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LECTORIBUS EDITOR

Having served the Virgil Society since 1962 as Editor of the Proceedings, and as Secretary from 1962 to 
1968, H.McL. Currie has had to resign his office on moving to Teesside. The Society is particularly indebted 
to Harry for the publication of the Proceedings in their present form, a project which he has master-minded 
through the whole life of the Proceedings to date. There are many who hope the publication will flourish for 
many years to come. The Honorary Secretary has assumed responsibility for seeing them through the press 
for the time being. We have sadly lost in the past year two of our oldest members, F.R. Dale and Robert 
Speaight: and it is most appropriate that the mainstay of our Society since its earlier years, Dr. A.J. Gossage, 
pays tribute to them in this issue.
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President: W.A. Camps
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CERNERE ERAT: THE SHIELD' OF AENEAS

A lecture to the Virgil Society, November 1975 

by

D.A. West •• ,

In Homer’s Iliad Achilles needed a new shield because he lost his original armour when Patroclus was killed 
fighting in it. His new shield carries representations of the sky, a city at peace with a wedding and a lawsuit 
in progress, a city at war with an ambush in a river bed, scenes from the farm, the vineyard, the hunt and the 
dancing-floor, none of them relevant to the plot of the Iliad.

In Virgil’s epic Aeneas does not need a new shield. His original armour served him adequately throughout 
the siege of Troy and his subsequent wanderings, and he could still have the use of it. On the other hand, all 
the illustrations on the new shield are directly relevant to the political purpose of the poem. So, on the face 
of it, it appears that the shield of Achilles is a necessary and integral part of the Iliad while its illustrations are 
irrelevant to the poem; whereas the illustrations on the shield of Aeneas are relevant to the plot of the poem 
while the shield itself does not fit very easily. This is a tempting paradox, and a damaging conclusion seems to 
follow from it. ‘Achilles needs to arm, but not Aeneas.’ argues Becker.1 ‘Here Virgil has imitated a brilliant 
passage in his Homeric model in a place where it does not belong’. Eden2 seems to take a similar view.

But this is not the whole truth. The illustrations on the shield of Achilles may be irrelevant to the plot, but 
this interlude of normal life in town and country, set in a poem of heroic valour, anger and death, has its own 
poetic relevance and effect. Similarly it is easy to say that Aeneas does not need a new shield and that his 
reason for getting one is that Achilles receives one in the Iliad, but this does less than justice to Virgil’s design. 
He explicitly provides the motivation:

ne mox aut Laurentis, nate, superbos 
aut acrem dubites in proelia poscere Turnum.

(8.6134)

This is perfectly unobtrusive and credible in context, and indeed significantly contributes to Virgil’s 
strategy. He is determined that the final part of his epic shall not be an anticlimax, and not simply for literary 
reasons. Aeneas’ wars in Italy are the foundation of the Roman state, the beginning of the gens lulia and the 
legendary authentication of the Augustan principate. This is all vital to the purpose of the Aeneid, and the 
acquisition of this new shield to combat this dread new Italian enemy helps Virgil in his attempt to build the 
poem up toward a climax:

maior rerum mihi nascitur ordo, 
maius opus moueo.

(7.434)
The Homeric imitation is smoothly and successfully welded into the texture of the Aeneid.

The illustrations on the shield of Aeneas represent vivid moments in the history of Rome . .  But why these 
particular moments? What is Virgil’s criterion of selection? Warde Fowler3 argues that these are ‘scenes of 
escape from terrible perils both moral and material, ending with the Battle of Actium, the most wonderful 
escape of all.’ But what about Mettus? Rome was not brought into terrible peril by his failure to keep his 
promise to assist Tullus Hostilius against the Albans. And what about Romulus and Remus? Was that a 
terrible peril? And what about the Sabine women? Warde Fowler’s analysis does not fit the data.

Drew4 produces a dazzling hypothesis. In B.C. 27 Augustus received from a grateful Senate a golden shield 
bearing the inscription CLUPEUS VIRTUTIS CLEMENTIAE IUSTITIAE PIETATIS ERGA DEOS
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PATRIAMQUE. Drew argues that in the first scene on the shield of Aeneas, Romulus and Remus sucked 
VIRTUS from the udders of the wolf. In scene 2 CLEMENTIA was shown to the sabines. In scene 3 the 
Romans dispensed KJSTITIA to Mettus; and Porsenna in 4 is famous for his IUSTITIA towards the Romans.
In scene 5 is displayed the PIETAS of Manlius and the Salii and the Luperci, while scene 6 shows the 
punishment of IMPIETAS in Tartarus. Ingenious, but not convincing. If Virgil had intended to allude to the 
four virtues on the shield of Augustus, he would have articulated his allusions in such a way that readers would 
have perceived them. Virgil could not have expected anyone to taste VIRTUS in the milk of the wolf, or to 
see CLEMENTIA in the rape of the Sabines and what followed it, or to detect IUSTITIA in the war with 
Porsenna . .  The Aeneid is to be heard and understood. It is not a riddle.

Otis5 is less particular. He sees in these scenes the constant opposition of uirtus, consilium and pietas to 
the forces of violence in all Roman history. This is too general to be helpful. And general as it is it is not even 
true. Tell it to the Sabine women.

Eicholz6 believes that Virgil has two criteria. First the incidents have been selected as chronological 
landmarks. This cannot be taken seriously, since between the war with Porsenna in 508 and the Catilinarian 
Conspiracy in 63-2 we have only the Gallic invasions of 390. To fill the gaps Eicholz advances a desperate 
explanation of the Salii as a timeless scene to give the impression of having traversed the whole of Roman 
history. ‘Time is standing still’ at the Salii. But Eicholz’s sccond criterion is nearer the truth. These scenes are 
selected to make sense as plastic art. R.D. Williams’ commentary makes the same point.7

The main purpose of this paper is to support and develop this proposition in the following form. ‘The 
illustrations on the shield of Aeneas are so presented that they bring vividly before our eyes illustrations 
which would be conceivable and effective on a metal shield.’

This is not a popular view. ‘Menti et animo ea cogitanda, non uidenda proponit’ (Heyne-Wagner).8 ‘The 
never-ending attempts to reconstruct the shield are a complete waste of time: we should just make up our minds 
here too that we are dealing with a poetic, not a plastic work of art.’ (Heinze).9 ‘Such attempts lead to no useful 
results, and are false to the intention of the poet.’ (Szantyr supporting Heinze).10 Das Konkrete Faktische tritt 
zuruck, statt dessen dringt ein anderes Ideeles, Symbolisches ein’. (Becker). ‘The view that the episodes were 
chosen because of their visual suitability as pictures . . .  can also be dismissed: some details simply cannot be 
“envisaged” .’ (Eden 164). The orthodox view is put most succinctly by Warde Fowler (100-1): ‘It is futile to deal 
with this description on plastic principles and to look for divisions or compartments on the surface of the shield.’ 
On this futility we shall now embark.

This shield is a round clipeus, and Virgil suggests the placing of the separate scenes. The Capitol is on top 
(in summo, 652); Tartarus, naturally enough, is at the bottom (hinc procul, 666); in the middle of the first half- 
dozen scenes (that is how Eden takes haec inter) is the sea encircled by dolphins (et circum, 673) with the Battle 
of Actium and the triple triumph of Octavian depicted in the middle (in medio, 675). The first four scenes are to 
be arranged somehow or other in the four panels that remain. The only guidance we receive is that the Sabines are 
not far from the Twins, and Mettus is not far from the Sabines (nec procul hinc, 635 and haud procul inde, 642).
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I am not arguing that Virgil is describing a real shield. In fact Virgil makes it clear that this shield is supernatural, 
miraculous, impossible:

illic genus omne futurae 
stirpis ab Ascanio pugnataque in ordine bella. 
fecerat et . . .

No real shield could contain all the descendants of Ascanius and all the wars they ever fought. What Virgil describes 
is only a selection, (fecerat et). So the diagram is not a drawing of the shield, but only a representation of what 
Virgil actually says about these imaginary illustrations selected from a huge number of imaginary illustrations on 
this imaginary shield.

The most striking indication that we are meant to think of the shield in plastic terms is the frequent mention of 
colour. In the first line, 630, the cave of Mars is green, uiridi. Another is the choice of sccnes which arc frequently 
represented in Roman Art. No clearer example could be asked for than the Twins hanging from the udders of the 
she-wolf. Another is the choice of scenes where the line is of artistic interest. The bending back of the wolfs neck 
is an example. Another indication that we are meant to visualise, and in this case to visualise a work of art in metal, 
is the repeated reference to texture, to tactile qualities. The wolfs tongue licking the human infants into shape 
would be a challenge to any smith, despite the fact that Eden chooses this as his example of a detail that ‘simply 
cannot be “envisaged”.’

The Sabine scenes present many of these features. Crowd scenes are common on Roman reliefs. So are sacrifices. 
The fascination of perspective is suggested in consessu caueae, 636.

In the rending of Mettus the four-horse chariots are another favourite subject in Roman Art. Our sense of colour 
and our sense of texture are both stimulated by the brambles sprinkled with a dew of blood. This is a strong 
argument. The tale of Mettus is not included because of its historical importance or because it fills a gap in the 
chronological sequence or for any ethical or symbolical reason. Mettus is there for the perspective interest of the 
four-horse chariot and the blood dripping from the brambles.

The next scene, Horatius holding the bridge and Qoelia swimming the Tiber, are not, it must be admitted, 
particularly vividly described. This is a weak point in the argument — but they are scenes which would be amenable 
to artistic representation.

In 654 the pediment of the temple is a familiar artistic feature. The height of the Capitol is another reminder of 
perspective. The rough thatch of Romulus’ cottage is an indication of texture. It is recens because the thatch was 
regularly renewed in the Augustan era.11 The silver goose fluttering in gilded porticoes is an explicit evocation of 
the metalworker’s art. The shrubs of 657, like the brambles of Mettus, indicate texture. The darkness well sets off 
the silver and gold. The Gauls’ hair is gold, their clothes are gold. Their cloaks are striped and shining. Their necks 
are milky white with gold necklaces. Sagulis, 660, refers to national dress, a common fascination of Roman Art; 
so the flashing gaesa of 661-2, refer to the typical armour of a nation, and in addition exploit the glitter of the 
metal of the shield. Similarly the Gauls are protecting their bodies with their characteristic long shields. The leaping 
Salii and the naked Luperci exploit nakedness and line and movement, all of them dear to the eye of the artist. The 
wool-tufted bonnets of the flamines, like the upholstery of the matron’s carriages in 666, are another allusion to 
texture. The fallen figure-of-eight ancilia are a reference to a characteristic piece of armour. The fact that they are 
fallen must have been indicated on the shield, eitheT by their irregular placing on the ground, or by having some of 
them still falling.

In the scene in the underworld there is vivid evocation of artistic possibilities in the depth of the mouth of Dis, 
in Catiline hanging on a cliff, in the faces of the Furies, in the segregation of the pious and in Cato dispensing the 
law.

In the seascape 671-4, the swelling of the sea is an appeal to texture, its breadth to perspective. Colour is 
generously applied in 672 with gold and froth-and blue-grey and grey. We can easily visualise the dolphins because 
we are told their arrangement (circum), their colour (argento clan) and the effect they have upon the texture of 
the sea.



The case seems to be made. In almost every line so far there is at least one point which brings vividly before our 
eyes an illustration which would be conceivable and effective on a metal shield. Instead of labouring through the 
description of Actium and the triple triumph which followed it, we shall make a selection of the possible 
observations.

Although it would not be possible to draw the indescribable composition of the shield, clipei non enarrabile 
textum, 625, Virgil does attempt to force us to visualise it by providing continual indications of relative placing. 
Starting from 675, we read that the fleets were in the middle of the circle of the sea; Augustus was on one side, 
Agrippa elsewhere on that same side 628, 632; on the other side Antony; behind him, Cleopatra, 685, 688, in the 
middle of the Antonine forces 696. From 698 onwards we see the Orienta gods and opposite them (contra) the 
Olympians, with Mars in the thick of things; the Dirae are swooping down on the battle from a great height; 
Discordia and Bellona are arriving in that order; Apollo also is above the fray, either by his temple on the headland 
of Actium, or high on the cliff at Leucas, or perhaps even aboard Augustus’ flagship, (astitit Augusti puppim super, 
Prop. 4.6.29).

