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LECTORIBUS EDITOR

In succession to Professor Sandbach, qui optime de nobis meritus est, we
welcome to the Presidential Chair Professor R.D. Williams of Reading University, a Virgilian
of immense distinction for whose constant support over many years the Society is very
grateful. His Presidential Address entitled “Virgil Today’ will be delivered at 3 p.m. on
February 24th, 1973, at the Institute of Classical Studies, Gordon Square, W.C.I.

After a very long stint of running the affairs of the Society in one capacity or
another, Dr. A.J. Gossage has asked to be relieved of the chairmanship of the Council.
He will, we are glad to report, remain on the Council, butit will now be chaired by
Dr. J.G. Landels, another very loyal friend and servant of the Society. Dr. Gossage’s
contribution to the growth and success of the Virgil Society has been outstanding and we
are most grateful to him for all he has done over the years.

A new member of Council, elected at the last A.G.M., is Mrs. Carlotta Griffiths
of King’s College, London, and we are happy to welcome her. Readers will remember her
learned and able paper to the Society published in Proceedings 9 (1969—70).

Professor Francis Berry’s 1971 Jackson Knight Memorial Lecture, ‘Thoughts on
Poetic Time’ (The Abbey Press, Abingdon-on-Thames, Berkshire; 30p; 6p extra for postage
and packing in the U.K.) looks interestingly at some of the ways time is handled in
dramatic or narrative contexts by Milton, Shakespeare, T.S. Eliot, and, of course, Virgil.
Some reference to the chapter ‘Virgil and the Subject of Secondary Epic’ in C.S. Lewis’s
‘A Preface to Paradise Lost’ (1942) would have been useful; Lewis’s remarks on the sense
of time in the Aeneid are perceptive and illuminating.

We close with greetings —and the request that members will not forget to send
their subscriptions (60p, due on the 1st of January each year, 38p for full-time students)
to the Treasurer as soon as they fall due or beforehand, if possible! We work on a very
tight budget!

Hon. Secretary: F. Robertson, M.A., Faculty of Letters, The University, Whiteknights Park,
Reading, Berks.

Hon. Treasurer: Dr. L. Watkiss, 106 Honey Lane, Waltham Abbey, Essex.

Editor of The Proceedings: H. MacL. Currie, M.A., Queen Mary College (University
of London), Mile End Road, London, E.I.



Virgil and English Poetry : Some Thoughts on Affinities

Milton —this is probably the best way to begin —is not one of the English poets
who manifest a significant affinity with Virgil. That Milton knew Virgil’s works intimately
hardly needs saying; the strong Virgilian influence is there throughout his work to attest it.
In particular, Paradise Lost (Milton’s masterpiece) was influenced by the Aeneid (Virgil’s
masterpiece?) both pervasively and profoundly. But such influence is not in itself a mark
of affinity. The influence of the two Homeric epics on the Aeneid is comparable with the
influence of the Aeneid on Paradise Lost, but no-one has ever plausibly suggested any real
affinity between Virgil and Homer.

There is one central Miltonic characteristic which is conclusively alien to Virgil,
the one conveniently suggested by this biographical comment of Johnson’s in his Life of
Milton:

‘Milton, who appears to have had full conviction of the truth of Christianity and to
have regarded the Holy Scriptures with the profoundest veneration, to have been
untainted by an heretical peculiarity of opinion and to have lived in a confirmed
belief of the immediate and occasional agency of Providence, yet grew old without
any visible worship. In the distribution of his hours, there was no hour of prayer,
either solitary or with his household.” 1

In Dover Beach Matthew Arnold voiced the following well-known apostrophe:

Ah, love, let us be true

To one another! for the world, which seems
To lie before us like a land of dreams,

So various, so beautiful, so new,

Hath really neither joy, nor love, nor light,
Nor certitude....

Certitude: whoever else may or may not have had that, Milton had it. Not simply belief,
but self-sufficient certitude on the grand scale: he hadn’t any need for ‘visible worship’.
The certitude required even to attempt his greatest literary task was considerable: an epic
of the Fall that must conform to, but also activate, a coherent and complex theology and
thereby justify the ways of God to men’ —a task incompatible with any fundamental doubt
such as (to anticipate the argument) a writer with Virgil’s sensibility had to cope with in his
Aeneid.

I began by dissociating Virgil and Milton for the obvious reason that these two have
often been bracketed in the past. There exists at least one book featuring both names in its
title —and with some reason, even apart from Milton’s specific debt to Virgil: Paradise Lost
and the Aeneid are not only major works one of which heavily influenced the other; they
are both epics.

All criticism and all characterization of literature requires comparison, though
comparison is and must be frequently left implicit. ‘This is a rather Romantic piece’ is a
characterization that presupposes comparison with unspecified but specifiable works, so-called



Romantic works, which would evidence the features or qualities in question. Paradise Lost
and the Aeneid belong, as we say, to the same literary genre, epic; that is, to say that the
Aeneid is an epic presupposes the feasibility of comparing it with Milton; but it also,
effectively, presupposes the desirability and even the inevitability of such a comparison.

Comparisons, implicit or explicit, will be more or less new and their suggestive-
ness will be in some degree proportionate to their novelty, an idea we are familiar with in
the case of the implicit comparisons that we call metaphors. These, as we say, can get
tired and worn, may need reviving or replacing. The same is probably true of the habitual
comparison by genres. | suggest that it may be more profitable —at least for once —to
compare Virgil not with Milton and whoever else specifically wrote in the Virgilian genres,
but with those poets who, whatever their genres, show an affinity with him; where by
affinity, as will be apparent already, | mean something to do with matters of poetic sensi-
bility.

I want now to consider in turn three extracts, one Virgilian, two by English poets,
deferring for the moment the question of the interrelation of these passages. The first of
them is that much-admired passage from the Eighth Eclogue in which the jilted lover
summons up the circumstances of a first meeting in late childhood (or early adolescence).
Boy meets girl in the garden, picking apples:

saepibus in nostris parvam te roscida mala

(dux ego vester eram) vidi cum matre legentem.

alter ab undecimo turn me iam acceperat annus,

iam fragilis poteram a terra contingere ramos.
(Eels.8.37-40)

The piece is based on Theocritus, an innocuous piece of Theocritus (11.25-27). The relevant
points of interest, it’s fair to say, are pure Virgil. The wistful pathetic quality is most
obvious, stemming from an idealized notion of love associated in its simplicity with the
simplicity of childhood: Theocritus left the ages quite unspecified, Virgil locates them with
parvam and alter ab undecimo. One other relevant characteristic: the situation is evoked
with remarkable immediacy, with a particular sensuous immediacy in iam fragilis ... ramos,
the sound pattern with its recurring ‘r’ and contrasting stops playing a part in the almost
tactile effect (contingere). Yet all this vivid situation is evoked out of nothing: saepibus
begins a self-contained stanza (so to speak); a scene, a situation is conjured up suddenly and
in fact disappears as suddenly.

The second piece is the opening lines of Keats’ fragmentary revised Hyperion, the
so-called Fall of Hyperion, mature Keats —written at the age of twenty-four in 1819. The
immediate and intense concern of the passage is fully representative of its author: a concern
with transience; with death, if you like, but not with death as a cause of suffering, but a
cause of impermanence.

Fanatics have their dreams, wherewith they weave
A paradise for a sect; the savage, too,

From forth the loftiest fashion of his sleep
Guesses at heaven; pity these have not



Traced upon vellum or wild Indian leaf
The shadows of melodious utterance,
But bare of laurel they live, dream and die.

‘Bare of laurel’, magnificent pun: no leaf to write on, no victory over the grave. Two
possible paths to that victory, two modes of salvation, are in question: salvation via per-
petuation, especially the word of poetry, the word that preserves and commemorates, this
being the mode of salvation that Keats here endorses; and opposed to it, salvation via
religion, metaphysical conviction, here damagingly dismissed: ‘fanatics’, ‘dreams’, ‘sect’.
As this passage serves to suggest, Keats could hardly be called a ‘believer’ in any orthodox
sense, but the impressive intensity of his dismissal indicates his involvement in the whole
issue of belief.

The next extract belongs to a fairly early poem by a former President of this
Society, T.S. Eliot: Preludes, of which this is the fourth and last piece. It falls into three
sections: an unappealing urban scene, giving way to a snatch of almost disembodied
(‘lyrical’) yearning, giving way in its turn to a violent cynical deflation.

His soul stretched tight across the skies
That fade behind a city block,

Or trampled by insistent feet

At four and five and six o’clock;

And short square fingers stuffing pipes,
And evening newspapers and eyes
Assured of certain certainties,

The conscience of a blackened street
Impatient to assume the world.

I am moved by fancies that are curled
Around these images, and cling:

The notion of some infinitely gentle
Infinitely suffering thing.

Wipe your hand across your mouth and laugh;
The worlds revolve like ancient women
Gathering fuel in vacant lots.

The tonal contrast between the lyricism and what follows is powerful and witty, albeit
exaggerated. It amounts, in any case, to a virtual paradox, that two so alien focuses of
thought as the Infinite —the rather idealized Infinite —and the hand-wiping could co-
exist in any world that could be called meaningful. And this is the point, made duly
explicit at the end: vacant lots, a meaningless ritual whose futility is palpable to everyone
but those caught up in it, the ‘eyes assured of certain certainties’.

These three passages were written, as it happens, at roughly comparable ages.
The revised Hyperion was, as | mentioned, written when Keats was twenty-four, a year
before his death. The Preludes are early Eliot, about the same age. The Eclogues were
produced when Virgil was about thirty.



occasions present themselves. Why is Virgil so interested in him? Not for who he is, but
plainly for what he is: his situation, young and vulnerable, and above all, and more pro-
foundly, his symbolic significance as ancestor of Augustus and Aeneas’ faintly precarious
future. Virgil’s interest is invested primarily in things and the ‘things’ in question include,
besides ‘situations’, these large symbols and, inevitably, the moral abstractions associated
with them that figure so prominently in the Aeneid—pietas, destiny et alia In Aeneid IV,
while Aeneas is still at Carthage in love with Dido (magno labefactus amore, as Virgil

later tells us), Mercury comes down with orders to get him moving; the god’s speech

takes eleven lines. Aeneas is struck dumb, terrified, in anguish —and prepares to obey.
The description of this reaction and this agonized decision, the volte-face, is given in
fifteen lines. The lines are magnificent lines, but fifteen is fifteen; there are certain
matters that need a more patient exploration. To anyone reflecting on the brevity of
this passage it should be apparent that Virgil is decisively more interested in Aeneas as

the possessor of the well-known symbolic significance (pius Aeneas entails Rome) and

in Dido as the complementary symbolic obstacle than he is in either of them singly as
people; apparent, for the particular reason that by his brevity he effectively evades the
matter that would exercise either of them most as people —their relationship. He is,
obviously, involved with Dido in the outcome, but that means Dido in her melancholy,
isolated state rather than Dido in her relationship. In fact, a detailed analysis of the whole
Dido-Aeneas episode would show that their relationship hardly exists as a force in its own
right (unlike pietas or destiny). They might as well be in love, separately, with two other
people of the same names who never actually materialize: two people and one relationship
makes three, but only two —or less —in Virgil.3

The place of these considerations in the overall scheme can best be indicated
gradually, the first thing being to pursue them through the composite poet’s other two
guises. With Keats, even more than with Virgil, one could call the characters anonymous
and the situations vivid. The Eve of St Agnes, that remarkable narrative poem from the
annus mirabilis, 1819, has a simple but characteristically evocative beginning:

St Agnes’ Eve —Ah, bitter chill it was!
The Owl, for all his feathers, was a—cold;
The hare limp’d trembling through the frozen grass

The immediacy here is in fact closely related to the simplicity, being dependent on the
informality of the implicit antithesis —unstructured and unforced. ‘The owl, for all
his feathers, was a-cold.” As Hunt commented, ‘could he have selected an image more
warm and comfortable in itself and therefore better contradicted by the season?’

