
How Changed? Milton, Vida, Vergil,
and a Network of Allusion

David Currell

Emily Wilson asks, amidst a series of vital questions for the study of
literary memory, ‘What happens when a single passage draws on more
than one earlier source?’1 The situation she has in mind involves a fresh
collocation of previously unconnected texts. For example, when Milton’s
Satan exclaims ‘how fallen! how changed’ (PL 1.84), the phrasing brings
together an allusion to Isaiah 14:12 (‘How art thou fallen from heaven,
O Lucifer’) and an allusion toÆneid 2.274–5 (‘quantummutatus ab illo |
Hectore’).2 This famous instance has occasioned some debate over the
distribution of emphasis between the two intertexts – is Isaiah more
important because it comes first, or do Vergil’s words receive more
weight by virtue of their position at a line ending?3 In what follows I will
be focused squarely on the classical material, but one of the things I hope
to show is how ‘how changed’ changed: quantum mutatus had already
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1 Emily Wilson, ‘Quantum mutatus ab illo: Moments of Change and Recognition in Tasso and
Milton’, in Epic Interactions: Perspectives on Homer, Virgil, and the Epic Tradition Presented to Jasper
Griffin, edited by M. J. Clarke, B. G. F. Currie, and R. O. A. M. Lyne (Oxford, 2006), pp. 273–99
(p. 276).

2 Paradise Lost is quoted (as PL) from Alastair Fowler’s second edition (Harlow, 1998). The
Æneid is quoted (asÆn.) from P. Vergili Maronis Opera, edited by R. A. B. Mynors (Oxford, 1969).
Translations are mine unless otherwise noted.

3 Charles Martindale asserts the priority of Isaiah in John Milton and the Transformation of
Ancient Epic (London, 1986), p. 16; Colin Burrow interprets the echo of Isaiah as casting an
ironic light on the echo of Vergil in Imitating Authors: Plato to Futurity (Oxford, 2019), pp. 283;
John Creaser makes the metrical case for Vergil’s primacy in ‘“Fear of change”: Closed Minds
and Open Forms in Milton’, MiltonQ, 42 (2008), 161–82 (p. 162).

277



become a more ‘biblical’ phrase than its Vergilian provenance alone
would suggest. The series of epic imitations of the phrase quantum
mutatus, which in its original context comprises a potent combination of
narrative shock and poetic self-awareness (features liable to attract later
imitators), entered a new phase with Girolamo Vida’s Christiad. Through
Vida, although not only through him, Milton received an already partly
Christianized quantum mutatus. What the Catholic neo-Latin poet
changed so radically from Vergil is changed just as radically by Milton,
but in ways that extend and rely upon the prior network of textual
connections. When Satan makes that first exclamation, he has nothing to
lose but his chains. The chains that keep him in physical bondage he
soon escapes (PL 1.209–13), but his words involve him in chains of
allusion tied to the epic past, to the textual world of Milton’s vernacular,
and to the future of English poetry. I hope to indicate how this is so by
asking a focused version of Wilson’s question: What happens when a
passage draws on multiple earlier sources that are themselves already
linked by allusion?
This species of intertextuality has attracted keen interest from

classicists and early modernists since the 1980s, as well as generating a
range of metaphors (including ‘chains’ and ‘networks’) to help under-
stand it. The editors of a recent collection titled Imitative Series and Clusters
identify it as ‘a very old imitative practice, whose naming is of relatively
recent date’.4 More important than any specific terminology is the
evident utility of keeping two complementary but differentiated terms in
play, felt also by Raphael Lyne in his study of poetic memory, wherein
textual connectedness functions both ‘within a web of items’ and ‘as a
means of getting from one detail to the whole, or back again’.5 The
importance of the concept network/cluster/web for quantum mutatus
will become clear in a later part of the discussion, but I begin by noting
that the role of serial allusion in the poetics of Paradise Lost has been
appreciated since at least 1741:

when a Poet imitates a Description from another Poet, which very
Description has been imitated from a Third, our Pleasure is still the
greater; therefore in this Respect, the Imitations in MILTON are beyond
those in VIRGIL; because he has imitated some Places of VIRGIL which are
Imitations of HOMER.6

4 ‘Editors’ Afterword on Window Reference’, in Imitative Series and Clusters from Classical to
Early Modern Literature, edited by Colin Burrow et al. (Berlin, 2020), pp. 303–5 (p. 303).

5 Raphael Lyne,Memory and Intertextuality in Renaissance Literature (Cambridge, 2016), p. 115.
6 An Essay upon Milton’s Imitations of the Ancients in His ‘Paradise Lost’ (London, 1741), p. 4.

The author’s identity is uncertain.
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This commentator illustrates the point with a Homeric simile concerning
‘ὀρνίθων πετεηνῶν ἔθνεα πολλά’ (‘many tribes of winged birds’, Il. 2.459)
which migrates into a Vergilian simile of ‘multae … aues’ (‘multi-
tudinous birds’, 6.311) and is then developed into the Miltonic ‘total
kind | Of birds’ (PL 6.73–4).
But various sorts of selection and transvaluation can complicate the

linear arrangement and implicit chronological momentum of such a
chain. Richard Thomas’ taxonomic treatment of poetic reference in
Vergil (Thomas eschews the term ‘allusion’ in his essay) introduces the
category of ‘window reference’. This consists, as he defines it, ‘of the very
close adaptation of a model, noticeably interrupted in order to allow
reference back to the source of that model: the intermediate model thus
serves as a sort of window onto the ultimate source, whose version is
otherwise not visible. In the process the immediate, or chief, model is in
some fashion ‘corrected’.7 A poet imitates a passage which is itself
imitative, in such a way as to create new perspective and insinuate
judgement on the tradition being extended.
I offer an example from the major nexus of authors explored in this

essay: Milton, Vida, and Vergil. From the birds to the bees:

Thick swarmed, both on the ground and in the air,
Brushed with the hiss of rustling wings. As bees
In spring time, when the sun with Taurus rides,
Pour forth their populous youth about the hive
In clusters; they among fresh dews and flowers
Fly to and fro, or on the smoothèd plank,
The suburb of their straw-built citadel,
New rubbed with balm, expatiate and confer
Their state affairs. So thick the airy crowd
Swarmed and were straitened; till the signal given,
Behold a wonder!

(PL 1.767–77)

Apian similes are a populous cluster indeed, but those editors of Milton
who single out the ones in the Æneid have good warrant in situational
analogies. Æneas exclaims in envy at the city walls that the Carthaginian
bees are busily raising (Æn. 1.430–8), while Milton’s devilish bees are
shrunk (this shrinkage is the ‘wonder’ of line 777; the simile is also
proleptic of their diminished size) so that they may admiringly enter
just-risen Pandemonium. Later in the Æneid Vergil returns to bee

7 Richard F. Thomas, ‘Virgil’s Georgics and the Art of Reference’, HSCP, 90 (1986), 171–98
(p. 189).
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imagery to describe souls in the underworld: ‘ueluti in pratis ubi apes
aestate serena | floribus insidunt uariis’ (‘as when in cloudless summer
bees settle upon all the flowers of the fields’, Æn. 6.707–8).
Vida, also writing in Latin, takes apes aestate serena in order to describe

his devils in Hell – a verbal link to Vergil and an even tighter situational
link to Paradise Lost:

Incubuere auris, crinitas anguibus alas
obscurum per inane movent terrasque capessunt.
Non tam olim densa sublimes nube per auras
florilegae glomerantur apes aestate serena
nubifugo Borea et madidis cessantibus Austris,
si quando exorta est inter discordia reges
saevaque collatis invadunt praelia signis.

(Riding the winds, through the dark void they beat their wings, bristling
with snakes, and eagerly seized upon the varied lands. So dense a cloud was
never formed aloft by the flower-culling bees, when, in the serenity of
summer, cloud-clearing Boreas and rainy Auster cease to blow, and the
discordant kings of the hives rush into battle with their clashing
standards.)8

The phrase and situation evoke Æneid 6; the military imagery evokes
Æneid 1 (where a battle-line drives off the drones). The situational
parallel to Paradise Lost is emphatic – Satan and his legions mustering in
order to decide what to do next – but the verbal connections much
slighter. Perhaps Milton is picking up signis in ‘till the signal given’, and
perhaps his astrological specification parallels Vida’s use of winds further
to define the season. But a sense of connection and ‘correction’ of Vida
emerges more strongly through omission – it is absences that create
windows. Milton’s bees are concerned with ‘state affairs’ and not royal
wars, in closer homologation with what the Satanic forces are actually up
to. At the end of his first speech, Satan claims to hope ‘To wage by force
or guile eternal war’ (PL 1.121), just as Vida’s Satan declares ‘Nunc tectis
opus insidiis, nunc viribus usus’ (‘Now is the time for covert strategems
and outright force’, Chr. 1.223). In fact, neither intends a military
campaign but will rely on deception and betrayal. But Milton makes the
politic ambiguity in Satan’s rhetoric a carefully managed theme, whereas
the force/fraud antithesis in the Christiad is essentially cliché. In Paradise
Lost it is devils like Moloch, believers in war as a genuine option, who are