Notable in this passage is the technique of serial narrative familiar in Roman Art, whereby the character is 
displayed in different postures in the same picture to represent different phases in a narrative. So Cleopatra is 
first seen bearing down upon the enemy. In 704 Apollo stretches his bow, the Oriental forces turn and flee. In the 
next scene, we are approaching the Delta of the Nile. In the next we are in Rome.

Amongst the terms which suggest metalwork are aeratas referring to the bronze prows of the ships 61S,feruere 
used of the foam, and flammas and sidus 680-1. In this context we may ask what colour Virgil means us to 
visualise for the shores of the Red Sea, litore rubw. Stuppea flamma is a flash of flame colour set off by the dense 
black of pitch smoke. Rubescunt will have its precise inceptive sense: the furrows of the sea (note the texture in 
arua) begin to grow red with fresh slaughter, that is, the corpses tinge the sea for a moment after they fall into it. 
Mars in 701 is caelatus ferro as befits the god of war. There is blood on Bellona’s lash in 703.

Amongst the characteristic scenes of Roman Art we notice the lines of ships in 676 which afford the artist the 
same opportunity for perspective virtuosity as did the four-horse chariot which rent the body of Mettus; the 
triumph in 714; the sacrifice in the next line; the temples in the line after that; the god at his temple door accepting 
the abasement of the defeated; the bullocks sacrificed at the altars.

Amongst the perspective effects we shall mention only the emphasis upon height, celsa in puppi 680, arduus 683, 
montis and turritis 692-3, (the ships of Antony were large and had towers, according to Dio 50.23), ex aethere 701, 
desuper 705, superbis postibus 721 -2.

This whole central panel is a virtuoso evocation of the iconography of foreign peoples, their dress, their arms and 
their religions. Against the Iulium Sidus, and the corona naualis of Agrippa we can set inter alia the sistrum of 
Qeopatra from the worship of Isis, the dog-faced Anubis, the Afri with their naked chests, the Euphrates visibly 
subdued (and ibat iam mollior undis is some allusion to texture), the two-homed Rhine and the God Araxes 
fretting at the new Roman bridge.

If we ‘deal with this description on plastic principles’, if we respond to the visual stimuli which Virgil has liberally 
supplied, our understanding of the poetry is improved at many points. Take Qeopatra. We know that her galleys 
with their three rams, one on top of another, are rowing into battle because we are told that the sea is chumed up 
by their oars 689-90. The obvious inference is that the sails are tight and side-on to the wind, and we are driven to 
draw the inference because we have just been told that the enemy, sailing against her enjoys the favouring winds. 
How else do we know that the uenti are secundi for Agrippa in 682 if not by his billowing sails set at right angles 
to his line of advance? The set of the sails is a matter of obvious and necessary inference at this stage, but after 
Qeopatra turns to flight Virgil provides an explicit description. Qeopatra has been beating into the wind. Now in 
707, she prays for the wind to blow. Her sails have been tight. Now she slackens them, and the queen is said to be 
feeding out the ropes (the sheets in nautical terms), not because Virgil has any notion that Cleopatra had to double 
as a deckhand, but because this is a vivid artistic device for representing her retreat.
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Another advantage of the visual interpretation is in line 697, where we are told that there are two snakes, the 
symbol of doom, behind Cleopatra. She is still advancing. Therefore she is not aware of what there is coming up 
behind her. The best way of sensing the drama of this picture is to read the destruction of it in the Penguin 
translation by Jackson Knight. ‘She has as yet no thought of the pair of asps which fate held in store for her.’

Finally, Qeopatra’s return to Egypt. ‘Virgil’s poetry has a whole dimension that Horace’s lacks’ write Nisbet 
and Hubbard on Odes 1.37, quoting Aeneid 8.711 ff. One such dimension is the visualisation: the colours in polar 
tension which we have met more than half-a-dozen times already in this passage, but never so movingly as when we 
see the pallor of Qeopatra’s skin against the red of her sailors’ blood. Opposite her, that is on the other side of this 
section of the picture, in the direction in which the panic-stricken fleet is sailing, (we are now told that the wind is 
west-north-west, 710), opposite her (contra autem) waits the River Nile, shown as a recumbent deity. There is grief 
in every line o f his huge body as he opens his voluminous draperies and calls the queen into the refuge of his blue- 
green breast and his latebrosa flumina, which convey at once the complex of streams in the delta, and that part of 
his effigy where drapery melts into water.

There is a possible objection to this interpretation. Surely, it might be argued, vivid representation is characteristic 
of poetry in general and of Virgil in particular. Is the visualisation on the shield different from the visualisation 
elsewhere in Virgil? We can meet this objection by appealing to a ‘control’. The post-hoc prophecy on the shield 
can be compared with the post-hoc vision of Aeneas in the Underworld. This comparison has already been made by 
Griffith12 in order to argue that the incidents on the shield are selected to avoid chronological overlap with the 
episodes of Aeneas’ vision in the sixth book. This case does not hold up, principally because it does not provide a 
sufficiently positive criterion of selection; but the comparison vividly demonstrates that the incidents on the shield 
are very much more amenable to visual representation than the episodes in the vision. True there are vivid touches 
in the vision, (Virgil is never without vivid touches), notably the headgear of Silvius Aeneas and of Romulus, 769 
and 779. But it is enough to read this vision in 6.756-886 to sense that the drive of the poetry comes much less 
from what is seen, and much more from emotion, (as in the Marcellus passage), from concept, (as in the prophecy 
of the Augustan Empire), and from great roll-calls of evocative proper names

hi tibi Nomentum et Gabios urbemque Fidenam, 
hi Collatinas imponent montibus arces,
Pometios Castrumque Inui Bolamque Coramque

(6.773-5)

This paper has not argued that the shield of Aeneas was a real shield, or that there ever was a shield like this, 
or that it was ‘primarily inspired by particular statue groups which Virgil had seen in Rome’, (this a hypothesis 
rejected by P.T. Eden ad loc.), but rather that its illustrations would be conceivable and effective on a real metal 
shield.

This is one of the poetic purposes of the passage, and if we forget or deny it we fail to understand the poetry.
But another, more important purpose, as emerges clearly from Binder’s book, is the praise of Augustus. This is 
insinuated at many points. On 663 we have to remember that Augustus revived the Lupercalia (Suet.,4wg.31); 
and on the same line that the Salii included the name of Augustus in their hymns when he celebrated his triumph 
in B.C. 27 (Drew 10-15); on 678 it helps to remember the words of the Res Gestae, iurauit in uerba mea tota 
Italia sponte sua. On 679 we note that Augustus was to dedicate a temple to the Penates in B.C. 12. On 684 we note 
that the corona naualis was awarded to Agrippa after the defeat of Sextus Pompeius at Naulochos in B.C.36. On 
720 we note that Augustus dedicated the great marble temple to Apollo in 28 B.C. In general the Augustan panel 
has pride of place in the centre of the shield and receives an allocation of 54 lines whereas the Republican scenes 
rate only 41 lines. As Aeneas receives a shield and sets out to do battle on behalf of the Rome that is to be, we may 
even remember that after Octavian had won a great war on behalf of Rome in B.C.27, he too received a shield, the 
Qipeus Virtutis.

The shield of Aeneas is of course an imitation of the shield of Achilles in Homer, but like any great imitatio in 
Qassical literature it is a complete recreation of its model. There is one tiny but crucial difference between Homer



and Virgil, and Pluss13 has explained it. In Homer Hephaistos ‘made this’. In Virgil ‘had made it’, {fecerat, 
addiderat, distulerant, extuderat). Homer is presenting the autopsy of the omniscient epic poet. Hephaistos made 
x and y, Homer saw him do so. But in Virgil the pluperfects take us into the mind and eyes of Aeneas. It is Aeneas’ 
reaction to the shield which is the heart of the poetry.

Talia per clipeum, Volcani dona parentis 
miratus rerumque ignarus imagine gaudet 
attollens umero famamque et fata nepotum

Aeneas did not understand his own shield. But he marvelled at it, and took delight in its illustrations as he hoisted 
up on to his shoulder the fate of his descendants and went to do battle on their behalf. We understand more than 
Aeneas did, and I hope that we may also marvel and take delight not only in the visual aspect of the illustrations, 
but also in this mighty metaphor.
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PAULINUS OF NOLA AND VIRGIL

A lecture to the Virgil Society, January 1976

by

P.G. Walsh

During the past twenty years there has developed a remarkable concentration of interest amongst British scholars 
on the political, religious and literary history of the later fourth century, and the importance of Paulinus of Nola 
in this period is increasingly recognised. He cannot of course claim the degree of attention merited by the intellectual 
giants Jerome and Augustine, both well served by biographers writing in English within the past few years.1 
Paulinus’ importance resides not in theological originality or scholarly learning put at the service of the Church. 
Rather he is a central figure in a remarkable phenomen of the social history of the period, the abandonment of state 
service by natural leaders of society in favour of a vocation to the Christian Church. The truth stated negatively by 
Edward Gibbon, that the fall of the western Empire was attributable to ‘the triumph of barbarism and religion’, has 
been expressed more positively in recent years by Momigliano;2 in the late fourth century the western Qiurch 
emerges as the rival of the state in attracting into its service the highly educated and socially prominent men which’ 
the state could ill afford to lose. Nor was this the whole story. Once they became apologists for Christianity many 
of these men proclaimed that commitment to Christ could not be reconciled with a career in the world, and they 
urged their acquaintances to abandon the secular concerns which they claimed impeded the path to salvation.

It is in this sense that Paulinus is a key figure of the age — a leading exemplar of the talented and literate men 
who decided to espouse monastic Christianity and to war on the secular world of Rome. Born about 355 into a 
senatorial family of millionaire landowners near Bordeaux, he benefited by the patronage of his friend Ausonius at 
the court of the western emperor Gratian, and became successively suffect consul and governor of Campania while 
still in his middle twenties. When he settled back as an Aquitanian landowner with a Spanish wife Therasia about 
383, he appeared to be conforming to  the conventional career-pattern and life-style of the Gallic magnate. But what 
we must assume was a combination of family crises and external influences (notably the example set by Martin of 
Tours and Victricius of Rouen) led him to contemplate more deeply the demands of the Christianity into which he 
had been born. With his wife Therasia he retired to Spain to seek a life of seclusion during the years 389-394. The 
celebrated correspondence with Ausonius documents Paulinus’ deepening commitment during these five years.
After a long-awaited child, Celsus, was bom but died within a few days of birth, the parents decided to retire 
together into monastic life at Nola near Naples; Paulinus’ family had property in the neighbourhood, and during his 
governorship of Campania he had refurbished the shrine of the saint to whom he showed lifelong devotion, St Felix. 
There they established a community in which Paulinus remained until his death in 431, living through the 
depredations of the barbarians, by one group of whom he was for a time imprisoned.3 The site of his monastic 
foundation at Cimitile, a mile outside Nola, has been excavated.4

Fifty-one letters and thirty poems have survived Paulinus, virtually all written during his years in Italy and earlier 
in Spain between 389 and 409.5 These writings illustrate the extraordinary simplicity and singlemindedness of 
Paulinus’ hostility to the secular world of Rome. Hardly anywhere does he acknowledge the desirability of a stable, 
properly administered political order. Only when he expresses relief at the repulse of a barbarian invasion does any 
enthusiasm for the survival of Rome manifest itself.6 He is totally intent on rescuing those with ears to hear from 
the corrupting influences of Roman society, and he urges his acquaintances to withdraw themselves from positions 
of political and military responsibility. Three facets of life in the secular world are singled out for his censure — 
ambition for office, fondness for wealth, and attachment to the traditional literary culture. It is this last which is 
of particular concern in this paper. In the ideological battle between Christians and pagans which reached its height 
in the 380s, the defiant challenge of Roman senators led by Symmachus rested on the traditionalism of Roman 
religious and patriotic sentiment embodied in the Classical writers. Paulinus seeks to have such writers wholly 
excluded from the purview of the committed Christian because in his eyes they represent a challenge for men’s 
hearts and minds.
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Such rigid condemnation of Qassical letters had enjoyed a vogue among some western Qiristians since Tertuilian 
had demanded: ‘What has Athens to do with Jerusalem?’8 From our vantage-point much innocent pleasure can be 
derived from observing the ambivalent attitudes of educated Christians towards the poets and prose-writers who had 
shaped their patterns of thought and modes of expression. It is not merely that different Christians took different 
attitudes, so that a Lactantius is more receptive than a Tertullian, or a Prudentius more favourable than a Paulinus. 
Sometimes the same individual shows himself schizoid on the question. We would listen to St Ambrose more 
respectfully when he tells us that the sacred scriptures can supply fully all our needs9 if we were not happily aware 
that his treatise on the duties of priests, the De Officiis Ministrorum, is unashamedly structured after the De Officiis 
of Cicero. We would be more impressed with St Jerome’s declared resolve to have no truck with Qassical literature, 
on the occasion of the famous dream in which at the Judgment Seat he was denounced with the words ‘Ciceronianus 
es, non Christianus’, if he had not explained in a subsequent letter how Qassical literature can be pressed into the 
Lord’s service. In a striking image Jerome compares profane learning to the captive maiden in the Book of 
Deuteronomy whose blemishes must be removed before she becomes worthy to be a bride; in'the same way, once 
all that is idolatrous, lusting, false and pleasurable is purged from Qassical literature, it can beget servants for Christ.10 
This justification for secular studies, that they aid Christians to understand the true nature of the world as revealed 
by the divine scriptures and that they may serve as an ancillary in education, remains standard for western Christians 
until the Carolingian age and after.