The opening is one of the memorable moments of the poem; the two characters,
Porphyro and Madeline, two lovers, provide others without being themselves memorable
(we find no unforced presentation of them); and the same goes for Keats’ narrative
pieces in general, which means the bylk of his poetry. (One too easily forgets that
most of Keats is narrative: Endymion, Lamia, Hyperion and so on.) In 1819 at the
height of his powers and with intense aspiration, he worked at two dramas, Otho the



Great and King Stephen; hardly with equivalent success. Drama, like narrative, deals
with people, which is not where his strengths lie.

Keats, like Virgil, is fluent in the language of sensuousness: immediate,
evocative; evocative of situations and things; experience of the world, or certain aspects
of it, made to rebound back out of the verse. The Keatsian sensuousness is often
languorous, insound and effect:

Turn the key deftly in the oiled wards
And seal the hushed casket of my soul.

(To Sleep)
It is as if the rose should pluck herself
Or the ripe plum finger its misty bloom

(fHow fevered is the man ....7)

but at his best languor makes way for a robust voluptuousness —as in an inimitable line
and a half near the end of Otho,

old Aetna’s pulpy wine-presses
Black stained with the fat vintage —

and in general a greater firmness, exemplified in the classic lines from To Autumn:

To fill all fruit with ripeness to the core,
To swell the gourd and plump the hazel shells
With a sweet kernel......

The strength of his sensuousness is apparent from its overwhelming force when he holds
it back and springs it:

But when the melancholy fit shall fall
Sudden from heaven like a weeping cloud
That fosters the droop-headed flowers, all,
And hides the green hill in an April shroud;
Then glut thy sorrow on a morning rose......

(Ode on Melancholy)

An otherwise more nominal feeling becomes intensely present with the concrete sound
and sense of ‘glut’.

To revert briefly to Virgil at this point, with him —as with Keats —se'nsuousness
is sparked off by a great variety of occasions, but, as also with Keats, one kind of
occasion seems peculiarly operative —the countryside, specifically the satisfying rural



richness and density:
To swell the gourd and plump the hazel shells ......

In Virgil this rich density is often evoked through the long spondee in its association
with appropriate rhythmic and sound patterns (the fourth foot spondee with rhythmic
coincidence predominates):

sunt nobis mitia poma,
castaneae molles et pressi copia lactis (Eel. 1.80-81)

Muscosi fontes et somno mollior herba (Ecl.7.45)
hinc omnis largo pubescit vinea fetu (Georg.2.390)
and the bees
cum gentis adultos

educunt fetus aut cum liquentia mella
stipant et dulci distendunt nectare cellas.  (Aen. 1.431-3)

Nature elicits his powers of apprehension and communication in a way that a human
relationship can’t.

Eliot’s sensuous gift is less acclaimed but no less real. It’s there in the unusually
visual grasp of his imagery:

The worlds revolve like ancient women
Gathering fuel in vacant lots. (Preludes)

The river’s tent is broken; the last fingers of leaf
Clutch and sink into the wet bank. (The Waste Land)

There in his highly individual and unnerving domestic silhouettes:

Madame de Tornquist, in the dark room
Shifting the candles; Fraulein von Kulp
Who turned in the hall, one hand on the door. (Gerontion)

There in whole scenes and even whole poems built of single scenes, notably Portrait of a
Lady, where two literally anonymous characters of opposite sexes convey their —very
separate —situations. And superlatively there in the shape of rhythmic enactment
communicating the incommunicable religious reality, the mechanism being contrast between
a kind of slow lonic after running iambics:



We move above the moving tree

In light upon the figured leaf

And hear upon the sodden floor
Below, the boarhound and the boar
Pursue their pattern as before

But reconciled among the stars.

At the still point of the turning world....... . (Burnt Norton)

It’s significant, at least symbolically, that Dryden and others have felt drawn to
call the Georgies Virgil’s best poem: the staple of that poem is things, ideals (such as labor
and the blessings of labor), nature and the closely rendered situations of nature:

turn cornix plena pluviam vocat improba voce
et sola in sicca secum spatiatur harena. (Georg. 1.388—9)

In the same way the few great odes of Keats are widely granted a special status within his
total output: the odes that unlike the dramatic and narrative works contain no people.
With Eliot the case is more complicated. His verse could be said to fall broadly into three
main groups: first the earlier works, up to and probably including Ash Wednesday, written
in 1930, the piece which decisively marks his conversion to Christianity; then the overtly
religious and much admired Four Quartets (1935—1942); and finally the plays, Murder in
the Cathedral in 1935, The Family Reunion in 1939 and the post-war comedies. Of these
groups the first consists pre-eminently of what one critic5 rightly called ‘dramatic mono-
logues’, as The Hollow Men, Gerontion, Prufrock, The Waste Land; Four Quartets is
apparently in propria persona, if in any, throughout; and the plays are —plays. The
point of that tautology is that Eliot’s plays, like Keats’, don’t demand any close attention
here: with immediacy in mind again, one could fairly say that their immediacy varies
inversely to their presentation of specifically human interactivity; the most immediacy,
that is, is found, along with the greatest intensity, in the religiocentric deliberations
(dramatized soliloquies and choral lyrics) of Murder in the Cathedral. Four Quartets
obviously, for the immediate purpose, belongs with Murder, except that no question of
‘human interactivity’ arises at all, even formally, in its case. As for the early poems, with
their tendency towards the ‘dramatic monologue’, Gerontion can serve as the representative
instance. This is a poem with a speaker and a setting, both of them lightly indicated at
the beginning:

Here | am, an old man in a dry month,
Being read to by a boy, waiting for rain.

Such lines are evocative and seem to rest on solid foundations, but the foundations are an
ingenious illusion. The poem turns out to be essentially meditative, and not a meditation
that tells us much about the old man (who does the meditating), except inasmuch as the
old man is a symbol for an atrophying civilization; the meditation is about that. The old
man is therefore less a person than a technical device. Eliot’s successes, here as elsewhere,
are not associated with the dramatic realization of people.



The peculiar limitations of the characters in the Aeneid stem directly from Virgil’s
sensibility.  This is worth stressing. It isn’t that Virgil wasnt really trying —an idea that
might do for the people in the Eclogues, who obviously aren’t the focus for much energy
on his part but, like Eliot’s ‘old man’, are simply adequate for their purpose; one couldn’t
say it of the Aeneid, where the creation and elaboration of the main figures clearly required
a concentrated and prolonged effort. Again, the limitations can’t be ascribed to any
intransigence inherent in the epic medium as such, witness Homer; nor to the demands
seemingly imposed by the imperial commission, which could, after all, have been discharged
quite differently. As to the last point, no-one, | take it, would care to say explicitly that
the characters in any epic involving the specific Augustan ideals would have had to come
out exactly as Virgil’s did, but formulations that might (more insidiously) imply something
of the kind certainly exist: as perhaps with Sellar’s suggestion that whereas with Homer
‘the germ of the poems is the story ... [and] human action and character..., the germ of
the Aeneid... is to be sought in the national idea and sentiment, in the imperial position of
Rome, in,her marvellous destiny and in its culmination in the Augustan Age. ... The real
keynote of the poem is not the arma virumque with which it opens but the tantae molis
erat Romanam condere gentem with which the exordium closes. ... This is the main cause
of the comparative tameness of the Aeneid in point of human interest.’6 | must come
back to Sellar’s formulation later; for the time being we can more usefully start again
from its basic, unassailable element. Virgil has written an epic with people, but not about
people: true; and unlike Homer; and so (let us say) contrary to the ‘natural’ tendencies
of the epic medium. And where, let us ask, does that leave the people —is there, for
instance, any genre to which they would, as they stand, more ‘naturally’ belong? My
earlier remarks about generic classifications notwithstanding, the question could repay
examination, but only, no doubt, a long and thorough examination which would in effect
be providing the material for a new (ad hoc) classification, but would inevitably be outside
my present scope. In passing, a comparison made by Poschl is worth recording: Virgil,
he suggests, often makes one think of opera, a pointed comparison (and not just for Dido
and Aeneas) with its suggestion of declamatory and highly coloured performance —the
characters certainly aren’t colour/ess, as critics often imply.7 But take another and a more
profitable question: to which genre would Virgil’s characters, as they stand, least naturally
belong? The answer is surely the novel. ‘The Bible ... and Homer and Shakespeare:
these are the supreme old novels.” That was D.H. Lawrence and his point is worth taking.
One can see why Homer is on the list and also why Virgil —and our composite poet in
general —could never be. The novel is the book of life’, says Lawrence, ‘the wholeness
of a man, the wholeness of a woman, man alive and live woman.’8 The novel, pre-
eminently, centres on human life, its interactions and its possibilities of movement. The
Aeneid's chief candidate for movement is destiny, as vested in Aeneas, and where there
might have been interaction between him and, say, Dido, there is, instead, the painful
removal of an obstacle from destiny’s path.

The question whether or not to write a novel didn’t arise for Virgil; the novel

wasn’t yet a going concern. It was precisely that in Keats’ time and by Eliot’s time it
had become the dominant literary form. Eliot and Keats wisely chose to avoid the new

10.



form and in fact neither evinces any great interest in it. This is demonstrably so with Eliot
and it’s at this point in the argument that matters peculiarly demonstrable in his case take
on a decisive significance. It’s also at this point, | may say, that the relevant differences
between the three poets begin to appear (at first seemingly setting Keats furthest apart), but
it’s still Eliot who provides a convenient approach. ‘I confess that personally | take so little
interest in novels that 1 am inclined to deplore your devoting so much time to prose’, he
wrote to an acquaintance in the 1930’, and a few years earlier to another: ‘I feel quite
incompetent to judge novels and | confess a complete ignorance of human psychology,’

The implications here are evident and unwelcome. ‘At Naples’, Donatus tells us, ‘Virgil was
commonly called Parthenias (Virginia). ... He spent most of his time in Campania or Sicily,
where he could get away from people.” ‘Eliot’s poetry’, says Dr. Leavis with character-
istically unapologetic directness, ‘hasn’t a rich human experience behind it. It reveals,
rather, a restriction; it comes, indeed, out of a decided poverty.’9

The relation between poetry and biography (or psychography) is always a delicate
matter, whatever the issues, but the present case leaves little room for doubt. Eliot’s
‘poverty’ underlies his inability to give a full realization of character; it further manifests
itself in an unsatisfying attitude towards human relationships in general, and especially the
man-woman relation; and within that particular relation it shows up most conspicuously
as an unexplained —and thus artistically unwarranted —distaste for physicality. My
suggestion (as the flirtatious dropping in of Donatus’ Parthenias anecdote was meant to
indicate) is that in these matters no less than in others Virgil presents a comparable picture,
as indeed, up to a point, Eliot himself can tell us. In a talk he once gave on “Virgil and
the Christian World’, he discussed some relevant points and in so doing revealed, as he was
bound to, something of his own disposition. ‘The term which one can justifiably regret
the lack of in Virgil isamor. It is, above all others, the key word for Dante, | do not
mean that Virgil never uses it. Amor recurs in the Eclogues (amor vincit omnia). But
the loves of the shepherds represent hardly more than a poetic convention. The use of the
word amor in the Eclogues is not illuminated by meanings of the word in the Aeneid in the
way in which, for example, we return to Paolo and Francesca with greater understanding
of their passion after we have been through the circles of love in the Paradiso. Certainly,
the love of Aeneas and Dido has great tragic force. There is tenderness and pathos enough
in the Aeneid. But Love is never given, to my mind, the same significance as a principle
of order in the human soul, in society and in the universe that pietas is given; and it is not
Love that causes fatum or moves the sun and the stars. Even for intensity of physical
passion, Virgil is more tepid than some other Latin poets, and far below the rank of
Catullus.” It’s pleasing to find Eliot speaking up for Catullus, but this shouldn’t distract
us from the remarkable emphasis he uses. ‘Even for intensity of physical passion’: the
terms of this faintly condescending afterthought (‘even’) indicate a total separation between
‘physical passion’ and amor proper, including amor as ‘a principle of order in the human
soul’.  He continues: ‘Virgil was, among all authors of classical antiquity, one for whom
the world made sense, for whom it had order and dignity and for whom, as for no-one
before him except the Hebrew prophets, history had meaning.” But, he concludes, Virgil
was still denied the ultimate Christian, and specifically Dantean, vision represented by a
conception of amor as the universal ‘principle of order’JO

11



The general truth about him’, says Dr. Leavis of Eliot, ‘is that he can contemplate
the relations between men and women only with revulsion or distaste —unless with the
aid of Dante.”11 To be respectable, then, such amor must be transcended in the Platonic-
Dantean way (but it was Dante who had a positive influence) or at the very least contem-
plated —idealized —from a distance at which the reality of the precise context becomes
more restfully elusive:

‘You gave me hyacinths first a year ago;

They called me the hyacinth girl.’