8 Marco Girolamo Vida, Christiad 1.227–33, translated by James Gardner (Cambridge, MA,
2009). This text and translation is quoted (as Chr.) throughout. Bold type, here and elsewhere in
the present article, is added to highlight specific verbal connections between texts.
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in fact Satan’s first dupes. Milton’s bee simile provides a subtle hint at the
underlying truth of the situation in Hell, erasing the military action of
Vergil’s bees as a clue to the falsity of the book’s battle preparations. This
effect makes Vida’s amplification of the motif of apian war appear
infelicitous by comparison. The larger-scale construction of a false
prolepsis of battle itself, however, owes a good deal to Vida’s heavenly
muster in Book 5, as a verbal debt confirms: Milton’s ‘for never since
created man | Met such embodied force’ (PL 1.573–4) imitates Vida’s
‘millia quot nunquam nascentum ab origine rerum | visa hominum in
terris coiisse’ (‘Never in the lands of men had so many thousands been
seen together since the creation of the world’, Chr. 5.576–7). More on
this will follow below.
Milton effects a second ‘correction’ of Vida in relation to the lines by

which their bee similes are introduced. These lines (PL 1.767–8 and Chr.
1.227–8) share verbal as well as situational likeness: Milton’s ‘both on the
ground and in the air’ echoes Vida’s reference to ‘auris… terrasque’, but
the wings that sustain the respective devils’ passage between these zones
(and that lead into the comparison with bees) are imaged quite
differently. Vida’s devils move on wings bristling with snakes (crinitas
anguibus alas); they are already monstrous in form, a flock of classical
hybrids (compare Chr. 1.143–5). Milton’s devils are also destined to
undergo serpentine metamorphosis, but as in the case of the gradual
revelation of Satan’s plans Milton is playing the long game. At this early
point in the epic, Milton wishes to preserve an impression of the fallen
angels’ original splendour, so Vida’s snakes are subject to a synaesthetic
metamorphosis: the only trace left by the literal snakes on Vida’s devils’
wings is the ‘hiss of rustling wings’ on Milton’s. The punchline set up by
this hiss arrives only at 10.508.9

The author of the 1741 Essay quoted above judged that ‘secondary
Imitations’ – like Milton’s imitation of Vida’s imitation of Vergil’s bees –
‘ought to have, as well as a Likeness, a due Variation, that, at one and the
same Time, they may gratify our several Dispositions, of being pleased
with what is imitated, and with what is new’ (p. 5). His language of
‘Likeness’ and ‘Variation’ partly foreshadows the relationship between
‘change’ and ‘recognition’ at the heart of Wilson’s account of allusion,
which emerges from her analysis of how Milton alludes to Vergil’s
quantum mutatus.10 Appreciating the networked character of that allusion
adds further complexity and richness to this fundamental dynamic of

9 The remarkably delayed echo of the snaky ‘hiss’ is also noted by David Quint, Inside
‘Paradise Lost’: Reading the Designs of Milton’s Epic (Princeton, NJ, 2014), p. 1.

10 Wilson, pp. 291–6.
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detected likeness and surprising variation at both the narrative and
metapoetic levels. My initial focus is on Vida’s epic as a link in the allusive
chain connecting Milton and Vergil. ‘How changed’ is also a window
reference, one muchmore consequential than the introductory example
for the overall interpretation of Paradise Lost.
Æneas uses the phrase while telling Dido about the visit by Hector’s

shade on the night of Troy’s destruction. Here is the relevant passage
juxtaposed with Vida’s imitation in the Christiad:

in somnis, ecce, ante oculos maestissimus Hector
uisus adesse mihi largosque effundere fletus,
raptatus bigis ut quondam, aterque cruento
puluere perque pedes traiectus lora tumentis.
ei mihi, qualis erat, quantum mutatus ab illo
Hectore qui redit exuuias indutus Achilli
uel Danaum Phrygios iaculatus puppibus ignis!

(Æn. 2.270–6)

(As I slept—There! I dreamed that right before my eyes appeared Hector
in saddest state, weeping profoundly: as he looked when the chariot
dragged him, black with gore and grit, a thong drawn through his swollen
feet. Alas, how he was, how changed from that Hector who returned
bedecked in Achilles’ arms or after casting Trojan flames upon the Greek
ships!)

Heu, quam nato mutatus ab illo,
cui nuper manus impubis omnisque iuventus
occurrit festam venienti laeta per urbem,
perque viam ut regi velamina picturata
arboreasque solo frondis et olentia serta
sub pedibus stravere, deum omnes voce fatentes?

(Chr. 5.858–63)

(Oh, how changed from that son who so recently was greeted on your
arrival in the jubilant city by crowds of youths! Before your feet, as before a
king’s, they laid painted carpets and strewed the ground with fronds, even
as they all acclaimed you a god!)

Around the primary verbal repetition cluster several bases of connection
and contrast:

1. The passages share additional details, including the beards and hair of
Hector and Christ both matted with gore (‘squalentem barbam et
concretos sanguine crinis’,Æn. 2.277; ‘squalentem ut barbam, turpatum
ut sanguine crinem’, Chr. 5.820) and their similarly pierced feet
(‘perque pedes traiectus’,Æn. 2.273; ‘traiectas… pedesque’, Chr. 5.818).
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2. The intensity of each encounter is enhanced by the shocking
difference between present mutilated appearance and a moment of
greatest flourishing (Hector outside Troy and Christ entering Jerusalem).

3. Vida transfers the phrase from the narrative voice of Æneas to the
direct speech of Mary.

4. Relatedly, Vida represents Mary witnessing a present scene: Christ is
suffering before her. Æneas is narrating the past appearance of Hector’s
ghost bearing wounds inflicted posthumously in the further past. This
affects, for example, the implicit time reference of the exclamations:
Æneas’ ‘ei’ belongs to his retelling, Mary’s ‘Heu’ to the dramatic moment
of her recognition.

5. Hector’s tears (Æn. 2.271) are transferred to the Crucifixion’s
witnesses: the distant cedars (Chr. 5.829), St John (5.840), and finally
Mary (5.848).

6. Both passages derive their pathos from a specific focus on the
difference and divide between life and death. Vergil’s representation of
Hector’s posthumous condition is surprising. It seemingly undoes the
work of the Homeric Apollo, who healed Hector’s body after Achilles’
daily atrocities (Iliad 24.18–21). Hector maestissimus is an unsettling
revision of Homer, forcing the memory of Hector’s mortal injuries upon
Æneas (and us) as the final horizon of his death, rather than the
restorative strands of Iliad 24. Vida, in dramatic contrast, presents Christ’s
crucified body in a ghastly immediacy that is nevertheless not final: Mary
(and we) will later see Christ risen and refulgent.

The first two points confirm that Vida’s imitation is close and deliberate;
the rest that it aspires to significant variation. Recognition and change
are aspects of allusion that Vida engaged both in theory and practice. In a
number of essays, Philip Hardie has analysed the imitations (principally
of Vergil) in Vida’s hexameter treatise on poetic composition, De Arte
Poetica, showing how Vida constructs a tropology of imitation from
Vergilian diction and imagery, whereby ‘intertexts are also practical leçons
par exemple of what is being taught’.11 Vergilian lines on themes like theft,
arboriculture, or hairdressing become, through a process Hardie dubs
(in a similar spirit) ‘chopping and changing’, figures for the act of poetic
imitation itself.12 In De Arte Poetica, Æneas’ vision of Hector is adapted to

11 Philip Hardie, ‘Multiple Allusivity in Girolamo Vida’s De Arte Poetica’, in Burrow et al.,
pp. 153–71 (p. 161).

12 Philip Hardie, ‘Virgil’s Catullan Plots’, in Catullus: Poems, Books, Readers, edited by Ian Du
Quesnay and Tony Woodman (Cambridge, 2012), pp. 212–38 (p. 236).
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the act of authorial revision: ‘ecce autem ante oculos nova se fert
undique imago, | longe alia heu facies rerum, mutataque ab illis |
carmina, quae tantum ante recens confecta placebant’ (‘but there before
your eyes a wholly new sight appears – ah, so different a face upon things,
and verses transformed from what seemed so satisfactory when just
composed’, 3.475–7).13 Æneas’ heroic encounter with Hector’s imago is
transformed into a textual (self-)encounter, which is also a demon-
stration of the extent to which meaning can be transformed by
recontextualization (even by rereading under new circumstances).14

Vida uses other material from this episode elsewhere in De Arte Poetica to
describe Vergil as ‘magni exuvias indutus Homeri’ (‘dressed in the spoils
of the great Homer’, 2.551), an image of triumph for the neo-Latin poet
to emulate – by dressing in the spoils of the great Vergil.15 Quantum
mutatus, then, exemplifies the relationship between De Arte Poetica and
the Christiad: the metapoetic potential of the phrase receives recognition
in the didactic text and the effects of recontextualization are dramatically
exploited in the epic.
And the recontextualization is certainly dramatic. Craig Kallendorf has

argued that Vida’s allusive technique takes advantage of specific
Renaissance traditions of reading Christian meaning into Vergil’s
works.16 The allusion to quantum mutatus emphasizes the contrast
between pagan and Christian understandings of the life/death divide
(Point 6 above). Æneas’ experience of shock at Hector’s posthumous
wounds is repeated in Mary’s shock at the spectacle of wounds that will
permanently change humanity’s relationship to the afterlife. But there is
more to the contrast than the delayed reversal of a tragic moment to fit
the teleology of divine comedy.17 Hector, after all, gives Æneas a
redemptive mission, while Christ’s injuries and Mary’s anguish are
horribly and palpably real. Following Kallendorf, we might see the
ultimate implications in a pointed revision of the Æneid’s own
doctrine(s) of resurrection, in which posthumous identity either persists

13 Vida’s Latin is quoted from The ‘De Arte Poetica’ of Marco Girolamo Vida edited by
R. G. Williams (New York, 1976).

14 See Philip Hardie, ‘Vida’s De Arte Poetica and the Transformation of Models’, in Apodosis:
Essays Presented to W. W. Cruikshank (London, 1992), pp. 47–53 (pp. 50–1), and Yasmin Haskell,
‘Conjuring with the Classics’, in A Guide to Neo-Latin Literature, edited by Victoria Moul
(Cambridge, 2017), pp. 17–34 (pp. 31–2).