No such ambiguities or self-contradictions on the value of Qassical literature can be adduced from the writings 
of Paulinus. Nowhere do we find him conceding the value which Jerome attaches to it, even though he had enjoyed 
in earlier life a high reputation as a poet of traditional cast. Once he has retired from Aquitania after 389 his attitude 
becomes totally uncompromising. When his aged friend Ausonius begs him to return to Bordeaux so that they may 
resume together their literary pursuits, Paulinus explains that he now considers his earlier days to  have been wasted 
on ‘the emptiness of leisure and business’ and on ‘the fictions of literature’. The light of Christ’s truth ‘is blinded by 
the clever faculties of philosophers, the skill of rhetoricians, the inventions of poets’. These are ‘empty enthusiams’ 
which belief in a future life must expunge. A true Christian believer will not address poems to non-existent deities 
like the Castalian Muses.11 Similar sentiments are expressed to correspondents by Paulinus from Nola. He addresses 
a prose-letter and a poem to his kinsman Jovius, an enthusiast for Qassical learning, in which he tries to divert his 
relative toward study of and composition on sacred themes.12 Jovius is being urged to follow Paulinus’ own example 
and to abandon the study of secular philosophy and literature.

In Paulinus’ eyes, then, the Roman cultural, tradition is an integral part of the corrupt secular world which he 
rejects, and Qassical literature is alien to the Christian’s concerns. Shortly after arrival at Nola, he writes a letter of 
self-introduction to Augustine at Hippo, in which he begs for instruction in the Christian life and rejects his previous 
studies: ‘Up to now in my wretchedness I have admired the world’s wisdom, and in God’s eyes I have been foolish 
and dumb through my useless writing and depraved knowledge.’13 In another letter to Romanianus, an African 
friend of Augustine, he illustrates a point with a passing reference to the Adelphi of Terence, and at once feels 
constrained to apologise: ‘Why should I speak in the language of foreigners, when our own store is adequate for 
everything, and to speak the language of strangers is not the act of a sane mind?!14 In yet another letter addressed 
to his closest friend, the Sulpicius Severus famed as the author of the Vita S. Martini, he makes another literary 
allusion to the Fury Allecto and her activities as described in Aeneid 7, and once again feels obliged to apologise: 
‘Please do not blame me for quoting a poet whom I do not now read, and for appearing to break my resolution in 
this respect.’15 Finally, in a letter to another Aquitanian friend Aper, who followed Paulinus’ example in renouncing 
secular distinction for the monastic life, he writes: ‘Let the litterateurs keep their literature, the philosophers their 
philosophy, the rich their wealth, the princes their kingdoms. Our glory, property and kingdom is Christ.’16 The 
revealing feature of this statement, is that the literature and philosophy of Greece and Rome are joined with the 
wealth and trappings of power of the contemporary world for summary rejection. Paulinus does not vacillate on 
this matter of the rejection of Classical literature as so many of his contemporaries do.

This uncompromising rejection of Classical poetry raises interesting problems for the student of Paulinus’ poetry, 
because here he seems to be parading his intimate knowledge of Classical letters, especially Virgil. Hartel in his 
edition of the Carmina of Paulinus catalogues no fewer than 350 echoes of Virgil, and it has been easy for later 
scholars to add to the lis t.17 Why, if Paulinus would have Virgil proscribed from the reading of Christians, are the 
Eclogues, Georgies and Aeneid brought so frequently to the reader’s consciousness?



A part of the answer has been signalled by Christine Mohrmann,18 Paulinus writes in the Virgilian manner 
because he is the victim of his traditional Roman education; the writings of Ausonius are the clearest index to the 
nature of that education at Bordeaux. PauHnus must have memorised most of Virgil in his formative years. So a 
great number of the Virgilian echoes occurring in his religious poetry have no subtle function of evocation or 
reminisccncc. The phrases well up as required from his well-stocked mind.

But this does not seem to me to be the whole story, and in this paper I wish to develop the thesis that Paulinus 
deliberately evokes Virgil for a variety of purposes. The key question is the nature of the audience to which his 
poetry is addressed. Four poems are sent to Classical enthusiasts. Two are epistles to Ausonius, most Virgilian of 
Aquitanians; one is a poem of exhortation urging his kinsman Jovius to abandon his enthusiasm for Classical 
philosophy and to turn to Christian studies; and one is sent to licentius, the young African friend of Augustine, 
in an attempt to divert him from a secular career at Rome. In these four compositions the Virgilian echoes are a 
captatio benevolentiae. Paulinus explains his own commitment, and his aspirations for the future commitment of 
his friends, in evocations which have significance for them. So in the poem to Jovius, when he urges his kinsman to 
renounce Classical studies in favour of Christian Learning, he deploys the phrase by which Virgil signals the greater 
importance of his new theme in the second half of the Aeneid — ‘maior rerum tibi nascitur ordo’. 19 He bids Jovius 
study the biblical account of creation and to reject the falsehoods of Classical mythology which demean him as 
representative of humankind:

nec te ceu lapides Pyrrhae argillamque Promethei 
contemnas. . .

This is an echo of a phrase in Eclogue 6, ‘hinc lapides Pyrrhae iactos furtumque Promethei’.20 Paulinus goes on to 
claim that if Jovius agrees to follow this advice to espouse Christian themes, he will be a truly inspired poet, divine 
in a sense to which Mopsus the divinus poeta of Eclogue 5 cannot aspire:-

tunc te divinum vere memorabo poetam
et quasi dulcis aquae potum tua carmina dicam . . .

Virgil, it will be remembered, has

tale tuum nobis carmen, divine poeta,
. . .  quale per aestum 

dulcis aquae saliente sitim restinguere rivo.25

The verse-letter to Licentius was sent as an enclosure with a prose-epistle to the young man’s father Romanianus, 
and in the works of Paulinus it therefore appears not amongst the poems but with the prose-letters. Paulinus 
deliberately addresses Licentius in verses because the young man fancied himself as a budding poet and respected 
Paulinus’ reputation as a literary eminence. The poem begins with an evocation of an incident in Aeneid 4 in which 
Aeneas is commanded by Mercury to abandon Carthage and to seek his true destiny: ‘heia age, rumpe m oras. . . ’ 
The words are strikingly adapted by Paulinus to press upon Licentius the need to pursue his true destiny:

quare age, rumpe moras et vincla tenacia saecli.22

Paulinus exploits a second Virgilian line in exhorting Licentius to avoid the slippery course of military service:

et repetens iterum iterumque monebo 
ut fugias durae lubrica militiae.23

Paulinus reassures Licentius, using the metaphor of the evangelist Matthew, that Christ’s yoke is sweet and His 
burden light; then he extends the biblical image of the horse with a reminiscence of Georgies 3, where Virgil 
instructs on training a young pony to the bridle (‘inque vicem det mollibus ora capistris’). The young Licentius 
should allow himself to become Christ’s willing horse:

‘quid retrahis fera colla iugo? mea sarcina lenis 
suave iugum.’ Christi est vox pia: cred deo, ' 

et caput adde iugis, da mollibus ora capistris.24
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The verses sent to Ausonius likewise embody a host of Virgilian echoes. In the first of the two poems Paulinus 
tries to explain the depth of his new commitment in one such evocation. Previously he had been content to live 
the nominal Christianity to which Ausonius too professed allegiance, and which had allowed them to live untroubled 
Roman lives in the secular world. But now a more profound spirit is at work in his mind:

nunc alia mentem vis agit, maior deus, 
aliosque mores postulat.

The expression maior deus might strike us as bizarre in a Christian poet were we not aware that Paulinus is thinking 
of the lines in Aeneid 12 where the healer lapyx exclaims that Aeneas’ wound has been cured by divine agency:

non haec humanis opibus, non arte magistra 
proveniunt, neque te, Aenea, mea dextera servat; 
maior agit deus, atque opera ad maiora remittit.25

An Ausonius would mentally complete the phrase of Paulinus, would realise that Paulinus’ God opera ad maiora 
remittit.

The second of these verse-letters to Ausonius is devoted to the theme of friendship, with Paulinus attempting to 
demonstrate to his friend that Christian affection (caritas Christiana) runs deeper than the secular notion of amicitia 
on which ancient philosophers lay such emphasis. As so often in his poems of Christian witness, he handles a theme 
to which pre-Christian writers attach particular importance and attempts to impart to it a deeper Christian vision. 
For Christian friendship, physical presence is not necessary; as limbs of the same body Christians are always one in 
heart and mind, transcending not only geographical isolation but even death itself. So after comparing himself to the 
wayfaring tree and Ausonius to the cypress so far as poetic talent is concerned (‘aequas vibuma cupressis’ he says in 
imitation of Virgil’s ‘inter viburna cupressi’),26 he expresses his undying friendship with an echo also of Eclogue 1:

Prius ipsa recedet 
corpore vita meo quam vester pectore vultus

in imitation of Virgil's

. . .  quam nostro illius labatur pectore voltus.27

II

So far I have been suggesting that when Paulinus writes for enthusiasts of Classical poetry he deploys Virgilian 
evocation to lend his arguments persuasion through the voice which they recognise and love. But Classical poetry 
is evoked in other poems also, a fact which forces us to examine more generally the question of the audience for 
whom he writes. My own conviction is that all his poems written after his conversion are in their various ways 
weapons in the ideological battle, that their purpose is to reinforce the commitment of Christian friends and to 
proselytise amongst those who had not declared themselves. Even the Natalicia, the thirteen birthday poems which 
he wrote for the feast of St Felix each year on January 14, have this ultimate purpose. It is true that there is good 
evidence that these poems were declaimed to pilgrims who visited Nola on the feastday, but many of this local 
audience, whom in one poem he describes whiling away the vigil in joking and heavy drinking, or trooping round 
the buildings open-mouthed on the day itself, were scarcely the ideal recipients of his elegant verses. So it does not 
surprise us to discover these poems being later despatched to literary friends in Gaul, where they were doubtless 
copied and circulated.28

So the poems are directed at an educated audience, and it should not surprise us to observe frequent evocation 
of Virgil in the Natalicia. Perhaps the most sustained reminiscence is in Poem 14, the theme of which is the busy 
scene at the shrine on the annual feastday. Huge contingents gather from all parts of Campania and Latium:-

' . . .  quos moenibus altis 
dives habet Capua et quos pulchra Neapolis aut quos 
Gaurus alit, laeta exercent qui Massica, quique 
Ufentem Sarnumque bibunt, qui sicca Tanagri
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quique colunt rigui felicia culta Galaesi, 
quos Atina potens, quos mater Aricia m ittit. . .  
quos Praeneste altum, quos fertile pascit Aquinum, 
quosque suburbanis vetus Ardea mittit ab oris 
quique urbem liquere Gales geminamque Teanum, 
quam gravis Auruncus vel quam colit Apulus asper . . .