—Yet when we came back, late, from the hyacinth garden,

Your arms full, and your hair wet, | could not

Speak... . (The Waste Land)

What happens at close range is exemplified in East Coker —

The time of milking and the time of harvest
The time of the coupling of man and woman
And that of beasts. Feet rising and falling.

Eating and drinking. Dung and death.

with a striking immediacy, despite all else. But such revulsion tends to exclude, rather than
transcend; expressing itself in obsessive stereotypes, it creates a new kind of distance. When,
for instance, Eliot thinks of the female as a physically operative being, he thinks of the
being’s smell: ‘female smells in shuttered rooms’ (Rhapsody on a Windy Night), the ‘rank’
and ‘feline” smell of Grishkin (Whispers of Immortality); and this from one of the early
drafts of The Waste Lane, recently published by the author’s widow: 12

This ended, to the steaming bath she moves,
Her tresses fanned by little flutt’ring doves;
Odours, confected by the artful French,

Disguise the good old hearty female stench.

So habitual is this association that it can colour even a rare positive expression. A late
poem called A Dedication to my Wife contains the lines

And the rhythm that governs the repose of our sleeping-time,
The breathing in unison
Of lovers whose bodies smell of each other...

which reads like a painfully ill-judged attempt to make amends, the obvious sincerity only
making it worse.

In Virgil’s attitude to ‘men and women’, the affinity with Eliot is apparent, as it
was in the ultimately related deficiency in character-realization. This isn’t to say that
Virgil’s attitude is identical. The same fundamental unease is certainly visible, but, in Virgil’s
case, as the key to a more complex variety. This variety, let me say, isn’t simply a reflection
of diverse Roman attitudes, if only because two of the most distinctive Roman attitudes

12.



hardly figure in Virgil: the two that might for convenience be called the Terentian, which
consists of a more or less indulgent indifference to a trivial aberration, and the Catullan,
which, as well as catering for the ‘intensity of physical passion’, also, as Quinn pointed out,
recognises the possibility of love ‘giving a new meaning to life’,13 Which attitudes, then,
do figure in Virgil? To start with, of course, we have the ‘poetic conventions’ in the
Eclogues; and then the violent Lucretian denunciation of amor as furor and furiae in
Georgic 111, a ‘Roman’ posture which Virgil adopts without any sign of discomfort:

omne adeo genus in terris hominumque ferarumque
et genus aequoreum, pecudes pictaeque volucres,
in furias ignemque ruunt: amor omnibus idem. (Georg.3.242—4)

We have, similarly, what love does to Dido: it makes laetissima Dido, a serene figure, into

a wild, hysterical, suicidal Dido. But love is also, as Eliot might have remembered, what
Aeneas’ mother Venus is goddess of; and love is what she uses in the allegory in Aeneid VIII
to soften the god of fire into forging the arms that, by Aeneas’ victory, make Rome possible.
Which means that inasmuch as Rome ‘is’ destiny, fatum, love does in a sense ‘cause fatum’.
But love in this sense undeniably transcends, or rather excludes, the human relationship:
gods, Virgil’s gods, are not people. The ‘ove’ that we see in operation here exemplifies,

in fact, a transference of amor from the human to the extra-human plane of ideals, the

same transference that Virgil epitomizes so memorably in his ‘hie amor, haec patria est’
(Aen.4.347); and patria, needless to say, excludes the amor of human relationship. Aeneas
will have Lavinia, but Lavinia means nothing in terms of relationship, Dido is the human
relationship, if there was to be any, and Dido is excluded.

But amor is also idealized in Virgil, as in Eliot, and on such terms a relationship
is not excluded. Orpheus and Eurydice, for instance:

te, dulcis coniunx, te solo in litore secum,
te veniente die, te decedente canebat. (Georg,4.465—6)

The orchard scene in Eclogue VIII naturally belongs here, and its association of amor with
childhood has its own special significance, evoking, as it does, a simpler and less painful
world of relationships (compare in passing the reassuring simplicities of the countryside).
One recalls how the idealized image of sacrificial youth obsesses Virgil: Pallas, Nisus and
Euryalus, Lausus, Camilla, and of course Marcellus —not childhood here in every case, but
something sufficiently close to it; and the ‘precarious’ Ascanius could almost be added to
the list. It comes as no surprise that the word puer should figure again and again in a
stereotyped idealizing context —melodious apostrophe with a strongly charged pathos:

o formose puer, nimium ne crede colon... (Ecl.2.17)
dum te, care puer, mea sola et sera voluptas.,,. (Aen.8.581)
quid tibi nunc, miserande puer, pro laudibus istis... (Aen. 10.825)
tene (inquit), miserande puer... (Aen.11.42)14
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and most revealingly of all, from the Second Eclogue,

hue ades, o formose puer: tibi lilia plenis
ecce ferunt Nymphae calathis... (Ecl.2.45—6)

beside the Marcellus passage from the Aeneid,

heu, miserande puer, si qua fata aspera rumpas,
tu Marcellus eris. manibus date lilia plenis... (Aen.6.882—3)

Marcellus’ situation is highly evocative, but Marcellus belongs painfully to real life; an unusual
delicacy of treatment is required. That Virgil should find in the predominantly synthetic

and idealized Eclogue world the natural expression for such an occasion says a good deal.
Idealization is what he falls back on in this crisis, idealization and pathos. 15 And here, as

in the ‘puer’ passages in general, the apostrophized word seems to carry its pathos as if by
some natural law —but the ‘nature’ in question is Virgil’s own, intermittently unbalanced

by a private melancholia and devoting itself to doomed youth with the same poignant

excess as it does elsewhere to the plight of Dido at the expense of her notional relationship
with Aeneas.

Keats presents a kind of contrast. His portrayal of people is no happier and he
has his related weakness regarding relationships, but the weakness is a different one: the
one suggested by the famous cry from a letter of 1817, ‘O for a life of Sensations rather
than of Thoughts’ and the injunction to ‘gorge the honey of life’ a year later —an over-
indulgent relish in the senses. 16 in the context of relationships one finds this leading to
over-sensuality and specifically a Gothic-erotic hysteria with more than a touch of cruelty.
The heroines of La Belle Dame sans Merci (the femme fatale) and Lamia (the woman-
demon) show one facet; another is shown by the curious instinct that led him to conceive
his Grecian Urn as a ‘still unravish’d bride of quietness’ (does a groom have to ravish his
bride?) and by the nature of the climax in The Eve of St, Agnes, Physical contact between
the young lovers, Porphyro and Madeline, is about to take place in alarmingly charged
circumstances; unknown to Madeline, Porphyro gains access to her chamber; he kneels
beside her bed, while she sleeps, dreams of him and, still in her sleep, talks to him movingly:

Beyond a mortal man impassion’d far

At these voluptuous accents, he arose,

Ethereal, flush’d, and like a throbbing star

Seen ‘mid the sapphire heaven’s deep repose;

Into her dream he melted, as the rose

Blendeth its odour with the violet, —

Solution sweet: meantime the frost-wind blows

Like love’s alarum pattering the sharp sleet

Against the window-panes; St. Agnes’ moon hath set. 17

The symbolism —consummation inside suggested by ‘the sharp sleet’ outside —is reminiscent
of the marriage episode in Aeneid IV, but Virgil has nothing to match the compressed sensu-
ality (and gratuitous violence?) of the ‘throbbing star’ and the ‘into her dream’. But Keats
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was young; perhaps these were —or would have been, had he lived —only teething troubles.
He was evidently aware of their existence. In a letter of 1818 he wrote, ‘1 am certain |
have not a right feeling towards women ... When | am among women, | have evil thoughts,
malice, spleen’;18 and in the astonishing preface to Endymion from the same year, he
apologizes publicly for his immaturity and adds: ‘the imagination of a boy is healthy and
the mature imagination of a man is healthy; but there is a space of life between, in which
the soul is in a ferment, the character undecided, the way of life uncertain, the ambition
thick-sighted: thence proceeds mawkishness and all the thousand bitters... .” But though
his aspiration was real enough, aspiration and achievement are different things; and one
has to note that the evidence just given of his eroticism is all of a fairly late date —in fact,
all from the golden year, 1819; and to confirm that point there is also what Matthew
Arnold called the ‘complete enervation’ of the letters to Fanny Brawne throughout this
period. The weakness, therefore, and the aspiration to overcome it co-existed: in the
same letter that produced ‘O for a life of sensations’, with its hint of weakness, the poet
enthroned his complementary aspiration alongside the poetic disposition itself. ‘1 am
certain’, he wrote, ‘of nothing but of the holiness of the Heart’s affections and the truth
of Imagination.”’19 To be certain of nothing but that is to place a heavy burden on ‘the
heart’s affections” — ‘holiness’ saddles them with the duty of salvation —but put in the
context of the poet’s conflict, it represents an impressive affirmation.

‘Holiness’ and ‘salvation’: |ve approached this point several times already.
‘Virgil’, said Eliot, associating him with the Christian Dante, ‘was one for whom the world
made sense.” That, | suggest, is too simple —too simple for Virgil; quite misleading, as
it happens, for Keats; for Eliot himself it can pass, just —for Eliot, who, we recall,
juxtaposed his thoughts about Virgil and Christianity with his thoughts about Virgil and
secular amor.  When one talks, as | have, of problems regarding human relationships and
then of religion and of ‘making sense’, it becomes immediately tempting to think in terms
of an absence of personal fulfilment and religion arriving to fill the vacuum. This is a
relevant line of thought, but it is, as it stands, at least suspiciously tidy. | doubt that this
is quite the key. | would rather suggest that (in the case under consideration) the key,
or something like a key, is to be found in a sense of general waste or impermanence which
correlates with such a deficiency, is in a way co-extensive with it, may indeed be fed by it,
but may be ultimately autonomous of it.

Life passes; all things, people included, come and go; what does their passage
leave behind, what can it leave behind to give life meaning? —that sort of crude articulation
can serve for the moment. The question doesn’t, of course, worry everyone; not everyone
is liable to such feelings; the poet, no doubt, is more liable than most. To the poet
suffering from such feelings and asking the question —what might yield the meaning? —
there are three relevant possibilities:

1) People known perpetuated by public memory, being in a tradition, by record, by
the word.

2) People, more intimately known, more intimately perpetuated through the man-woman
relationship and its natural fruit and symbol, children,
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3) Metaphysics, religion, a creed: transcending the passage of life.

