of this 'code. Self-containment has no role in the Miltonic
hero; all is from, by, and for God. Christ's character in Paradise
Regained is in complete aceord with the Christ of the gospels (those
portions, amongst éthers, dealing with the temptation in the desert) ar;d

the Christ whom each person is exhorted to follow in example: the Christ
who renounces the worldly in favour of ‘t‘;he heavenly, and who does it
amidst a world offered in “the most heavenly splendour by Satan,
Christ's character, as we shall see, is the \character. of the "true

warfaring Chn}éan," the pattern of the Christian hero.

The heroism, then, which Paradise Regained proposes s presented in

“cagvt;:‘,gs_ﬂt),q_with a type of heroism with which the epic is traditionally
4 55 5

associated: the classical hero, which we have examined in the first

chapter. Paradise Regained offers a re—definition of the Homeric code

of heroism; and the njw code of heroism is deﬁed by contrast with the
HomeriLc code. The various aspects of the Homeric hero are criticized
through a detailed comparison with the Christidn heroic code. The view
of mortality, the emotional basis of heroism, the medium of heroic

conduct, the consciousness of the hero of his task, the means of heroic

‘accomplishments, and the basis of the heroic world — physical or

spiritual — are aspects through which Milton criticizes classical
heroism and, in ‘thé process, defines Christian heroism. Before

examining Milton's juxtapositional definition of a heroic code, we may

)
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find it helpful to deal briefly ‘with some points which make the gospel
story of Christ's temptation in the deser® a fit subject for Milton's

poem and purpose.

Paradise Lost ends with a vision of Redemption. Michael descends

to the now-fallen Adam and offers Adam a vision of the eventual outcome
..

~duel to be a physical confrontation. As Michael describes it to

he says,

.+. .Dream not of thir fight,
As of a Duel, or the local wounds
Of head or heel: not therefore joins the.Son
Manhood to Godhead, with more strength to foil
Thy enemy; nor so is overcome
Satan, whose fall from Heaven, a deadlier bruise,
Disabl'd not to give thee thy death's wound:
Which hee, who comes thy Saviour, shall recuse, .
Not by destroying Satan, 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 . . .(PL 12.386-97)

‘The Son of God shall redeem Adam's progeny by confronting and defeating
Satan.  This confrontation is not. to be a physical "duel” but a
spiritual combat. The weapons will not be the mountains of the War in
Heaven, but the redemptive weaponry of obediencve\and charity: "Both by
obedience and by love, though love / Along fulfil the  Law'(PL

12.403-04). Clearly, the poet who concludes Paradise Lost looks forwafd

to Paradise Regained. The subject's fitness must have been appealing to

the mind which saw heroism in the ability to withstand trial, which saw

glory in the ability to overcome temptations. The basic situation of

Paradise Regained, we would argue, is the germinal setting of Miltonic

of his fall, a battle between Satan and ‘the Son of God. Nor is this {}}ﬁ
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heroism: the antagonistic force of temptation, the dusty field of trial,
and the ur{:iéniable glory of victory by obedience. The tradition of the
Second Adam who“'regains the loss of the first Adam is a fit conclgs’we
subject for the poet who wrote ‘of "man's first disobedience."

One conflict which has arisen concerns the theological basis of
Milton's poem, whether Christ as Milton portrays him is God or man. ~If
Christ undergoes the temptation in the desert as God, the drama'of the
poem is truly diminished. The pointl is suggested by certain critics,
alﬁhough Milton seems to have taken pains to avoid such a view.® In ‘his

De Doctrina Christiana, Milton argues that Christ undertook kenosis,

emptied himself of his divinity for the act of Redemption, and suffered

¥

the pains of the world on his head. Milton writes,

How much better is it for us to know merely that the Son of God,
~ our Mediator, was madg flesh, that he is called both God and Man,
.and is such in reality.

Milton believed, like'his God in Paradise Lost, in the justice of the

redemptive test. Simple mercy was not enough; and God's justice could
only be fulfilled by the sacrifice of an '"exalted man.". As Milton
writes,
That Christ was very man, is evident from his having a body, .
Jt is true that God attributes to himself also a soul and spirit;
but there are reasons most distinctly assigned in Scripture, why
Christ should be very man . . .Finally, God would not accept any
other sacrifice, inasmuch as any other would have been less than
worthy.
Moreover, within the poem, within Milton's poet:ica‘theology in fact,
the Son does accept mortal shape. "Account mee man," he claims in the

famoug Council in Heaven in which he. undertook to act.the role of the

Redeemer in the third book of Paradise Lost. Throughout ‘Paradise
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Regained, Christ is referred to as assuming mortal form — "In Fleshly
Tabernacle, and human form," the Angelic Choir chime out. Indeed, from
the invgcat:ion to th¢ quiet return to his mother's house, - Christ is man. °
Ir\is im poftént&glat Christ undergo the temptation in the desert as
man for the sake of divine justice, and theological propr’ié;.y, and even
some sort of dramatic advantabge. For our pu'rposes,, however, it is
doubly im portant 1\n that Christ as God is not, nor can be, heroic. The
virtues of the her\o are humility, patience, and obedience; or, stated in
their total formulae, humility in the presence of God, patience in
waiting for God's sign, and‘obedience to God's authority. God, in the
code of heroism, is the recipient and the origin — the primal force, as
we shall see — of heroism. If we set the situation ‘up as an equation
(x + y = x), God (x) is the originating force and the ﬂdmate sum; - man
(v), in mathematical and, for Milton, theological, terms is nothing,
The basis of Miltonic heroism is its theocentn'cit“y.. This point is of
the utmost importance to Milton's heroic code.' In explicating the

o

heroic code which Paradise Regained offers, we find a prepondera_nt

reliance of the hero on the will of God. Strength is not a_ feature
which Milton incorporated into his hero. The initial basis of Miltonic |
herqgism is the paradox of strong weakness. ' This oxymoron represents the
theocentric vi'ew of heroism which Milton proposed. All Strengﬁh/comes
from God. The first temptation, that of turning the stones to bread, is
rejected becau;e succumbing to it would havé signified a reliance on
man's abilities. The Son answers the offer to turn the stones into
bread thu;: |

Man lives not by Bread alone, but each Word
Proceeding from the mouth of God, who fed

/

/



) Our Fathers here with Manﬁex. . W(L349-51)
" The Son re‘jec’vts the present temptation and refers to a previous instance
of God's bounty. The answe.r is basic in its faithfulness: God is the
sole requirement of. life, above food, above knowledge, above kingdoms.
The Son shows his faith in God in his initial foray into the desert. He
is, Signiﬁczangly, "ed" into the desert — led, because God has the
overwhelm'm.g control over human affairs, The Son has not even the
knowledge of wi.ly he goes into the desert. He says, |

And now by some strong motion I am led

Into this Wilderness, to what intent

I learn not yet; perhaps I need not know; ‘

For what concerns my knowledge God reveals.(1.290-93)
The note is deﬁxﬁtely submissive. If such a statement was made by a
soldier on the fields before Tlium, its author would strike us as weak
and helpless. Such are not worthy sentiments for the Homeric hero. But
such are the prerequisites for ‘Christian h;aroism. Humility comes from
the recognition that all one's actions are ultimately from, and for the
glory of, God.

The ;mte of Miltonic heroism which we had seen in'Adam's speech 1in

the twelfth book of Paradise Lost is practiced by the Christ of Paradise

Regained. It is worthwhile to quote the important passage again, as it
establishes the basis of the heroic tradition of which Milton's Christ
is the archetype. Adam recites, as\ it were, the lesson he has learned

to Michael:

Henceforth T learn, that to obey is best,
And love with fear the only God, ta walk
As in his presence, ever to.observe

His Providence, and on him 'sole depend,
Merciful over all his works, with good
Still overcoming evil, and by small



. Accomplishing great things, by things deem'd weak
Subverting worldly strong, and worldy wise
By simply meek; that suffering for Truth's sake
_Is fortitude to highest victory . . .(PL 12.561-70)
The paradox is essential: weakness shall overcome worldly streapth, I

meekness shall overcome worldly wisdom.  The small shall accomplish

.great things. God, in Paradise Regained, looks on His Son in the desert

and asserts the paradox's validi.r_y:

By Humiliation and strong Sufferance:

His weakness shall o'ercome Satanic strength(I.160-61)
The paradox of weakness overcoming worldly strength is the premise of
the conclusion that even the weakest aspect of God's strength — man —
can conquer the strongest of w;)rldly strength. Once again, the tenor is
God.

God mentions the twin '.aspects of "Humiliatdon and strong
Sufferance." It is an accepted tradition that Christ's ministry of
redemption is one which is based on his humiliation and exaltation.
Christ's trial — his "exercise" éod calls it — is that through
humiliation he will be exalted, through obe')dience he will come to be
bbeyed. Christ recognizes this aspect of his trial; _he.says to Satan,

. .wAho best

Can suffer, best can do; best reign, who first

Well hath obeyed; just trial e'er I merit

My exaltation without change or end.(.194-97)
The patient hero, humble in his s’uf'fering, becomes the king of the
world. He will be exalted; but his glory i§, once again, the glory of
God. . ~

Regardingfhe famous renunciation of the "miscellaneous rabble,"

some critics have thought the germ of the idea more Milton-like than



C hrist-like. 100 Tt must be noted that the primary reason for the
renunciation is the rabble's preference for "Things vulgar." The \\topic

under qﬁestion is gior”y, with which Satan is’trying to tempt Christ,

Satan says that. "glory [is] the reward / That sole - excites 'to high

S

attempts the ﬂame)f ’i)f most erected Spmts . "("[[[.25—27) jfory is

the reason for performmg high deeds. Glory — tradJ.tLon (thly

h
glory, which is what ‘Satan Is offermg — resxdes in the mmds of the

rabble, The Son simply contrasts theh praise of the rabble — "Of whom

"to be disprais'd were no small praise" — with true glory. He says:

This is .true glgry and renown, when God
Loeking on th' Earth, with approbatien marks
The just man, and divulges him through Heaven
To all his Angels, who with true applause
.Recount his praises. . (]]1.60—64)

‘ . J‘ o .
. Job is the prime example. He was famous in heaven, unknown on earth,
Glory,'furthermo‘re, is not-the prov:i.nce, of man, alone, Man, Christ
points out, "Hath nothing"(HLIBS), and he  who has nothing is

'inglo;‘io‘vué. Glory, rather, is achieved by advancing God's giory.

[N

Yet oo much bounty is 1'n. God,. such gréce,

That who advance his glory, not thir own,

Them he hlmself to glory will advance. (IILMZ—AA)
In the equat:Lon we had created earlier (x + y = x), man (y), by raising
God's glory, is raised to the eminence o&f\ existence. He is., if the pun
"be excused, given a reaéon to ._«live': he is given a "y." . | _

"-The -other "highly Jzontroversial episode in tho poe‘r‘ﬁ?i's. Christ's
rénunéiation of - Ather';s. Some critics, once again, claim %:hat/ the
renonciation of ‘Greekﬁléarning is more Milton's thought than Cihrist's'—
a critiois"m whose basis is difficult fo'compréﬁend, as if ‘a poet were
not allowed to _ihfuse his own poe.x‘n with ‘:"thinags c’haracten:stic;;];u" a

o

{m

(113



114
license Shékespeare was reédi‘ly. a]lovv;re\d. Thé renunciation of Giree,'k
..ll'earnin.g,' ‘Jthough, is perfectly in keeping with Christ's basic beliefs.
Satan offers the Greek world with this invitation: "Be famous tﬁen /- By
| wisdom. . \."(IV.‘221—22). Satan offers Chri'stf;y,:);;rnhe wisdom of '"the
Gentiles," philosophers, ‘he says, who areg"led by  Nature's
‘light"(IV.228). "The Son ar;swers "sagely" (a fit adverb*_considerihg the.
"te mptétion) that : . | L &‘5 {
v 'y | .
he who receives

W

Light from above, from the fountain of light, W
No other doctrine needs, though granted true . . .(IV.288-90)

' The_renunciat:ién is not completely dismissive. Socrates, Plato, Pyrrha,
-a;ld Epicurus are treated fairly. 'i‘hey must be dlfnlssed in light .of the
t:ruthvof the Word of God. It -must be made clejcli' that this is not a
fusion of philosophies, but a supersession of God's Werd over Nature's.
The philosophy_ of S_toicism comes undér the most severe attack because it~
represehw a self-encompassing attitude, Socratic thought and Platonism
d‘ohnoit deny divinity; they‘ rely on its goodness, "Stloicism, thoxifgh,
abhors and avoids the world in the belief that they are in themselves
capable of overcoming the evil of the world. Christ's b]isterjhg attack
on stoicisrﬁ' begins thus: |

. The Stoic last in Phﬂoéoph_ic pride,

By him call'd virtue; and his virtuous man,

Wise, perfect in himself, and ‘all possessing

Equal to God . . .(IV.300-03) .
Thg major criticism of stoicism is its egocentricity, its belief in  its
 own power. Stoics, Christ complains, "to themgelves] /— A1l ‘glory
arrogate, to God give none. . ."(IV.314-15), The renunciation of Greek |,

culture, then, is not a rejection based on a Puritan code of ethics



which a younger Milton might not have h?\ld so doctrinally.. Rather, the
renunciation of Greek culture is necessary to the tenor of the poem, to
its thegcentric theme. God's Word is the sole necesgity, All elgse,
Christ asserts in a lyrical and -unforgettable im-égg, is "worth a sponge;

/ As Children gathering pebbles on the shore"(IV.329-30).