In this catalogue which extends over many more lines, most of the names are taken over from the ‘Gathering of 
the Clans’ passage at the close of Aeneid 7, interspersed with towns mentioned in the Georgies. It is quite clear 
from various echoes that our attention is being drawn to the gathering of Turnus’ forces in Aeneid 7, for Virgil 
likewise speaks of Atina potens and of mater Aricia. Moreover Virgil too juxtaposes Cales and the Aurunci (‘quos 
de collibus altis/ Aurunci misere patres Sidicinaque iuxta/ aequora, quique Cales linquunt’) and mentions several 
of the towns, rivers and mountains introduced by Paulinus.29 If we ask ourselves what motive Paulinus had in 
evoking this assemblage of Turnus’ forces, the answer surely is that he wishes to accentuate the contrast. The 
contingents under Turnus gather for bloodshed and war; the Christian communities in Paulinus’ poem come 
together in harmony for prayer.

Poem 13, the second in the series of yearly Natalicia and the first to be composed on the soil of Nola, celebrates 
the arrival of Paulinus and his party at the shrine of St Felix. Paulinus models the theme of pilgrimage and arrival 
at his true patria after the trials and final arrival of Aeneas, a motif which has been harnessed through the centuries 
up to the autobiography of Ronald Knox, A  Spiritual Aeneid. Like Aeneas, Paulinus has made his way to Italy by 
sea: he tells his patron St Felix

et maria intravi due te . . .
. . .  liceat placati munere Christi 

in statione tua placido consistere portu. 
hoc bene subductum religavi litore classem. 
in te compositae mihi fixa sit anchora vitae.

These lines are a composite of Virgilian phrases describing Aeneas’ progress to Italy. Early in Aeneid 6 Aeneas 
prays to Apollo and recounts his journeying: ‘to t maria intravi duce te’; for Paulinus St Felix takes on the role of 
Apollo. Already in Aeneid 1 Aeneas in his dialogue with Venus has described his earlier trials on the deep — 
‘erramus vento hue vastis et fluctibus acti’. Paulinus takes over the line, but combines the physical waves with the 
metaphorical billows of the secular world. Finally the language of arrival is an evocation o f Aeneid 7, where Aeneas 
ties up on the bank of the Tiber (‘gramineo ripae religavit ab aggere classem’). The development of this image of 
permanent arrival in Paulinus’ poem should be noted; not only has he tied up but he prays that the anchor of his 
ordered life, the life of monasticism, may be implanted in Felix.30 ;

Poem 26 of Paulinus was composed for January 402, shortly after Alaric’s invasion of Italy, and in his exordium 
Paulinus claims that whatever the hazards from the invading barbarians he will never cease to hymn the annual 
feast of St Felix:-

ecce dies nobis anno revoluta peracto 
inlustrem revehit Felicis nomine lucem . . .  
hunc ego si Geticis agerem male subditus armis 
inter et inmites celebrarem laetus Alanos, 
et si multiiugae premerent mea colla catenae, 
captivis animum membris non iungeret hostis, 
pectore non vincto calcaret triste superba 
servitium pietas.

Here Paulinus identifies his devotion to his spiritual father Felix with Aeneas’ determination to celebrate his father 
Anchises’ anniversary whatever the privations and hazards. At the beginning of Aeneid 5, on the day following the 
Trojans’ arrival in Sicily, Aeneas addresses his followers and reminds them of the anniversary of Anchises’ death:-



Dardanidae magni, genus alto a sanguine divum, 
annuus exactis completut mensibus orbis . . .  
iamque dies, nisi fallor, adest quem semper acerbum 
semper honoratum (sic di voluistis) habebo. 
hunc ego Gaetulis agerem si Syrtibus exsul,
Argolicove mari deprensus et urbe Mycenae, 
annua vota tamen sollcmnisque ordine pompas 
exsequerer. .  .31

Poem 19 of Paulinus is notable for Virgilian evocation of a rather different kind, reminiscences which fortify 
Paulinus’ condemnation of the excesses of pagan religious cults. A prominent theme o f this poem is Felix as 
patronus of Nola, and this patronage and protection enjoyed by the inhabitants is set in a world-wide frame. Every 
country now has its Christian saint to watch over its welfare, and in each district pagan cults are being supplanted 
by the Christian faith. The devil struggles to retain bis hold by preserving such pagan worship, but he is everywhere 
frustrated. Satan in the poem is invested with the persona of Allecto in Aeneid 7, with her ‘nomina mille/’ mille 
nocendi artes’. Paulinus provides a Euhemerist explanation for Satan’s thousand names:

qui genus humanum per nomina mille deorum, . 
quae tamen ex obitis mortalibus et sibi sumpsit 
ipse', suisque dedit coluber, quatit arte nocendi.32

In the same book of Virgil Allecto visits Amata and infects her with furor; she initiates a Bacchic orgy in company 
with the Laurentian matrons, euhoe Bacche fremens. So too in Paulinus’ poem this phrase appears in a context in 
which pagan ritual is contrasted with Christian worship in its din and violence and drunkenness:-

in quibus insanos dabat ebria turba tumultus,
‘euhoe Bacche’ sonum fractis imitantur anheli 
vocibus. . . 33

Paulinus is, so to say, enlisting the support of Virgil in condemning the violence of some of the cults with which 
Christianity still grapples in his day. But the general tone of the poem is optimistic in its stress on the changed 
situation introduced by Christianity. In his review of the regions in which pagan rites are being expelled, Paulinus 
claims that in Phrygia Cybele is no longer consoled by castrated Galli, and Mount Ida’s chaste hill now brings forth 
on her serene summit virgin pines :-

(ut) . . .  et tandem castis fronderet montibus Ida 
intactas referens securo vertice pinus.

The phrase ‘intactas pinus’ is puzzling till we recall that in the Fathers the pine and the fir are sumbols of holy men. 
‘The pine’ writes Paulinus in another poem ‘is a type of the eternal body -  beautiful, living, fruitful, tall, fragrant 
and flowering.’34 The virgin pines are the consecrated virgins which Mount Ida now produces for Christ. But 
Paulinus remembered that Virgil too told of pines which became maidens. In Aeneid 10 the ships of Aeneas, 
fashioned from the pines of Ida, and now transformed into nymphs, greeted Aeneas on his return from Etruria to 
Laurentum, and warned him of the impending danger from Turnus:-

nos sumus Idaeae sacro de vertice pinus, 
nunc pelagi nymphae, classis tua . . .  35

So Paulinus here by this evocation suggests that Mount Ida now produces.not Virgilian nymphs but Christian virgins, 
like many Western Christians of his time, Paulinus accords a high importance to consecrated virginity, so that this 
is a characteristic piece of fourth-century elaboration.
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Ill

In these birthday-poems, then, Paulinus depicts himself on occasion as an Aeneas Christianas who after physical 
and moral hazards attains his true Italian home, who piously observes the anniversary of his adopted father, and 
who condemns the furor of religious fanaticism. But there is another type of poem essayed by him in which Virgilian 
evocation has a different function. One of Paulinus’ poems can be categorised as scriptural epic; Poem 6, entitled 
Laus Sancti loannis, is an encomium of John the Baptist, and in essence versification of the first chapter of Luke’s 
gospel. In this genre o f scriptural epic, Paulinus had an influential predecessor in Juvencus, who conflated the content 
of the four gospels in his life of Christ entitled Libri Evangeliorum Quattuor. In this poem Juvencus pioneered the 
exploitation of Virgilian diction and metre in the interests of Christian apologetics.3" Paulinus continues in the 
tradition. It is important to visualise this Virgilian treatment of sacred themes within the general strategy of his 
poetic purposes. As is well known,-an important stumbling-block to acceptance of Christian claims by educated 
non-Christians was the rude style o f the Christian documents, as literary men like Tertullian and Augustine attest. 
Romans trained in the traditional Classical literature could be most effectively attracted to the biblical claims if 
these were presented in Classical garments.

A detailed consideration of the totally Virgilian flavour of the Laus Sancti Ioannis — the artistic division into 
and interlinking of episodes, the formal speeches, the use of Virgilian language and metrical variation — would 
demand a separate paper. I content myself with the illustration of one striking reminiscence. In his poem Paulinus 
describes the two visits of the Archangel"Gabriel recorded by Luke, the first to Zachary, father of John the Baptist, 
and the second to the Virgin Mary. After he has delivered his message to Zachary, he returns to heaven, and the 
formula of departure is:-

haec ait, et tenues elabitur ales in auras.

After the visit to Mary, the departure is signalled in a similar line:-

dixerat, et visus pariter terrasque reliquit.

It will be remembered that when in Aeneid 4 Mercury is bidden by Jupiter to descend to Carthage and to urge 
Aeneas on his way, the formula of departure is:-

mortales visus medio sermone reliquit, 
et procul in tenuem ex oculis evanuit auram.37

It is not Paulinus’ intention to present Gabriel as merely a Mercury, but rather to depict him as a divine messenger 
in the different framework of Christian belief. As in the evocations of Virgil noted in the poems to Classical 
enthusiasts earlier in this paper, such parallels are a captatio benevolentiae, an attempt to sugar a pill which pagan 
contemporaries found unpalatable.

I should like to conclude this paper by returning to the problem with which it was introduced — namely the 
intransigent attitude Paulinus adopts towards Classical literature in the prose letters vis-a-vis the many striking 
evocations of Virgil and other poets in his poetry. If Paulinus is embarrassed to be found quoting Virgil or Terence 
because he considers these writers to be alien to committed Christianity, why does he parade and exploit Virgil so 
blatantly?

At the heart of the explanation lies the Classical doctrine of creative imitation. When the Virgilian thoughts and 
words are exploited in a different frame for a different message they cease to belong to the alien culture exclusively. 
It is not the form and language of Virgil to which Paulinus takes exception but the political and social fabric which 
it supports, the oppressed sense that Virgil represents a rival ideology. The words, the techniques can be baptised, 
and pressed into service for a Christian purpose. In Augustine’s phrase, Christians must carry away the gold and 
silver vessels of her enemies and employ them for their own uses.38
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CHARACTERISATION IN VIRGIL’S ECLOGUES

A lecture to the Virgil Society, March 1976 

by

T.E.S. Flintoff

In spite of the large amount that has been written recently on the Eclogues, very little has been said about either 
the characters of or methods of characterisation in the Eclogues. This omission is all the more surprising in view of 
the dramatic form of over half the Eclogues1 and the considerable evidence that at one time they were actually 
produced as plays.2 Yet not merely has the matter never been systematically discussed, but there is still a good deal 
of uncertainty even about the most basic issues: did Virgil mean us to regard each name as denoting one character 
from beginning to end of the cyclc of poems or did he wish us to imagine a series of different shepherds from one 
poem to the next, merely fortuitously called by the same names?3 In either event — and both would be in their 
different ways, puzzling, -  what could his purpose possibly have been for the constant repetition of such names? 
Finally to what extent may Virgil have wished us to identify any or all of these shadowy figures with either his 
contemporaries or himself?4 It is at the very least somewhat surprising that after all this time and so many 
discussions so very little is known for certain about any of these matters. At the risk of perhaps a little over­
simplification, it is rather as though for four hundred years we had had a fine series of articles on the concepts of 
blood ties and crime in Hamlet, but nobody at the end was quite sure whether the Hamlet and Claudius who meet 
their violent ends in Act Five of Hamlet were the same people as the two characters of that name in Act One or 
two other gentlemen of the same name. As an initial step towards clarifying this position, I should like in this paper 
to discuss three issues: firstly to what extent Virgil thought of each of the names of his shepherds as denoting one 
person throughout the cycle; secondly how and to what extent each of these names is given a character of its own; 
thirdly what, if anything, Virgil may have wished to achieve by giving each of these figures characters and achieve­
ments and sufferings of their own.

Firstly, then, to what extent is each of these names meant to denote one person throughout the whole series of 
poems? Now on the one hand it is immediately striking to anyone at all conversant with modern fiction that by 
comparison the characters of the Eclogues are very thinly portrayed: where are those startling visual pictures we 
get in the novels of Dickens or characteristics of behaviour or speech? On the other hand, one has only to read the 
poems over several times to become increasingly convinced that, shadowy as the people in the Eclogues may seem 
to us — and perhaps we have been spoiled — nonetheless Virgil was concerned to build up each name as a separate 
and unified person.