‘The worlds revolve like ancient women...”;— the three poets had best be taken
in turn again, beginning with Eliot, the Eliot who gave voice to that sense of futility in the
early Preludes and with it, we can now say, the complementary metaphysical yearning:

The notion of some infinitely gentle
Infinitely suffering thing.

The sense of futility is clearly stronger than the yearning, with Infinity overtaken by the
women and their ‘vacant lots’: stronger and more strongly, sensuously grasped; but while
a sensuous grasp can make experienced futility comfortlessly real, it can’t do anything to
change it. The sense of futility in fact grew stronger still through the early 1920’s; such
titles as The Waste Land, The Hollow Men are suggestive by themselves. In The Hollow
Men the crisis reached its height:

We are the hollow men
We are the stuffed men...
Our dried voices, when
We whisper together

Are quiet and meaningless
As wind in diy grass...

The notion of hope does occur, religious hope, only to be dropped equivocally:

Multifoliate rose

Of death’s twilight kingdom
The hope only

Of empty men.

This hope, if real, is apparently something external, as if presenting itself to the ‘empty
men’ rather than issuing forth from them; and correspondingly Eliot spoke of himself,
some years later, as one of those who 'believe that men cannot get on without giving
allegiance to something outside themselves’.20 Such extra-personal allegiance, therefore,
was what was required to find stability amidst impermanence, ‘the still point of the turning
world’; but, of course, having called the allegiance ‘extra-personal’, one finds oneself con-
fronted again with Eliot’s particular ‘personal’ restrictedness. In 1930, the year of Ash
Wednesday, he wrote, ostensibly apropos Baudelaire, of the ‘reaching out towards some-
thing which cannot be had in, but which may be had partly through, personal relations.
Indeed in much romantic poetry the sadness is due to the exploitation of the fact that no
human relations are adequate to human desires, but also to the disbelief in any further
object for human desires than that which, being human, fails to satisfy them.’21  Eliot
had by this time found his ‘further object’: Ash Wednesday is a Christian poem. But in
Ms poetry hereafter this ‘further object’ for the most part simply excludes the ‘human
desires’: not ‘in’ nor even ‘through’ human relations; an exclusion, not a Dantean transcend-
ing. The second epigraph to the ‘Aristophanic Melodrama’ Sweeney Agonistes is from
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St. John of the Cross: ‘hence the soul cannot be possessed of the divine union, until it'has
divested itself of the love of created beings.” This, then, is the ultimate significance of the
juxtaposition of Christian and human amor in Eliot’s essay on Virgil: not a real juxtaposition,
but an essential opposition. In retrospect one can see that a comparable configuration
already exists in The Waste Land, when the Buddha and St, Augustine make a fleeting
appearance after a (wilfully sordid?) seduction scene on the river, and even in Preludes with
the alternation of visionary Infinite and grotesque ‘ancient women’. Lawrence was able

to think of the Bible alongside Homer and Shakespeare as ‘the book of life” with its ‘man
alive and live woman’; in Eliot’s The Cocktail Party (1950) religion and human desires are
simply in opposite camps. The world of human desires is summed up by Reilly in that
play in terms of

Two people who know that they do not understand each other
Breeding children whom they do not understand
And who will never understand them.

A certain serenity was apparently achieved subsequently: there are signs of it in The Elder
Statesman, Eliot’s last play, whence the poem To My Wife, already mentioned; but it came
too late to have any real artistic significance.22

But all this is only part of the picture. Eliot had his ‘further object’, his mean-
ing, his belief; but this belief provided no rest. It was no easy or dogmatic belief, but a
kind of questioning, hard-won, first-hand belief that manifested itself in painful paradoxes,
the effort bringing as much discomfort as futility had before. The painful questioning is
pursued relentlessly —not recorded but pursued, ‘the poetry being in the pursuit’ —in
Four Quartets:

In order to arrive there,
To arrive where you are, to get from where you are not,
You must go by a way wherein there is no ecstasy. (East Coker)

What is especially striking about the pursuit is that the reality of waste and impermanence
is as strong and immediate as it had been without belief. It might even be said that the
belief required to supply the meaning to the meaningless Waste Land makes the gulf
between meaning —now a religious meaning —and meaningless life greater than ever:

Words move, music moves
Only in time; but that which is only living
Can only die...

(One notes that even ‘the world’, unless the religious Word, belongs, in this poetry, with the
things of impermanence.)

Ridiculous the waste sad time
Stretching before and after. (Burnt Norton)
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The earlier apprehension is at any rate subsumed in the new outlook and not discarded.
And for the ‘waste sad time’ to be rescued from the ridiculous, to be redeemed, requires
from the believer

A condition of complete simplicity
(Costing not less than everything) (Little Gidding)

a simplicity to be fought for inch by inch without assumptions, as called for by an
inseparable scepticism. ‘Scepticism’ isn’t my gloss, but Eliot’s own. In an essay on Pascal
he wrote: ‘every man who thinks and lives by thought must have his own scepticism’ and
referred to ‘the demon of doubt which is inseparable from the spirit of beltief’,23  And he
once remarked in conversation: ‘my own beliefs are held with a scepticism which | never
even hope to be quite rid of.’24

Turning now to Keats, one can begin by remembering that he certainly had the
scepticism, in fact desired to make a positive virtue of it. In a famous passage from a
letter of 1817 he wrote: ‘it struck ne what quality went to form a man of achievement
especially in literature and which Shakespeare possessed so enormously —I mean Negative
Capability, that is, when a man is capable of being in uncertainties, mysteries, doubts with-
out any irritable reaching after fact and reason.’25  Whether this remark tells us much
about Shakespeare is debatable; it certainly tells us something about Keats. ‘1 am certain
of nothing but of the holiness of the heart’s affections and the truth of Imagination,” He
was sceptical of fact and reason divorced from immediate apprehension, of anything in the
nature of ‘cold philosophy’; he urged that ‘axioms in philosophy are not axioms till they
are proved upon our pulses’.26  And he was of course deeply sceptical of religious beliefs:
‘fanatics have their dreams...”. In a letter of 1819, speaking of the biblical account of
Jesus, he laments that it was ‘written and revised by men interested in the pious frauds of
religion’.27 And yet that particular painful apprehension that led Eliot towards religion,
the apprehension of impermanence, Keats felt with a notorious, sensuous-immediate force.
It obsessed him and it was a main spring of his own poetic activity:

pity these have not
Traced upon vellum or wild Indian leaf
The shadows of melodious utterance,
But bare of laurel they live, dream and die.

His own life, with his brother’s early death and a growing sense of his own frail health, was
in danger of seeming a race between poetry and impermanence:

When | have fears that | may cease to be
Before my pen has glean’d my teeming brain...

Poetry, the fruit of the ‘truth of Imagination’, thus acquires a redemptive significance of its
own. But despite moments of confidence (the opening of the revised Hyperion is one of

them), the obsession was inescapable; and in such a situation the ‘uncertainties, mysteries,
doubts’ he espoused in the name of Negative Capability proved to be a mixed blessing.
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At first he was able to assert disquiet away. Endymion, 1817:

A thing of beauty is ajoy for ever:
Its loveliness increases; it will never
Pass into nothingness.

But not for long, In the Ode on Melancholy (1819), these optimistic terms are precisely
reversed:

She dwells with Beauty —Beauty that must die;
And joy whose hand is ever at his lips

Bidding adieu; and aching pleasure nigh,
Turning to poison while the bee-mouth sips...

The new mood led to some revealingly extreme assertions, notably
Thou wast not born for death, Immortal Bird

(of the nightingale), and in the Ode on a Grecian Urn to a comparably extreme intensity
at the thought of the permanence suggested by the changeless depictions on the urn:

Ah happy, happy boughs! that cannot shed
Your leaves, nor ever bid the Spring adieu;
And happy melodist, unwearied,

For ever piping songs for ever new;

More happy love! more happy, happy love!
For ever warm and still to be enjoyed,

For ever panting and for ever young;

All breathing human passion far above,

That leaves a heart high sorrowful and cloyed,
A burning forehead and a parching tongue.

The pathos in these lines is excessive (compare Virgil’s ‘puer’ passages?), in fact wild, at the
furthest remove from any stability, even a sceptical stability, let alone the stability of —
recalling Arnold’s word - certitude. ‘Ah, love, let us be true to one another’ was Arnold’s
consolation for the lack of certitude, the lack, let us say, of what Eliot thought of as the
product of external allegiance; but such truth, the truth of ‘the heart’s affections’, was
evidently not enough for Keats: ‘more happy, happy love...for ever panting’ has the
intensity of desperation. A prosaic but necessary comment is that ‘happy love’ ought to
presuppose a real relationship between people or at least a realisable relationship. But, as
Keats’ preference for the ‘more happy love’ on the urn over mere ‘human passions’ indicates,
his disposition in these matters was towards a perfect, unrealisable Ideal (an ‘abstraction’
he often called it), this being, no doubt, the obverse of his eroticism, discussed earlier.

This ‘ldealism’ is variously operative. It results in the famous equation of the Grecian Urn,
‘Beauty is Truth’, and some interrelatable remarks in the letters: ‘those abstractions which
are my only life’ (1818); and from the same year, ‘notwithstanding your Happiness and
your recommendation | hope | shall never marry... . The mighty abstract Idea | have of
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Beauty in all things stifles the more divided and minute domestic happiness’; and finally to
Fanny Brawne a year later, ‘all | can bring you is a swooning admiration of your Beauty...
You absorb me in spite of myself ... | look not forward with any pleasure to what is called
being settled in the world.’28 The ‘Idealism’ can probably be related, in its turn, to another
tendency: to pre-empt the terms of religion for expressing the affairs of the heart. “The
holiness of the heart’s affections’ is of course one instance; another comes in the Ode to
Psyche, ‘yea, | will be thy priest’ (of the goddess whose sphere is the human soul in love);

and another in a letter to Fanny Brawne late in 1819, ‘I could be martyred for my Religion —
Love is my religion —I could die for that ... My creed is Love.’29 And the paradox,

Keats being a sceptic, is indicative of ultimate irresolution.30

The truth of ‘the heart’s affections’, then, was simply not enough; nor was the
redemptive power of art (the truth of Imagination, the shadows of melodious utterance);
nor was a combination of the two. Or not yet enough, as one must add, pointing, that is,
to the two sad facts: that Keats died in 1821 at a time of life at which a good deal of
development is possible; and that in the few creative years prior to that time his actual
development, personal and artistic inextricably, is astonishingly rapid. A new maturity
and stability of attitude is sometimes detected in the Ode to Autumn and the second
Hyperion, the products of late in 1819 and thus representing his last serious work. But
the basis of the supposed stability is unclear; and whether it was as profound, as compre-
hensive and as durable as it would have needed to be are all highly debatable points. At
the time of his premature death, Keats, we should conclude, was still occupied with the
painful question and still without any certain answer.