15 On these passages see Robin Sowerby, The Augustan Art of Poetry: Augustan Translations of the
Classics (Oxford, 2006), pp. 34, 47–8.

16 Craig Kallendorf, ‘From Virgil to Vida: The Poeta Theologus in Italian Renaissance
Commentary’, JHI, 56 (1995), 41–62.

17 On this point, see also Sheldon Brammall’s study of the chain of classical antecedents for
Mary in De partu Virginis (many shared by Vida’s Mary), ‘Virgo laetissima: The Art of Allusion in
Sannazaro’s De partu Virginis’, in Burrow et al., pp. 173–88.
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unchanged in death (as in Book 2) or is cancelled in the cyclical passage
between death and life (as in Book 6).
In the Christiad, the trauma of bodily mortality is central to the first

major episode involving Christ, the raising of Lazarus. Within the
structure of Book 1, Lazarus’ metamorphosis from a ‘misshapen
cadaver’ (Chr. 1.284) is paired symmetrically with another episode of
metamorphosis, the Transfiguration, as in the structure of the epic as
a whole it is paired with the final resurrection of Christ. But the
intertextual connection through quantum mutatus between Vida’s Christ
and Vergil’s Hector engenders greater complexity. The phrase expresses
a dynamic of change and recognition within each epic, but its allusive
reuse also creates a dynamic of change and recognition between the
epics, as the reader grapples with the comparison and contrast of Hector
and Christ. Again, as Wilson argues and as Vida already showed in De Arte
Poetica, quantum mutatus brings questions of intertextuality to the surface
by virtue of its connotations. Indeed, it possesses these connotations in
theÆneid as well. Burrow reads the unexpected and emphatic physicality
of Hector in the Æneid (‘pointedly un-Homeric’ and self-consciously
excluding ‘the conventions of ghostliness’) as a kind of poetic correlative
for Vergil’s imitative relations with the Iliad, Ennius, and Lucretius: ‘Part
of what Virgil is doing in this scene is exorcizing the ghostly simulacrum of
Ennius’Homer as seen by Lucretius from his imitation: he brings Hector
back to life in full carnal substance in order to insist that he is not a mere
imitative simulacrum but a heroic body.’18 An echo of this episode occurs
later, during Æneas’ wanderings, when he encounters Andromache
invoking Hector’s spirit: ‘Andromache manisque uocabat | Hectoreum
ad tumulum’ (‘at Hector’s tomb Andromache was calling upon his
shade’, Æn. 3.304–5). What in effect answers her call is the advent of
Æneas – again someone more corporeal than expected. She hesitates
between judging him real or a ghost: ‘uerane te facies, uerus mihi
nuntius adfers, | nate dea? uiuisne? aut, si lux alma recessit, Hector
ubi est?’ (‘Are you your genuine form, do you come to me as a true
messenger, goddess-born? Are you alive? Or, if your life’s light has
departed, where is Hector?’, 310–12). ‘Where is Hector?’: Andromache’s
intuition that Æneas is a direct link to her husband is apt after the events
of Book 2, but that is because the poet brought Hector strikingly close to
Æneas’ living reality, not because they are both simulacral manes.
Hector’s bloodiness is so disturbing – and so ‘un-Homeric’ – because

of the emphasis that the Iliad places upon his bodily preservation and

18 Burrow, Imitating Authors (n. 3), pp. 123–4; see his fuller discussion at pp. 120–4.
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even restitution. Achilles’ best efforts to mutilate him are thwarted by
Apollo (Il. 24.14–22), and he is presumably returned to Priam, and
buried in the poem’s final lines, as a beautiful corpse. This final image
creates an expectation that Hector’s imago would be unmutilated, as the
image of Patroclus that visits Achilles (the Homeric analogue for the
Vergilian episode) in Iliad 23 is unmutilated. On the Carthaginian mural,
‘ter circum Iliacos raptauerat Hectora muros | exanimumque auro
corpus uendebat Achilles’ (‘Achilles had dragged Hector three times
around Troy’s walls and was selling the dead body for gold’, Æn.
1.483–4). The ekphrasis juxtaposes two pictures of the dead Hector: one
horrific, one sanitized – the depth of Æneas’ groan at this point partly
registers his experiential knowledge of which version of ‘ipsum corpus
amici’ (‘his friend’s corpse’, Æn. 1.486) presents the uera facies.
Bodily wounds andmutilation are an essential part of what Vida retains

and emphasizes in his allusion, starting with the verbal connections
noted in point 1 above. The climactic spectacle of Christ suffering on the
cross is a natural, inevitable feature of a Catholic epic on the Passion. But
this points to an enormous cultural rift between Vida’s allusion and
Milton’s. His Satan and Beelzebub are bowed but unbloodied:

If thou beest he; but oh how fallen! how changed
From him, who in the happy realms of light
Clothed with transcendent brightness didst outshine
Myriads though bright

(PL 1.84–7)

Even using the concept of corrective window reference and recognizing
the value placed upon change in Vida’s own Renaissance art of imitation,
the relevance of the Christiad’s climax to the first direct speech of Paradise
Lost may seem improbable and requires detailed argument. I will argue
that several factors underlie Milton’s sophisticated intertextuality: a
subtle corrective referentiality, a striking poetics of displacement, a
context of cultural conflict, and an extant network of textual allusion and
diffusion.
Vida’s mediatorial role in the poetics of Paradise Lost Book 1 goes well

beyond the Vergilian bee simile.19 Several further connections tie this
book to Vergilian imitations in Books 1 and 5 of the Christiad, where Vida
depicts, respectively, the gathering of Hell’s legions and the muster of

19 It also goes well beyond Book 1: see Quint, p. 128; Estelle Haan, ‘From Helicon to Heaven:
Milton’s Urania and Vida’, Renaissance Studies, 7 (1993), 86–107; Haan, ‘“Heaven’s purest Light”:
Milton’s Paradise Lost 3 and Vida’, Comparative Literature Studies, 30 (1993), 115–36; and Eric
B. Song, ‘Paradise Lost and the Poetics of Delay: Virgil, Vida, Milton’,MiltonQ, 50 (2016), 137–56.
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angels occasioned by the spectacle of the Crucifixion itself. Richard
Bruère coordinates the passage from Vida’s council in Hell in which
Satan appears with a hundred arms, above the other devils on a fiery peak
(‘flammanti vertice supra est’, Chr. 1.147), with two passages from the
Æneid.20 The first is a simile comparing Æneas to the mythical hundred-
hander Ægaeon (Æn. 10.565–7).21 Vida’s ‘centena brachia’ and ‘centi-
manus’ echo Vergil’s ‘centum bracchia’ and ‘centenas manus’, but
Vida attaches the Homeric/Hesiodic monster to a less destabilizing
comparand: the lord of Erebus rather than the Trojan hero. But as
Bruère points out, the closer verbal connection is to a description of
Turnus’ physical eminence at the first muster of native Italians: ‘Ipse
inter primos praestanti corpore Turnus | vertitur arma tenens et toto
vertice supra est’ (‘Turnus with his outstanding physique moves among
the foremost, his weapons drawn and by a full head the tallest’, Æn.
7.783–4). There is a Chimaera on Turnus’ helmet (7.785), a species of
monster shown by Vida just before the description of Satan, to whom
Vida transfers the Chimaera’s fire-breathing (‘efflantem faucibus ignis’,
Æn. 7.786; ‘eructat faucibus aestus’, Chr. 1.149). Milton, like Vida,
compares his Satan to Briareos/Ægaeon (PL 1.199), and like Vida he
adapts to Satan this image of Turnus as leader: ‘he above the rest | In
shape and gesture proudly eminent | Stood like a tower’ (1.589–91).22

This is all relatively neat: two Renaissance Satans are poetically linked
to a mythical monster and to the antagonist of the Æneid. But Bruère
overlooks an even stronger connection in Vida that links Vergil’s Turnus
and Milton’s proudly eminent Satan:

Toto dux vertice supra est,
nuper Iapygii Gargani e vertice Vectus
armipotens, veteris quem quondam gloria pugnae
sublime longeque alios super extulit omnis.