The first and most obvious sign of this is the mere repetition of the names themselves. In any context, whether 
of literature or life, if one hears the name Tityrus used over and over again, especially by the same people, one is 
going to suppose that the same Tityrus is meant unless there is positive evidence to the contrary. One would need 
to have some meeting between the two, or one of the two mentioning the other or, at the very least, as with the 
two Ajaxes in the Iliad, some further identification to be given (and, to make it absolutely watertight, identification 
of both would perhaps need to be given), to make it clear beyond all doubt that the same person was not meant.
Yet all of these are totally lacking in the Eclogues. Although the shepherds meet and discuss many people, none 
ever either meets or mentions anyone of the same name as himself. And there are not even any of those descriptive 
phrases, which are so familiar to us from the Iliad, appended to the names of any characters in the Eclogues in^such 
a way as to rule out any other occurrence of that name referring to the same person. Indeed such few descriptive 
adjectives as Virgil does use with the names of his shepherds seem to me to prove the very opposite of this: Virgil’s 
anxiety to make us identify two widely separated instances of the same name. Thus in line 1 of Eclogue II, the slave 
boy with whom Corydon is in love is called formosum Alexim  as though perhaps to distinguish him from some 
hitherto unspecified turpem Alexim. Yet when Alexis is referred to again also by Corydon in Eclogue VII line 55 
he is again called — what? — formosus Alexis. Similarly the adjective Nerine applied to Galatea by Corydon in 
line 35 of the same poem seems to me, in spite of the firm belief of Professor Mynors, in the index to the Oxford
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Text of Virgil, in two different Galateas, one terrestrial and one aquatic,5 to do little more than make explicit what 
has been hinted at in a number of different ways from Eclogue III lines 64 to 65, the marine nature of this elusive 
maiden.6 There is then no evidence from the names themselves, only the contrary, that Virgil thought of any name 
as representing more than one person.

And we are forced I believe to the same conclusion if we introduce a statistical comparison between the names in 
the Eclogues and those in the Idylls of Theocritus.7 Now statistics are, I believe, always a fallible guide and especially 
so in an author as creative as Virgil, who, rather than deploying the same verbal material over and over again in the 
same mechanical manner, prefers to cut it into a unique shape before setting it in its individual context. All the same 
it is perhaps interesting that, whereas Theocritus introduces no fewer than 51 different pastoral characters in his 
Idylls, Virgil uses a mere 34. And what is more interesting still is that, whereas Theocritus only uses 10 out of his 
51, a fifth in all, in more than one Idyll, Virgil uses no fewer than 20 out of his 34, that is more than half of his own 
pastoral characters and double the number Theocritus employs in this way.8 And as though that were not difference 
enough, he used some of the names in a very great number of poems indeed: Phyllis, Meliboeus and Galatea in
4 poems, Amaryllis and Menalcas in 5 and Tityrus and Daphnis in no less than 6 of the Eclogues. To put it mildly, 
this is not, surely, the behaviour of a man indifferent to the names he is using. Surely what it points to is the very 
opposite: a conscious desire to give us a smaller number of more familiar names than Theocritus does. And one -  if 
not the only one — explanation of that could be that he wished them to be more like real people to us.

And this ties in well with another feature which we can discover from a comparison with Theocritus and that is 
that Virgil seems to have wished us to think of many of his characters as being the same as the people of the same 
names in the Idylls. It is interesting that of the 17 names borrowed from Theocritus, 13 are at least at one point 
given something to identify them with their Theocritean exemplars. His Daphnis has died amidst universal mourning; 
his Tityrus is repeatedly ordered about by the other shepherds; his Menalcas is tending his own parents’ flocks 
whereas his Corydon, by contrast, is either a hired hand or slave; his Amaryllis is beautiful and his Galatea a sea- 
nymph; one of his shepherds meets a certain Lycidas whilst on a journey; his Damoetas sings in a song contest and 
makes a draw; his Amyntas is handsome and his Aegon a cattle owner; his Micon owns a vineyard, his Nais is 
beautiful and his Thestylis pounds herbs. Now in all this they are all only doing and being and suffering what has 
already befallen them in the Idylls of Theocritus.9 And once again it shows us just how careful Virgil is in his use 
of names. Indeed it is perhaps not going too far to speak of the almost reverential way in which Virgil handles them 
all, making just as sure that they do not act out of character with their Theocritean originals as he does later in the 
Aeneid with the heroes and gods he has inherited from Homer. Now if this is true of his characters in relation to 
their Theocritean equivalents, does it not seem likely to be a fortiori still more true of their relationship to them­
selves? At all event it would be very remarkable if Virgil were to be so scrupulous about this side of the characters 
and to be totally indifferent to the way they behave within his own poems. And it would certainly require a great 
deal more explanation than the thesis I am concerned to prove.

However there is no evidence for this. In fact if we now confine ourselves to the Eclogues we find that even in 
the case of comparatively minor characters there are a number o f traits which seem deliberately meant to confirm 
or explain each other. To illustrate the extent to  which this is done, I propose to begin with comparatively minor 
or peripheral characters and work round towards some of the more important ones. Now I shall begin by saying 
that there are just a few characters in whose case there does not seem to be any cross-referencing: Lycidas for 
instance, Micon, Mopsus and Alphesiboeus. This does not prove, of course, that they are not meant to be the same 
person from one context to another — the absence of any mutually contradictory evidence shows that Virgil did 
not wish us to think that. All it may mean is that Virgil may wish to highlight different rather than similar aspects 
of these (mostly) minor figures in such contexts as they appear (something he does from time to  time with some 
of the major figures, too, not just in the Eclogues but also in the Aeneid) and that, given this, it would seem artificial 
deliberately to drag in things to link them to other contexts. For, these apart, the striking thing is how far he is 
prepared to go to link one appearance of a character with another.

We see this even in such a minor character as Moeris. The first time he appears is in the song of Alphesiboeus in 
Eclogue VIII 95ff, where he is described by the anonymous girl whose song Alphesiboeus is singing as a powerful 
wizard able to transform himself into a wolf. Now in Eclogue IX where he appears again there is no mention of 
either this or any other magical powers. The Moeris we meet here is a forgetful old man who has forgotten all the 
old carmina and who explains — in one mordant touch — that the wolves must have seen him first.
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This is only one example and a very minor one. Similar cross-referencing is to be seen in a whole host of 
characters. lollas, for example, appears twice, in Eclogues II and III. In Eclogue II he is the dominus of the shepherd 
Corydon: it rests on his decision whether Corydon gets his Alexis, Corydon tells us in line 57:

nec si muneribus certes, concedat lollas.

Interestingly enough the same is true with a different person, Phyllis, in Eclogue III. Damoetas has to ask Iollas here 
for his Phyllis

Phyllida mitte mihi: meus est natalis, lollas.

Again Phyllis is always spoken of as desirable every time she is mentioned, desirable alike to shepherds, men like 
Cornelius Gallus and even the King of the Gods himself.10 She is obviously the village beauty. The town lad Alexis is 
always imagined against the background of the mountains and the forests by the doting shepherd, Corydon. In both 
of the poems in which Damon appears mention is made of his goats and his musical powers. Eclogue V line 11 
suggests that Codrus was a controversial figure, note the phrase

iurgia Codri11

and it is interesting in view of this to find the differing assessments of him by Corydon and Thyrsis in Eclogue VII, 
the latter of whom actually supplies us with some iurgia of him. Again it is interesting that in Eclogue I Meliboeus, 
unlike every other major pastoral figure in the Eclogues, never speaks of any loved one, either male or female and 
in Eclogue V II14 actually explicitly says

neque ego Alcippen neque Phyllida habebam.

And more interestingly still, perhaps, — for the Eclogues are not often thought of as giving a picture of the shepherds 
based realistically and carefully upon the differences in status then operative — in Eclogue I line 71 Meliboeus 
suggests that unlike Tityrus he is a full Roman citizen, which would perhaps suggest that he was a master rather 
than man and this fits in remarkably with the possibility scouted at the beginning of Eclogue III that it was 
his flocks that the hired hand Damoetas was looking after. Again it is interesting that, on more than one occasion 
and by two different people, Amaryllis is spoken of as sharp tempered. She is first described in these terms by 
Corydon in Eclogue II lines 14 to 15

nonne fuit satius tristes Amaryllidis iras 
atque superba pati fastidia

and then Damoetas in Eclogue III 81 speaks of the same side of her nature

Amaryllidis irae

as though to underline the characteristic as the key to her nature. Now this characteristic is never mentioned once 
in Eclogue I but it is notable that Tityrus had dated the change in his fortunes from the day he had taken up with 
Amaryllis instead of the easy going and extravagant Galatea. Could the temper one wonders have been relevant 
here, too? Had he improved perhaps because he was scared of Amaryllis? Another interesting case, amongst what 
one might call the minor characters, is provided by Amyntas. At a merely superficial reading this much praised 
young man might seem to be merely another Alexis, except that he is dark, we are told in Eclogue X lines 38 and 39, 
and Alexis, as Eclogue IT makes abundantly clear, is fair. His attractiveness, although it is not explicitly stated, is 
amply attested by Menalcas' repeated recurrence to him as a theme for his love poems in the song contest in 
Eclogue III (see lines 66-7; 70-1; 74-5; 82-3) as well as his unnecessary dragging in of his name in Eclogue V 8, not 
to mention Gallus’ awareness of his charms in Eclogue X 37-41. But unlike Alexis, Amyntas is not just a pretty face. 
In fact he has some musical pretentions of his own. And these are referred to by a whole series of people, by 
Corydon with contempt in Eclogue II 34ff, by Menalcas with appreciation in Eclogue V 8, by Mopsus with 
irritation in the same poem and by Gallus in Eclogue X who dreamily imagines Phyllis making garlands for him and 
Amyntas singing. But he is not merely a lad with musical pretensions of his own, it is also suggested that there is a 
cutting edge to his ambition which other people found annoying. Note Corydon’s exhilaration in I I 39 at having 
beaten him:

haec eadem ut sciret quid non faciebat Amyntas?



and notice the surely significant echo o f certare in Eclogue V 8 and 9, the latter example with superare:

— montibus in nostris solus tibi certat Amyntas —
— quid si idem certet Phoebum superare canendo —

Considering that Amyntas never appears in person, we can I think, if we care to, form a remarkably clear and 
precise picture of him. And this is true not just of Amyntas and the secondary figures in the Eclogues, but of the 
major characters, too, who are also given shape, as we shall see, by a series of cross-references.

Finally there are just a few stylistic links knitting together some of the characters. However before I go into 
these I had better make one or two generalising but essential remarks about Virgil’s use of style in characterisation, 
lest what I should say in what follows be misunderstood. The difficulty with us is that at least since the time of 
Shakespeare, and more particularly since the time of Dickens, style of speech has been one if not the principal 
element in characterisation. One has only to think o f the sententiousness of Polonius for example or the cockney 
of Sam Weller. Now in this sense Virgil does not use speech patterns at all in the Eclogues. Even where one finds 
strongly marked linguistic traits, as in the vivid immediacy of Meliboeus’ speech in Eclogue I — think of the use of 
the demonstrative hie, the exclamation ah, the self-address, the ostensive en (used three times), the verb miror (used 
three times) — this is meant to portray not the personality of Meliboeus but his emotional state at that moment. And 
it is noticeable that none of these traits reappear when Meliboeus himself reappears in Eclogue VII whereas at least 
some of these features are to be found in the Corydon poem. But to say this is not to say that there is no 
characterising function in Virgil’s diction. However, because diction is used situationally, to bring out common or 
contrasting features of situations rather than people,12 the element with which we are concerned may appear not 
merely in the words of the characters themselves but also in other people’s addresses to them or descriptions of 
them. One of the clearest cases of this is Tityrus. Tityrus, as Eclogue I makes clear, has been a slave. And this is 
subtly underscored in the large number of cases where other characters refer to him doing things for them or, more 
characteristically still, actually address him in the vocative and follow this with the imperative. There is Menalcas’ 
recollection of having given him orders at III 20:

Tityre, coge pecus.

In the same poem even the hireling Damoetas shouts at line 96:

Tityre, pascentes a flumine reice capellas.