And what of Virgil? It might seem that what | am calling ‘impermanence’ hardly
gets such direct expression in his case and is therefore less real to him than to Eliot or
Keats. There is obviously some ‘direct expression’. One instance would be the epitaph
to Palinurus, naked on an unknown shore’,

nudus in ignota, Palinure, iacebis harena (Aen.5.871)

therefore lost, meaningless altogether, pathetic (note the apostrophe). Still, one might say,
this is pretty well a commonplace of ancient thought, though one would then have to grant
that Virgil feels the commonplace with a personal intensity. But no: impermanence is
real for Virgil, but predominantly takes a more indirect expression. At one extreme, it
results in the long procession of transitory youth: Camilla, Pallas and Marcellus with the
Grecian Urn pathos overwhelming him. And at the other extreme, it results in Aeneas.
‘The notion of some infinitely gentle, Infinitely suffering thing’:— retrospectively, Eliot’s
words prefigure a Christian martyr, Christ himself perhaps —and, up to a point, that
semblance of the Christian martyr, Virgil’s Aeneas. ‘He is, in fact, the prototype of a
Christian hero’, said Eliot.31 And Aeneas is the embodiment of hope against impermance
as truly as Eliot’s Christianity is against the grotesque futility of his ‘ancient women’.
Aeneas symbolizes, is Rome; and Rome is the eternal city, imperium sine fine’; the
empire whose ordered, ‘civilized’, but, above all, perpetual existence redeems the colossal
slaughter and suffering needed to erect it; the empire with a religious sanction, iussa deum
and fatum.
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This is certainly a creed, an external allegiance that could make sense of life.
‘It’s a creed, but is it Virgil’s?” —is obviously the question. You’ll have gathered what | ve
done: reinterpreted what Adam Parry called the two voices of the Aeneid,32 the ‘public
voice’ of faith in Roman onward progress and the private voice of regret and sympathy for
the unfulfilled human actors, for Dido, for Turnus and the ltalians, for Aeneas as well, the
Aeneas that apparently might have been (insofar as Virgil’s people can ‘be’ anyway), the
man forcibly subordinated to the mission:

fata obstant placidasque viri deus obstruit auris (Aen.4,440)

Heaven blocks his ears, heaven makes him deaf to Dido, deaf to ‘human desires’ like Becket
the martyr in Eliot’s play: ‘A martyrdom ... is never the design of man; for the true

martyr is he who has become the instrument of God, who has lost his will in the will of

God, and who no longer desires anything for himself, not even the glory of being a martyr.’33

I have reinterpreted the conflict between public and private voice as a conflict
between religious hope, the hope in Aeneas as symbol of Rome, and the painful sense of
waste, unredeemable suffering. (I speak only of the Aeneid, although the configuration is
latent in the Georgies. )34 And this is to say, in the light of my argument, that while
Sellar was right to suggest that ‘the germ of the Aeneid’was not ‘human action’, he was
wrong to suggest that the germ was ‘the national idea and sentiment’. When | say this,
I’'m not referring to the actual genesis of the actual epic: | mean that Virgil’s sense of
impermanence, his apprehension of waste, must precede his desire to redeem it; the private
voice is prior to the public voice, the private voice is precisely what makes the public voice
necessary. Dido and Turnus, therefore, in a sense come before Aeneas —that is, in their
symbolic significance which, for Virgil, is virtually their primary significance; Aeneas, in
his symbolic significance, is there to make their suffering meaningful. What else can make
sense of such suffering, suffering apprehended with such immediate pain? Not ‘the heart’s
affections’: Dido must go under (and ‘the man’ Aeneas with her) and become herself a
main instance of the waste that needs making sense of. And not merely the preservation
of the name, the memory, the record; one could say that such consolation as Virgil finds
here is subsumed under the heading ‘Rome’. His hope must find repose in Rome, if in
anything; this must be his allegiance, if anything is. But whether it is, in fact, ultimately
his allegiance seems to me impossible to say. | can only say that he like Eliot —and
perhaps like Keats, let us also say —exemplifies the need for some such (external) allegiance;
this is the nub of their affinity; and the painful scepticism of Keats and the painful belief
of Eliot demarcate the area within which Virgil may be felt to oscillate,

Virgil never achieved a Miltonic certitude; that | take as certain. Aeneas as
destiny and as Rome is certainly an impressive reality in the Aeneid. But —to mention
what must be the crucial instance —the final climax of the poem is impressive the other
way: the furor of Roman Aeneas and the conspicuously wasteful killing of the defeated
Turnus.
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furiis accensus et ira
terribilis:  ‘tune hinc spoliis indute meorum
eripiare mihi?  Pallas te hoc vulnere, Pallas
immolat... (Aen. 12.946—9)

The peculiar complexity of this climax doesn’t seem to be generally recognised. Aeneas’
violence is, in the first place, normally at odds with his own Roman ideal. ‘Paeique
imponere morem’ is part of that ideal, as definitively articulated by Anchises, and with it
‘parcere subiectis’ (6.852—3); is the killing of Tumus the ‘civilised’ reality to correspond

to it? But Aeneas’ act is also, symbolically, an act of self-liberation. For the first time
since Book IV he is the ‘active source’ of his own actions. Aeneas was under an obligation
to defeat Turnus and win Lavinia. Turnus has been defeated and accordingly ‘tua est
Lavinia coniunx’ (12.937). Aeneas is under no such obligation to kill Tumus; this is an
act of free choice, determined by one long-suppressed human feeling in conflict, as it
happens, with another. The Roman creed and its servant suddenly make way for the man
‘come to life” (such is the illusion —one should otherwise qualify expressions like ‘suppressed
feelings’) as the main actor in a purely human drama. He kills Tumus —why? Not for
Rome; for Pallas. But one wasted death hardly redeems another. The epic ends with
waste in full view and redemption out of sight. Let us affirm the inescapable minimum:
an epic with such an end couldn’t possibly evince a total, Miltonic commitment to its
ostensible creed.

Virgil never achieved a Miltonic certitude. At most it was a painful Eliotic faith,
and even this may be a matter of aspiration as much as fully developed achievement. One
couldn’t be certain about Keats and one can’t be certain about Virgil. It may, in fact, be
proper to think that Virgil, like the tormented Keats, died before his creative development
was sufficiently complete to answer all his, or all our, questions.35

King’s College M. S. Silk
University of London
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Note also Andromache’s puer in Aen.3.487, which, though belonging to a less note-
worthy line, leads up to the almost painfully melodious 489f.: ‘... Astyanactis imago,
[sic oculos, sic ille manus, sic ora ferebat.” The plangent anaphora is re.called by
Racine, Phedre I1.V, ‘Il avait votre port, vos yeux, votre langage’; in Virgil himself,
compare, more generally, Georg. 4.465f., mentioned above; a lesser instance of the
same kind (Aen. 7.759f.) is discussed interestingly by Parry, op.cit. n.2 supr.,
pp.107—9. >

Cf. the echo of the preciosity of Ecl.8.50, improbus ille puer: cmdelis tu; quoque,
mater’, in Aen. 1.407, ‘quid natum totiens, crudelis tu quoque, falsis’, for Aeneas and
Venus, the love-goddess who is also his mother. No question of allusion arises (nor
does it with the Marcellus passage).

‘The Letters of John Keats’, ed. H.E. Rollins (2 vols), 1958, 1.185, 370.

The text given here is the usual printed version, but not the final manuscript version,
which, though lacking the ‘into’, is generally more explicit and was in fact censored
by Keats’ publishers. (See e.g. J. Stillinger, Studies in Philology 58, 1961, pp.544f.,
and the letter from Woodhouse to Taylor in the Rollins edition of Keats’ Letters
(n.16 supr.), 11.162f.

Letters 1.341.
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19.

20.

21.
22.

23.
24,

25.
26.
27.
28.
29.
30.

31.
32.

33.
34.

24.

Letters 1.184. ‘The Heart’s affections’ is sometimes taken as virtually synonymous
with ‘Imagination’, but (to mention only internal evidence) the sentence following
adequately indicates parallellism, not synonymy: ‘What the Imagination seizes as
Beauty must be Truth ... | have the same idea of all our passions as of Love: they
are all, in their sublime, creative of essential Beauty.’

T.S. Eliot, ‘Selected Essays’, 2nd ed. 1934, p.26. (Corrigendum: not ‘some years
later’, but actually in 1923.)

‘Selected Essays’, p.390.

My comments on the ‘opposition’in Eliot’s plays owe much to D.W. Harding,
‘Experience into Words’, 1963, pp. 132—162.

‘Introduction to Pascal’s Pensees’, 1931.

Recorded by H.S. Davies, ‘The Eagle’ (‘A Magazine Supported by Members of St. John’s

College, Cambridge’), vol.60, no.264, 1965, p. 139.
Letters 1.193.

Lamia 11.230 and Letters 1.279 respectively.
Letters 11.80.

Letters 1.370, 403, 11.133.

Letters 11.223f.

Cf. the following remarks in the letters on the subject of personal immortality: ‘I
have scarce a doubt of immortality of some nature or other’ (I1.4, Dec. 1818, cf.
Rollins ad loc.); ‘I long to believe in immortality’ (11.293, June 1820); ‘Is there
another life? ... There must be, we cannot be created for this sort of suffering’
(11.346, Sept. 1820).

‘On Poetry and Poets’, p. 128.

See n.2 supr. The dualistic interpretation is not original to Parry. See e.g.
W.S. Maguinness, ‘Some Reflections on the Aeneid’, 1951.

Murder in the Cathedral (from Becket’s Christmas sermon in the Interlude).

As in the tension between the ‘degeneration’ passages of Georgic | (199ff., 512ff.)
and the otherwise predominant hope in regenerative Nature. The tendency of such
passages is to undermine faith in any purely human solution to ultimate human
problems —in the light of which Virgil’s readiness to assimilate the secular saviour
Octavian into his already eclectic religious apparatus (Georg.1.24—42, esp.27) has an
equivocal significance. In any case, the eclecticism itself (eventually: Greco-Roman
amoral polytheism, Orphism, Stoicism, purified quasi-moral Fate etc.) suggests straw-



clutching desperation. These matters are exceedingly complex, as indeed is the
question of Virgil’s religiousness in general. A satisfactory treatment would have to
take account of (inter alia): the peculiar optimism of the ‘messianic’ Eclogue 1V;
the ostensible exclusion of (Lucretian-type) rationality in Georg,2.490ff. (cf. Keats?);
Virgil’s plan, frustrated by his death, to devote his later years to the study of
‘philosophy’ (Donatus Vit.Verg.126).

35. Besides the works already acknowledged, | should mention, as generally helpful to me,
W. Clausen, ‘An Interpretation of the Aeneid’, HSCP 68, 1964, 139ff. and
R.D. Williams, Virgil’, 1967. One last point on Milton: the relation between him
and the composite poet is actually more interesting than considerations of brevity
have allowed me to suggest. In particular, it is more interesting than the “Virgil to
Milton’ school are in a position to see, with their stress on the latter’s supposed
‘classicism’ (often restricted to style). (A better term for Milton’s style would be
‘Protestant baroque’, as suggested by K. Widmer in ‘Milton’s Epic Poetry’, ed.
C.A. Patrides, 1967, p.125.) More significant is Kermode’s idea of Milton and Eliot
as mirror opposites (ap. Allen Tate, see n.9 supr., pp.235f,,); cf, Keats’ well-known
love-hate feeling for Milton.

CATULLUS AND VIRGIL1

We who value Catullus supremely as a lyric poet are apt to forget that he touched
the central development of literature most deeply through his hexameters. In its immediate
impact it is arguable that the 64th was his most significant poem, Mendell, a meticulous
critic in this field, wrote “The Peleus and Thetis has a number of spondaic lines and some
nationalized Greek words. It has a touch of learning and some minor obscurity of allusion.
But these are far from being offensive even to the purist. What really characterizes it as
new at Rome is, first, its relative brevity as a story, second, its lyric quality, its sensational
picturesqueness and its almost melodramatic love element, and third, its artificial construction.
It was destined to be in its subsequent influence one of the most important individual poems
in Latin literature. Virgil, himself a follower of the new school in his younger days, was
profoundly affected by it to the end; and Horace, who was the chief champion of oppos-
ition to the neoterics, fell definitely under its influence.”