(Chr. 5.578–81)

(Taller by a head than the rest was a leader but recently borne up from the
summit of Monte Gargano, exalted over all the rest by the glory of his
earlier battle.)

This dux is the archangel Michael (whose shrine at Monte Sant’Angelo
sul Gargano in southeastern Italy is the basis for the image in line 579).

20 Richard T. Bruère, review of Mario A. Di Cesare, Vida’s ‘Christiad’ and Vergilian Epic, Classical
Philology, 61 (1966), 21–43 (pp. 23–4).

21 See also on this simile George F. Butler, ‘Satan and Briareos in Vida’s Christiad andMilton’s
Paradise Lost’, ANQ, 20 (2007), 11–16.

22 This allusion was also noted by Davis P. Harding, The Club of Hercules: Studies in the Classical
Background of ‘Paradise Lost’ (Urbana, IL, 1963), p. 45.
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As it continues, Vida’s portrait further adapts the description of Turnus
that contains the anchor-phrase toto vertice supra est. The mythological
adornment of Turnus’ armour is impressively overgone: unlike the
Chimaera in bronze on Turnus’ helmet, Michael shows off evidence of
his personal feat of monster-hunting: ‘nunc etiam spolia edomiti fulvam
draconis | pellem ostentabat’ (‘Now he displayed as his trophy the skin of
the vanquished dragon’, Chr. 5.584–5). Having conquered Satan in this
guise (based on Rev. 12:7–9), the Vergilian image of fire-breathing is
transferred to the gleaming boss on Michael’s golden shield itself: ‘umbo
vomit aureus ignes’ (Chr. 5.597).
There exists a tonal complexity at this moment in the Christiad, but it

does not primarily arise from the possible ethical misalignment between
Michael and Turnus (this is unremarkable in Vida’s poetics, although
Milton may still intend a corrective gesture in reclaiming the bellicose
Turnus as an analogue for Satan). It comes rather from the barely
suppressed comedy of the angels’ ineffectiveness, the irrelevance of the
entire muster. ‘Vida’s abortive war in Heaven is even more of a farce than
Milton’s’, but via the Turnus-Michael-Satan nexus it contributes its
unspent farcical energies to Satan’s parodic muster in Hell.23 Milton’s
Satan towers ‘above the rest’ like Vida’s Michael ‘alios super… omnis’, in
prideful memory of precisely the same war and in alleged anticipation of
precisely the same kind of reprise of the war in Heaven as Michael
imagines.
Connections between Book 5 of the Christiad and Book 1 of Paradise

Lost are evidently multiple and detailed, but it is in the continuation of
Milton’s ‘tower’ passage and its verbal links to Vida’s description of his
crucified hero that the surprising relevance of Vida’s quantum mutatus is
confirmed:

he above the rest
In shape and gesture proudly eminent
Stood like a tower; his form had not yet lost
All her original brightness, nor appeared
Less than Archangel ruined, and the excess
Of glory obscured: as when the sun new ris’n
Looks through the horizontal misty air
Shorn of his beams, or from behind the moon
In dim eclipse disastrous twilight sheds
On half the nations, and with fear of change
Perplexes monarchs. Darkened so, yet shone

23 Philip Hardie, The Last Trojan Hero: A Cultural History of Virgil’s ‘Aeneid’ (London, 2014),
p. 139.
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Above them all the archangel: but his face
Deep scars of thunder had intrenched, and care
Sat on his faded cheek

(PL 1.589–602)

Decor roseo nondum omnis ab ore
cessit, adhuc oculis divinum est cernere honorem;
tantum respersusque genas pallentiaque ora
humectat cruor et mixto cum pulvere sudor
plurimus, infectique rubent in sanguine dentes.
Qualis, qui modo coerulea perfusus in unda
Lucifer astrifero radios spargebat Olympo,
si mundi species violetur clara sereni,
et subita incipiat coelum pallescere nube,
nondum omne occuluit iubar obtusaque nitescit
pulcher adhuc facie et nimbo tralucet in atro.

(Chr. 5.747–57)

(The beauty had not yet left his noble face. You could still see the divine
nobility of his eyes, but his cheeks and pale countenance were dampened
by a profusion of blood and sweat. Even his teeth were red with blood. He
was like the morning star that just now was scattering its rays across the
starry heavens: if the clear and serene sky pales and is blemished by some
sudden clouds, its light is not yet entirely obscured, but still glows
beautifully, though weaker than before, as it shines through the dark
downpour.)

The solar/stellar similes alone are a notable shared element, even
without the special charge ‘Qualis … Lucifer’ possesses in the presence
of its intertext. A few lines later, Milton attributes to Satan ‘Signs of
remorse and passion’ (PL 1.605; emphasis added); it is tempting to read
this as a kind of poetic counter-signature acknowledging the allusion. But
this temptation runs up against formidable hurdles. A change in
application from Christ to Satan is the starkest reversal imaginable
within Christian epic. And Vida as poet of the Passion was, famously, an
example Milton did not follow. ‘Loud o’re the rest Cremona’s Trump doth
sound; | Me softer airs befit, and softer strings | Of Lute, or Viol still, more
apt for mournful things’: these lines, which pay tribute to Vida through a
reference to his birthplace, are from Milton’s early poem ‘The Passion’,
printed in 1645 with a note explaining that ‘the Author … nothing satisfi’d
with what was begun, left it unfinisht’.24 Critics speak of ‘Milton’s

24 ‘The Passion’ andMilton’s sonnets are quoted from Complete Works of JohnMilton, Vol. 3: The
Shorter Poems, edited by Barbara Keifer Lewalski and Estelle Haan (Oxford, 2012).

Translation and Literature 30 (2021)

289



extravagant avoidance of the subject of Crucifixion’.25 The only direct
reference to Christ’s Crucifixion in Paradise Lost is in Michael’s discursive
account of sacred history since Noah. Not even Adam, the internal
audience, is provided a visualization as his instructor ‘all but allegorizes
the physicality of the act away’.26 Nevertheless, there have been some
attempts to discern systematic traces of the Passion in the epic. Joseph
Summers claims it is ‘never far away’ from the representational surface of
Books 11 and 12, and Clay Daniel has composed a Stevensian portfolio of
fourteen ways of seeing crucifixion imagery in Paradise Lost.27

Erin Henriksen has recently advanced a cultural and religious
framework within which to understand not only the presence of such
indirect and fragmentary evidence but also the fact of its indirection and
fragmentation. Within this framework, the evocation of the Crucifixion
through a critical allusion that effects but also draws attention to Milton’s
pointed avoidance of a direct and spectacular representation, becomes
fully intelligible. Henriksen interprets Milton’s non-representational
approach to the Crucifixion as an especially acute instance of the
general movement of post-Reformation Protestant aesthetics in favour of
‘digression, displacement and removal from the center of the text’, ‘the
re-emergence of the displaced or concealed icon’, and ‘displacement
and restitution’ (in terms of rhetorical techniques: metonymy, emenda-
tion, and fragmentation).28 We may now add to this list allusion with
correction: the window references to Vida’s Christiad and Henriksen’s
cultural history provide powerful mutual reinforcement. The overlap in
critical vocabularies is striking: ‘Milton in effect scripts an alternative
passion, one that is in his view more theologically correct and
aesthetically appropriate than those familiar from late medieval
Catholic culture’, using ‘markers within the poems that point to
absences, training the reader to sense that something is missing and to
seek out its reappearance, perhaps in a changed form.’29 There is also
reinforcement between the allusion and other details of fragmentation
or displacement that might suggest crucifixion imagery – for example,
Daniel’s perception of a pun on ‘rood’ (PL 1.196) and the motif of

25 John Rogers, ‘Milton’s Circumcision’, in Milton and the Grounds of Contention, edited by
Mark R. Kelley, Michael Lieb, and John T. Shawcross (Pittsburgh, PA, 2003), pp. 188–213
(p. 190).

26 Colin Burrow, Epic Romance: Homer to Milton (Oxford, 1993), p. 277.
27 Joseph Summers, ‘The Crucifixion in Milton’s English Poems’, George Herbert Journal, 16

(1992/3), 114–25 (p. 119); Clay Daniel, ‘Crucifixion Imagery in Paradise Lost’, Connotations, 8
(1998/9), 153–74.