In Eclogue V line 12 Menalcas assures Mopsus that, whilst they are singing:

pascentes servabit Tityrus haedos

and in Eclogue IX 23, as though to make sure we do not miss the point, he is actually given a treble order by the 
same master:

Tityre, dum redeo — brevis est via — pasce capellas 
et potum pastas age, Tityre, et inter agendum 
occursare capro — cornu ferit ille — caveto

Here the style as an indicator of character — and it is fascinating to see how much there is in common between these 
passages — is given in a series of orders by other people. But they still provide as economical a picture of Tityrus’ 
place within the community of the shepherds as if Tityrus had spoken himself. Another unobtrusive cluster of 
material probably meant to give some unity to Tityrus’ character occurs in connexion with the beginning of 
Eclogue VI, where, in spite of the fact that Virgil uses the name Tityrus, it has been customary to regard the 
introduction as introducing Virgil himself.13 Apart from the explicit citation of the name Tityrus, there are two 
touches which show us we arc meant to see the same shepherd as in Eclogue I. The first is the use of the word ludere 
in line 2, which is a word that has not been used to describe poetic activity since Tityrus last used it at line 10 of 
Eclogue I and is only ever to be used again in that meaning by Meliboeus, also a figure from Eclogue I, in Eclogue VII 
line 17, and there in the noun form, and which points to a much lowlier vision of the poetic craft than the usual 
cano and cantoM  The other case is line 8 where Tityrus describes himself as

agrestem tenui meditabor harundine musam
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which plainly echoes the situational description of him by Meliboeus, also in Eclogue I, line 2 as

silvestrem tenui musam meditaris avena.

Now even if we maintain our view that correspondences of style such as this are essentially descriptive of a situation 
rather than a person, even still they surely help us to identify the Tityrus here in Eclogue VI with the Tityrus of 
Eclogue I. For although they certainly would not if they did not have the name in common — any more than 
Menalcas’ echo at Eclogue IX 50 of Meliboeus’ bitter cry at Eclogue 173 means that we are to  identify Menalcas 
here with Meliboeus — this would also be true of the other adventitious features of the characters which we have 
been discussing: without the name in common they would prove very little; but repeated more than once with the 
same name they surely show that Virgil wishes us to regard these as, so to speak, a hallmark of that particular 
person. Here again then we find Virgil attempting to construct a unity beyond that merely of name between the 
different appearances of the same person.

The other main character in whose case style seems to be used to establish a unity between his different 
appearances is Corydon. The technique here is a little different, perhaps corresponding to the difference in 
Corydon’s character: for Virgil, like many other great writers, seems to have adapted the devices he used to 
characterise people to the characters of the people themselves. Corydon appears in two poems — Eclogues II and
VII — and of course one finds the same obvious connecting links between these two appearances as with the other 
characters we have been discussing so far: the most obvious one is the affection for Alexis, which is the dominant 
feature of Eclogue II and is again briefly revealed in one quatrain of Eclogue VII — lines 53 to 56 — in which once 
again he pathetically tries to imagine the town lad, again characterised as formosus Alexis, against the background 
of the woods and the hills. But to leave a consideration of the identity of the two Corydons at this point is to leave 
it at its most superficial level. For the interesting thing about all the quatrains which Corydon sings in Eclogue VII 
is how typical they are of the concerns of the Corydon in Eclogue II. Even so minor a detail as the repeated stress 
on the laurel and the myrtle in two o f the lines of the last quatrain, lines 62 and 64, remind one of their conjunction 
in Eclogue II 54:

et vos, o lauri, carpam et te, proxima myrte.

Similarly the address to the Nymphs in the first quatrain remind one of Corydon’s intimacy with them at 
Eclogue I I 46 — note the ecce — something not all that common in the Eclogues. The hunting gift which he offers 
to Diana through the mouth of Micon reminds us that Corydon had dreamt in Eclogue I I 29 that Alexis would go 
hunting with him — again not a common idea in the Eclogues — and had promised him two dappled fawns which 
he had picked up on one of his hunting trips. The fourth stanza contains a large number of key images from the 
Second Eclogue: we have springs, shade, the colour green, the sunlight, the swelling vinestocks, not to mention the 
summer and the heat.15 All these are notable enough on their own, but lest we should miss the significance of it 
all, Virgil makes Corydon come out with a few plaintive lines from the poem that is undoubtedly his greatest source 
of inspiration in Eclogue II, the Song of Polyphemus to Galatea from Idyll XI:

Nerine Galatea, thymo mihi dulcior Hyblae 
candidior cycnis.

And these are not just an address to Galatea, but almost a translation of the very opening lines of the Cyclops’ 
song:

5  Xeuxo  F a X c f x e i a . . .  
X EUx o x dp a  i t a x x S s  T t o x i f i e i v

even to the retention of the schema etymologicum, the connection of the name Galatea with the whiteness of the 
girl who bears the name, whiteness also being an important concept in Eclogue II, symbolising as it does the infinite 
distance between Corydon and his beloved. In view of all this the explicit address to Alexis in the fifth quatrain 
seems to do little more than to put the final signature, a handwriting which the graphologist of style should by now 
have long recognised, namely the Corydon of Eclogue II.

In all this I think it can be seen that, with the exception of a few peripheral characters, Virgil is concerned to 
establish some degree of unity between the various manifestations of his characters. This then answers the first of
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the three questions I set myself to address. And I think that in answering it we have already begun to deal with the 
second question, too, namely by what means does Virgil establish his characterisations? However, although I may 
have begun this, it is certainly not true that the whole or even the main part of Virgil’s characterisation is given in 
the ways I have discussed. For granted it may be true that a minor character like Amyntas is built up in this way, 
though even in the case of Amyntas we are given stray pieces of information from time to time which are designed 
rather to give him substance in that context than to unify his total character (for example his taking Menalcas along 
with him to mind the nets whilst he does the actual hunting at III 74-5): but with the main characters, Meliboeus, 
Corydon, Tityrus, and Menalcas, it is certainly not true that the only characterisation is in the links establishing 
their unity as people.

This can be seen in the characters I have already discussed. Thus, to take Corydon again, no one could infer from 
that his poetic affiliations, his respect for the controversial Codrus, his rivalry with Thyrsis or the precise tone of 
his poetry, sonorous, well unified, modest, polite and idealistic, which has to wait for a juxtaposition against the 
very different poetry of Thyrsis for these features to become clear. And again no one could have inferred from 
Eclogue VII alone either his status amongst the shepherds or the precise and differing nature of his relationships to 
the Galatea and Alexis whom he mentions in the third and fifth quatrains. Each of his appearances throws a new 
light upon him and almost seems to invite us to bear this in mind when we consider the other one. And this is 
perhaps most clearly of all to be seen in relation to Menalcas, a shepherd I have not so far discussed and perhaps 
the most important of all the shepherds, as is shown by his appearance in no less than five Eclogues, in three of 
which he is, whether present or absent, a main figure (Eclogues III, V and IX). Now with Menalcas we find many 
of the characterisation devices we have noticed before. He already appears in the Idylls of Theocritus and it is 
noticeable that Virgil scrupulously adheres to his character there. Thus, unlike Damoetas, in Eclogue III, he is 
herding for his parents and, again unlike Damoetas in the same poem, when he sings in a song contest his love songs 
are all addressed to the same person, a young boy of whom he is fond (the fact that this is a different boy from the 
one of whom the Menalcas in the Idylls is fond is not, perhaps all that significant).16 Again there are the same 
cross-references between the various appearances of Menalcas as we have found with other characters: the implied 
description of himself as a dominus at III 16 which would seem to tie in with the relationship of Moeris and the 
other coloni to him in Eclogue IX 4ff,17 not to mention the repeated confident orders to Tityrus I have mentioned 
before;18 the suggestion of homosexual practices in Eclogue III 7ff, which may tie in with the description of 
Menalcas as a handsome boy by Corydon in Eclogue I I 15-16 — note that it is Corydon who sees him in this light — 
as well as his own obsession with Amyntas in Eclogues III and V ;19 above all, his greatness and self-confidence as 
a musician, which is shown by his aggressive bearing to Damoetas in Eclogue III, Mopsus’ explicit attestation o f his 
abilities in Eclogue V 4 as well as the whole shape of that poem, to which his contribution forms the climax, a 
greatness further confirmed by the retrospective admission that he was the composer of Eclogues II and III 
(Eclogue V 86-7) and the special position which his songs hold amongst the shepherds in Eclogue IX. There are 
even stylistic links between the various Menalcas’s even in addition to the repeated orders to Tityrus. It is very 
noticeable that out of all the shepherds in the sequence, Menalcas is the only one able to promise deification through 
his own songs: not even the anonymous singer of Ecloguc IV can promise that. However in Eclogue V 51-2 Menalcas 
promises:

Daphnimque tuum tollemus ad astra
Daphnim ad astra feremus.

And not merely does he promise this, he actually fulfils his promise in the superb lines that follow. Now it is 
interesting that in Eclogue IX, after we have had the first of Menalcas’ songs, one full of orders to Tityrus, which 
establishes his identity with the Menalcas o f Eclogues III and V, we have an address to Varus full of concern about 
the fate of Mantua. At first sight this looks a very different Menalcas — Menalcas never elsewhere speaks to Varus 
or expresses concern about Mantua — it looks like a new side to him. But it is noticeable that here too we have the 
same promise of deification

Vare, tuum nomen
cantantes sublime ferent ad sidera cycni

and not merely that the words are almost identical, with the slight modification that swans occasionally used 
allegorically to stand for poetry20 — a relevant substitution in the case of Menalcas — are used instead of the poet 
himself. Here, too, then we find a series of attempts to give substance and unity to the name, Menalcas.
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However, even a rudimentary consideration of the richness and the diversity of the contexts in which Menalcas 
appears will show that in having established this we have still done no more than drawn the merest silhouette of 
the character’s outlines and that if we wish to see the character of Menalcas in depth we shall have to examine all 
the various contexts in which Menalcas appears, something which will require the most detailed scrutiny of the 
three poems in which he plays a major role and conceivably some examination, too, o f the two poems in which 
he makes only a fleeting appearance. And this will apply not merely to Menalcas but to all the other major characters 
in the Eclogues.