The impact upon Virgil is immediately discernible in the fourth eclogue2. This
was dedicated to Pollio, that same Pollio whom Catullus had called

leporum
disertus puer et facetiarum.3
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The Catullan allusion was itself a compliment. The parallel between the song of the Fates
and the Virgilian prophecy has been examined by Slater, Hermann, Marion Smith, Rand
and others. Macrobius long ago noted that the chorus of the Fates

currite ducentes subtegmina, currite, fusi!
(which he quotes as ducenti subtegmine) has its echo in Virgil’s
‘talia saecla’ suis dixerunt ‘currite’ fusis.4

Virgil, as Slater points out, alters the meaning and part of the context. In Catullus the
Fates bid the spindles turn and be swift to spin the thread of Destiny; in Virgil it is the
ages not the spindles which are commanded to run on. This makes it more probable that
we have here a conscious allusion consciously adapted. The words which preface and close
the song of the Fates breathe a similar atmosphere to the fourth eclogue; indeed both
passages are filled with an air of propitious prophecy. It is noteworthy that Virgil has
chosen to cast his poem into a length almost identical with the song of the Fates. It is
difficult not to see in the lines

te duce, si qua manent sceleris vestigia nostri,
inrita perpetua solvent formidine terras

an echo of the lines that follow the Fates’ song.5 This is confirmed by the way Catullus’s
praesentes is picked up in Virgil’s videbit...et ipse videbitur illis. The human and divine,
as Slater says, are face to face. Catullus foreshadows the coming of Achilles, Virgil, so to
speak, the Second Coming. Again, Virgil’s patriis virtutibus comes from Peleus’s magnis
virtutibusfi  If additional confirmation were needed that the 64th poem is in Virgil’s mind
it is provided by a reminiscence of an earlier part of the poem, for the line

non rastros patietur humus, non vinea falcem
clearly comes from

non humilis curvis purgatur vinea rastris,
non glaesbam prono convellit vomere taurus,
non falx attenuat frondatorum arboris umbram .7

There are continual allusions. Thetis is used as a name for the sear. The reference to
Argo reminds us that Peleus was an Argonaut9. The superb phrase magnum lovis
incrementum 10 recalls Jupiter’s passion for Thetis. Octavia in fact is given the divine
attributes of Thetis, Antony is a second Peleus. So Slater.

There is, however, one significant difference. It is not, pace Rand, the contrast
between the savage Achilles and the Prince of Peacell. Virgil, for all his Epicurean train-
ing and his love of peace, is not a pacifist, and Catullus too had Epicurean leanings. Virgil
looks to civil peace but new conquests outside. The contrast is, as Rand this time justly
remarks, in that Catullus is sighing for the past, whereas Virgil is looking with hope to the
future. What | conceive happened was that Virgil, still a young poet, seeking to celebrate
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the union of Antony and Octavia which gave hope of reuniting the Roman world, took as
his starting-point the song of the Fates in Catullus and felt able to give it a new relevance.

It is worth adding that George Duckworth’s monumental statistical researches into
verse-technique show a remarkable coincidence between Virgil’s practice in this eclogue
alone, and Catullus. For his first pattern dsss the figures are Catullus 27.59%, Eclogue IV
24.19, other eclogues 12.09. For his first four patterns, adding ddss, dsds, sdss Catullus
67.90, Eclogue IV 72.58 other eclogues 39.71. For his first eight patterns, adding ssss
ddds ssds sdds Catullus 90.98, Eclogue IV 91.93 other eclogues 68.28. The poems are
alike in almost every technical respect, except in the frequency of the fourth foot homodyne,
which is abnormally high in Catullus and abnormally low in the fourth eclogue. 12  Patrick
Wilkinson has added one or two more stylistic details. For example, the fourth Eclogue
follows Peleus and Thetis in being largely end-stopped, and lines 28—30 are built round a
molossus:

molli paulatim flavescet campus arista,
incultisque rubens pendebit sentibus uva,
et durae quercus sudabunt roscida mella.

This is true of more than half of the first twenty lines of Catullus’s poem. 13 Jackson
Knight has said “The Fourth Eclogue, perhaps the most Catullan of Virgil’s certain poems,
recalls the hexameters of Catullus in phrases, in the unity of single lines, in schematization
of balanced word order, and in the quality of the verse groups.”!4 it all adds up to
Wilkinson’s general dictum: “Virgil was certainly impressed by the Peleus and Thetis: he
echoes it a number of times, and his Pollio is largely a response to it.” 15

There are on the whole few Catullan echoes in The Georgies. Lucretius among
Roman poets was dominating Virgil’s imagination at the time. None the less, there are a
few. Jahn noted a number in the first book; it is significant that several are from the
Peleus and Thetis. 16 They are none of them very telling, and probably none of them
deliberate. We all of us have snatches of poetry floating about our minds, which affect
our expressions, and we can easily underestimate the memory capacity of an age to which
reference-books were less accessible than our own. They scarcely do more than reassert
Virgil’s familiarity with Catullus’s poem. It is worth noting that they all fall into the
earlier part of the book, that none of them comes from the song of the Fates, though there
are possible reminiscences of the passages immediately before and after, and that the three
agricultural lines which we have seen conflated in the Messianic eclogue appear in Virgil’s
mind here, and again in the third book.17 We may note further that the terrible words

gaudent perfusi sanguine fratrum

are a fusion of memoried Lucretius and Catullus; the memory extends to the context of
the original, which is significant. 18
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The Georgies ends with a typical epyllion in the Aristaeus episode. It is curious
that there are no obvious Catullan reminiscences of phrase, though Ariadne’s staccato
questions to herself are the origin of Orpheus’s similar questions, seen at second hand, in a
situation of similar desolation19. Perhaps also the recurrence of the name of Thetis in
three consecutive lines, a rather mannered tour-de-force in Catullus, was the starting-point
for Virgil’s inexpressibly lovely use of the repeated cry of “Eurydice”20. Here we see
Virgil’s genius transcending that of his source. Still, the idea of a story within a story no
doubt came from the Peleus and Thetis21, and the drama and visual imagery of Catullus’s
treatment stirred Virgil to his own vividly concise narrative. Wilkinson has gone further.
In a perceptive analysis he has suggested that the neoterics liked exploring incongruities,
and that there is a powerful interplay of moods when Catullus brings the desertion of
Ariadne into the context of a wedding, which Virgil echoes when he brings together the

death-out-of-life episode of Orpheus and Eurydice, and the life-out-of-death episode of
Aristaeus22.

Echoes of the 64th poem in The Aeneid are not infrequent, as Schuster notes in
his edition. Curiously he does not note the two most obvious borrowings

quid Syrtes aut Scylla mihi, quid vasta Charybdis profuit?
from
quae Syrtis, quas Scylla rapax, quae vasta Charybdis23

and the fairly startling ferrugine Hibera.24 Nor does he comment on the important
passage where Catullus renders the Homeric nod of Zeus, but does so with such profusion
as to lose effect. Virgil twice uses the same passage, but he prunes it to three lines by
fruitful gardening; adnuit is significantly common to all three versions.25 Catullus’s
picture of seamanship, culminating in a line of golden type, did not escape Virgil’s attention:
it is indeed fine writing

ausi sunt vada salsa cita decurrere puppi,
caerula verrentes abiegnis aequora palmis.

We are not surprised that Virgil pays it the homage of a borrower, though again Schuster
has missed the echo.26 Another very curious example, which shows how much Virgil has
this poem in mind, comes from the second book. Sinon is peaking:

sed quid ego haec autem nequiquam ingrata revolvo?
This comes from Ariadne’s
sed quid ego ignaris nequiquam conquerar auris?

It is interesting that ignaris has suggested Virgil’s ingrata. 27 In the same book we notice
Larisaeus”S, and the repetition of a word from the end of one line to the beginning of the
next (lumina frustra/lumina), a device used also by Lucretius, but found in Peleus and Thetis
(luppiter ipse,/ipse su0s)29. Most of the others are not very significant, apart from those
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in Book 1v3o. One familiar device seemingly taken from Catullus is the so-called
retained accusative after a passive verb, as crinem de more solutae. It was Catullus who
made of this a verse-usage.31 Generally when Virgil adapts he improves by increased
precision; compare the change from ostentant omnia letum to intentant omnia mortem.32
For all Catullus’s Alexandrianism, Virgil is the more polished writer.

There are a certain number of reminiscences in Book VI. Most of these are
verbal only, like sub limina solis; we may note an odd echo of impia non verita est in
impia non veriti. 33 Two are of particular interest. In a short passage dealing with the
Cretan legend Virgil drops immediately into Catullus’s language. Catullus’s inobservabilis
error, a favourite rhythm with Virgil, has its precise echo, as does filo vestigia. 34 Much
later in the book, after the encounter between Aeneas and Dido, Aeneas’s tears are ended
by a martial rout. Virgil’s mind went straight to the Bacchic rout bursting in on Ariadne,
and his language reflects this.35 From the first Dido has brought this poem of Catullus to
his mind, and her palace is described in Book I in Catullan language, which Virgil echoes of
the halls of Hell.36

We come now to the fourth book of The Aeneid.37 Virgil here went to
Apollonius of Rhodes and to Euripides for his treatment, but Catullus’s Ariadne was never
far from his mind. “His purpose” says Rand “is both to learn from his model and surpass
it.” Macrobius again does not fail to notice that the Virgilian lines

felix heu nimium felix si littora tantum
numquam Dardaniae tetigissent nostra carinae

are derived from Catullus’s

luppiter omnipotens utinam non tempore primo
Gnosia Cecropiae tetigissent littora puppes.38

Anderson, a conservative critic, who much underestimates the influence of Catullus on Virgil,
allows three other echoes, which are indeed so loud as to be undeniable. Dido’s biting
perfide in her opening words to Aeneas is taken from Ariadne’s.39  Here in the bitter
repetitions Catullus gives the words a sharper edge than Virgil. In the same speech

per conubia nostra, per inceptos hymenaeos
follows Catullus’s
sed conubia laeta, sed optatos hymenaeos 40

also in the same speech of Ariadne. The words have the same rhythm and the same chiasmic
pattern, but Virgil’s adjectives are more intensely felt and more carefully thought out.
Later, words still applying to Dido

magnoque irarum fluctuat aestu
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are again taken from Ariadne
magnis curarum fluctuat undis.41
This parallelism is reinforced by other echoes. The first line of the book
at regina gravi iamdudum saucia cura
recalls Ariadne
multiplices animo volvebat saucia curas.42
In Dido’s opening speech
quis novus hie nostris successit sedibus hospes
is complimentary, but it cannot fail to recall

nec malus hie celans dulci crudelia forma
consilia in nostris requiesset sedibus hospes

a brilliant touch.43 in the next line forti pectore is from Catullus.44 Within a few lines
fraterna caede is an echo of Catullus.45 So is veteris vestigia with the added point that
flammae has replaced poenae. 46 Little trivialities of language betray where Virgil’s mind

is —the use of the word mitra”® ; the recurrence of bucolic diaeresis48; the occurrence of
hypermetric que49; the little quiane recalling Catullus’s quemneS0; foedere amantis
echoing foedere amantes™i; Syrtis in the singular52; the burning marrow53; the cry of
perfider4. The Atlas passage is perhaps the least successful section of the book, but its
mannered style, as Kenneth Quinn has suggested, is strongly Catullan, and the repetition

of Atlantis at the beginning of two consecutive lines is an echo of Catullus’s similar device
with Thetis.55 The great oak-simile merits careful comparison with Catullus’s oak-simile.56
The simile is not infrequent. Virgil’s is drawn from observation, Catullus’s from his poetic
stock; Catullus uses it as the image of a physical, Virgil of a mental struggle, and Austin
suggests that the comparison “shows the distinction of Virgil’s art”. We shall not disagree.
It remains true that this book owes much to Catullus. Dido’s great speech contains, as

we have seen, two Catullan borrowings; it leads up to the climax of parvulus Aeneas,
recalling another Catullan passage,57 and Catullus’s use of diminutives generally. In Dido’s
next speech her thought that Aeneas is the product of some of the wilder and harsher
forces of nature is taken straight from Ariadne,58 and her final self-questionings echo those
of Ariadne.59 What did Virgil intend by this? Partly, no doubt, he was offering a compli-
ment to his predecessor. Partly he knew when a thing had been well done. He saw points
at which he could improve upon Catullus, but he accepted Catullus’s general presentation
and method. Murley, Mendell and others have done much to reveal the pattern of Catullus’s
poetry.60 We may instance the Ariadne episode from Peleus and Thetis:
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132-202 ARIADNE’S LAMENT