The most important theme of Miltomic heroism, as we have seen, is -

its theocentricity, = The celebration of human achievement is always
tempered by the recognition of its primal source. Nor can this aspect
of Miltonl's thought be reéarded as more Puritan than hu manitaria'n. As
Professor Bush has astutely pointed out, even at this point in his life
Milton still held the traditional values of the "Christian humanist." 11_‘
In the renunciation of Greek cuilture, the Son remarks on the
anthropocentric tenden y of Greek philoéophy. TI’\U.S\\CI'ltLC.lsm is -
espe@y pbinted when we recognjze that Satan“embSdies m\any of the"
traits which #Christ denounces.  Thus, the criticism  of the Hellenic

‘ philosophy‘ is not = only .explicit, as in the Son's renunciation; it ‘is

‘im plicit in the person of Satan. TIAe Christian. hero, furthermore, is
estab]isﬁed in contrast with the classical hero ‘portrayed, to an extent,

by Satan.
J1 8

The various_asi)ects of the Honi-efic heroic code which we catalogued
in the introduction are _ represented by Satan. In contrést to his
ethics, the true Christian herd is .defined. We have so fari seen
‘Milton's theocentric bvvision — how his hercism is in no w:aybone of
se.lf—re],iénce. The hero's overwhelming dependence on God' may _ detract

somewhat — if not totally — from the human achievement of heroism.,
e
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Perhaps it may be. argued that the Homeric vision of :hu man elegance .and
bravery is preferable to the hero who is nothing Qithout God; but, for
Milton, such.a visionv was sadly myopic. Noting that God was the source
of human achievementﬁ did not mean a denial of the achievement; it merely

meant recggnizing the profound source of thej achievement. From -a human

perspective, Homer's is a more appealing po al. Milton would argue,
however, that it w a surface portrayal; and - truth — profound
truth that traced the effect to its original cause —is far more

vbeautjfui: "So fares it when with truth falsehood contends"(ljlltl&fi).
The emotion of Achilles is anger. It is an emotion which we

suggest do minates the Iliad. In Paradise Regained, Satan is imbued, with

anger. He is "with envy fraﬁght and rage'(1.38); he is "inly stung with
anger and disdain"(L.466); he is, ultim ately, "swolg;,}with rage"(IV.499).
Christ, on the other hand, is temperate, pat:ieht, unmoved, gnd calm. 12
Thevemodonl of the classical heroic code is ggntras;ed with the new
emotion of the Cﬁrist:ian heroic code. ‘ | ‘
As was seen’ inr.Dio’medes' character, and Achilles’, @nd’inJ the
charac‘ter. of';’ each‘ hel:o of the Iliad, renown was 'of the  utmost
importance. The concern 'for rebutation Rept Dio m]edes and Odysseaus in
the battle; they dare not retreat for fear of being ‘considered unher‘ckic.
Thedir reputétion rested on what the rébbl& thought of them, and 'the
rabble is influenced by the phylrsical actions which they see. The glory
based on the praise of the worldly, as we m.nted,vis reé%%;hced by Christ.
God's recognition of goodness is the sole reward of :t",the. warfaring
Christian hero. Earthly renown is "but = the blaze of féme." It is th:3
blaze of fame which Satan offers to the Son. It is also the‘ blazé of

fame on which Satan himself thrives. Satan'sfim pudent offer that Christ

B 4
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worship him is 'a sign of the glory. for wh_ic.h Satan is constantly
stnvmg Part of the parody of the classical bheroic code is fulfilled

by Satan's perpetual failure to understand Christ or his mission.  W hen

Satan offers money to 'Christ, his questions imply a complete lack of

understanding of Christ's mission. Satan asks,

Which) way or from what hope dost thou aspire

To greatness? "whence Authority deriv'st,

What Followers, what Retinue tanst thou gain,

Or at thy heels the dizzy Multitude,

Longer than thou canst feed them on thy cost?(IL417-21)

E
ECN

Money, Satan suggests, will gain all: honour, friends, conquest, realms.

For Satan, followers are the sign of glory.’

13
Satan throughout uses superlative terms: greatest, best, highest. .
Superl@dvé terms have their place in classical heroism. Achilles is
the best warrior; Odysseus the best in counsel and guile. Being the

best means being a hero. Conversely, Christ's mission is "by small /

Accomp]ish:i_rlg great things." We recall the distinction God made in the

4 . , _ .
third book of Paradise Lost. God says that the role of redeemer is the

Son's because he is

By Merit more than Birthright Son of God,

Found worthiest to be so by being Good. .

Far more than Great or High. . .(PL 3.309-11)
Goodness is an act of submission. Any act of self-dependence is truly
an act of pride. Satan places the Son on the pinnac.le‘ because "highest
plac't, highest is best"(IV.553). But, to alter a timeworn standard. for
the underdog slightly, the higher 'they are the harder they fall.

The medium of heroism in the Homeric world is battle; in war ‘the

hero establishes himself. War, as we have pronounced, is an act of
\ ,

y



destruction, of negation. In Paradise Regained, Christ renounces the

glory of battle: ' '

They err who count it glorious to subdue

By Conquest far and wide, to overrun

Large Countries, and in field great Battles win,

Great Cities by assault: what do these W orthies,

But rob and spoil, burn, slaughter, and enslave

Peacable Nations, neighbouring or remote,

Made Captive, yet deserving freedom more

Than those thir Conquerers, who leave behind _
Nothing but ruin wheresoe'er they rove,

And all the flourishing works of peace destroy. . .(TIL71-80)

Christ denounces war as an act of unnecessary violence, an act of
negativity, of destruction. He himself is on a redemptive mission, an
act of construction, building the civitas dei. His missior will be
accomplished, he says, by 'deeds of peace, by wisdom eminent, / By
patience,.temperance . . ."(IL91-92). The new locus for heroism is
not the patch of ground before Tlium, but the battlefield of the spirit
— the land of Mansoul. And the new mediuym is trial: Paradise is to bbe
regained "By -one man's firm obedience fully tried / Through all
temptation. . ."(L4-5).

When "questioned about his "sitting still or thus retiring," Christ
answers that he is being

. . .tried in humble state, and things adverse,

By tribulations, injuries, insults, _

Contempts, and scorns, and snares, and violence,

Suffering, abstaining, quietly expecting

Without distrust or doubt, that he may know

What I can suffer, how obey. . . (I.189-94)
The medium of self-knowledge is. trial. For the Miadic hero it is trial
in battle; for the Odyssean hero it is trial in guile and wisdom. The

Christian- hero, however, suffers a trial which cannot be. manifest in any

physical sense. Part of the suffering is the obscurity of the action.
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A spiritual warfare attracts no notice: "obscure, / Unmark't, ' unknown"
the ,hero wages his war against his "Spiritual Foe." Thus, in the

- invocation, the vpoet' claims he will sing of deeds "Above Heroic, though
in secr?et done"(I.15).  Obscurity is a state which the classical hero

did not ’re]ish; indeed, if obscure he was not a hero. Unobserved
heroism is a contradiction in term"s. Christ, though, enters the‘ deqser't
obscure and returns at the end of the battle "unobserv'd." Only God and
the angelic choir — only the audience that matters — know of the
victory of goodneég:" . The Trojan War coﬁld boast a divir;e audierce, but
there was not thék“cc;;nmunion which Ch;'ist shared after his victory. The
"Achaians and the Trojans fought each other for each other. They were
the combatants.and the audience. Their com munion was shared with theif
own: the feast after the battle.

As Christ concludes his catalogue of the afflictions of maL he
.mentions the emotional state with which the'“ trial rﬁust be unaertaken:
"without distrust or doubt" — é.ssent:ia]'ly, with faiﬁh. This offers a
nicevcomz'ast to';:he‘. ’classical hero whose heroism, we maintained, was
based on his level of consciousness in the heat of - battle.. The
ChnstLan hero, likewise, has to maintain a level of consciousness — a
consciousness of faith. Christ's sacrifice of himself to save wmankind
‘ _is the prime. example of" thét sconsciousness; it required a knowing
sacn'f_ice of the_self. 14 Indeed, aé we recall, it .was.,a' sacrifice of.
such proportions that it silenced Heaven. The Christian hero — in this
inst;ance, Christ — does not throw himself into trial; he _understands:
that Ihis actions are for the glory of Cod. Temptation is not rejected

-perfunctorily; that constitutes asceticism, the rejection of material
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goods. without consideration of their possible pleasures. The Christian
hero knows the pleasures.

In Areopagitica, Milton distinguished between "blank virtue" and

g

"true virtue." Tt is a distinction which is of the utmost importance to
.

Miltonic. heroism. Therefore, we find it useful to quote Areolagiﬁtica:

That virtue therefore which is but a  youngling iff the
contemplation of ‘evil, and knows not the utmost that vice promises
to her_ followers, and rejects it, is but a blank virtue, not a
15
pure. :
True virtue, on the other hand, consists of a knowing sacrifice of

pleasure:

He that can apprehend and consider vice with all her baits and
see ming p{;ii:res, and yet abstain, and yet distinguish, and vyet

prefer tha hich is truly better, he is the true warfaring

Christian. ’
Consciousness, then, is a requisite of t'_he- Cﬁristian hero.

Paradoxically, Satan is not as conscious of his actions as is

Christ of his. . Christ descends into himself and discovers the
afﬂictien which he must endure; hls is not a mission of careless mercy.
He is conscieus of the pain he has deigned to undergo. Satan, however,
is a tool to ‘God's purpose. Christ derisively notes . that Satan is a
"poor miserable captive thrall" who is serviceable to God. Satan, who

thinks himself self-serving, really is the only pre—destined actor on

the stage of Paradise Regained.

But contrary unweeting he fulfill'd
The purpos'd Counsel pre—ordain'd and fixt
Of the most High. . . (L.126-28) [



Fur;hermore, when Satan thinks himself in control of the situation, we
know that it is only through a power which God has lent him that he acts
(ML251; 1V.394),

The material world is important to the classical hercic code
because of the physical nature of heroism. Physical _plunder, even
captured slaves, is an emblem of achievement. The mater‘.iél world is
rejected by the Christian hero. 'Parthian arms, Ro man glory, Greek
learning, all give way before the Word of God. The spiritual
battlefield yields no physical plunder. |

As was ‘noted, Odysseus was famous for his guile and his wisdom. In

Paradise Regained, Satan represents worldly wisdom and worldly guile and

neither aspect 1s acceptable in the Christan heroic code. Satan,
Christ says, lives in lies: "lying is thy sustenance, thy food"(I.4/29).

Satan enters the desert disguised in "Rl‘ll‘al weeds," then is »"see mlier
clad." The Odyssean guile is misplaced here. Odysseus' disguises
served to help him survive in a wor1'd in which survival depe‘nded> on

constant guile, That world is a ‘world in which self-reliance

necessitated guile, The world of Paradise Regained needs not
self-reliance; reliance on God is the sole means of surviva]ﬂ’ and God “_
needs no disguises.l Odysseus' search for wisdom, a search which also’
helped‘ him to s&rvive, is also based on self-reliance. Satan, who
com mands the world of worldly Rnowledge, represents tAhe attainment of
wisdom for its own end. C'hn'st, in con&ast, gains his knowledge from

“ God: "what conéerns my knowledge God reveals." The Delphic oracle has
been replaced by the inner oracle:

God hath now sent his living Oracle
Into the World to teach his final will,
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And sends his Spirit of Truth henceforth to dwell
In pious Hearts, an inward Oracle ;
To all truth requisite for men to know. (L460-64)
Worldly wisdom and guile, the standards of the Odyssean world, are

superseded by God-given knowledge and divine straightforwardness.