28 Erin Henriksen,Milton and the Reformation Aesthetics of the Passion (Leiden, 2010), pp. 39–42.
29 Henriksen, pp. 10, 15.
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Satan’s initial immobility except for his head.30 In line with a general
movement of post-Reformation aesthetics, Milton’s specific literary
manoeuvring rejects Vida’s amplification of Vergil’s emphasis on a
broken heroic body, and makes a fixation on these changes an attribute
of Satan. In a stunning poetic condensation, the phrase ‘how changed’
intertextually marks Satan not only as a parody of Æneas but also a
parody of Milton’s Son.31 An extensive parodic relationship between the
Son and Satan has long been recognized.32 Milton’s mapping of a ‘bad
Phaethon’ and ‘good Phaethon’ onto Satan and the Son is an example
that also depends on classical intertexts, as David Quint has shown.33

Daniel notes how the same themes of (lost) radiance actuating Milton’s
allusion to Vida’s ‘Qualis… Lucifer’ passage are present in the parody of
the Ascension underlying Satan’s triumphant return to the throne of
Hell (PL 10.449–52).34 This is a serious form of parody that illuminates
not only Satan’s delusion but also the danger to humankind of false
recognition. The classical heroic plot of conquest and triumph and the
Catholic heroic plot of grotesque bodily suffering and its miraculous
cancellation are simultaneously put into cultural eclipse through
association with Satan. Quantum mutatus chains him to two false
narratives and two sets of false values.
In light of Henriksen’s work, we can return to Michael’s reference to

the Crucifixion in Book 12:

to death condemned
A shameful and accursed, nailed to the cross
By his own nation, slain for bringing life;
But to the cross he nails thy enemies,
The law that is against thee, and the sins
Of all mankind, with him there crucified

(PL 12.412–17)

While Book 1 is saturated with allusions to Vida, Michael’s schematic
interpretation shows no verbal relation to the Christiad whatever. Within
the design of Paradise Lost, however, there is a ring-compositional
symmetry linking this anti-spectacular treatment of the Passion and the

30 Daniel, p. 155.
31 On Satan and Æneas see Katherine Calloway, ‘Beyond Parody: Satan as Aeneas in Paradise

Lost’, MiltonQ, 39 (2005), 82–92; Craig Kallendorf, The Other Virgil: ‘Pessimistic’ Readings of the
‘Aeneid’ in Early Modern Culture (Oxford, 2007), pp. 143–59.

32 For the Son-Satan opposition as fundamental to the mythos and structure of Paradise Lost,
see Neil Forsyth, The Satanic Epic (Princeton, NJ, 2003), pp. 13–14, 276.

33 Quint (n. 9), pp. 76–7.
34 Daniel, p. 165.
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Vida-inflected representation of Satan in Hell (the symmetry in book
position between this and ‘how changed’ would have been even closer in
the 1667 ten-book first edition). Contributing further to this symmetry is
the disfigured former Lucifer’s stirring ‘Awake, arise, or be forever fall’n’
(1.330), which provides an ultimately parodic fore-echo of Michael’s ‘the
stars of morn shall see him rise | Out of his grave, fresh as the dawning
light’ (12.422–3). And as Thomas Festa trenchantly argues, whatever the
orthodoxy of the explanation that follows it, the diction of line 415 – ‘But
to the cross he nails thy enemies’ – creates a troubling impression of, even
an insistence upon, substitutability between the Son and Satan: ‘The
rapidity of the substitution, the massive leap between a mere two lines of
the poem, might just register how swiftly and with what discomfort Milton
turns from the spectacle of the Crucifixion, unfixing doctrine by
accelerating the fluidity of analogy.’35 This is true of the lines in question,
but they are rendered more intelligible by the work done in Book 1
to show the impression of substitutability as participating in the
parodic treatment of Satan and to mount a cultural argument through
intertextuality for the demotion and displacement of the Crucifixion
spectacle.
Finally, some subsidiary and circumstantial arguments may be adduced

for the authenticity of the window reference. The first (and slightest)
relies on counterfactual reasoning. So monumental are Satan’s first
words for literary history that it may be worth explicitly stating that they
are still contingent: Milton could have scripted things otherwise.
Consider: while Book 1 of Paradise Lost includes allusions to books of
the Æneid after the first, and allusions to Book 1 of the Æneid occur
elsewhere in Paradise Lost, Satan’s Vergilian typology is largely established
through parallels between the epics’ respective first books.36 Now, Æneid
1 contains two memorable and pathos-laden instances of the change and
recognition theme: Æneas’ recognition of his mother’s identity (1.327–9,
405–9) and his self-recognition in the Carthaginian murals (1.459–63).37

35 Thomas Festa, ‘Milton and the Stations of the Crux’, MiltonQ, 50 (2016), 241–59 (p. 254).
36 PL 1.1, 4–5 cf. Æn. 1.1; PL 1.125–7 cf. Æn. 1.208–9; PL 1.169 cf. Æn. 1.135ff.; PL 1.310–11,

324–5 cf. Æn. 1.118–19; PL 1.329 cf. Æn. 1.44; PL 1.724 cf. Æn. 1.449; PL 1.768–75 cf. Æn.
1.430–6. See P. H., Annotations on Milton’s Paradise Lost (London, 1695); An Essay on Milton’s
Imitations, 1741 (n. 6); William M. Porter, Reading the Classics and Paradise Lost (Lincoln, NE,
1993), p. 19; Quint, p. 21; and Kallendorf, Other Virgil, p. 152.

37 Milton uses the former at A Maske 145–8 and reserves it for another moment of high
narrative drama in his epic, PL 9.388–90. See also Viola Starnone’s explication of the allusive
networks linking Vergil’s Venus to representations of the Virgin Mary, ‘The Virgin in the Woods:
Virgilian Traces in the Construction of Mary, Mother of God’, International Journal of the Classical
Tradition, 27 (2020), 153–70.
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But the specific phrasing of 2.274–5 held a stronger attraction for Milton
in this moment than the gravitational field ofÆneid Book 1 within which
he was moving.
One should not hang too much on a counterfactual suspension of the

sense of inevitability conveyed by great lines in a canonical poem. How
Milton characteristically uses Vida is more persuasive. Although Haan
does not use the term ‘window reference’, her studies show a tendency
for Milton to introduce reversals where he engages with Vida’s poetry –
much like his ‘correction’ of the bee simile in Book 1. For example,
Haan proposes that Milton explains his ‘sad task’ (9.13) of narrating the
fall in terms that recall Chr. 6.110–20 but with a fundamental reversal: for
Vida, ‘hic gaudia nostra | incipiunt’ (‘Here our joy begins’; 6.119–20),
while Milton announces ‘I now must change | Those notes to tragic’
(9.5–6).38 While phraseologically closer to Vida, Milton here pulls the
sense back towards the common source atÆn. 7.41–5. Something similar
is happening with quantum mutatus: Vida’s dramatic repurposing of the
phrase becomes part of what Milton repurposes in turn. Vergil’s Hector
and Vida’s Christ, changed at or beyond the cusp of the life/death divide,
are the context for understanding the ‘absolute change’ in the just-fallen
Satan’s ontology, ‘reflecting a kind of spiritual death’.39 Milton swerves
situationally back towards the Æneid, yet also evokes the Son (as another
measure of Satan’s inadequacy) via Vida’s own allusion, while controlling
the representational pressure exerted by the crucifixion within Christian
epic tradition.
I have hitherto taken a hermeneutic approach to Milton’s allusion,

supported with reference to the design of Paradise Lost and its post-
Reformation poetics. Steven Minas, synthesizing recent critical efforts,
addresses allusion from another direction, as an aspect of authorial
cognition rather than audience recognition, as something ‘facilitative,
procreant, and practical rather than interpretive’.40 This approach helps
get scholarship unstuck from the objection ‘What historical reader did or
could perceive this purported multiplicity of meaning?’ The centrality of
(re)cognition to this moment in Paradise Lost again makes ‘how changed’
a valuable illustration. Satan articulates an evasion of recognition, first
couching his speech in the subjunctive (‘If thou beest he’), as though
to forestall the implications of Beelzebub’s condition for his own,
and transforming ‘ei mihi’ into ‘If thou beest he’, pointedly avoiding the

38 Haan, ‘From Helicon’ (n. 20), pp. 100–1.
39 Porter, p. 145.
40 Steven Aaron Minas, ‘“The heat of Milton’s mind”: Allusion as a Mode of Thinking in

Paradise Lost’, Milton Studies, 61 (2019), 186–211 (p. 204).
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first-person pronoun. His ego works hard to displace self-consciousness
of his own condition.41 The scene has exemplary force as a represen-
tation of the cognition of resisted recognition. Minas’ approach finds
Milton constantly drawing implicit spaces of allusive possibility and subtly
adverting to both positive/present and negative/absent representational
choices within those spaces. Satan, failed Son, in his first thoughts and
words casts about in allusive space for a heroic paradigm. The whole
speech does this (it is the thematic business of much of Books 1 and 2),
but, crucially, the very phrase ‘how changed’ foregrounds the issue
immediately, its allusiveness outlining a space of possibility crucially
shaped by the negative/absent example of the Son.
The connection forged by Vida between quantum mutatus and Christ’s

passion is further tightened thanks to other neo-Latin poems. A paschal
hymn by Laurentius Massorillus introduces an even more expansive
meditation on Christ’s abjection than appears in Vida with the line ‘Heu
quam dissimilis, quantum mutatus ab illo.’42 In Britain, Alexander Ross’
popular cento Christiad, the final thirteen-book version of which was
printed in 1638, also adapts Æneid 2.274–5 to the spectacle of the
Crucifixion. Ross, in a patchwork of lightly adapted Vergilian lines and
half-lines, describes the indignities and injuries suffered by Jesus before
breaking into authorial apostrophe: ‘Hei mihi qualis erat, quantum
mutatus ab illo | Christo’.43 Reading Ross’ cento entails ‘a constant process
of recognizing the Vergilian source and assessing the varying nature of
the resonance that the original Vergilian context lends to the meaning of
Vergil’s words in their new service to a biblical narrative’.44 It is a
maximally allusive form, with referentiality engrained in the material text
(every page has a column of marginal numbers indicating the Vergilian
books from which the lines derive).
These examples show an imitative network developing from Vida’s

bold imitation of quantum mutatus in Christian epic – a tradition that
would have offered further motivation for Milton’s extravagant act of
seriously parodic correction. The tradition was sustained by writers
cognizant of Milton. Joseph Addison makes fascinating use of quantum
mutatus in his youthful Resurrectio Delineata ad Altare Magd. Coll. Oxon.