124-31 ARIADNE ON 202-6 ARIADNE ON

SHORE SHORE
116-23 THESEUS AND 207-11 THESEUS
ARIADNE TO DIA TO ATHENS
76-115 ARRIVAL AND 211-48 DEPARTURE AND
ADVENTURES IN CRETE INSTRUCTIONS IN ATHENS
52-75 ARIADNE ON 249-64 ARIADNE ON
SHORE; THESEUS DEPARTS SHORE; DIONYSUS COMING
50-1 COVERLET 265-6 COVERLET

Here, by way of comparison, is an analysis of the last part of the Dido book:

554-83 AENEAS

522-53 DIDO 584-629 DIDO
474-521 DIDO’S 630-92 DIDO’S PLAN
PLAN FULFILLED
450-73 PROLOGUE 693-705 EPILOGUE

Of course it is easy to force the evidence, and the pattern is never mechanical, but it is clear
that Virgil went to Catullus as his master in the method of telling a short dramatic story.
Quinn has taken this point to a deeper level. It is not merely the narrative element, but
the particular use of myth, the two-level writing, the narrative with another meaning in the
background which fascinated Virgil.61 But beyond this Virgil wanted to establish a point
about Dido. He wanted, as has often been remarked, to place her firmly in the class of
deserted heroines.62  But he wanted also, | think, to indicate a future hope. He did not
want this book to end in utter desolation. Ariadne finds her Bacchus, and by the allusion
to Ariadne Virgil points forward to the sixth book, where Dido has found her Sychaeus.

2

No poem of Catullus has left so much trace upon Virgil’s thought and language
as Peleus and Thetis. This is readily understandable. It is a hexameter poem and an epic
in miniature, and if it does not quite attain to tragedy it has a genuine pathos. But anyone
who thought that Virgil was solely interested in Catullus as a writer of hexameters and
narrative would be much mistaken. It is here that we see how easy it is to over-rationalize

31.



our treatment of ancient authors. When we first read Catullus we are probably attracted
by the emotional and romantic element in his writing. When we learn a little more we are
startled by the fact that Quintilian does not allow him a place among the lyric poets, we
note the epithet doctus applied to him, we place him firmly in the school of Valerius Cato
and dub him Alexandrian, and if we are not careful, we dissociate our affection for the
lyric poems from our scholarly estimate of him in his own context. We do well to remem-
ber that Quintilian has nothing to say about Peleus and Thetis either, that Propertius tells
us how the Lesbia poems were the talk of the town, and that the “Passer” poems were
probably the most imitated of all his writings. When we look at Virgil’s borrowings we
find that it is precisely the most tender, sentimental, romantic lyrics which have made the
greatest impact on his imagination.

Take first the 101st poem:

Multas per gentes et multa per aequora vectus
advenio has miseras, frater, ad inferias,
ut te postremo donarem munere mortis
et mutam —nequiquam! —alloquerer cinerem,
quandoquidem fortuna mihi tete abstulit ipsum,
heu, miser indigne frater adempte mihi!
Nunc tamen interea haec, prisco quae more parentum
tradita sunt tristi munere ad inferias,
accipe fraterno multum manantia fletu
atque in perpctuum, frater, ave atque vale!

Already in the Georgies Virgil 'lias ended a line ventosa per aequora veetis. 63  Ventosum
aequor is itself a Catullan pnrase,64 anci it is notable that a few lines later Virgil has a
typically Catullan spondaic fifth foot.65 Here the echo is technically but not spiritually
significant. In the first book of The Aeneid comes diversa per aequora vectus.66 The
echo comes yet again in the seventh book, where the swarm of bees

liqguidum trans aethera vectae
is followed shortly by Latinus demanding of the Trojans

quae causa rates.,..
....tot per vada caerula vexit?67

In Aeneid IV a tremendous passage in Dido’s final curse perhaps recalls this poem in a
gigantic inversion of itS biessings.68

turn vos, o Tyrii, stirpem et genus omne futurum
exercete odiis, cinerique haec mittite nostro
munera.

But the supremely significant borrowing comes in the sixth book of The Aeneid.69 Here
Anchises is greeting Aeneas,

quas ego te terras et quanta per aequora vectum accipio!
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What a happy allusion to the earlier display of pietas, and pointing of the fact that whereas
Catullus offered his gifts ad inferias Aeneas has actually dared to journey ad inferos! But

Virgil dares another independent allusion to Catullus’s poem. It is Aeneas’s farewell to
Pallas70

salve aetemum mihi, maxime Palla,
aeternumque vale.

A poor poet spoils his effect by repeating it. A rather better poet consciously avoids such
repetition. It is a great poet who can repeat his effect in such a way as to give it an
independent beauty the second time. This Virgil does.

Or take the marriage-song Catullus wrote for Vinia and Manlius.  Virgil perhaps
took his suave rubens and grave olentia from suave olentis in its second stanza71, his credo
equidem... genus esse deorum from its Uraniae genus'll, his use of dum with the indicative
meaning “all the while till” from Catullus’s usage73; an(j the poetical form iuventa which
appears first in Catullus74; and in the line in The Eclogues:

Sparge, marite, nuces: tibi deserit Hesperus Oetam

brings together passages from both epithalamia.75 The song contains much of beauty, but
one stanza stands out from the rest for its tenderness.

Torquatus volo parvulus
matris e gremio suae
porrigens teneras manus
dulce rideat ad patrem
semihiante labello.

Virgil twice seems to allude to this in key-passages. Once is in the fourth eclogue in the
famous

incipe, parve puer, risu cognoscere matrem,

(notice the change from father to mother: when it came to the crunch Virgil was Octavian’s
man, not Antony’s), once in Dido’s plea for some parvulus Aeneas, where the diminutive,
the only one in The Aeneid, makes the debt clear.76 in each the allusion is a singularly
happy one, in the second perhaps happier than he intended, for there is little doubt that

Catullus in writing for Vinia and Manlius, has at the back of his mind his own fruitless love
for Clodia.77

An illuminating insight into Virgil’s methods can be seen in another example,
which has been well analysed by Rand. Catullus’s 11th poem in his final renunciation of
Clodia. Virgil took from it septemgeminus as an epithet for the Nile.78 From this same
poem Virgil took the catalogue of remote places in the first Eclogue, culminating in the
isolated Britons, and the alternative journeys in another part of The Eclogues, 79  Catullus,
after a bitter outburst, ended with a picture of the death of his love in which obscenity
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changes to pathos.

cecidit velut prati
ultimi flos praetereunte postquam
tactus aratro est.

Virgil takes this as his image for the death of euryalus~o

purpureus veluti cum flos succisus aratro
languescit moriens, lassove papavera collo
demisere caput pluvia cum forte gravantur.

Here Virgil has transferred the image from one metre to another, always a fascinating
procedure. He has blended Catullus with Homer, as Rand has shown.

nfikLov 5’ cb? erepcoae napr) Pakev, fj r’ kvi nrjircp,

Kapnd) Qpidonevr) votCQoCre eiapipfjoip,

Succisus is a piece of Virgilian magic, a precise image. Westendorp Boerma is full of
praise: “Virgil combined the redness of the flower in Sappho, the dropping of the head
by the heavy rain in Homer, and the cutting off by the plough in Catullus; the whole
comparison, however, is finer and more delicate than all its models.”82 i do not myself
agree. This time it is Virgil who is over-elaborate, and Catullus who has the more telling
image.

Catullus was in this —deliberately83 —using an image which he had himself
employed before in one of his marriage-songs.84

ut flos in saeptis secretus nascitur hortis,
ignotus pecori, nullo convolsus aratro....

quem mulcent aurae, firmat sol, educat imber,
multi ilium pueri, multae optavere puellae;
idem cum tenui carptus defloruit ungui,

nulli ilium pueri, nullae optavere puellae...

Virgil took from this poem the collocation “Vesperoiympo~.s5 There is a rhythmic echo
of a line in one of The Eclogues.86 A particularly interesting borrowing is the not very
serious cry of the girls

quid faciunt hostes capta crudelius urbe
given a tragic dimension in the sack of Troy

aut quid in eversa vidi crudelius uroe.87
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The death of Pallas gives him the opportunity for a further blend of Homer and Catullus.88

qualem virgineo demessum pollice florem

seu molles violae seu languentis hyacinthi,

cui neque fulgor adhuc nec dum sua forma recessit,
non iam mater alit tellus virisque ministrat.

In the same Catullan stanza the words
multi ilium pueri, multae optavere puellae

applied to the girl who is cosseted and protected like a garden-flower prompt almost ironically
the description of the warrior Camilla

multae illam frustra Tyrrhena per oppida matres
optavere nurum. 89

It is arguable that we have here the four most tender passages in Catullus. One
is from the lyrics, two from the longer poems, and one from the elegies. Virgil has given
them all prominence in his own work.

These are conscious adaptations. The rest of the echoes are probably mostly
unconscious. The most flagrant of them sets a familiar but curious problem. That Virgil
knew Catullus’s version of the Coma Berenices is clear. In the introduction to The Georgies
he takes novum sidus from there90}and, shortly after, rapidi solis. 91 There is also a
curious echo in The Eclogues, where

quid domini faciant, audent cum talia fures
picks up

quid facient crines, cum ferro talia cedant.92
At one point Catullus makes the lock cry

invita, o regina, tuo de vertice cessi,
invita: adiuro teque tuumque caput.

Adiuro with the accusative, a Callimachean rather than a Latin idiom, comes in book XIlI
of The Aeneid, te tuumque caput in book IV. But most astonishing of all is that Virgil
should put into the mouth of Aeneas, addressing Dido in Hades, the words

invitus, regina, tuo de litore cessi.93

The allusion, if intended, seems at first sight bathetic, and the comment of the Verona
scholiast on X 557 is unkind but understandable “in his imitationibus Vergilius neque
temporis neque loci habet curam,” Virgil did some strange things at times, but | cannot
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think that this is justified. The Coma Berenices did not leave a deep mark on Latin
literature, and Anderson supposed that the echo was unconscious. A Freudian interpre-
tation of such an unconscious slip might suggest that deep within himself Virgil is accusing
his own hero of triviality, and implying (without consciously meaning to) that he is more
worthy of satire than respect.94 But Mrs. Thornton has shown good reason for taking

the allusion seriously. She suggests that whether or not Catullus is satirical, Callimachus,
writing for the very queen, must have been in earnest. The parallel is pointed and poignant.
The words are spoken not by a lock of hair but by a divine constellation, and remind us of
the divinity of Aeneas and his house. They are spoken to Berenice, a fact which reminds
us of Dido’s regal splendour. The cruelty of the dividing knife parallels the cruelty of the
Fate which severs Aeneas from Dido. The former joy in attachment between the divine
constellation and the queen parallels the joy Aeneas once had in Dido’s company before
Fate caused the severance.95

Other echoes are worth noting because they reveal which poems of Catullus left
an impression upon Virgil. Quodcumque hoc regni in Aeneid | seems to show familiarity
with quicquid hoc libelli in Catullus 1.96 From the same poem he derived his licence to
lengthen the first syllable of Italus.97 Cytore buxifer in the fourth poem is no doubt the
origin of Virgil’s undantem buxo...Cytorum,98 and it may be that Catullus’s Grecism ait
fruisse navium celerrimus emboldened Virgil to his sensit medios delapsus in hostes, 99 Of
the kissing poems, the second supplied Virgil with the phrase furtivum amorem. 100 And
from the same poem he took into The Georgies the uncountability of the sands of Libya. 101
It would be odd if Acme and Septimius had not touched Virgil’s imagination, and his
description of Dido

est mollis flamma medullas
recalls Acme
ignis mollibus ardet in medullis.102

The only possible reminiscence of any of the vituperative poems that | have been able to
trace is from the 60th

num te leaena montibus Libystinis
aut Scylla latrans infima inguinum parte
tam mente dura procreavit ac taetra

which may have affected Dido’s great speech, though it has not influenced Virgil’s account
of Scylla. 103

The Attis has left a little more behind it. Virgil could hardly fail to have been

impressed, as Tennyson was in his day, by this tumultuous outburst of imaginative sympathy.
The most significant of these borrowings has again been well treated by Rand. Virgil allows
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Remulus this bitter taunt:

O vere Phrygiae, neque enim Phryges, ite per alta
Dindyma, ubi adsuetis biforem dat tibia cantum.
Tympana vos buxusque vocat Berecyntia matris
Idaeae, sinite arma viris et cedite ferro.