“Odysseus used wisdom and guile to survixe; survival in the new

.
/
4

dispensation is dependent entirely on Go.d;

Finally, we approach &he ultimate aspect of Homeric heroism which
is criticized and superseded by the Christian heroic code: the concept
of mortality, As we have seen in the Iliad, mortality isv ‘the
consum mation of the hero. The price of heroism is death. And, y'et, the
hero féars ‘and despises the price. The greatest of the heroes,
Achilles, spends much of the poem lamenting his im minent death, His
ultimate heroism is reached when he accepts his fate of mortality. The
Christian concept of mortality differs from the Hellenic, and this
difference; is noted by Christ. Having criticized the false giory o’f
battle-hungry warriors (II.71-80), Christ points out the ultimate end
of each hero, which is death: 4

One is the Son of Jove, of Mars the other,

Till Conquerer Death discover them scarce men,

Rolling in brutish vices, and deform'd, ‘

Violent or shameful death thir due reward.(IL84-87) >
As we recall, Milton's concept of hercism entaﬂé mortality as well: the
better fortitude of '"Heroic Martyrdom." The Christian hero, though,
apbroaches his death with a, faithful willingness. ‘
. This heroic faith is evident in two characters in Paradise
Regained, Christ and Mary. Chnist, upon discovering who he is,

realizes, as he says, "that my way must lie / Through many a hard assay

even to the death"(1.263-64). Recognizing the cost of his mission, he
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is "neither thus dishearten'd or dismay'd"(L268). With true and 4
unflagging faith he waits on God's time. Mary shows the same heroic
fortitude in her recognition of the pain she must undergo:

I look't for some great change to Honor? no,

But trouble, ., . .

. . .that through my very Soul

A sword shall pierce; this is my favor'd lot,

My Exaltation to Afflictions high;

Afflicted T may be, it seems, and blest;

I will not argue that, nor will repine. (IL.86-87, 90-94)

Willing sufferance is the means to exaltation. Obedience is the way to
glory, and obedience is self-sacrificial. To obgzy,ﬂ as Satan does,
through "trembling fear . . .like a Fawning Parasite,l" i not . obedience
per se. It is the unheroic aspect of captivity.

As Christ indicates throughout the poem, he must await the fulness
of time before he is able to act. God establishes the time for action;
the human actor must wait, 'andA waiting presupposes passionate pain.
Satan offers Christ "Occasion's forelock." C}:r.lst rejects it because

-

"All things are best fulfﬂl d in their due time," the time, that is,
when God decrees. Part of the temptations which Satan offers, then, is
the opportunity to act on one's own time, to grasp Occasion's forelock, .
not to wait for God but to act on one's own initiative: "Not when it
must, but _whén it may be best"(IV.476). Christ must, of course, reject
the temptation to act before the appointed time. This, as we have seen,
is a basic aspect of Miltonic heroism: "They also serve who only - stand
and wait."

At the conclusion .of the poem, the Angelic Choir reward \Christ with

an Edenic repast. From the dusty desert he is carried to "a flow'ry

valley," and before him is set

o



A table of Celestial Food, Divine,

A mbrosial, Fruits fetcht from the tree of hfe,

And from the fo t of life A mbrasial drmk (IV.588-90)
They who only stand % eﬁ%ﬁ wait are also served The choir then sings odes
to his victory over the "Tempter proud,” and a preponderant theme of the
song is time, and the approaching fulness of it: "now thou hast aveng'd
/ Supplanted Adam"; "A fairer Paradise is founded now'; "Now enter, and
begin to save mankind." The victory over time is complete; the exercise
iny the desert is consum mated; the ministry of redemption. is about to
begin. * Paradise lost has been ;egairied "in the we;ste Wilderness."

Moreover, the Christdan he‘roic code is established, Obedience to
God rather than rebelliousness against divinity, 'humﬂity before God
rather than pride in the face of destiny, pat:ience.for God's com mands
rather than action in the face of necessity, charity rather than béttle
where men kll and die, a spiritual warfare obscure rather than a
physical duel renowned, goodness rather tilan greatness are the aspects
of the two heroic codes which Milton juxtaposes, and by 1im phcn:
criticism of the classical heroic code establishes the Christian heroic
code.

The code of classical heroism, which is represented by Satan in

Paradise Regained, is renounced. Physical arms, which Satan represents,

are rejected by Christ: '"Plausible to the world, to mee. worth
naught"(OL393). Tt will be remembered that Satan is the only
character of the poem who actually uses physic'al force. Christ's
victory at the pinnacle is achieved by faith in God; Satan's defeat is

given him by the hand of God. Jesus replies to Satan's final temptation

with an ambiguous injunction:
N ‘ '



Tempt not the Lord thy God; he said and stood.
But Satan smitten with amazement fell. . . (IV.560-61)

In the final rejection of classical?gic standards, Milton offers an .
epic simile which places Christ as the tenor and Hercules, the greatest
of Greek mythic heroes and a type bf Christ, .as the vehicle; and this
simile, Milton evinces, is "to compare / Small things with
greatest(IV.563-64). The classical hero is now fit to act as a simile,
a likeness of ‘the reality. 17
Christ regains paradise, but no glory is ascribed him’ by  the
rabble, ' The feast in the valley is given him élone. The Choir of the
Angels rings in his ears, foretelling the final victory of Christ over
Satan -— the victory which shall give S\é?t*an his "ast and deadliest
wound.," It is, significantly, a victory in which Christ shall be "all

unarm'd" and his weaponry "the terror of his voice." Christ's armory is

the Word,

And out of his mouth goeth a sharp sword, that with it. he should
smite the nations. . .(Revelation 19:15)

It is the choice of weapons Christ made in the first debate he carried
on within himself in the first book. As Christ recalls his: childhood,
he follows the episode of his love of learning with a relation of his

desire to achieve great deeds:

. . . .yet this not all

To+which ‘my Spirit aspir'd; victorious deeds
Flam'd in my heart, heroic acts; one while , %
To rescue Israel from the Roman yoke,
Then to subdue and quell o'er all the earth
Brute violence and proud Tyrannic pow'r,
Till truth were freed, and equity restor'd:
Yet held it more humane, more heavenly, first

., By winming words. to conquer willing hearts,

" And make persuasion do the work of fear. . .(1.214-23)

X
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The first half\of the speech offers the temptation — self-imposed — to

_ do "heroic acr_';!" The number of active verbs — rescue, subdue, quell,

free, rWe — shows a spirit of heroic actions which must give way to

the new heroism, the more humane, more heavenly heroism of persuasion,

of patience, of obedience, of humiliation. The second half of the
speech offers the verbs of mediaton, a fit aspecé for the mediator
. between God and man. The poem <has offered a re-d:aﬁnit:ion
magnanimity. Great spirited heroism is truly accomplished, Milton
s.uggests, by submissive and fS&iﬁﬁul goodness.

It is this second vision .of deeds "Above Hero_‘LC" that Christ

follows throughout the poem. He is tempted; he rejects the tem ptations.

He is tried and humiliated; = he succeeds in trial and }s exalted. The
poem concludes with the quiet ending so fit for the lay of spiritual

warfare: "hee unobserv'd / Home to his Mother's house private return'd.”

of
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L B A .
~ "Celestial Vigor Arm'd": Heroism in Samson Agonistes -

Or if Virtue feeblev were, ‘
Heav'n itself would stoop to her. (Comus 1. 1021-22)

Samson' Agonistes is, for our purposes, Milton's final statement of
[ ° .
heroism. Although there are various opinions concerning -the date of the

vpoe'my_'s composition, the “debate is really without our study, -and,

® .

ironically, for the very r‘e‘asori that the debate exists: the vision of
: s . ] .

»

heroism the poem ,professes.l Samson Agonistes is.the completion of the

. N . . ) e : . N Y
Miltonic vision of heroism. ‘The poem, thus, concludes, and aptly, the

view‘df hercism Milton has consistently held thrZ)ughout his three major

 poems. The,position we offer, that Samson Agonistes rests on the same

heroic. code as Paradise Lost and Paradise Regained, needs some

qualification. As the drama ha been . considered by some critics as
Milton's departuser from his sta nchly rigid (and perhaps inhumane)
herqic standard that (they ’fe}-t) lessened the hu m’arq'st:ic interest - in

Paradise Regained, we will counter that Milton's drama is but'\‘the

ultimate exposition of his sele‘ét' view of_heroic conduct. This study

itate some examination of the genre of the poem, its basis as

a tragedy. A study of Samson Agonistes asa tragedy and Samson as a

tragic hero will further involve us in a brief examination of the

concept of Qhﬁst:ian tragedy; whetiiiér Milton, as a thoroughgoing
. VA

Christian artist. (which he is), could somehow combine his Christian
premises and the’ premises necessary to a tfagic dramatic presentation;

or whether such an attempt is but syncretic.
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P’rofessor E.M.W. Tillyard maintains that by the time Milton

composed Samson Agonistes he had "regained his faith in. action." He

suggests that Milton ''makes a deed, not a thought, the centre of his
. , . R .

e

. drama." This drama, Tillyard further holds, presents a type of' heroism

not found in the twd epics. "In neither Paradise Lost nor Paradise

!

Reg'ained had there been a normal hero." Samson Agonistes differs from

the two .epics in its  major character: - "Samson is different: human,

: o - : 2
. fallible, and yet exhibiting to what heroism hu_mé&ity can rise." The

various premises Professor Téi_]‘ly‘ard makes would suggest that Sa mson

~Agonistes is of quite a different tone than Paradise Regained, to which, -

i

as the title page of the first  edition asserts, it "is added." This

conclusion makes necessary one or more of three possible explariatjonész

S e v
N

_that Milton wrote Samson Agonistes at an earlier time than, his brief

epic, that Milton had' altered his conception of heroism from' Paradise

Regained to Samson Agonistes, or  that Milton had not a consistent

conception of heroism. We suggest that Milton's conception of he'roism_

rem_ajhs cthistent_ _ﬁhrough,_ all his major boetry, and ' thgt  Samson

Agonistés is as fit a complement to Paradise Regained as the brief epic

Paradise Regained has been, as we have seen, a poetic paradigm of

had been to Paradise Lost.

the Miltonic heroic code. Within its artistic framework we have been

offered a manual of proper heroic conduct; in words of Professor
: | , 3.

Steadman; a "compendious anatomy .of heroic virtue." The various

»

virtues of charity, of . temperance, of patiehce, of faith, and of

L

sub miésion to the will of God have been exhibited in the person of the

Son. Truly, one could say of Paradise Regain.e.d that it is an anatomy of

128
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Christian heroism, that it is a manual of godly etiquette. But what

then does one make of the accompanying volume, Samson Aglonistes? If we

make a metaphor of the genre of the "anatomy" — that Paradise Regained

is the skeletal framework of Chriét‘i.an‘hero:ism — then we may suggest

that Samson Agonistes is the fleshly exhibition of iit. Professor Madsen

has taken the line with which Michael informs Adam of. the differe"rfce
 between Moses' dispensation and Jespis' as Milton's view of the
‘ d‘ifference between the type -and the truths Michael, in the twelfth book

of Paradise Lost, says to Adam:

3

So Law appears imperfet, and but giv'n

With purpose to resign them in full ime

Up to a better Cov'nant, ‘disciplin'd » :
From shadowy Types to Truth, from Flesh to Spirit . . J(PL
12.300-03) . : , '

Samson, Madsen concludes, is a significant choice for the charécper of
.. . " :
the drama accompanying the poem describing Christ's heroism, in that
4.(:'; ,,sl:: ' . :
Samson as¢d type of Christ is a 'shadowy' representation of the later

"Truth," Samson iSs the flesh; Christ the spirit.  Thus, Samson's

inability to measure up' to the heroic norms of Paradise Regained is a

A . ) 5
demonstration of the difference from the Iletter to the -  spirit."

PProfessor Madsep's insightful examination—of the two poems as codmpanion

pieces st exemplgry. Our one addition to his thesis is that Samson, in

one way, demopsﬁrates the ‘s‘imi.laxfity of the heroic vision of Pa;adise

Régained and Samson - Agoriistebé’,"rathexf than the differen%e. ‘Tha'tv one
4§ ' . L ' L

wayy, moreover, is, as we have suggested throug%t the examination of

the two ~epics, the most important".,aspe—ct of LMiltgnic heroism: the
theocentricity of the Christian heroic code, Although Samson, as a type

of Christ, does exhibit his inferiority — his%hadowy
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typological significance - nonet':heless Ihis herois.m is basically founded
on the same premise as Christ's: the origin of all hercism is God.

Samson, then, repres’ents the fleshly counterpart of the heroic code
<\;hich Christ fulfills in spirit, Ana, in keeping with the metaphor we
have suggested, the fleshly representation .of heroic conduct — Samson
— receives more subtle treatment than had the spiritual representation
— Christ., .rAs the flesh is more opaque than the. skeleton, so is Samson
Agonistes more subtle in its exhibidon of heroism than Paradise
Regained. In the terms kMichael gave to Adam, we are moving from the

"Truth" of the heroic code of Paradise Regained to its "shadowy Type,"

from the spirit to the flesh, from the skeletal: framework to the . carnal

3

manifestation.

it . "
One of the debates concerning Samson's status as a tragic hero is

based on the conception of Samson Agonistes as a drama of regeneration.
*y

Professor John T. Shawcross ouflines the afgument thus:

If Samson is regenerated, the .argument goes, .then the course ll
the headlong fall resulting from his hamartia has been altered and
his 'flaw' must have been overcome. Under such ‘@Qndltlons there
is no tragedy, for a good —. whether Samson's regeneratlon or his
act of destroying the Phﬂnst:mes — has ‘'arisen out of evil. -
It would serve our discussion to add to this debate one more premise.
If the "good" arises despite the "evil," that is if Samson's
fegeneration and ‘the destruction of the Philistines arise out of a
divine supu]at:Lon maugre the hero's hamartia or aspirations, then the
» tragedy is essentially violated. ,Sa mso‘n's "heroism", we suggest, cannot

be considered as anything. but diviqely—led. " And as such,iit cannot rank

as tragic heroism. Indeed, the whole drama seems to undercut tragic
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éonventio'r'l,s; whether, in fact, the drama attempts to undercut ‘Athe
conventions or sim ply &ies to accom modate twb basically unconformable
ideas will bést be seen after an examination of the heroism in. Samson
Agonistes. To élucidate the heroism of the drama, we will examine ‘the
alleged "regeneration” of it;: hero and the perspective offered by the
 Chorus and Manoa.