Now in the limited scope of this paper I cannot hope to give anything so complete as this. But it is perhaps 
interesting that, if  we so wish, we can see in the successive appearances o f Menalcas, not just a series of different 
pictures, but, as in the panels at which Aeneas gazes in Aeneid I, something like a story, and perhaps a sad one. The 
first time he appears in Eclogue II, it is notable that he is seen by Corydon as merely being a boy like Alexis, a dark 
alternative to him; there is no mention of any musical abilities. In the dialogue at the beginning of Eclogue III, by 
contrast, where the characterisation as often in Virgil is established by contrast, though he is still a youngster — 
note both the contemptuous use of vir by Damoetas in line 6 and the use o f pueri by Palaemon in line 111-- and a 
youngster still considered attractive enough to be made love to, we already get the same aggressive and professional 
musicianship as I have had cause to mention in connection with Amyntas, notice the — in fact unjustified -  
contempt for Damoetas in lines 25ff. Side by side with this we get a more detailed picture of his social background: 
unlike Damoetas (a mere hireling shepherd), as well as Tityrus and Corydon in Eclogues I and II (also underlings), 
he is not managing someone else’s stock but his own family’s, as he tells us in line 32ff ; Now at first sight this may 
seem to be no more than a bit o f adventitious colour to distinguish him from the other shepherds. But nothing 
could in fact be further from the mark, for if  we go into the poem and its bearing on Menalcas’ character, what we 
find is that, again and again, the whole nature of Menalcas’ responses seems to be dictated by this difference in social 
positions. One might notice as early as line 3 his feeling for and concern with the animals unfortunate enough to be 
in the charge of an outsider, his contempt for hired labour so brutally expressed in lines 5 and 6, his allegation 
against Damoetas, so characteristic to this day of the property owner (that Damoetas has been a vandal in lines 10 
and 11, that Damoetas has been actually thieving in line 16ff and that he, Menalcas, has been trying to stop him in 
lines 19-20), his at least initial hesitation about staking one of his own flock — contrast Damoetas with his hired 
one — until terror lest Damoetas should get away scot free, makes him throw caution to the wind and follow suit 
himself and finally, (a touch so superbly Virgilian in its symbolic subtlety!) his characteristic self-identification 
with the figure of Iollas the master in lines 78-9, when Damoetas, the underling, has been pleading with him to let 
him have Phyllis for the day. One might mention other details of the Third Eclogue no less subtle, the differing 
attitudes to the cups, for example, but time alas, forbids. In the Fifth Eclogue we find another stage in the 
development of Menalcas. Still the master o f Tityrus and still giving him orders and still the self-confident 
musician (see line 2), Menalcas is now recognised by Mopsus as in a category superior to his own (see line 4) and 
with this acknowledgment has come a new gentleness and courtesy. This, like the features we have noticed in 
Eclogue III pervades the poem. Notice the politeness and diffidence of his opening question, his thoughtful 
acknowledgment of Mopsus’ strong point, as pipe player, his effort to please Mopsus by comparing him to Amyntas, 
who, as we know, means so much to Menalcas and has musical potential o f his own, and then, when this irks 
Mopsus, his instant withdrawal o f  the comparison and his placatory statement, that he is better than Amyntas, his 
allowing of Mopsus to dictate where they should sing in spite of his own preference expressed in line 3, the beautiful 
lines of praise to Mopsus after he has completed his threnody to Daphnis and finally the generous and unsolicited 
gift of his own pipes to Mopsus.203 If we compare this with Eclogue III we could almost be in a different world — 
this is a  song competition without the competition. This is a much mellower and more mature Menalcas than we 
have seen before, and corresponding to this, there is a much greater sureness about his musicianship. In his poem 
sanctifying and deifying Daphnis we are almost out of the world of the Pastoral altogether: there are few if any 
echoes of Theocritus. Such reminders of earlier writing as there are cast our minds back to the Alcestis of Euripides 
and the introduction to the Fifth Book of De Rerum Natura by Lucretius, both in their ways religious contexts.21 
And it is probably significant that in the lines of tribute which Mopsus pays to Menalcas after this great song, the 
images, in contradistinction to those in the lines of praise by Menalcas for him earlier, are not at all pastoral, but 
almost elemental in character, themselves evoking something o f the spirit o f the De Rerum Natura. By now then 
Menalcas is a Meistersinger.
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The next poem in which Menalcas is involved is Eclogue IX. Once again we have, as I have pointed out earlier, the 
typical links to establish the unity of his personality: the suggestion of ownership of property, not to say overlord­
ship in the local community, the orders given once again to the sorely pressed Tityrus, the same highly professional 
musicianship. But once again this is only a part of the story. In the brutal world of this Eclogue, the same brutal 
world as in Eclogue I, the shepherds have been driven off their ancestral lands, amongst them Menalcas and his coloni
— note the exact economic and sociological reference of this word. Through the fragmentary recollections of two 
close friends we infer that Menalcas as Masterpoet has made an attempt to become the spokesman for his community 
in appealing to one of the powerful men involved, Varus; hopes have been expressed for a new stability under the 
protection of the newly deified Divus lulius — all to no avail. The hopes expressed in these randomly remembered 
fragments are all negated by the context in which they appear. The handsome young man who by dint of effort had 
made himself the master craftsman has failed, has lost his all, almost his life. The high hopes are all ending in failure: 
and the treatment of Menalcas makes this as clear as anything else. For what is Menalcas’ character in this poem?
He has no character at all. He is merely a fading memory by now amongst the forgetful old and the unsure young.

After all this one might perhaps have thought that this was the end of Menalcas. But there is to be one more turn 
of the screw. Menalcas makes one final appearance — in Eclogue X line 20 — fleetingly, an almost diminutive figure 
half lost amongst the shepherds and swineherds who precede him and eclipsed by the gods who follow:

uvidus hiberna venit de gjande Menalcas.

Now here, unlike all the previous cases not merely with Menalcas but all the major characters, there is nothing but 
the name to connect it with the old Menalcas, but I hope we have passed the stage at which it is necessary to argue 
that Virgil meant to refer to the same person every time he employed the same name. After all if he had meant to 
say someone else he could always have said so and if he had wished to use the name merely to stand for shepherds 
in general it is hard to see why he did not keep to the general names for the different types of herdsmen as in the 
lines before. So granted, then, that it is Menalcas here, in that case why did he bring him in? Well we can only 
speculate, but might it not be that this marks the last sad act to the whole pathetic story. Here for all his old 
brilliance in days of yore, we have the great shepherd poet forced, in the absence of either flocks or land of his 
own, to follow the farmer to be envisaged in Georgies 1 157-8:

heu magnum alterius frustra spectabis acervum
concussaque famem in silvis solabere quercu.

In this short paper I have only had time to suggest one or two of the possibilities perhaps opened up to us by 
the simple device of taking the characters and characterisation of the Eclogues seriously. I might just as easily have 
taken up the characters of other shepherds22 instead of or perhaps as well as Menalcas. And perhaps it would have 
been more satisfactory if I had done so. For this leads me to the last of my three questions: what Virgil may have 
wished to achieve by his use of characterisation in the Eclogues. For it seems to me that one of the most important 
elements in characterisation in Virgil — and this perhaps applies not merely to the Eclogues but also to the Aeneid — 
is the element of balance and contrast which it provides between alternative viewpoints on poetry and life.23 One 
seems to be invited by the very structure of the Eclogues to weigh not merely the contrast — and balance — between 
Menalcas and Damoetas in Eclogue III, but the contrast — and balance — between that contrast in its turn and the 
different contrast between Corydon and Thyrsis in Eclogue VII, and so on and so on until one has built up a huge 
contrast between the story of one shepherd as opposed to another. It is all not unlike oddly enough, Hegel’s 
Phenomenology of Mind in which one thesis and antithesis after another build up at. last to form a vast panorama 
of different viewpoints and fates, the final synthesis being the dispassionate, and yet perhaps sympathetic mind of 
the attentive reader.
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NOTES

1. Eclogues I, III, V, VII, VIII and IX.

2. Suetonius Virgil 26 (see also Tacitus Dialogus 13, Servius ad Eel. V I I 1, Donatus 27 and 39).

3. For a few cases recently see E.V. Rieu’s ‘Virgil, the Pastoral Poems’ (London 1972) pp 175-192;
M.C.J. Putnam ‘Virgil’s Pastoral Art’ (Princeton 1970) p.293 in particular the following sentence: ‘Is Moeris 
in Eclogue 9 to be a magician or is the identity of name coincidental, as often in the Eclogues?’ See too the 
attempt by E.W. Leach in ‘Vergil’s Eclogues’ (Ithaca 1974) p.201 to distinguish between the Corydon of 
Eclogue II and the one in Eclogue VII.

4. This particular issue had already begun in antiquity. By the time that Servius was writing it had already 
reached its modern dimensions. In the course of his commentary, Servius successively identifies Virgil with 
the Tityrus of Eclogue I, the Corydon of Eclogue II, the Tityrus of Eclogue VI, the Chromis of Eclogue VI, 
the Corydon of Eclogue VII,. the Menalcas of Eclogue IX as well as Lycidas in the same poem, in two eases
it will be noted with two different people in the course of the same poem. He also, for good measure, identifies 
Julius Caesar with the Daphnis of Eclogue V. Some or all of these views are still extant (see note 13).

5. See the O.C.T. of Virgil, Index Nominum p.434, where we read of ‘Galatea nympha’ and then ‘Galatea 
puella’.

6. Galatea is so problematic a figure that perhaps one should publish a short paper on her alone. For the purposes 
of this particular short paper, it will be perhaps sufficient to point out that from Eel. Ill onwards all references 
point to the Sea Nymph. Thus III 64-5 is already based on the address to the Sea Nymph, Galatea, in 
Theocritus VI 6ff and it is interesting that the shepherd who makes the address to her, both here and in
III 72-3 is the same shepherd as sings to the Sea Nymph in Theocritus V I2 Iff. The song in Eel IX 39-43 is 
indisputably to the Sea Nymph, as is shown by the aquatic imagery, and this too is underscored by its 
Theocritean pedigree, being little more than a restatement of the address to Galatea at the beginning of 
Polyphemus’ Song (Idyll XI 42ff). The address ‘Nerine’ does little more than make explicit what is hinted in 
these four other passages. The only difficulty is then the position of Galatea in Eclogue I. And it is worth 
reminding ourselves that if Corydon is on friendly terms with the nymphs in Eclogue II as well as Galatea 
herself in VII 37ff there is nothing to stop Tityrus having been on friendly terms with the same Galatea in 
Eclogue I. Only aprioristic reasoning of the most arbitrary kind would in fact attempt to distinguish the two.

7. This may be irritating to some, but so as to avoid constantly having to huff and puff my way through one 
vast caveat and qualification after another I propose to use the term ‘Theocritus’ to apply to the collection 
of poems regarded by Virgil as having been composed by Theocritus. This will exclude all poems after 
Idyll XI, and, for most purposes, Idyll II, but will include Idylls VIII and IX.

8. The following are used by Theocritus in more than 1 poem: Daphnis, Tityrus, Menalcas, Corydon,
Amaryllis, Galatea, Aegon, Philondas, Milon and Comatas. (10 in all). Virgil uses the following in more than 
1 poem: Daphnis, Tityrus, Menalcas, Corydon, Amaryllis, Lycidas, Galatea, Damoetas, Amyntas, Aegon, 
Micon, Mcliboeus, Alexis, lollas, Damon, Phyllis, Mopsus, Codrus, Alphesiboeus and Moeris (20 in all, the 
last 9 names not being found in Theocritus).

9. The death of Daphnis amidst universal mourning is found in Eel. V 20ff and Idyll 164ff. Orders to Tityrus 
to deputise in looking after the stock occur in Eel. Ill 19-20, III 96, V 12 and IX 23ff and Idylls III 1-5, 
where, however, it appears to be asked as a favour. Menalcas’ tending of his parents’ stock occurs at
Eel. Ill 32ff and Idylls V III15-6. Corydon’s position as slave or hired hand is made clear by Eel. I I 1 ff — 
dominus meant anyone in authority over one, see Oxford Latin Dictionary ad loc. — and Idyll IV 1 ff, on 
which see Gow. Amaryllis’ beauty mentioned at her first appearance in Eclogue I 5 is derived from references 
to this at both her appearances in Theocritus, Idyll III 5 and V I38. Galatea’s status as a Sea Nymph, hinted 
in Eel III 64ff and 72ff and made explicit in VII 37ff and IX 39ff is derived from the position she always holds 
in Theocritus, that of Sea Nymph, see Idylls VI and IX passim. The encounter with Lycidas on a journey in 
Eel. IX comes from an encounter with the same person in Idyll VII. Damoetas’ holding his opponent to a tie 
in a song contest at Eel. Ill 108ff seems to be suggested by his doing the same in Idyll V I46 (where, it is
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worth noting, he had also sung of Galatea!) The good looks of Amyntas though not explicitly stated are surely 
implied by both Menalcas’ obsession with him and Gallus’ singling him out as a companion with the beautiful 
Phyllis in Eel. X 41 ff and are presumably derived from the reference to his looks in Idyll V II132. Aegon’s 
position as a cattle owner may be inferred from a combination of Eel. Ill 2 and 29 (unless anyone thinks 
names can actually change their reference inside the same poem!) and is obviously derived from Idyll IV. 
Micon’s ownership of a vineyard, implied at Eel. Ill 10, is derived from Idyll V 112-3. Nais’ beauty mentioned 
at Eel. I I 46 is derived from Idyll V III43. Thestylis, who is still pounding herbs at Eel. II lOff, seems to have 
been doing so since Idyll II 59ff.

10. She is desired by Damoetas in III 76ff, lollas in III 78ff, Mopsus, by implication, in V 10, both Thyrsis and 
Jupiter in VII 57ff, Corydon in VII 6 Iff, and regarded by Gallus as an alternative to his present girl in X 31if.

11. All the editions take this as an objective genitive on the analogy of the two previous genitives and doubtless 
they are right. But even if it were a subjective genitive — and I do not think there is anything to say that it 
cannot be — my contention will still stand.