41 See Wilson, pp. 291–9; John K. Hale, Milton’s Languages: The Impact of Multilingualism on
Style (Cambridge, 1997), p. 137; and Forsyth, p. 81, who draws attention to a parallel evasion of
self-address in the co-present allusion to Isaiah 14:12.

42 Laurentius Massorillus, Aureum sacrorum hymnorum opus (Foligno, 1547), p. 18.
43 Alexander Ross, Virgilii evangelisantis Christiados libri XIII (London, 1664), p. 364.
44 J. Christopher Warner, The Augustinian Epic, Petrarch to Milton (Ann Arbor, MI, 2005),

pp. 142–3.
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(‘The Resurrection Depicted Near the Altar of Magdalen College,
Oxford’):

circum tranquillae funduntur tempora flammae,
regius ore vigor spirat, nitet ignis ocellis,
plurimaque effulget maiestas numine toto.
quantum dissimilis, quantum o! mutatus ab illo
qui peccata luit cruciatus non sua, vitam
quando luctantem cunctata morte trahebat!

(56–61)

(Tranquil flames are poured about his temples, a kingly vitality breathes in
his countenance, fire shines in his eyes, and the greatest majesty beams in
all his divinity. How different, o how changed, from him who by his
crucifixion atoned for sins not his own when he dragged out a struggling
life with death delaying!)45

Addison’s poem is an ekphrasis of a chapel mural showing the Last
Judgement. Here he directs our gaze from the grisly representation of
bodily resurrection – restitched but wounded, the people are somewhere
between ‘imago’ (45) and ‘cadaver’ (48) to Christ at its centre. The
radiance of the judge replaces the horrors of judgement. The terror of
the judged remains at the base of the mural, but Addison in the poetic
medium compounds the sense of superimposition by evoking the visually
absent time and place of the crucifixion. The quantum mutatus locution
stresses the glorious change from Golgotha. Haan (p. 113) demonstrates
how Addison’s poem performs a ‘linguistic resurrection’ of Vergil,
adapting aspects of Æneid 6 to Christian eschatology. The allusion
through ‘quantum o! mutatus ab illo’ to Vergil’s pitiable Hector,
wounded like the bodies below Christ, is profoundly reversed. Haan
adduces (p. 115) Paradise Lost 1.84–7, and I will soon offer reasons to
think that this association would be strong for Addison as well. But
Addison has the Christiad principally in view, and the larger analogy to
Milton lies in Addison’s repetition of Milton’s bold reapplication:
Addison applies the phrase to Christ, includes a reference to the scene
in Vida indexed by quantum mutatus, but transfers the allusion to Christ’s
final change, placing it at the last available point in the Christian
narrative, as if definitively to transform the sense to a change from worst
to best. This final example shows how, across an allusive chain, a shared
phrase becomes multidimensional: classical and Christian themes and
Latin, English, and neo-Latin texts participate in a linguistic resurrection
that calls for meticulous critical judgement.

45 Text and translation from Estelle Haan, Vergilius Redivivus: Studies in Joseph Addison’s Latin
Poetry (Philadelphia, PA, 2005), pp. 166–7.
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The story could end here, and before the digital age it probably would
have. The advent of large databases of digitized texts, however, affords an
additional approach to quantum mutatus and helps to clarify the horizon
of semantic expectations the phrase or its translation would have had in
Milton’s day. Mymethodological pivot at this juncture is guided by Daniel
Shore’s illuminating study of the phrase ‘Was it for this’.46 Shore recounts
the history of critical efforts to assemble an allusive chain behind
Wordsworth’s use of the phrase in The Prelude, but only to demonstrate
the parochial nature of that search by showing that the ‘network of
diffusion’ through which this phrase has echoed in print comprises
thousands of texts. The category ‘commonplace’, Shore argues, has often
served to occlude the multiple agencies and mechanisms that propagate
linguistic forms through print (pp. 72–3), but ‘digital tools allow us to do
justice to the plurality, materiality, and irreducible heterogeneity of
literary influence’ (p. 64). These tools fundamentally change the critical
perspective upon text reuse, and the critical work itself: ‘Constructing a
network of diffusion requires that scholars spend labor not on discovery
but on arrangement, placing the discovered uses, so far as possible, into
relation with one another’ (p. 85). Shore’s procedure – searching for
occurrences of a given phrase in the Early English Books Onine (EEBO)
and Google Books databases, and working to map patterns and
connections – can be fruitfully applied to quantum mutatus, yet the
results of this labour of arrangement modify some of his general
conclusions. Our respective studies illustrate the very ‘dissimilitude in
similitude’ that Shore finds at the heart of literary influence (p. 85).
EEBO comprises digitized images of extant works from 1473 to 1700

printed in England, Scotland, Wales, and Ireland, and works in English
printed elsewhere, including searchable transcriptions for a large and
increasing proportion of these texts.47 Its precise scope matters,
especially when searching for a non-English phrase. The vast majority
of printed Latin works read in England in this period were manufactured
in continental Europe. This includes almost all editions of the classics,
including Vergil, reference works in which quantum mutatus appears with
various functions, and works in which continental writers use the phrase.
These will not be captured in an EEBO search, and since, on a fair

46 Daniel Shore, Cyberformalism: Histories of Linguistic Forms in the Digital Archive (Baltimore,
MD, 2018), pp. 63–97.

47 For a concise but thorough introduction to the history, scope, and use of EEBO that goes
into greater detail on some of the critical issues flagged in this paragraph, see Erica Zimmer and
Meaghan Brown’s entry ‘Using Early English Books Online’ within the Folgerpedia reference
resource <https://folgerpedia.folger.edu> (accessed 1 July 2021).
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hypothesis, most instances of quantum mutatus will appear in Latin
contexts, the results will be quantitatively restricted. The greater error
rate in human and machine transcription of Latin as opposed to English
words is an additional factor to bear in mind in evaluating results
returned for a Latin phrase (and texts with a high proportion of non-
English matter may be deprioritized for transcription in the first place).
Supplementation with Google Books widens the range of results only
minimally, for reasons related to the design, implementation, and legal
status of that project. What a critically aware use of these databases
produces, then, is not a complete map of quantum mutatus in every
(extant, printed) book, but a more delimited set of texts that in practice
may be equally valuable: texts in English (or bilingual texts including
English and Latin) that show how anglophone writers for publication
used Vergil’s phrase for its power as a commonplace or allusion prior to
the appearance of Paradise Lost.
Excluding multiple editions and reprintings with changed titles, close

versions of the phrase ‘quantum mutatus ab illo’ occur in sixty-four texts
in the EEBO database printed before 1667. Sixty-four is not thousands:
the scale of the relevant textual network stretches significantly beyond
epic, but constitutes a much more limited and tractable diffusion than
exists for the ubiquitous ‘Was it for this’. Indeed, although the authors
represented include the famous (Robert Burton, Thomas Browne) and
the unknown (some texts are literally anonymous), the impression is not
of a phrase whose repetition is everywhere and source nowhere, but of a
Vergilian tag that has acquired an evolving applicability to a diverse but
well-defined set of rhetorical occasions. Here is one potential mapping of
the textual diffusion (the number of texts per category is given in
parentheses):

1. Reference works: thesaurus, rhetorical manual, collection of adages,
and Latin phrasebook (4)

2. Poems or anthologies: epigram title, neo-Latin elegy, moralizing
poem on the seasons, long religious poem, Latin dedicatory verses to
John Bulwer’s Anthropometamorphosis (7)

3. Religious or moral works: sermons, treatises on sin or grace, Burton’s
Anatomy, biblical exegeses, works of sectarian justification (22)
4. (An adjunct or subset of the above): texts addressing bodily decay
and death (4)

5. Controversial prose addressing primarily literary (3), ecclesiastical
(14), or political/military (9) contexts

6. An epigraph to John Clavel’s 1628 Recantation (1)
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The earliest texts are Thomas Cooper’s Thesaurus (1578) and
Abraham Fraunce’s Arcadian rhetorike (1588). The former drily explains
the semantics, the latter gives Æn. 2.274–5 as an illustration of an
exclamation communicating ‘pitie and commiseration’.48 The logical
and affective dimensions blend in Draxe’s Treasury of Ancient Adages
(1616), where ‘Quantummutatus ab illo est’ is matched to the concept of
degeneration in general.49 An Index Adagiarum was appended to some
early modern editions of Vergil, which may have been a vector of
transmission into broader and more selective collections; such indices
were effectively phrase lists, closer in content (if not organization) to a
work like Clarke’s Phraseologia puerilis (1638) than Draxe’s Treasury.50