‘ 7
Samson~-begins the drama in a state bordering on despair.” In his

opening s‘p.’é@ch Samson hits a predominant note of - desperation'

(1L18-109). " The speech begins with Samson articulating the Medieval
conception of the tragedy of mémc;ry.8 The hero laments his present
adversity in light of his precedent glory (18-22). Samson then laments
his bix"t-h'——- a Dbasic t:ragic"mot:if. Samson's complaint, howevef, also
cont'éir:é a call for tﬁeod_icy: he waﬁts the - ways of God Jjgstiﬁed‘ to
him self. 'fO\ wherefore was my birth from Heaveﬁ forétold," he cries out.
"Why was my breeding order'd. . .," h_e'laments. In the first plaint, he
questions the reason for his divine ll:ca]]ing. In the second plaint, he
questions the irony of his im prisonment:
. . .Promise was that I
Should Israel from Philistian yoke deliver;
Ask for this great Deliverer now, and find him
Eyeless in Gaza at the Mill with slaves,
Himself in bonds under Philistian yoke. . .(38-42)
The th'quest'Lons ‘ar'e followed by a sc;_e ming acquiescence to the will of
God: "Yet stay, let me;' not rashl'y‘ call in douﬁt / Divine P‘redictic.m.
‘."g43—44). This volta in his lamentation, however, is f-cJ]iowed by a

reneved complaint, which culminates in the criticism of his fundamental

com podition, namely the means by which God attributed him his. strength:

God, when hefgave me stréngth, to show withal
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How siight the gift was, hung ii:‘in my Hair.(58-59)
A volta of.acqﬁiesceﬁce follows: "But péace, I must not quarrel with the
wi'llo/ Of highest dispensation"(60-61). Once again, how/ever, he “renews
his plaint; this time concerniﬁg the "oss of sight."

, 1
.Scarce half T seem to live, dead more than half.

0 dark, dark, dark, amic_l the blaze of noon,

Irrecoverably dark, total Eclipse

Without all hope of day! (79-82)
As he had done in his criticism of his hair, so he seems to' question
divine creativity when he asks "why was the sight / To such a tender
ball as th' eye éonfjn'd?"(93—94). Nor is Samson's criticism of the
human bod'y limited to these two references. He complaiﬁs that God has
given him an overabundance of strength without; the comialement'ary share
- of wisdom (52-54). -
The speech, then, falls into a certain pattern. Samson questions:-
" the divine dispenéation, retreats- in a volta of submission to the divine
will, and renews his 'plaint -of the divine dispe‘nsat:ion. Thrice,
moreover, hlS plaiﬁts cbncérn ‘the; physical composition of man. Sa m.son,
as it w-ere,. suffers the melancholy of anatomy. Throughout the speech
there is more t;han a hint -of d@séair. The first scene with the Chorus
lessens his despdir‘ not one whit. Indeéd, Samson renews his complvainAt
' a;)ropos ‘the incongruous shares of wisdom and strength once more:
Im measurable s’trengthﬁ tﬁey might behold o
In me, of wisdom nothing more than mean; ;
This with the other should, at least, have pair'd,

These two proportion'd Il drove me transverse (206—09)

Sarson seems to qualify his blameworthiness by blaming the work of God.

.God, he argues, should have designed him better. The Chorus alerts us

to the basic faithlessness in the argument: "Tax not divine disposal,"
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it warns. © The two prominent characteristics 'of Samson at  the
‘commencement of the drama, then, are despair _and faithlessness.
Despair, as Professor Allen points out, is thé emotion M:iltén attributes

to his lapsed characters, espgcia]ly his vﬂlalns Satan is deéperaée

in Paradise Lost; Adam and Eve are desperaté after the Fall. Moloch and

Belial are desperate; despair is the final refuge of a fallen angel:
e o . 10

despair, ironically, is his \ulumate hope.
Samson, through the course of the tragedy, goes t’:hrough various

1"

"temptations,” the temptations — if we may call them so — which occur

during the.v visits of Manoa, Dalila, and Harapha.: If we trace Samson's
Ljéactions at the end of each terrnlpt:at'mn we will discover the same
recalcitrant faithlgssnes; and despair. During-his father's visit,
Samson retains a marked desperaton. Manoa, it should be noted, is ‘a
‘poor éxa'm ple of a soothing parent; .Indeéd, until Manoa mentions suicide
the 'thoﬁght ﬁever enters Savmson'é mindb. : Atlthe‘ end of the interview
with his fatrvler,' Samson ‘renews’his plaints concerning his blindne'ss‘ and
his "Vain monument of suenéth," and concludes with a ~ desperate
la mentation: |

So much I feel my genial spirits droop,

My hopes all flat, nature within me seems

In all her functions weary of herself; ’

My race of glory run, and race of shame,

And I s}aa.ll shortly be with them that rest. (594—\98)_
At the end of the first allegedly 'regenerative"  episode, Samson is
- stll desperate anvd fait;hless.
The second epiéode with Dalila is really no temptation -whatsoever.

As Professor Samuel amusingly suggests, "Dalila is surely the most

bird-brained woman ever to have gotten herself involved in m ajor

g
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tragedy." ~~ An example of Dalila's ineffectuality as a temptress may be

seen in the description of her entrance. The Chorus describes her:

But who is this, what thing of Sea or Land? -
Female of sex it seems,

That so bedeckt, ornate and gay,

Comes this way sailing

Like a stately Ship .

0f Tarsus, bound for th' Isles

0f Javan or Gadire _

" With all her bravery on, and tackle trim,
Sails fill'd, and streamers waving. . .(710-18) .

This visual delight, she seems to forget, would be wasted on her
husband. Smartly rigged as she is, Dalila i§ no temptation to Samson.
The only approximation to a-temptat:ion is her offer to touch his hand,
to rekindle by tactile tactics what she has failed to do through
verbosity. Samson, though, will not let her near him; he forgives \her '
at a distance, and thus ends the Dalila episode.

- The Harapha episode is considered by most critics to be the crux of
Samson's regenération. Professor Allen is representative of this school
of thought when he suggests that Samson's answer to ~Harapha, when
Harapha taunts Samson with the "Presume not on thy God" speech, is the
crucial sign of Sa mson's completed regeneration:

- With this speech [1171-77] we know, that Samson will not die an
apathetic death. Life has returned to him; and though he does not
yet know how it will all be brought about, he is God's champion
once more. There is no temptation in this scene and no comedy; it
is the most important scene of all, for it is the hinge of the
tragedy. By the victory over Harapha, who symbolizes all that - is
valiant in Philistia, God, working through Samson, has put Dagon
down, It:l is, in truth, the final event of the tragedy in
miniature, 2

Can we say, though, that Samson is "God's champion" now? This implies

‘that God has, in truth, forsaken him, and now is returning to his

faithfully-waiting champibn. Patience, however, is not the virtue
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A

Samson exhibits esyecjally well qr% this very occasion. He, from
/
Harapha's first entrance on the ‘!’stage, has challenged the Philistine

)

13
champion to combat. Indeed, alth‘pugh Harapha claims that he has merely

i
come "each limb to survey (1089),& Samson im medlately responds with a

challenge: "The way to know were %ot to seé: but taste'(1091). No fewer
'than eight times more will Samson suggest thjat they partake of mortai
combat. The one quotation which Allen uses to support his argument is -
significant because in it Samson defies Harapha to "the trial of mortal

fight, / By combat to decide whose god is God."  Samson, as

representative of Israel's God, shows a reliance on the physical world,

”

where faith in the spiritual would be more appropriate, So, for
example, when Samson asseverates his supposed faith — "My trust is in
the living God"(1140) — he follows that assertion with a reliance on

his physical prowess. Come "feel, whose God.is strongest," he taunts.
The idea 6f "mortal combat" is in itself ironic, especially in light of
Samson's vra]leged faith in the "living God." Samson also suggests
certain measures be taken to maintain an equal fight — "Some narrow
place enclos'd." Would not God's "faithful Champion" havé ehough faith
to allow God the choice of circumscription?

Safhsoﬁ, at this crux as he has bee;n throughout the drama, is
carnal, reliant on his physical body; the same physical body, it must be
reméq}b’éf;ad, that he had sb vehemently criticized in the opening scene.
\ ”"*i%é"iihaps,'the Harapha inc.ildent does animate Samson, but Samson's response
is Ftﬂl "flawed. nl His trust in  the living God is little more than a
pséudo—fldehty, Samson's trust is in the living Samson, and that is hls

own idolatry. It will be recalled that when God motioned Samson to

marry the woman of Timna (221-22), his obedience was exemplary; his
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"“intimate impulse," given as it was by God, made the marriage proper.

Samson, however, falsely anticipated divine impulse and, shortly
thereafter, married another Philistine woman. He has taken God's
singular com mand and pluralized it:

~I thought it lawful from my former act,

And the same end. . .(231-32)
Samson's behaviour concerning Harapha smacks of the same self-faith as
the marriage to Dalila. (This episode, we speculate, may have been what

interested Milton in the subject of Samson marrying). God hés allowed

his champion physical prowess prior to this incident. Samson acts on

‘his own compulsion ir;\“?cha_'llengivng Harapha.

Our argument must needs arouse some dispute. One of our basic

A )

premises is that Samson s’ acting without God's compulsion.  This
assertién.»may be 'countered‘b'yv claiming that Samson is acting with God's
compulsion, but we, as an aﬁdience, are not aware of the process.
f:ﬁlton, howewver, takes pains to point out that the decision is: §amson's
not God's. Initially, as we have ‘shown, there is a re]ianc\;a on the

carnal actvity. Moreover, Sémson, afger the \Harapﬁa incident, is still
desperate. As Haralpha. skulks" off thé 'stage, rather than defnonstrating
any sense _of ‘r_é’generat:ion, Samson says, ”i“lgpe_le‘ssly:

k come what vwﬂl,‘my deadliest foe will prove

y speediest friend, by death to rid me hence,

The worst that'he can give, to me the best. (1262-64)
These are not the words of one whose "life has returned to him." Samson
is the same as t.xe has beerd at the c!onc.lusion of each "temptation"; he is
still faithless, still desperate., Milton, moreover, demonstrates the

~effects of God's grace on stage — an act which, with Dr. Johnson, we

;
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must confess makes poor dramatic presentation — 1in order to show

that Samson's previous act was not accompanied with the like grace.

In the final scene, the messenger of the Philistines bids Samson
attend him to the Feast of Dagon. 3Sa mson denies this request three
times (1321, 1332, 1342). Then, and only then, does Samson receive the
"rousing motions(1382) which cause him to decide to acéompany the
messenger. Milton's exphﬁtne% is necessary to demonstrate the
difference between Samson's decisions and God's. Samson asseverates
that he will not go to the feast; God, when he makes apparent His
attendance to Samson, motions him to gd to the feast. The'juxtaposit:'ion
of the human reasoning and the divine ordinance makes clear that
Samson's decision to fight Harapha was his alone. Motre im portantly
stilly, divine grace was‘ besterd on Samson arbitrarily. He has not
achieved any necessafy regeneration; there is not any threshold of human
faith that one must achieve before God grants one grace. And, to

emphasize the point, Milton has God's disposition overrule Samson's.

That Samson Agonistes is a play of regeneration implies-that Samson is

in some way responsible for preparing himself for GQd's apparejxt return
(for’God has never been absent; he has been unéeen by the blind Samso‘n
and the blinder Chorus). Samson, rather, is an agent. In the fnal
ahalysis, his actdons have detracted from any moral regeherat;ion. He
bétrays a desperation quite out of keeping with his role as God's
"faithful Champion," and he betrays it éfter eéch so—called tem ptation.
Samson has done nothing to prepare himself for God's "rousing motiong"

of grace. - There was nothing he could do. Ultimatel;', Samson's heroism

rests on the divine sanction of it.
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m
Milton's purpose m presenting a hero ]ike; Sa msog afte: such  a
sublime expression of heroic conduct as the Son's’ was is significant,
By using Samson as his final expression of hercism, Milton indurates his

basic proposition, the theocentricity of heroism. God does, and will, |

i

act through any agent, be it as pérfect a saint as the Son of God or as
faithless and carnal a figure as Samson. By showing the two extremes of
virtue, Milton shows the essential inscrutability of God's ways) a hero,
ultimately, is heroic only through grace. The two works nicely £fit
together: the first gives the framework of heroic conduct in the
presentation of its archetype, the second gives the fleshly, the
shadowy, human presentation. Goneril says in quite different context,
"0, the difference of man and man." Milton might have countered, "Yes,
but the similarity of man and man: His uncontrollable intent."