12. The situational use of verbal formulae or tricks of style, even in the Eclogues, would again almost require a 
paper to itself. Perhaps I can just use the following as illustration of what I mean and in proof. The famous 
echo of 1 72 at IX 50 does not equate Daphnis and Meliboeus as people: it points to a common feature in 
their situations, the way on the one hand ‘the best laid schemes o’ mice and men gang aft agley’ and on the 
other the long term nature of planning and growth required by the land, an element in both Eclogues. Again 
IX 32, which should be the start of a song contest — the fact that this cannot take place is another important 
element in Eclogue IX — is made of a combination of another two such invitations, Eclogue III 52 and V 10, 
which do lead to song contests. The affinity between V 62 and V I84 is not meant to suggest that both are 
composed by Menalcas, because we are told by Virgil himself that one poem is by Menalcas and the other by 
Tityrus, but to bring out the magical nature of what is going on on both occasions. Other examples that 
might be investigated include the similarities and dissimilarities between 113, III 12 and IX 9, IV 54 and
VIII 8, V 13 and IX 26.

13. The first extant statement of this view is made by Servius on line 5 of Eclogue VI: ‘quidam volunt hoc 
significasse Vergilium etc’. And since then the heresy has flourished like the bay tree. If I were to list all the 
people who have made it, the note would extend to several pages. I shall content myself with quoting just 
the following: Gordon Williams .‘Tradition and Originality in Roman Poetry’ (Oxford 1968) p 308:
‘In Eclogue V I4 Apollo addresses Virgil as Tityrus, using the name as general name for shepherd’ and 
M.C.J. Putnam ‘Virgil’s Pastoral Art’ (Princeton 1970) p 96: ‘Tityrus. . .  here represents Virgil himself.’

14. Canere occurs at Eel. II 31, IV 1 and 3, and V 9; cantare occurs at I I 23, III 21, III 25, V 54 and V 72.
The only other occasion on which ludo is used in relation to poetry apart from Eel I 10 and here, is in 
Eel. V II17 where it is used in noun form by Meliboeus, also a character from Eclogue I.

15. The quatrain is as follows:
Muscosi fontes et somno mollior herba, 
et quae vos rara viridis tegit arbutus umbra, 
solstitium pecori defendite: iam venit aestas 
torrida, iam lento turgent in palmite gemmae.

Fontes are found at II 59, umbra at II 8, viridis at I I 9, solstitium is parallelled by sole sub ardente at I I 13, 
pecus appears as pecudes in II 8 and then as pecus in I I 20, aestas appears first as aestus in I I 10 and then as 
aestas in II 22, the vine has already been dealt with in II 70. No one could say there was any verbatim echo 
of any phrase and if there were>only one or two of these words they would prove nothing. However the fact 
that such a high proportion of the key  words in the little quatrain already appear in Eclogue II, and in 
particular the part of it around line 8, suggests to me a conscious attempt to create a pastiche of the poem, 
in preparation, now that we have had Galatea material again, for the re-emergence in the next quatrain of 
the key figure of Eclogue II in person -  Alexis.
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16. One slight difference from Theocritus is that in Theocritus Menalcas is merely a shepherd (see Idylls V III2, 
9 ,1 5 ,3 4 ,45ff, 49ff, 63ff and IX 17) whereas in Virgil he is obviously herding not merely goats, too, but 
cows (see Eclogues III 29ff, 49,109) something that equates him with Daphnis not merely in Idyll VIII but 
throughout the Idylls where from 1 86 onwards he is frequently called ‘the cowherd’ to distinguish him 
from the others. Is this then some kind of promotion? For the differences between at least goatherds and 
cowherds in terms of dignity see Idyll 186f.

17. The total context makes the overlordship of Menalcas clear enough, especially the reference to the coloni 
in line 4, which from the time of Cicero onwards often means a tenant farmer. See the entry under Colonus 
in the Oxford Qassical Dictionary 2nd Edn. (Oxford 1970) with bibliography. But see also line 10:

omnia carminibus vestrum servasse Menalcan

and perhaps cum venerit ipse in the last line of the poem. For the use o f ipse to mean the master, see Oxford 
Latin Dictionary ‘Ipse’ 12.

18. See Eclogues III 19-20; Eel V 12; Eel IX 23-5.

19. Just how deep the characterisation in Virgil may be is shown by making the musician Menalcas dote on 
Amyntas, who, as I have mentioned before, is not just a pretty face, but an ambitious musician in his own 
right, whose superb voice is recognised by none other than Cornelius Gallus in Eel X 41.

20. A complete list of the various different ways in which swans are used to  symbolise high poetry in the long 
tradition o f Graeco-Roman verse would require a long article to itself. Here I shall confine myself to citing 
Leonidas of Tarentum in the Palatine Anthology V II19 and Horace Odes IV 2.25, in both of which cases 
the swans are identified with the poet. Two other cases in the Eclogues where1 the poet is compared (or not 
compared) with swans are Eclogue VIII 55ff and Eclogue IX 36, in both cases to that poet’s disadvantage.

20a. I am indebted to the article by E. Adelaide Hahn ‘The Characters of the Eclogues’ TAPhA Vol. 75 (1944) 
p.196 for some of the views here.

21. The lines are Euripides Alcestis 1003-5 and more particularly still Lucretius V 8:

deus ille fuit, deus, inclute Memmi 

of which the magical line 64 is about as close an echo as we ever get

ipsa sonant arbusta, Deus, deus ille, Menalca.

22. There is a good discussion of Daphnis in W. Berg, Early Virgil (London 1974) p 115ff.

23. The role of this has been seen most clearly by V. Poschl in ‘Die Hirtendichtung Virgils’ (Heidelberg 1964). 
See in particular his comments on Contrast in p. 72ff and again on p. 150ff from which the following 
sentence is worth citing yet again: ‘Die Corydon-und Thyrsisstrophen zusammen macheri wiede'r ein 
grosseres Ganzes aus.’
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NENIA MEZENTIANA

Nunc adeste, virgines 
Callidae,1 canenti

Ista saeva scelera 
MW, o Mezenti.

Iovis spretor Optimi 
Temnis omne templum,

Dasque pio filio 
Impium exemplum.

Quicquid intractatum2 cst, 
Quicquid est inausum,2

Audes; ergo pessimi 
Patris pudet Lausum.

lungis3 membra tabida 
Vivis mortuorum;

Caedes fit miserrima, 
Taetra vis odorum.

Si in caelo rector est. 
Vmbra tu, Mezenti,

Eris mox ludibrio 
Populo silenti.

Virtus tamen vitio 
Saepe commiscetur;

Rhaebus4 iste sonipes 
Maxime fovetur.

Qui caballos diligant — 
licet sint tyranni —

Negant esse funditus 
Improbos Britanni.

1. Lucret. 6,93; 2. Aen. 8,205-6; 3. Aen. 8,485-8; 4. Aen. 10,861

Herbert H. Huxley, 
University of Victoria.
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Jackson Knight: a biography by G. Wilson Knight 
The Alden Press, November 1975

Members of the Virgil Society will have a special interest in this biography by his brother of that eminent and most 
individual of Virgilian scholars, W.F. Jackson Knight, and particularly in those sections which deal with the society’s 
early beginnings. Together with Father Bruno Scott James, JK was largely responsible for the foundation of the 
Virgil Society and was its first Secretary (with T.S. Eliot as President). His brother records in this connexion: ‘The 
Secretaryship did not in the least appeal to him. He was being burdened by a responsibility which he did not like 
and for which he was not by nature equipped’ — a phrase which strikes an answering chord in the present incumbent. 
We are reminded elsewhere in this issue by our longest-serving Secretary, Dr. A.J. Gossage, of the aims and objectives 
of these original founders in 1943: in a draft statement of these aims in 1944 JK speaks of the varied nature of the 
membership . .  ‘as well as an Archbishop, a Field-Marshal and scholars there are “people eminent in the arts, in 
medicine, and in accountancy” and “some members do not even know any Latin” , and also the wideness of its scope: 
‘The subject of Virgil is sm all. . .  But the subject of Virgil is also large, co-extensive even with the whole human plight 
and adventure: for Virgil, and perhaps Virgil alone, is just such a poet — reaching everywhere.’ Jackson Knight’s own 
studies o f Virgil were themselves of a kind to show a wide-ranging intellect with a highly individual approach. Apart 
from his work on accentual symmetry which has been for many the first initiation into a deeper appreciation of the 
texture of Virgil’s hexameters, JK’s pervading interest was in the poet’s mind at work and in those influences which 
go beyond deliberate imitation to the subconscious associations from a much wider background of cultural 
experience. His anthropological interest is attested — and a valuable feature of this biography is the reminiscences 
and appreciation of JK by friends and colleagues like John D. Christie and Hugh Stubbs — by Miss Theo Brown, a 
lecturer in Folklore and a member of the Council of the Folklore Society. ‘It is the characteristic of genius such as 
his, that by cleaving austerely to his own path of knowledge, he has created works that are unique and his own, and 
because of this, they will gradually permeate and influence contemporary thought for many generations. It implies 
an almost fantastic degree of integrity and courage to bring so much knowledge and learning to bear upon the 
agonising intricacies of ancient etymologies, and from that narrow point to make prodigious and convincing leaps 
in informed intuition and controlled imagination that will enter into the point of view of early Greeks, Latins, 
Etruscans, Trojans, sufficiently to make understandable obscure passages on forgotten rituals and beliefs.’
Certainly intuition and imagination were present in JK in large measure.

There is much else in this book; it is a record of close family relationships; it shows the brilliant lecturer and 
highly original scholar who failed to receive the official accolade he would have dearly loved: there are glimpses 
of his passionate interest in spiritualism, of which no-one who met JK could fail to be aware, a spiritualism 
through which he even received personal messages from Virgil himself, mostly through the agency of his close 
friend T.J. Haarhoff. It is altogether a uniquely documented and intimate background to Jackson Knight’s 
considerable Virgilian opus, giving a colourful portrayal of this most devoted and inspirational of Virgilian 
scholars.

F. Robertson
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EPICEDIA

Since the last volume of the Proceedings was published the Virgil Society has suffered a double and irremediable 
loss by the deaths of two former Presidents, Mr. F.R. Dale and Mr. Robert Speaight.

Younger members of the Society may not know that the Society was first formed in the gloomy days of the 
Second World War by a group of men and women anxious to preserve the lasting values of Western European 
civilisation, of which Virgil was regarded as a symbolic figure. Among those founder-members was Robert Speaight, 
whose own contribution to the long tradition of Western Europe, as actor, producer and writer, was very 
considerable. To him, as much as to anyone, the Society owed its broad catholic appeal in-its early days, and in 
the days of his Presidency he reminded us unforgettably that Virgil is more than a Latin text preserved for academic 
annotation. His two Presidential Addresses presented with dignity and charm the non-specialist claim to a love of 
Virgil and a sensitive interpretation of the poet as a civilising force. Moreover, at a unique meeting of the Society 
arranged by himself and accompanied by C. Day Lewis and Jill Balcon he delighted an audience with readings from 
Virgil in translation and, as those who were present will remember, transported them in spirit far beyond the drab 
basement-room provided by the City Literary Institute.

In a long and distinguished career as scholar, teacher, soldi,er, headmaster and (some ten years after his retirement 
from the City of London School) temporary lecturer in Classic at King’s College, London, F.R. Dale educated and 
edified generations of schoolboys, students, teachers and many others with a careful attention to the rhythms and 
idioms of Latin literature arid the values of Classical civilisation and endeared himself to the many friends that he 
made by his sincere concern for their interests. His contribution to Latin studies was immense and profound, since 
he was a pioneer in the reform of Latin teaching in this country and persuasively demonstrated how Latin could 
and should be recited. We are fortunate that some of his recitations have been permanently recorded, and equally 
fortunate to have the two splendid Addresses that he delivered to the Society as its President. In the first of these 
he illuminated for us the ‘colour’ of Virgilian poetry; in the second he revealed a deep sympathy for Dido and the 
victims of Aeneas’ quest in Italy. At an advanced age he still adjudicated Classical Association Latin reading 
competitions with a keenness surpassing even that of the competitors, to whom he always gave good advice, and 
still strode with elastic step into the Institute of Classical Studies to attend the Society’s lecture-meetings. and the 
deliberations of the Council. But of all the fine qualities with which he was so richly endowed it is perhaps his 
evergreen alertness and his affectionate good-humour that we shall miss most.

The Virgil Society will be very much poorer for the loss of these two excellent Virgilians and the world at large 
poorer for the loss of two excellent men.

A.J. Gossage
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