Reference works present quotations for the express purpose of their
reproduction and may have been drawn on by the writers of the several
sermons in which quantum mutatus appears. In one instance we can
suspect a more immediate transmission: Drant’s Lent sermon, The royall
guest (1637) gives the erroneous marginal attribution ‘Aenead.lib.1’ – an
error duplicated in the last of Willan’s Six sermons (1651).51

These sermons are representative of the largest pattern in the diffusion
of quantum mutatus: its usefulness to religious andmoral authors. And the
dominant context to which Vergil’s phrase is applied is the Fall:

When man was first created, as diuine vertues adorned his minde, so
glorious maiestie & beautie shined in his face and shape: but through his
fall, the ornaments of his soule were defaced, and by the same the
seemlinesse of his bodie was deformed, quantum mutatus ab illo? He that
had seene Adam in Paradise, and afterwards met him in the vast fields,
would neuer haue knowne him to be the same man.52

Denison’s description of Adam ‘defaced’ beyond recognition from the
shining beauty of his original state anticipates the situation of Milton’s
Satan and Beelzebub. The physical degeneration of fallen human beings,
subject to death, comes into special focus in certain of these texts, to the
point where Browne implies it is nearly cliché as he meditates the shame

48 Cooper, Thesaurus linguae Romanae & Britannicae (London, 1578), sig. Llll3v: ‘Mutatus ab
illo, id est dissimilis. Virg. Farre vnlike’; Fraunce, The Arcadian Rhetorike (London, 1588), sig. F2r.

49 Thomas Draxe, Bibliotheca scolastica instructissima. Or, A Treasury of Ancient Adagies (London,
1616), sig. C5r.

50 John Clarke, Phraseologia puerilis, Anglo-Latina (London, 1638) prints parallel columns of
Latin and English, serendipitously ordered; ‘Quantu[m]mutatus ab illo? |How is he changed?’ sits
between ‘Ne diutius teneam. | To be short’ and ‘Tesseram dare. To give a watch word’ (sig. F1r).

51 Thomas Drant, The Royall Guest (London, 1637) sig. C4v; Edward Willan, Six Sermons
(London, 1651), sig. A2v.

52 John Denison, A Three-Fold Resolution, verie necessarie to Saluation (London, 1608), sig. E4r-v.
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which ‘left me willing to be swallowed up in the abysse of waters, wherein
I had perished unseene, unpitied, without wondering eyes, teares of pity,
Lectures of morality, and noone had said, Quantum mutatus ab illo!’53

‘Man’ – either Adam or the generic human – remains the subject of this
theme across most of the corpus (as in the opening to Burton’s Anatomy),
but in one text Satan himself features prominently:

And yet Satan at the first will perswade vs, that we need not make such great
account of such small sinnes, such veniall sinnes… so Satan will make euery
veniall sinne mortall; and each mortall sinne irremissible: O quantum
mutatus ab illo Hectore!

O how is he, and how are our sinnes now changed? he that was an Angell
of light, to perswade vs vnto sin, is now become a Diuell of darkenesse.54

In short, the network of diffusion shows the development of a textual tie
between ‘how fallen’ (Isaiah’s Lucifer) and ‘how changed’ – and ‘how
changed’ specifically in the form of the Vergilian quantum mutatus.
Through this extra-epic network of diffusion, quantum mutatus again
reaches Milton as already Christianized.
In polemical tracts, individuals are charged with personal fallings-off

with the same tag that condenses humanity’s fall. Spanning controversies
in several domains, there is a large class of uses that mimic surprise at self-
contradiction or hypocrisy in an adversary. Prynne uses the phrase in two
texts, and it is easy to imagine it on his lips on many unrecorded
occasions.55 This is the dominant context for the phrase in literary,
political, and ecclesiastical controversy. Close to the first publication of
Paradise Lost, one royalist writer activates a tragic rather than sarcastic
dimension, in a passage that may be a sardonic rejoinder to Milton’s
urging of national dignity in The Readie and Easie Way (1660): ‘O England,
England. Hei mihi qualis erat! quantum mutatus ab illo! How is thy fame
besmeared! and thy honour laid in the dust! Once the envy of the whole
world for the glory of thy Laws, and Religion, now become a by-word, and
a laughing-stock to all Nations.’56

53 Thomas Browne, Religio Medici (London, 1642), sig. E7r. Christoph Pezel, In primum librum
Mosis qui inscribatur Genesis Commentarivs (Neustadt, 1599), sig. D7v, uniquely attributes the cliché
to God in commenting on Gen. 3:9.

54 Gryffith Williams, Seuen Goulden Candlesticks houlding the Seauen greatest Lights of Christian
Religion (London, 1624), sig. E5r.

55 William Prynne, Histrio-mastix (London, 1633), sig. B2v, and A True and Full Relation of the
Prosecution, Arraignment, Tryall, and Condemnation of Nathaniel Fiennes (London, 1644), sig. K3r.

56 Cimelgus Bonde, Salmasius his Buckler (London, 1662), sig. E2r; for the Miltonic passage
that Bonde may be parodying see Complete Works of John Milton, Vol. 6: The Vernacular Regicide and
Republican Writings, edited by N. H. Keeble and Nicholas McDowell (Oxford, 2013), pp. 484–5.
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I have called an aspect of Milton’s allusion ‘parodic’. Satan’s speech is
not one of those moments of Paradise Lost that directly evokes the satirical
vigour of Milton’s polemical prose, but ‘how changed’ opens a small
window back onto that milieu, faintly conjuring a tone of jest or jeremiad
that, in Satan’s own mouth, self-mocks and self-mourns. The parodic
contrast between Milton’s Satan and Son, conditioned by Christian
neo-Latin precedent, that I read into ‘how changed’ perhaps gains
further warrant in the minority of prose texts that adapt quantum mutatus
to a change for the better. ‘The Spirit worketh us in a new mould,
Mutatus ab illo Hectore’, writes one preacher, while another anticipates
Addison in promising Christ will ‘returne a Iudge, who dyed to be
knowne a Iesus? O quantum mutatus ab illo! Great difference betwixt his
first, and the state of his second Appearance.’57 This is a moment of
significant convergence between the genres of sermon and epic –

probably independent rather than mediated (Craven’s sermon precedes
Ross’ bestselling cento). The phrase can also figure change for the better
in the individual sinner. Clavel’s Recantation, a highwayman’s verse
justification of clemency from Charles I, carries two epigraphs, ‘Ego non,
sum, Ego.’ and ‘ – Quantum mutatus ab illo?’58 The first (deriving from St
Ambrose) is also paired with the Vergilian phrase in sermons by Willan
(‘I am not I’) and Wilkinson: ‘The child of God saith, Ego non sum Ego –
Quantum mutatus ab illo! Ther’s a reall change for the better, a work of
grace wrought on the soule.’59 A redemptive grace note sounds against
the strong general association of the commonplace with individual or
collective degeneration.
The digital archive yields a rich contextualization of quantum mutatus

before Milton’s ‘how changed’. But it also shows the change wrought by
‘how changed’ itself. The earliest relevant attestation of the exact phrase
‘how changed’ is in fact a translation of Æneid 2 by John Vicars (1632).
But it is not yet a ‘standard’ translation, as a brief survey indicates: ‘Quhat
ane was he, how fer chaugit from ioy | Of that Hector’ (Douglas); ‘Ay me.
what one: that Hector how unlike’ (Howard); ‘Woa me God, how greatly
was he chaunged from that o[f] Hector’ (Stanyhurst); ‘Alas to thinke
how sore beraied, how from that Hector sore | He changed was’ (Phaer);
‘Oh, how unlike that Hector, he, who after all his toyles’ (Wroth); ‘Ah!
how much chang’d, how from thatHector’ (Ogilby); ‘O how transform’d?
| Howmuch unlike thatHector’ (Denham); ‘ah how he was | Transformed

57 Samuel Gardiner, The Way to Heauen (London, 1611), sig. D1v; Isaac Craven, Gods Tribunal
and Mans Trial (London, 1631), sig. F3v.