Tillyard has suggested that there is a difference between Samson ¢
and the Son. To suggest otherwise .would be inane, but we must point out
that Milton emphasizes not the . difference, but, ultimately, the
similarity of his two heroes. Quite 1in opposition to Professor
Tillyard's assessment, then, we suggest that Samson no more suggesté to
what heroic heights human nature can rise than did the Son. ~Amson’

Agonistes is as theocentric in its conception of heroism as is Paradise

Regained.

One final piece of evidence which shows Milton's intent is his

choice of subject. The Trinity Manuscript shows that Milton considered

five possible Samson plays: Samson at Ramath-Lechi in which "A thousand

foreskins fell"(146) by Samson's l"xaud; Samson marrying, a subject
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undoubtedly congenial to Milton's mind; Dagonalia in which Samson pulls
down the temple of Dagon on himself and the Philistines; Samson
Pursophorus in which- Samson is at his trickster best in setting fir: to
the tails of three hundred foxes to burn the corn of the Philistines;

and Samson Hybristes which, we conjecture, would have been most suitable

to the classical form Milton chose. Significantly, Milton rejected all
these subjects for his drama. Of the first four, three of the basic
plots involve physical action — the drama about Samson's marriage
exduded. "Theirs would have been a story of active heroism, a classical
standard which Milton had criticized so thofoughly in his two earlier
epics. The fifth possible story, ’,tﬁ'at invb}ving én overweeningly proud
Samson, would have been in spirit with the classical dra ma but would
. detract from the essence of Miltonic ﬁeroism, its theocentricity. A
.hzb}istic Samson ~would have be.en classically fit, but, for Milton,
vtheologically unfit. Hybris presupposes a certain pride in self and a
difference in purpose with ‘a divine agent, usually \fate, which
interaction causes the fall ~and c;)tastrophe of the hero. Samson does
confess to hamartia:
Fearless of danger, like a petty God
I walk'd about admir'd of all and dreaded
On hostle ground, none daring my affront.
Then swoll'n with pride into the snare I fell. . . (529-32)
A ‘classical tragic hero, how'ever, demonstrates a mission at
cross~purposes with the divine agency. Prometheus laments his lapse
because of his presumption against Zeus. Oedipus;' rashness fulfills t*he
fate of his natal prophecy. Fate is an overwhelming agency in cla;%éal

tragedy, overwhelming in its moderating force. Those who dare to aspire

above the norm — usually symbolized by the chorus — are levelled.
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o
Samsbn, though, is not at cross-purposes with the divine agency. He is
himself the divinely-appointed agent. His hybris is of quite a
d
[

A
different type from the classical model. Rather than emphasizing his
elevated positibn Ain a moderate society, Samson's pride is derogatory!
Samson's pride does not, ultimately, cause his death or catastrophe; it

is despite his pride, despite, in fact, all lis human fallability, that

16
he achieves martyrdom, an act Milton considered "above Heroic." =~ The

agbnistes, we conjecture, means God's "faithful Champion'(1751), God's

athlete, God's perfqrmer, God's player. Hybris is a sin of pride, a sip

against a greater divine power; an agon, despite his sin of pride, is an

v

~ agent of that greater divine power. »

v
In our discussion so far, we havel3 tension between the
classical tragic hero and Milton's Samson. ;:la‘ssically fit, we
have suggested, is theologically unfit for Milton. This tensio;l between
the Hellenistic genre Milton chose and’ the Hebraic spirit Milton

exhibits is at the basis of the problem of Christian t:ragedy.17 Milton

fefers to Samson qunistes, somewhat cumbersomely, as "that sort of
dramatic poem which is call'd‘tragedy." Even in the prefatory subtitle,
Milton seems to show a discomfort with the genre. A discussion of
Milton's conception of tragedy includeé diverse notions, notions, which

may seem at odds with modern critical.and theological bases. Initially,
Milton.considers the book of Revelation as a tragedy.18 Trakdiﬁtion:xlly,
the Apocalypse is seen as the consummation of the "divine comedy.” It
should be noted that Milton bases the generic distinction on the basis

of the choral interludes; it is, in effect, a structural distincton.
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We do not expect that Milton would have grouped Revelation and Macbeth

in the same species of tragedy. This speculation leads us intp some
¥ - . .
fine, sometimes nice; distinctions. But, it is important to distinguish
Py :
between tragedy and Milton's dramatic piece.

If we begﬁn Wwith the premise that Milton is a Christian artist —

that is, an artist who'se vision coloured his subject and whose vision

s con&stently Chnstlan — then we must conclude that Samson Agomstes .

Z nét a tragedy Chrnstlamty, many cntucs have asserted, is adverse

to. tragedy. The tragic ethos, the .atmospher,e necessary to that 'sens,e

. of grandenr and evil, that sense of wasted potential, is dissolved in .

the greater vision of the <cosmic significance of evil, that ‘vision

.which, as'Pope writes, states that:
4 ' N X

ALl Nature is but Art, unknown to thee;

All Chance, Direction, which thou canst not see;
All Discord, Harmony, not understood;

A1l partial Evil, universal Good:

And, spite of Pride, in erring Reason's spite, 20 . ;
One truth is clear,,' Whatever IS, is RIGHT'

This Leibﬂlﬁan optimism absolutely dilutes the tragic atmosphere.
Tragedy must concentrate on the dlSCOI‘d the chance, the awful force of
-raw nature in its tgmporal condlt:Lon Ev11 is not partlal to the traglc |
ethos; evil is all one can be , allowed to see. The cosmic vision which
t;ranslafes eﬂ into a divine . plan rniti.gates '('(Btraged-y. Chrig;tianity,’v

basiea]_ly,‘ offers this 'cosxnic significance to ephemeral evil. And

Pl

‘ Milton is quintessentially Christian in this way. Yoy

Paradise Lost -ends with the vision of the new man who will be
4

‘ greéc_ér than the old man.-. MicHael descends and tells Adam of the

\ \

rejuvenation of the world at the Secon“d~ C‘bming:‘

141-
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. + Jfor then the Earth )
Shall all be Paradise, far happier place
Than this of Eden, and far happier days.

So spake th' Ar Arch—Angel Michael, then paus'd,
As at the World's-great penod and our Sire
Replete with joy and wonder thus repli'd.

O goodness infinite, goodness im mense!

That all this good of evil shall produce,
And evil turn to good. . .(PL 12.463-71)

This is felix culpa at‘ its zemith. To comtrast Milton's vision — it
muet be r_eimembered'that this episode w)ith Michael is the culminat:ion: of,
. the Fall, when tbe poet changed ';Those Notes to TragiE"@ 9.6) — vv.v.e
need only lIook at tragedy which excludes thlS cos—mic Vision from lts |
preaentation. . o ‘ )
Shakeepeare.is not usually called a Chﬁsti’an poet, not due to any
recalcitrant faithlessness of his Vcharacvter bu;c becanse_of his - earthly -
poetic vision. Shakespeare could write tragedies'because he limited hls 3y
. ’ . !
perspective to 4the carnal world. It may be theologically Christian to
have Troilus laugh at the world's woe as he cJJ,mbs the ladder to the
_eighth sphere, the music of hevenyssh melodle" "herkenyng armonye in
his ears. ‘g"]m\lt is nQ\Lhowever, good tragedy. Good tragedy has not the
singing of heavenly melod_y; in good tragedy the "rest is silence."”

Likewise, to employ the metaphor 'Mjltonv uses ‘in the twelfth book of

Paradlse Lost, if 'we compare Milton's a{'t with [S/Il)aikespeare's, we can
glean a sense of the disparity between the:xr perspectwes )

In Othello, -as Lodovico looks on the f't;r'a‘gle loading of this  bed,"
on which lie Deésdemona sglain by her husband ~E milia ‘sla;in by her
husband and Othello sglf-dlain, he exclalms, "o bloody penod " This
is the consum mation of the drama, and we are‘not allowed to see beyond
The one vision 'of any cosmic' value — the only metaphysmal expression

— is a hopeful vision Othello has of his meeting w1th Desdemona - at
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‘com pt, and that vision may be attributed- to a guilty irﬁagjnation, for he

»'dreatns 'Desdemona's‘loo.k will ﬂing him to he]l.' As Lodovjco safs, this

- is the end | of a cycle and ‘the perspective is limited to the bloody

wast‘e; the only punctuating mark is the "bloody period." The sentence,

'sc_’J. to comj;l{le our metaphor, is cottblete in: its earthly significance!

1

In Paradise Lost, the only truly significant puhctuati.ng mark is the

"the World's great period." Shakespeare could 'pauee at the end of each
servltence,and "look backwards at the ‘ﬁragic grammar that led to that
period. Miiton, muctt']jke his epic iLati.nate verbal constructions, does
not reflect on the individual gram matical sequences; eventually it will
"all make sensk, even if the grammar be convciuted: whatever is, is
right. The* fall of man, tragic notes notwithstandjng, is. but a premise

in a syllogism in - which the conc.lusmn is undoubtedly benef:lcent Evil

+ God v (m whom res_ldes falth and, Wlth faith, the perspective pof
eventual good) = Good. And, as with the formula which we suggested for
Miltonic heroism, so in thisoformula of Mi]to'nic tragedy, God — the
mediate premise — JS the all-important factor. Even the most
gignificant single event in the history of man, at that point, the FaJL

is but at most a comma aftet which comesl the perpetuaﬂy—vi%?ple

concluding - clause: "goodness infinite."

v
~ In Samson Agonistes, the hero is roused by God to his " heroic

action; and the tragedy is mlugated because of the medJatlng divinity.

&

How traglc can the stovy’ (;g"’saamson, as Mnlton presents it, be if we know

that he is the agent of a gr@’éter good?

A J

Chorus. All is best, though ’»_‘ge oft doubt, SN
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What th' unsearchable dispose

" Of highest wisdom brings about,

And-ever best-found in the close. (1745-48)
Within the drama, before the '"close," the will of the "highest wisdom"
is discovered. 5

The tragic feelings are muted throughout the final scene, and the
mitigation of these tragic feelings' is ‘effected through the choral
speeches. But what are we to make of the Chorus? Is it not, in fine,

as blind as Samson? From the begmmng of the play, the Chorus shows

itself to be as reliant on- physjcal m egsaﬁ,“f ‘b‘k" of God 's-efficacy as

L
& b's
- v -4', N

was Samson. The Chorus tends to view the iioﬂd //through the eyes of a

| medieval tragic com mentator. God is-a wheel of fortune which turns \\
arbitrarily. It speaks of vSamsons "hlgh estate'(170) and ‘how he is | N
faJlento the "owest pitch of abject fortune." We will recall Chnst s -

condemnatLon of such traglc schemes in Paradlse Regained: : RO &

ch of thé Soul they talk, but all awry, /. .

d’in themselves seek virtue, and to themselves

11 glory arrogate, to God give none, '

-Rather accuse him under usual names,

Fortune and Fate, as one regardless quite

Of m ortal thmgs. (PR 4. 313—18)

" The Chorus, although it does not arrogate glory to itself, tends to-
ascribe prowess more often to the im mediate (and lesser) cause than the
original mediate cause, God.

We have seen how Samson's initial speech was marked by
faithlessness,‘,how he lamented his inelbﬂity to see the ways of-
divinity. - The Chorus, ’we‘ will recall, warned Samson not to tax divine
disposal. Ironically, the Chorus is always attempting to tax divine
disposal itself; hypocrisy is its marked characteristic. Let wus

consider the famous articulation of theodicy:



Chorus. Just are the ways of God, ' e »
And justifiable to Men. . . o

N3

Yet more there be who doubt his ways not just,
As to his own edicts, found contradicting,
Then give the reins to wand'ring thought,
Regardless of his glory's diminution;
Till by thir own perplexities involv'd
. They ravel more, still less resolv'd,
But never find self-satisfying solution. '
As if they would confine th' interminable. . .(293-307)

And, with thesé\.‘*iaithful sentiments, the Chorus proceeds to attempt to
confine the interminable. It perplexes J%self in the ways of God: "He

would not else .. :"(315). At the conclusion of M,’anoa's visit, the

C . ‘ )
Chorus once again articulates the sentiments of theodicy (652-66). It

follows with a questjoning of God's ways towards man:

God of our Fathers, what is man! A
- That thou towards him with hand so various, . *
Or might I say contrarious, :
Temper'st thy providence through his short:course, =
Not evenly . . .(667-71)

.It does not, howéver, limit itself to'f‘:‘ an observation of \thé

inscrutability of God's ways. It appoints itself advisor to Hiim:

. l?" ;

So deal not with this once thy glorious Champion,
The Image of thy.strength, and mighty minister.
What do I beg? how hast thou dealt already?
Behold him in this state calamitous, ang turn
His labors, for thou canst, to peaceful end. (705-09)
There is more admonition than prayer in this choral sbeech. The
predominant gram matical structure is the im perative: "deal not," "Behold

him," "turn / His." Manoa, who is of the same faithlessness as the

Chorus, also counsels God (368-72).