Here the essence of the taunt is transferred from Homer’s ’AxatSec, omer’ Axauol
but Virgil has fused it with a completely appropriate allusion to Catullus’s evocation of the
horrors of emasculation.

agite ite ad alta, Gallae, Cybeles nemora simul,

simul ite, Dindymenae dominae vaga pecora...

ubi cymbalum sonat vox, ubi tympana reboant,
tibicen ubi canit Phryx curvo grave calamo. 104

In this capacity to blend different sources in a freshly imagined whole Virgil’s writing is
original even when derivative. Other echoes are slighter, and interesting mainly as demon-
strating the translation of galliambic phrases into hexameters. We may note stabula alta
ferarum from ferarum gelida stabulaX”,furens animis from vagus animis106; and pelagi alta
from truculenta pelagiA07

The 65th poem, a letter accompanying the Coma Berenices, had also stuck in
Virgil’s memory, though the fact does not tell us very much. But the line in The Georgies

atgiie ilium in praeceps prono rapit alveus amni
clearly comes from Catullus’s
atque illud prono praeceps agitur decursu, 108

Gellius tells us that atque in this passage is equivalent to statim. No allusion seems intended,
and other reminiscences are trivial. 109

The 68th poem is a long and moving letter, or rather two letters which have
been welded into one. Virgil knew the poem well. There is one striking echo, from the
Dido book, where confectum aetate parentum picks up confeeto aetate parenti. 110 The
relationship of mood between the two passages is important to understand. Mingled with
the sorrow of his brother’s death and the story of Laodamia, the essence of Catullus’s
poem is Clodia’s infidelity, but the mood is one of rather weary complaisance. Dido’s
theme is Aeneas’s infidelity, but her mood is one of damnatory defiance. This poem also
provided Virgil with a structural device. It has long been shown that Catullus’s letter is
built on a kind of pyramidal structure:
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FRATERNA MORS
TROY TROY
LAODAMIA LAODAMIA
LESBIA LESBIA
ALLIUS ALLIUS

Gilbert Norwood has shown a similar structure for the Orpheus-Eurydice epyllionl 11:

CORE OF THE STORY

INFERNAL RIVERS INFERNAL RIVERS
BIRD SIMILE BIRD SIMILE
PERSISTENT SINGING PERSISTENT SINGING
GREEK GEOGRAPHICAL GREEK GEOGRAPHICAL
NAMES NAMES
REJECTED LOVE LEADS TO REJECTED LOVE LEADS TO
DEATH BY RIVER DEATH BY RIVER

We have noted something similar on the Dido book. There are several other echoes, but
all are slight, and | take them to be unconscious. 112

Among the remaining elegiac poems | have traced no verbal echoes worth speaking
ofJ 13 But | suspect that the Catullan odi et amo has gone with much else in Catullus to
the making of Dido

ingeminant aurae rursusque resurgens
saevit amor magnoque irarum fluctuat aestu 114

The mood is very strong as she watches Aeneas’s preparations for departure; anger at his
perfidy mingles with fear for him in a winter journey. 115

4

| want now to ask whether this examination can throw any light on the vexed
question of the authorship of the Appendix Vergiliana. 116 | have nothing to say here
about Aetna; both external and internal evidence are against Virgilian authorship, nothing
about Copa which is too slight and Moretum which is too remote to be significant, and
nothing about Dirae or Lydia. This leaves Catalepton, Ciris and Culex.
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Catalepton is a collection of small poems, whose indebtedness to Catullus is
manifest.

The tenth poem is the most obvious. Here Virgil is skilfully turning Catullus’s
dedicatory poem to his yacht into a parody lampooning one P. Ventidius Bassus, who made
his money out of the transport services of Cremona. 117 We have already noted two
assimilated references to this poem elsewhere in Virgil. There does not seem to me any
reason to doubt its authenticity. But Catalepton is generally indebted to Catullus, The
first poem is quite Catullan; two of the pentameters end in a three-syllable word. The
second is in scazons; Quintilian attests it to be virgii’s 118; the mockery of Annius
Cimber’s Mispronunciations recalls Catullus’s similar mockery of Arrius.H9 The fourth
is full of Catullan echoes; for example dispeream 120) or

0 quis te in terris loquitur iucundior uno

picking up Catullus’s quis me uno vivit felicior. 121 The fifth, again in scazons, has also
plenty of echoes. Rostagni called these two poems a parody of Catullus’s journey poems,
especially the 46th, the return from Asia. The sixth actually quotes Catullus, reversing
the order of two words: gener socerque perdidistis omnia 122 Fruterius was foolish
enough to attribute the poem to Catullus. The seventh, to Varius with the Epicurean
epithet dulcissime, looks authentic and has the Catullan dispeream again. The eighth,

the little poem to Siro’s villa, with the characteristic Catullan diminutive, has something of
Catullus’s poems to Sirmio, and to his farm (Sabine or Tiburtan) 123; this too looks
authentic. The longer ninth poem is somewhat stilted: | do not know that this is against
its authenticity. The prosody is quite Catullan; there are odd reminiscences: the learned
Muses, the exchange of verses, the characteristic Candida, the colloquial hoc satis est. The
twelfth has the Catullan putidum. 124 Of the thirteenth Heyne said “Catullo potius quam
Virgilio dignum carmen.”

Obviously nothing firm can be built on this. Westendorp Boerma after pointing
out some detailed parallels summed the matter up judicially: “l might point out the
metrical peculiarities, the frequent use of diminutives, alliteration, anaphora, parallels in
diction (words like stupor: ‘blockhead’, putidus etc.). But enough; if we have in these
small poems authentic juvenile poetry by Virgil, it is certain that this first work was
completely influenced by Catullus. What Theocritus was for the Eclogues, Catullus was
for the Catalepton."’125 Or, to reverse the line of thought, the relationship of Catalepton
to Catullus is totally compatible with the Virgilian authorship of most of the poems.

Ciris is a true epyllion. Richardson goes so far as to suggest that Ciris almost
copies Peleus.  “The structure is simple, precise, and intelligent, the strict form that a
genius like that of Catullus would naturally choose as a mold for his artistry; but the
whole meaning has been changed, and the simplicity which was Catullus’s guide is now a
stereotyped form.” He goes on to show that Ciris is Catullan in form-structure and
sentence-structure, but Virgilian in verse and vocabulary. He draws attention to the
inclusion of Britomartis in Ciris as a non-integral element (like Ariadne in Peleus), and
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points out that Scylla’s lament is parallel to the epithalamium of the Parcae in position,
function and thought. When we look at details, there are at least three clear borrowings
from Peleus, of which niveos...virginis artus is particularly striking. 126 Other points might
be adduced: frigidulus for example, also from the 64th poeml 27; the anaphora on ton 128,
the marvelling nymphs 129?and the search towards golden lines such as

Attica Cretaea sternebat rura sagitta,130

and the laments of Scylla and Carme recalling Ariadne’s plaints. From other poems we
can cite recrepo from A ttis 131, deponere amorem from one of the great renunciation
poems132; and an extended echo of one of the marriage-songs.133  On the whole scholars
have tended to follow Skutsch in attributing Ciris to callus.134  This is not impossible.

It seems to me that the relationship to Catullus makes it much less likely that Helm’s view
that it is post-Augustan is right. 135 But the relationship alike to Catullus and to Virgil’s
admittedly authentic work makes it still possible to credit it to Virgil —possible, not
probable.

Finally, we turn to Culex. Here the Catullan influence in planning is not so
striking, but Drew, who argued strongly and persuasively for Virgilian authorship, also noted
a deep and detailed debt to Peleus and Thetis136?and | have been able to add a few
additional passages. 137 Drew also notes the indebtedness of the invocation to Apollo to
Catullus’s hymn to Diana; it is sustained, but we may note especially silvasque virentes
from Catullus’s silvarumque virentium.138 He suggests less persuasively that the reference
to Athos comes from Coma Berenices. 139 | have culled a couple of borrowings from the
letter to Allius.140 The indebtedness to the 64th poem and the general handling of the
borrowings, together with the use of other poems with which Virgil was closely familiar,
can properly be used as supporting evidence for Virgilian authorship.

5

To recapitulate.  Virgil knew Catullus’s poetry well. He had studied it carefully
in his younger days; he retained a significant amount to use consciously or unconsciously
in his own later writing. His poetry was, after all, “bom under the tail of the neoterics”;
he joins Catullus in praise of Cinna.141 The poem which had the greatest influence upon
him was naturally Catullus’ essay in hexameters, Peleus and Thetis.  This, apart from the
pathos of Ariadne, and the attraction of its verbal phrases, profoundly affected his treat-
ment of narrative, his patterning of episodes and weaving together of stories. He was not
averse from the pursuit of the golden line, the noun-adjective sandwich, but it is not a
fetish within him, as it tends to be in Catullus’s hexameters, 142 and he frees himself from
Catullus’s end-stopped hexameters, and patterns lines as well as episodes. But he shows
traces of knowledge of all branches of Catullus’s work; only within these branches he has
a limited number of favourite poems, which are, on the whole, those which we should also
pick out as our favourites. Many of his borrowings are mere verbal reminiscences and do
no more than throw light on the phrases which impinged upon Ms memory. Particularly
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important is the lightening of his usually dignified verse by the conversational element
which Catullus had made his own, in phrases like quidcumqgue hoc regni or magis atque
magis, or diminutives. Quinn has put it well: “What Virgil has learnt from Catullus
more than anything else is to write with a lightness of touch, an unostentatious economy
of words enlivened by a wry irony.” 143  His more elaborate borrowings are deliberately
contrived, and often allude to the spirit of their original, either for direct effect, or for
contrast. His borrowing is never merely plagiaristic; he generally improves on Catullus,
but sometimes falls short. Some of his most fascinating effects are achieved when he
accepts Catullus’s inspiration, but has to change the rhythm of his words, or when he
fuses Catullus with Homer or a directly experienced image of his own, or the rather
different logic of his own passage. There is some tendency for Catullan reminiscences to
accumulate in particular passages 144; and the figure of Dido not merely owes much to
Ariadne but also serves to evoke other Catullan moods and memories.

Perhaps when Martial made Catullus present his book to Virgil he was not so
far wrongJ 45

The Open University John Ferguson
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