The Chorus, afte‘r; the ‘f-DaJila interview, seems to echo Samson's

initial criticism of the body humén. As _we recall, Samson tomplm'_ned

that the creation of the body of man was. faulty: eyes should be as in

(.

L
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pores, hair should not contain strength, and mind should be equitable to
body. Thé Chorus, as Dalila sails off into the horizon, criticizes

God's creation of man's helpmate:

Is it for that such outward ornament

Was lavish't on thir Sex, that inward gifts
Were left for haste unfinish't, judgment scant,
Capacity not rais'd to apprehend. . .(1025-28)

Did God create women "haste unfinish't"? The motif which has run

through the play is that God's work — his visible creation — does not
necessarily please man; paradoxically, God's greatest work, man, does

not please man.

The Chorus, then, and Manoa, have a degree of .presumption

concé;rning divine edicts. They do not und‘.erstand t;l:le essence of God's
ways, but they.' éffect an understandiﬁg. So, in ﬁe conclusion to the
Harapha incident, and we have seen how Samson falls into the slough of
dejpond im mediately following the Harapha interv'ieQ, the Chorus. rejoices
at Samson's animation; an animaﬁon, ironicélly, which wishes to
rﬁanifest itself in perdition. The Chorus' speech is often quoted to
point out the two aspects of Miltonic heroism inherent i’ Samson
Agonistes: physical force and patience.  The Chorus presents the two
aspec'ts not as complements, but as ’contradistincﬁ eiemeni:s ot" God's
gracey The wvolta from the suggestion of "plain Heroic magnitude of
mjnd/"_ to "palltience"' is mahaged with a "But''(1287). The Chorus finally
advises patience because of Sar,nson'.s bereaved Sight; The irony of the:
situation is that the Chorus is wrong on 'a]’l counts. God, once more‘, is
inscrutable. He will ‘grant Samson active force, despite Samsén's

bereaved sight. Manoa and the Chorus believe that God must needs grant

Samson sight in order for Samson to fulfill his purposed station (1503

146
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ff.). God, however, c{eﬁes all conjécture; gight, indeed all physical
manifestations, give way before the divine will. The ironic twists are
num erous. Bgéighted Samson was of no utility to the Lord; blind Samson’
could finally, "With inward eyes illuminated,” act. And his‘action‘ has v
been called for im rpediately following h1s one denial of action — his
choice to’ refrain from attending the feast of 'Dagon.‘
The Chorus' role at t:hew c'oné:iusion of the dramé is to assert the
human position, which it has done throughout the play: \it exalté' Samson
— the human agent of the divine will Moreover, though, the Chorus
"helps to abort the t.:ragic. sequence of Samson's death by of'fering a
glimpse of the cosmic significance of the event: "His uncontro]lablz‘a‘
intent." And, with the "All is best" conclusion, the sense of tragedy ‘ _ v
is essentiajly mitdgated. Mvanoa, who‘se pain should act a‘s”a cbntro]_h'ng
measure-of our own (comlpare, "fork exa mple, Lear at Cordelia's death), is
entirely acquiescént in the fgce of necessity and death. Upon heén’ng
of his éon's death, Manoa vents some mild la mentations (1570-77, note
the' brevity of the plaint) and then reins in his grief (1578). It is a | 5
fit image Yor the conclusion to this dra'ma:’ grief is mever allowed to
gallop, perhaps not even to canter. The p.erspective at the end of the

play is too cosmic to arouse any tragic feelings.

VI
The tragedy is mitigated .‘by its Chl'lStlar\? vision, In its
perspective, Samson Agonistes goes beyond th~ confines of tragedy.

. ) _ ) 3
Perhaps, as David Daiches suggests, "we lack a name for the kind of play

which it is." 22 Tragedy achieves its cathartic ¢ _iu=on throu‘gh a

Q
representation of the glory that is man; through the ‘iving of the



hero, a striving that almost exceeds his mortal (foﬂ, we see the best
that man can lbe; we see a soul too éreat to be contained in the mediocre
world, a pride too ' fierce to be confined, a spirit that almost bursts
with a conflicting wﬂl to live aﬁd to die. Samson tries to affect
those passioﬁs, but his is a Limited glory. "All his actions — those he -
-undertakes without God's approbation — are calamitously wrong. As a
tragic hero, Samson is a poor example of hyfianity rising above its

limitations. And, as tragedy, Samson Agonistes is as poor an example as

its hero. T‘o\ compare it with the high-water marks of tragic art,

. ‘
Hellenic and -Shakespearean, :the auditor of Samson Agonistes, ve
I , s

spéculate (and with the concept of cathafsis, one must speculate), does
not achieve catharsis. There are critics who do profess that they
achieve a purgation at tﬁe completion of the tragedy and, of course, we
cannot disprov.e their ciaims. = Su(;h is the right of each auditor of a
genre which from, its initial com'mentator has been distinguished by its
emotive achievement. We have, however,”j offered our premise of what
tragic art aspires to, what the basis of  datharsis i.é, and wvhy this

particular drama fails to meet the former-and to achieve the latter.

Thus far, then, we have disclaimed Samson Agonistes as tragedy on
the basis of the failure of the hero to meet the st;an'dards of tragic
heroism. Having established our premises, then, that a hero who acts
solely as an agent of God cannot be a tragic hero, that a tragedy
without a‘tra“gic hero cannot rightly be called a tragedy, that a tragedy
involves a éarth—bo;Jnd perspective and the heavenly perspective of the

cosmic significance of each tragic episode mitigates the tragedy, we

.must conclude that Samson Agonistes is not a success as a tragedyglts

vision of heroism, with its theocentric origin, remains consistent in
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the Miltonic canon, and because of that heroic code its tragic effect is
mute, The hercism lwhich Miltori espoused is fit for epic conventions,
but seems too austere for a genre which,is based on the emotive appeal
-of human suffering and human glofy, If one does feel "calm of mind, all

passion spent” at the conclusion of Samson ‘Aponistes (nor do we claim

that the pithy phrase is unfit as a description of the auditor's
passion), it is a feeling which is better described, we believe, as

acquiescence, not catharsis.

3s
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Chapter Six

, Conclusion

Pardon me, Mighty 'ost, nor despise
My causeless, votr not impious, anrmise, !

In his fourth lectare On W Her );('E;J__wl for »‘:}L’(_v‘r:_sz‘lli D, J,‘.”_‘L_.‘_}L‘,,‘_ »ll‘rj_r"()_iryrﬁr_ in
History, Carlvle writes of the heroid soul:
[ .

There needs  not o sreat soul. to make  a heros there needs
. . . . . . k .
pod—created, sonl “which will be true to its origin; that will he 7

)

preat soul! ™ .

-

Milton's concepltion of heroigm s ot vastly different from this  point

¢ »
. i

of view, The hreroes of thé Miltonic canon are those who remain trme  to

] '

M

their divine origin: the .‘%nn? Adam  before his fall, and Samson despite %
himself,  The greatness is  not of the soul, hut. of the nhili‘t v of the
soul to retain its faithfnlness to Cod. Submission is the predom inant
note in  the h(‘rni@ code ol the Miltonic  herog A spiritual - strength
derived from humilintion  before ane's Croator, Carnal strength,  Tike
any other independent S@urce of worldly foree, is of no im port to  the
_‘ll)ir'il’lllll heros The means of underoatting aomson's worldly « r«‘n.ulh in
relation to his divinelv—inspired strenpth s r‘llo;lrly a4 message that s
constant ih Milton's  renuncintion of o ocode of  earnal reliance: "thy
slaughter'd foes in number more / Than all thy life had slain before."
The most important element in the  Miltonic  heroic  code is  its
theocentricity,  God is ‘thn premise and the - conelusion, Thisbco\do is
constant. through_all of Milton's works: the only variation is in the

subtlety with which he presents it
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In the Fitzgerald translation the same meaning is conveyed: "Athena
will never let me trem ble."
13

The Greek verb is esakousa, meaning either to give heed to or to
hearken. Fitzgerald's transla carries - wholly different
connotations: Cf, W.B. Stanford, Thg\&usses Theme (New York: Barmes and

Noble, 1968) p. 72. ;y
‘Odyﬁeus did not hear him, as he ran

far wide of him and seaward towards the ships.

14 ' .
The debate on free-will or determinism in Homer is as exhaustive as

the debate would be in most instances, literary or otherwise. In trying
to deal with the issue in Homer's epics one can find oneself as Milton's

fallen angetss.
}8 . \\

In thoughts more elevate, and reason'd high

0f Providence, Foreknowledge, Will, and Fate,

Fixt Fate, Fre¢ will, Foreknowledge absolute,

And found no end, in wand'ring mazes logt. (PL 1.558-61)

The debate is carried on by various critics, but as the choices are
limited (i.e. either the hero, has - free will or he does not), we can
mention the basic critical works on the subject. Prpfessor Hazel E.
Barnes suggests that the gods bestow favours only onéh(ose who deserve
it; that the god's protection is itself a mark of honour\and recognition

of achievement (104), Barnes sums up her argument thus: "Homeric man
tended to  explain 1inexplicable happenings by invoking  divine
intervention, but this does not seem to have made him feel that he was
thereby rendered powerless. One of the touching things in the Iliad is
the number_ of occasions when a hero declares, 'Well, since the gods
appear to be no longer on our side, we must fight all the harder'."(123)
Professor Grube ["The Gods of Homer,"” The Phoenix V (1951): 62-78]
suggests a moderate solution: "The gods give of good and evil to the
good and evil at their own sweet will; man must endure whatever they
send. This does not mean, however, that man is merely the plaything of
the gods, without freedom of action or responsibility for his own
]jfe"(70). Professor Schein argues for the treatment of the god as a
symbol: "Because Homer tells us, in any given instance, that Athene or
another god has made something happen, we tend to make the god the cause
or agent., But in fact the achievement or excellence shown by a hero or -
any unusual or striking occurence, indicates retrospectively both to the

poet and to his audiepce that a god has been present; actually the god

is an ex post facto explanation,, not a cause or agent of what

[9s]
a8}
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happened'(57). One of many incidents in ‘the Iliad which precludes
Schein's thesis is the incident of Patroclus' death (16.785 ff), which

we discuss on pages 12-13. There does seem to be recognizable, and
récognized, divine intervention in this instance; and it is only one of

many. Our reading of Homer is more in agreement with Professor Finley's
assessment of the phenomenon of divine intervention: "Modern critics who
call Homer's gods 'symbolic predicates,’ the activity on Olympus the
poet's 'scenario,' not only inject modern theology and modern science ¥
into the world of Odysseus, they destroy the poems. .The narrative
itself collapses without the intervention of  the gods, and so do the
psychology and the behavior of the heroes"(131).

15 cf, Hippolochos to Glaukos: "to be always amongh,)the ‘bravest, and
A

hold my head above others'(6.208).

16 Whitman, 193

L At least four critics make an argument for Achilles as a test of the -
heroic code. Whitman, 213; Redfield, 107; Schein, 71; and C.M. Bowra,
Tradition and Design in the Iliad (Oxford: Clarendon Press, 1930) p.
248. My argument is somewhat less interested in Achilles' pragmatic
role, although the case the critics do make fits in nicely with the
explication I propose for the Odyssey.

“

18

Alfred Lord.Tennyson, "Ulysses" 1. 18-21.
19

Jasper Griffin, Homer (Toronto: Oxford University Press, 1980) bp.
49-50. ‘ .

Penelopg's eplthets are more variegated in Fltzgerald s t.ranslat:xon
than in Lattilore's. 1328, iv.808, iv. 830

21 = .
Whitman, 28‘7—92. .
22 o
Barnes, 103.
23 »

Tennyson, "Ulysses' 1l. 24-32. ° -

24 Robert Graves, "Ulysses" 1L 16, 11-15. The initial "They" in the:
quotation is a culmination of sensual desire, "' Poem taken from. Robert
Graves, Collected Poems 1959, (London: Casell, 1959), p.87. .

25

Stanford, 77-~78.

26 '
Richmond Lattimore translates v.437 as "forethought."

27 The questlon of the authorship of the Illad and the Odyssey,
interesting as it is, is beyond the pale of our study. Some brief but
enlightening comments are made by Whitman, who argues that the author
both epics is the same, 286-87. . :
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28

Edmund Spenser, "To the right honourable the Earle of
Northumberland," Spenser: Poetical Works, Ed. J.C. Smith and E. de
Selincourt (Oxford: Oxford University Press, 1975) p. 411. :

29

Horace, "Ode iv.9," The Complete Odes #¥ndd Epodes, Trans. W.G.
Shepherd (Middlesex: Penguin, 1983).

Notes for Chapter Two .

Alfred Lord Tennyson, "To Virgil," 1. 21-24.

2
Brooks 0Otis, "Introduction," Vergil: The Aeneid, 2nd editdon,

trans. Frank O. Copley (Indianapolis: Bobbs-Merrill, 1975) p. xxiii.
3

Henry,Fielding, Joseph Andrews, Ed. Martin C. Battestin (Boston':
Houghton Mifflin, 1961) p.74, bk, II ch, 1. ‘

4

Viktor Poschl, The Art of Vergil: Tmage and Symbol in the Aeneid,
trans. Gerda Seligson (Ann Arbor: University of Michigan Press, 1962) p.
24-33; Brooks Otis, Vergil: A Study in Civilized Poetry (Oxfard:
Clarendon Press, 1963) p. 223. )

5

William James, quoted in Alfred North Whitehead, Science and the
Modern World: Lowell Lectures 1925 (New York: Macmillan, 1925) p. 10

6

Poschl 92; C.M. Bowra, From Virgil to Milton (London: Macmillan &
Co., 1945) p. 35. ‘
7 -

Bowra, 35; Charles Rowan Beye, The Iliad, the Od;sse’, and the Epic
Tradition (London: Mac millan, .1968) p. 207; C.S. Lewlé A Preface to
Paradise Lost, (London: Oxford University Press, 1942) p. 34. Qne of
Virgil's supreme achlevements — "one of the most impqrtant revolutions
in the history of poetry" — is, as Professor Lewis writ S, his ability

m?’”to take one single national legend and treat it in Euch a way that we
°~»feel.u;he vaster theme to be somewhat im phc1t in it.'

~f"7—‘v~onhfe110 Iid 1L 158-66.

Culpa occurs at 2.140, 4.19, 4.1\72, a‘nd 12.648.

10.
Bowra, 54,

11 Bowra, 51; Beye, 2305 Reuben Brower, Hero and Saint: Shakespeare
and the Graeco-Roman Heroic Tradition (Oxford: Clarendon Press, 1971) p.
99,

12

Quintius Horatius Flaccus, Horace: The Complete Odes and Epodes,
trans. W.G. Shepherd ;(Middlesex: Penguin, 1983) bk. I ode, 37 1. 25-32.

13

Poschl, 115; Ots, 348; Bowra, 49.
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14 L : : ‘ » , by
Professor Poschl argues that Turnus is more Achillean than
Hector-like; Professor Otis argues the contrasting point of gview;
Poschl, 115; Odis, 348, My argument is somewhat different from that of
either, RN , ' '
15 7.8, Elot, "Vlrg;vl and the Chnstmn World " On Poetr’y and Poets }\
(New Yorkc Farrar, Straus and Cudahy, 1957) P. 143, '
16 Theodore Haecker "Odysseus and Aeneas," Virgil, . Father of the
. West, repn_n%ed in Virgil: A Collection of Critical Essays ed. Steele
_ Com mager (Englewood Chffs Prentice-Hall Inc., 1966) p..70.
17 .
Eliot, 142—43‘” Bowra, 57 Ots, 280. , )
18. E . RN
: Brower, 86. ‘ ‘ '
19 Critics differ as 'to Aeneas' "maturatLon Brower argues that his m
"trials do not change him fundamentally — he is pius Aeneas at the

start as at. the end,” with the progress of the poem only adding to
Aveneas' surety of ‘his mission (98). Bowra suggests that Aeneas develops
into a "complete" hero by book 5 (59). Otis writes that Aeneas achieves
his psychological development by the end of the sixth book, the Odyssean
portion of the Aenead, and demonstrates this development in the second™
half of the pogem, theI]liadlc portion of the Aenead (223). My essay
does not attempt to locate the exact 'point of development. I do agree .
with Ots;’ however on his argument that the ténth book shows a somewhat
too ferocious Aeneas, with too strong an Achillean flavour.
20 o o . —

Eliot,” 143. - o ‘

r

21 Merritt Y. Hughes, "The Christ of Paradise Regained and the
Renanssance Her01c Tradition," Studies in Philology 35 (1938): 265 ff. ' '
27,

Oms 223.

Notes for Chajtér Thrge

E Jphn, Dryden, "Under the PortJ;alt of John Miltoh," 1. 1.
2 Peter Hagm, The Epic Hero and the Decline of Heroic PoetJ (Bern:
Francke Verlag, 1964) p. 148; E.M.W. Tillyard, Milton, revised ed. (New

York: Collier, 1966) p.246; Northrop Frye, The Return of Eden: Five

Essays on Mllton s Epics (Toronto: University of Torento Press, 1965) p.
28. : .

3

) Thomas Mann, "Death in Venice," Death in Venice and Seven - Other
-Stories, trans. H.T. Lowe-Porter (New York: Random, 1954) p. 11.

4 John Milton, Areopagitica, John Milton: Completé Poems and ‘Major
Prose, Ed. 'Merri-t Y. Hughes (Indianapolis: Odyssey, 1957) p. 728. A1l
future references to Areopagitica will be taken from this edition.

al
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5 Milton, Areo.pa\g\igica, p. 728.
T AN

6 Edmund Spgpser, The Faerie Queene, Spenser: Poetical Works, Ed.

J:C. Smith and.E. deSelincourt (Oxford Oxford Umver31ty Press, 1975)
Bk. 1 canto 10 11.'1-9,

7 | Hagm, 148, _ B

1

8 Tillyard, 236. Other discussions of Satan as ‘hero, %

heroic potential, are too numerous to list. One interesting 4§ p
because of its wit and its relevance to - our concern witff ®Milton's
treatment of ' classical heroic codes, 1s that of Professor Steadman:
"Milton's devils are Homer's warriors writ large" :[Milton's Epic L
Characters: Image and Idol (Chapel Hi University of North Carolina
Press, 1959) p. 201]. Francis C. Blesmg n, Paradisé Lost and the
Classical Epic (Boston: Routledge & -Kegan Paul, 1979) PP. 1-18, gives an

astute reading of how Milton's Satan is degraded by comparison to
Odysseus and . Achilles; that, indeed, Satan, is a parody of classical

heroism because heé cannot measure up to the classical standards,

9 Samuel Johnson, "Life of Milton," Lives of ' the Ennglsh Poets: A~

* Selection, Ed John Wain (New York Everyman's, 1975) p. 96.

10 Joseph Addason Cr1t1c1sm on Milton's Paradlse Lost, Ed‘. Edward

Arber (Westminister: A. Constable and Co., 1895) p. 28.
11

Addison, 18.
12 Percy Bysshe Shelley, "On the Devﬂﬂ and Devils," The Works of:
Percy Bysshe Shelley in. Verse and Prose vol vi, Ed Harry Buxton Forman
(London: Reeves and Turner, 1880) p. 388-89.

13 John Dryden 'Ded:Lcat:Lon of the Aenels, Essals of John Dryden vol.
o, Ed. W P. Ker (New York Russell and Russell, 1961) p. 165.

‘14 As* ment:loned in note #8, the Satan debate exceeds listing in the
\footnotes ‘Some primary discussions are offered by Stella Purce Revard, _
The War in Heaven: Paradise Lost and the Tradition of Satan's Rebellion
(Ithaca: Tornell University Press, 1980) p. 220, 234; John T. Shawcross,

With Mortal Voice: The 'Creation of Paradise Lost (University Press of
Kentucky, 1982) p. 33, 35; Tillyard, 235, 236; Frye, 23.

15

Frye, 21].
16 The discussions of Satan as anti-herfo are listed in note - #14.

Others include M.V Rama*Sarma, The Heroic Argument: A Study of Mlton's
.Heroic Poetry (Madras: Macmillan, 1971) p. 81-90; Stanley E. Fish,
Surprised By Sin: The Reader 'in Paradise Lost (Berkeley: University of
California- Press, 1971) p. 173. ' n

.

17,

Kingsley Widmer, "Thé Iconography of Renunciation: The Miltonic
Simile,” Journal of English literary History 25 (1958), reprinted in
Milton's Epic Poetry, Ed. C.A. Patrides (Méddlesexg g’é‘ngtﬁn',,’ 1967) p.

.
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131. * As we mentioned in note #8, Bleésington raises some objections to
a reading of Satan as Homeric hero degraded.

18 ' ' : ol

John Milton, "The Passion," Hughes ed‘.‘ p. 62. 1, .18-14,
19 Frye, chapter two "The Breaking of the Musxc,'g pp 32r59 esp. 49.
20

" One may compare Rembrandts "The Blinding of Samson" (1636) with

its overhanging darkness descending on the lower foreground as Samson's

universe is slowly descending into darkness. Also comparable is

"Danae," in which the myth of Danae's being impregnated by the golden

shower of Zeus is accomplished despite Danae's father who locks her in a

room under the tutelage of an angel. The angel's wings in the painting p,
become enmeshed in the bedposts and his hands are handcuffed, im plying
the necessity and inexorability of fate. = The background, once again, is
indicative of the foreground action in which Danae welcomes the _golden
shower. )

21 Joseph -H. Summers, The Muse's Method: An Introduction to Paradise
Lost (New York: Center for Medieval and Early Renaissance Studies, 1981)
p. p. 193. Professor. Sum mers argues that during the visions of books ten.
and eleven, the knowledge of human life is extended, and Adam's partial
.conclusions are corrected. By book twelve, Adam uses "henceforth"
correctly in his speech accepting the hercic code of the Son(12.561 ff),

22 » AJLAL WalM, Paradise Lost and its Critics (Cambridge: Cambridge

University, Press, 1966) p.41. " For an opposing reading of the Fall see
Summers' sixth chapter, "The Ways of the Fall," pp. 147-75. - -

23

John M]’ltonl, De ‘Doctrina Christiana, The.Works' of John Milton wvol.
15, Ed. Frank Allen Patterson et. al. (New York: Columbia University
Press, 1933) Hereafter referred to as Works.

24 Waldock, Sh.- - .
25 . P
Addison, 44-45.
26 : .

The cridcs who bring the reader into promment %ew in their

~ criticism include Frye, 32 Sum mefs, “30, 154; Fish, 1‘38—20’?‘.' 4.Shawcross,~
41, . ‘
7 . i . ‘ . .

2 Johnspn, 95. Dr. Johnson says: ". . .this poem has, by the nature

of its subject, the advantage above all others,.that it,is universa]ly ‘
and perpetually interesting. All' mankind will, through all ages, - bear, ™
the same relation to Adam and to Eve, and must partake of that good and
evil Wthh extend to themselves."
28 M.A. Di. Cesare, "Not Less But More Herocic': The Epic Task and the
Renaissance Hero," Yearbook of English Studies 12 (1982): 68.

29

Hagin, 168.

\ 30 Shawcross, 41; acknowledgment to Hagin, P- 181 n. #5 .
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Notes for Chapter Four

John Milton, The Reason of Church-government urg'd against Prelaty,
The Works of John Milton vol. I pt. 1, Ed. Frank Allen Patterson et.

al. (New York: Columbia University Press, 1931), p. 237. All quotations

from Milton's prose works, unless otherwise noted, will be taken from

this edition, hereafter referred to as Works.

Thomas Newton's edition of Paradise Regained (London, 1752) pp.
186-88. Quoted in H. T. Swedenberg, The Theory of -the Epic in England
1650-1800, (New York: Russell & Russell), p. 136 n.12, For djscussion
of the brief epic "genre see Barbara K. Lewalski, Milton's Brief Epic:

The Genre, Meaning, and Art of Paradise Regained, (Providence: Brown
University Press, 1966). - ‘

3
John Milton, The Reason of Church—government urg'd against Prelaty,
Works vol III pt. 1 p 237. (
4
Tbid. ‘
5 . ‘ :
g«%}\ . Herbert Grierson, Cross Currents in English Literature of the
eventeenth Century, (Middlesex: Penguin, 1966), p.253. This is a

- criticism quite common in.. works dealing with Paradise Regained. As a
pure speculation, we offer an interesting phenomenon, linking biclogical o
age with appreciation for the poem. Professos Douglas Bush, when he

. first approached- PR in 1939, wrote, "

I8 PR . . .Milton is consciously trying to show Christ's human
humility and constancy of faith; yet his hero is perfect &nd
-cannot sin, and the poem, as the presentation of a moral struggle
. tand victory, is relatively unreal and cold. [Bush,The Renaissance
'and English Humanism p.120] b

r“In 1964 after some twenty-five years of studying Milton and, dare we
presume, some "moral struggle'" — not necessarily offered as premise and
conclusion — Professor Bush changed his mind drastically. ,He writes:

It is not Milton's fault if we do not share his moral passion, and
‘_ :, . - the poem is cold only to the cold.[Bush, Milton,‘ p. 184]

The brief epic ,be’it Job or PR seems to be the genre of a more mature

audience. So, that same editor Thomas Newton writes that the moral b
reflections of PR are more "natural to that season of life, and better
.suited. Milton's age and  infirmites than gay florid 7

descriptions."[Swedenborg, p.136] Whether this fact be” true or no is =
without our study. We 'may only affJ.rm that' though fime hath stolen on
his wing our three and twentieth year (and one mmze), the poem strikes
us as a sublime expression in no way cold in no, ﬁay \ﬁr o

. A.E. Dyson offers the most inimical attac};z on Paradise Regain‘ed/
He maintains that Christ cannot be a hero. "The reasons he offers strike /
us as somewhat of a semantic quibble. He writes:

. . r
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" For the spec1f1c heroic glory cannot belong ®o omnlpotence other
types of glory, perhaps, but - not that appropriate to two great -
‘human beings equally matched. If*the victory is inevitable, then
the conflict is to some extent faked, and the heroic glory
unearned. . If the glory is earned, then the theology ' is
under mined, and the whole myth collapses. { ,
What this amounts to saying, perhaps, is that the Christian
tradition can accept Christ's triumph as being real, as well as
ev1tab1e, only as long as it is thought of as the victory of
1oVe over' hate, suffering over violence, good over evil The *
mloment you think of it as an heroic encounter, the reality and the
mevn:ablhty are incompatible.  An individual Christian, maybe,
might engage heroically with Satan; but not Christ himself, even
if the most Arian interpretation of his nature is allowed. ["The
Meanlng of Paradise Regaimned,"” TSLL 3 (1961): 199-200]

'Professor'FDyson seems to forget that Milton's view of the situation is ) \
that it is !'above heroic." Indeed, Milton's whole intent is to assert a b
newv her01sm one which, as we show,’is reliant on acknowledgment of its
theocentricity. Regarding Christ's omnipotence, see footnote # 9 for a
list of references to Christ's manhood. Professor Dyson also supports
the argument that M1lton 's Christ is "rude." Indeed, he goes so far . as
to ask that "if you regve;’s§ed their positions [Christ's and Satan's],
would not both be still ‘basically the same?'"(209). J

Professor Rlchard Jordan does not in any way maintain the ideas
which: Dyson Suggests "he does suggest, though, that Christ is mcapable
of falling and he retains his Godhead during the temptation ["Paradise
Regained and " 'the Second Adam," Milton Studies 9 (1976): 263].

7 John Milttm, De Doctrina Christiana in Works vol XV p. 273.
8 Ibid, p. 277.
L The prooflbf Chnsts manhood seems assured by the invocation, with

its parallel statements "one man's . . .one man's." Further references

are 191, L.122, T.140, LlSO L166 11,135, Iv.598-99.

H IJ‘_
e

10 | Cf. Douglas Bush Prefaces to Reénaissance Literature, p. 99;
~ Tillyard, p. 263. . ‘ ' ! .
11 Dougjas Bush, The .Renaissanece and English Humanism, (Torento:

University of Toronto Press, 1939), p. 125.

12 Advex;bial' clauses in Paralise Regained are almost always
signifi¢ant. Cf. L406, L493, IL378, 1,432, TL43, ILI121,
]IL386 IV 109 Iv.170, IV 285

13 Satan's ‘1m ention of "best," "highest," and other superlatives is -

significant’ of  his understanding of heroism. Cf. L69, IL208,
11.410-12, H.AIB m.426, T30, - IL177, I]I.224—26, 111.238-39,
111,250, IV 106, IV.553. ‘ ’ A
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- Burton O. Kurth, Milton and Christian Heroism, (Berkeley:
University of California Press, 1959), p. 120
’ } o _ 4
John Milton, Areopagitica, from John Milton: Complete Poems and
Major Prose, Ed. Merritt Y. Hughes, (Indianapolis: Odyssey Press, 1957)

‘p. 728.

] S
Ibid. ‘ / : '

Kingsley Widmer, "The Iconography of Renunciation: The ,M&onic
Simile,”" Journal of English Literary History 25 (1958). Reprinted in
Milton's Epic Poetry, Ed. C.A. Patrides, (Middlesex: Penguin, 1967), p.
122. Professor Widmer makes some acute observations regarding this
simile in particular, concluding that this "belittling of a traditional
heroic comparison accords with the Miltonic, insistence on the
incom mensurability of the Christian and classical." -

Notes for Chgptér Five

The debate regarding the time of Samson Agonistes' composition has ¢
offered choices ranging from 1640-1670. It is not germane to this study
to offer any. certain date for the play's composition; it is enough that
we argue that thé play is not the work of a young eager poet with a
respmt for physical prowess, nor an older poet who has regained an
interest in poetry of active combative heroism. ’

-

E.M.W. Tillyard, Milton (New York: Collier, 1966) 278, 280, 28].

John M. Steadman, Milton and the Renaissance Hero (Oxford:
Clarendon, 1967) 188.

Wilkiam G. Madsen, "From Shadowy Types to Truth," The Lyric and
.‘Dramatic Milton, Ed. Joseph H. Summers (New York: Columbia University
Press, 1965). . ‘

Madsen, 109-10, 114,

John T. Shawcross, "Irony as Tragic Effect: Samson Agonistes and
the Tragedy of Hope,” Calm of Mind: Tercentenary Essays on Paradise .
Regained and Samson Agomistes in Honor of John S. Diekhoff, Ed. Joseph
Anthony Wittreich, Jr. (Cleveland: The . Press of Case Western ,Reserve :
University, 1971) p. 289.

Don Cameron Allen, The Harmonious Vision: Studies in Milton's
Poetry (Baltimore: - Johns Hopkins Press, 1954). Allen undertakes a
thorough examination of despair in - Milton's major poetry in the fourth
chapter: "The Idea as Pattern: Despair and Samson Agonlstes," pp. 71—94

‘Boethius, Consolation of Philosophy, Trans. V.E. Watts (Middlesex:
Penguin, 1969). Boethius articulates the view that tragedy is a mental
process of remembering the former state of happiness when one is fallen
into a state of misfortune: "In all adversity of fortune, the most

A, A:L'.Am
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wretched kind is once to.have been happy"(p.61). This view is echoed by
- Dante. As Francesca turns to Dante, she says tearfully: *
.The bitterest of woes
Is to remem ber in out wretchedness
"0ld happy times. (Inferno V.121-23) )
Chaucer also artj.culates this view of tragic memory in Troilus and
Cr1sege '
For of fortunes sharpe adversn:ee
The worst kynde of infortune is this,
A man to han ben in prosperitee,
. And it rememberen, whan it passed is. (IIL1625-28) .
It will also be recalled that Satan suffers from the same sort of tragic
memory in the fourth book of Paradise Lost: -
.Now conscience wakes despair
That slum ber'd, wakes the bitter memory .
Of what he was, what is, and what must be, . . (4.22-25)

9 7 .
The bi-fold virtues of wisdom and strength are discussed.at length' -
by A.B. Chambers, "Wisdom and Fortitude in Samson Agonistes,"” PMLA 78

(1963): 315-20 and ‘Wiliam O. Harris, "Despair and 'Patience and the -
Truest Fortitude' in Samson Agonistes,” ELH 30 (1963): 107-20 and John

M. Steadman, Milton and .the Renaissance Hero, 134, Our discussion °
differs in its approach from these accounts. ' '
19 Allen, pp. 81-82. -

L1 Irene Samuel, "Samson Agonistes as-Tragedy," Calm of Mind:
Tercentenary Essays on Paradise Regained and Samson Agonistes in Honor -
of John S. Diekhoff, Ed. Joseph Anthony Wittreich, Jr. (Cleveland: The

Press of Case Western Reserve University, 1971) p. 248.

12 Allen, 93. In a footnote on page 188 of Milton and the Renaissance

Hero, Professor Steadfngn lists the various studies of Samson Agonistes
as a drama of regeneration. o ' R

.13 Sarson himself admits to three formal challenges, but all told he

distinctly -challenges Harapha nine times: 1091, 1105, 116-29, 1139-55,
1175, 1222, 1230, 1235, 1%37-41 ,
3

' Madsen, 104. | o .

1> samuel Johnson, "Milton," Lives of the Engéi/éh Poets: A Selection
(New York: Everyman's Library, 1975) p. 103 \

16

For a'discussion of martyrdom and its role in Miltonic heroism see
- my. earlier chapters, especially on Paradise Lost. Milton, in his Of

. Refor mation, refers to "the Heavenly Fortitude of Martyrdome." Works
vol. three pt 1, p. 11, 3 ‘ . - —
17

Hellenic spirit necessary to tragedy se M.V. GSarma, ,The Hervoic
Argument: A Study of Milton's Heroic. Poetry (Madras: Macmillan, 1971) P
128; Sir R.C. Jebb,. "Samsén Agonistes . and- the Hellenic Drama,"

On the distinction between the H_ebifi\s[ﬁrit of the poet and the

¥ . L. i N A
. . . .
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-

Proceedings of  the British Academy 3 (1907-08): 343; David Daiches,
Milton (New York) Norton, 1966) p. 247. :

18 In the "Preface" to Samson Agonistes, _Pllton calls Revelation a
tragedy, as he similarily does in the' The Reason of Church Government
Urged Against Prelaty, Works vol. 3 pt. 1, p.238, In both cases, the ~
generic distinction is based on the structuring of the choral
interludes. ' h

19

Laurence Michel, "The Possibility of Christiap Tragedy," Tragedg
Modern Essays in Criticism (Englewood Cliffs: Pxentice-Hall, 1963) gives
"the most rigid statement regarding Christian traged$: "Christianity is

* intransigent to  .tragedy; tragedy bucks and balks under
Christianity'(232). Michel, however, classifies "Christian tragedy" as
being either a> written since the beginning of the Christian era, or b)>
"tragedy about Christianity." We suggest that Christian tragedy may
take as its subject pre-Christdan figures: Troflus and Samson are two
that come to mind. Michel, because of his narrow classification-scheme,
argues that Samson Agonistes is "spasmodically tragic, anything but
Christian'(229). We argue, on the other hand, that the perspective is
what demonstrates the art's theological bias. Milton, because of his
belief in election, did declare that some 0ld Testament figures would be
saved by faith in God alone. (De Doctrlna Christiana, Works voL 15, »p.
- 405-07).

Raymond B Waddington, "Melanc;holy Against Melancholy: Samson
Agonistes as Renaissance Tragedy," Calm of Mind: Tercentenary Essays on
Paradise Regained and Samson Agomistes in Honor of John S. Diekhoff, Ed.
Joseph Anthony . Wittreich, Jr. (Cleveland: The Press—of Case Western
Reserve University, 1971) p. 282, argues that Milton accepted a
Parcelesian  homeopathicc formula of . catharsis, which presupposes a
- "sympathetic correspondence between microcosm and macrocosm,” and
~ finally culminates in a Christian catharsis: "Christ heals us all." Our
discussion of the difference between gatharsis, as Aristotle and sequent
com mentators have deﬁned and’ redefined it, and acquiescence, we leave
to our conclusion.

20

. Alexander Po‘pe; "An Essay on Man," The Poems of Alexander Pope, Ed
John Butt (London: Metheun & Co.,” 1963) Epistle II, E289—94

PR

21 :
.Geoffrey Chaucer, Troilus and Criseyde 1IV. 181? 13.  Chaucer's

conception of tragedy can best be seen in light of the concludi lines .
of his poem: s

Go, litel bok, go, litel myn tragedye,

Ther God thi makere yet, er that he dye,

. So sende myght to make in som comedye! (IV 1786—88)
22
‘ Da.lches, 248,

23

Professor A.S.P. Woodhouse, "Tragic Effect in Samson Agonistes,"
UTQ -28 (1959), argues that there is a cathartic release in the reading
_of the play: . e
.. The reconciliation, the mitigating of the sense of disaster, is
worked out in purely human terms before the larger rhythm of the




le3

divine comedy is invoked, lest that rhythm should not only resolve,

the tragic irony of the action, but dissolve the whole tragic

effect. (222) o
Such a mitigation, we believe, happens before any sense of the human
pathos is felt; Manoa's response to the news of his son's death is only
seven lines, and they even have a sense of relief to them: "death who
sets all free / Hath paid his ransom now and full discharge'(1572-73).
Professor Woodhouse is forced to qualify many of the concessions one
usually gives to tragedy in order to classify Milton's drama as such.
Essentially, though, Milton's poetic vision was too saturated in the
felix culpa tradition to allow him to write a satisfying tragedy. And
only tragedy can effect catharsis. ~ Such a trite comment might seem
unnecessary, but with each genre now being given a "type" of cathartic
outlet, one must keep one's terms clear. b

Notes for Chapter Six

1 ‘Andrew Marvell, "On Mr. Milton's Paradise Lost," 1L 23-24.

) .
Thomas Carlyle, On Heroes, Hero-Worship, and the Heroic in™History,

Ed. Archibald MacMechan (Boston: Athenaeum Press, 1901) p. 167.
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