58 John Clavel, A Recantation of an Ill Led Life (London, 1628), title page.
59 Willan, sig. A2v; Henry Wilkinson, Three Decads of Sermons (London, 1660), sig. Aa3r.
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from that Hector’ (Harrington). Milton’s phrasing in Paradise Lost hews
as literally to the words ‘quantum mutatus ab illo’ as any translator,
more literally than most, and the obvious reason for this is that he is
making an interlingual allusion: the phrasal similarity aids recognition
across the change of language. That it was so recognized is evidenced
by a high degree of standardization among Latin translators of Paradise
Lost, at least three of which antedate P.H.’s recording the allusion in his
Annotations (London, 1695; see n. 37). J.C. (1686) and William Hog
(1690) both give ‘quantum mutatus ab illo’, as do eighteenth-century
translators Michael Bold (1702), Joseph Trapp (1741), and William
Dobson (1750). The only other instance of ‘how changed’ before
Paradise Lost is in a 1646 text by John Suckling, in a context (the
resurrection of the body) well represented in the above mapping of
quantum mutatus as commonplace.60 This evidence suggests that Paradise
Lost establishes ‘how changed’ as an English equivalent of quantum
mutatus, that it was quickly adopted as such, and that the locution
remained generally confined to verse.
EEBO attestations to 1700 are extraordinarily uniform in this respect:

every one of the thirteen uses (in addition to editions of Paradise Lost) are
in poems by poets with an eye on Milton or on one another. A fresh,
vernacular allusive chain depends from Milton’s translational allusion.
Listed, the poems show considerable variety with respect to genre, but
Miltonic affiliations are evident.61 We find several verse tragedies, a
topical poem, an ode, biblical paraphrases, a Hudibrastic burlesque, an
epistolary poem, a satire, and a historical poem. Within this network,
Dryden plays a pivotal role. He repurposes the words of Milton’s Satan
both in his play The Conquest of Granada and his adaptation of Paradise
Lost, The State of Innocence. In the latter, Dryden rather demotes the phrase

60 John Suckling, Fragmenta aurea (London, 1646), sig. H2v: ‘Who knows but these unsightly
parts shall remain for good use, and that putting us in mind of our imperfect estate here, they
shall serve to increase our content and happiness there? What kind of thing a glorified body
shall be, how chang’d, how refin’d, who knowes?’

61 John Dryden, The Conquest of Granada (London, 1672), sig. S1v; Dryden, The State of
Innocence and Fall of Man (London, 1677), sig. B1v; Anon., The Misfortunes of St. Paul’s Cathedral
(London, 1678), sig. A4r; Mr Whitaker, The Conspiracy (London, 1680), sig. E3v; C. Saunders,
Tamerlane the Great: A Tragedy (London, 1681), sig. E1r; John Oldham, ‘David’s Lamentation for
the Death of Saul and Jonathan, Paraphras’d’, in Poems (London, 1683), sig. E3v; Richard
Goodridge, The Psalter (Oxford, 1684), sig. E8v; John Dennis, ‘The Triumvirate’, in Poems in
Burlesque (London, 1692), sig. B3r; T.R., ‘The Feign’d Innocence’, in A Posie for Lovers (London,
1694), sig. C4v; T.R. [attrib.], ‘Ecebolius Britannicus’, in The Loyal and Impartial Satirist (London,
1694), sig. C2v; Charles Hopkins, Pyrrhus, King of Epirus: A Tragedy (London, 1695), sig. E3r;
Anon., Fidelis Achates (London, 1699), sig. F4r; Richard Blackmore, A Paraphrase on the Book of Job
(London, 1700), sig. C1v.
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(his Lucifer opens with ‘Is this the Seat our Conqueror has given?’),
although it remains part of the drama’s first speech:

If thou art he: but Ah! how chang’d from him,
Companion of my Arms! how wan! how dim!
How faded all thy Glories are! I see
My self too well, and my own change in thee.62

Dryden’s Lucifer, apprehending his fallen companion Asmoday, directly
draws the implication for his own condition insinuated more subtly into
Satan’s discourse to Beelzebub.63 The peculiar suitability of this
formulaic apostrophe to neoclassical tragedy is enhanced by its
thematization of the Aristotelian elements of peripeteia (change) and
anagonorisis (recognition).
One excerpt from the digital archive captures this kind of reflexive

thematic richness especially well. In the preface introducing his version
of Book 6 of theÆneid, John Boys apologizes for presenting Vergil in the
vernacular, but dares to hope the change is not so great that his readers
will find the poem unrecognizable (like Vida’s labouring poet returning
to the task of revision), that ‘there is not such a – tantum mutatus ab illo.
But that some glimpses, some lines and features will discover the
Original.’64 Boys’ minor change to the original (tantum for quantum)
prepares for the wholesale linguistic metamorphosis of translation but
also performs the return to that original on which he sets his hopes. The
Latin quotation illustrates the Vergil that might be glimpsed through an
English phrase like Milton’s ‘how changed’.
Shore does away with origins. The idea that ‘hoc erat … quod’ (Æn.

2.664) can be described as the ‘source’ of ‘Was it for this’ does not survive
his network analysis: that phrase is everywhere and its origin nowhere.
The network of quantum mutatus offers a radically different picture: it
keeps its Latin form, and sometimes a further explicit anchor to the
Æneid (such as a marginal annotation), in English print. We have seen
that Milton is not the first to associate ‘how fallen’ and ‘how changed’.
Here I agree that the question of ‘first’ is a chimera. Unlike the
dubious identification of Vergil as the true original of ‘Was it for this’,
however, quantum mutatus remains tightly bound to the Vergilian

62 Dryden, sig. B1r, B1v.
63 Dryden, in The Works of Virgil (London, 1697), evades the phrase altogether in his later

translation of the Æneid: ‘Unlike that Hector, who return’d from toils | Of War Triumphant, in
Æacian Spoils’ (sig. Ff3r). ‘Unlike’ feels underwhelming, but is Dryden at pains not to ‘do
Milton’ this time?

64 John Boys, Æneas his Descent into Hell (London, 1660), sig. A2r-v.
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author-function even as it accumulates Christian connotations through
recontextualization.
Tracing the network of diffusion has multiplied the historical

meanings and connotations available through the repetition of Vergil’s
words, but has also augmented their specificity and materiality. The
excursion into print history only magnifies the impression of Milton and
his allusion as a cardinal node. And so I close with a return from the
wider network to Milton’s poetics – and one more neo-Latin intertext.
In reading Milton, writes Gordon Teskey, ‘we have the feeling of the
material of epic being taken … from a language that has already been
cultivated by artifice’, a language that is ‘twice made’.65 But at 1.84–7 the
manifold makeovers of quantum mutatus are both the figure and the
ground of the verbal texture. Although I have argued for the special
relevance of Vida, whose linguistic repetition of Vergil transfers quantum
mutatus into Christian epic, a more overt instance of twice-making this
episode of the Æneid precedes the Christiad. Maffeo Vegio’s 318-line
Astyanax (1430) revisits the catastrophe narrated by Æneas in Book 2 of
the Æneid with a focus on Hector’s wife Andromache and their son
Astyanax. Vegio has the goddess Venus appear as the dead and mutilated
Hector to command Andromache to save Astyanax from the Sack of Troy.
Vegio condenses the sequence of visitations that Vergil’s Æneas receives
in Book 2. Vergil’s Hector gives Æneas his escape mission, then Venus, in
her own person, returns him to it, and finally his wife Creusa gives her
posthumous blessing. Vegio’s Venus visits Andromache asHector’s shade
– and as, therefore, the spouse who flies embrace (Ast. 144).
Vegio does not reuse quantum mutatus, yet literary change (here, of

genre) is vitally at issue in his adaptation and other noteworthy verbal
connections to theÆneid abound.66 Venus’ descent from Olympus is the
central episode of the epyllion, both in its placement and its significance:
it is anticipated in advance and recalled in retrospect. Vegio’s Ulysses,
the villain of the piece, claims he is haunted by thoughts of the boy as
a potential avenger: ‘Ecce animum subit et nimium me terret imago |
Hectoris’ (‘See how the image of Hector slips into my thoughts and
redoubles my fear’, Ast. 54–5). The phrase ‘imago Hectoris’ foreshadows

65 Gordon Teskey, Delirious Milton: The Fate of the Poet in Modernity (Cambridge, MA, 2006),
p. 127.

66 ‘Tempus erat quo noctem oriens aurora fugabat’ (Astyanax 128), cf. ‘Tempus erat quo
prima quies mortalibus aegris’ (Æn. 2.268); ‘induitur’ (Ast. 130), cf. ‘indutus’ (Æn. 2.275);
‘maestus fletu madens’ (Ast.133), cf. ‘maestissimus … largosque effundere fletus’ (Æn. 2.270);
‘squalentiaque ora’ (Ast. 134), cf. ‘squalentem barbam’ (Æn. 2.277). Text and translation of
Astyanax are from Maffeo Vegio, Short Epics, edited and translated by Michael C. J. Putnam with
James Hankins (Cambridge, MA, 2004).
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Andromache’s vision even as it applies figuratively to Astyanax as sharer
in his father’s blood and talismanic status for Troy. After her child’s
death, Andromache exclaims ‘Hi sunt praeterita fletus quos nocte
ferebat | coniugis umbra nimis mihi cognita’ (‘These are the sorrows
which the shade I well recognized of my husband brought to me during
the night now past’, Ast. 301–2). The tragic pathos of this cry lies in her
ironicmisrecognition of the visitation – she has not even enjoyed genuine
contact with her departed husband.
Even as Vegio carefully repeats the Æneid, then, this last emphasis on

Andromache’s delusion allows the Astyanax to be read as a kind of anti-
Æneid, or Æneid of defeat. Vegio narrates events that, though they
chronologically succeed and concludeÆneas’ account of the destruction
of Troy, nevertheless recapitulate the overall course and specific details
of Vergil’s poem. But this epyllion drives relentlessly towards catastrophe.
Focalizing the fall of Troy through Andromache and Astyanax instead of
Æneas and Ascanius gives implicit expression to the then-emergent
‘pessimistic’ reception of the Æneid.67

The theme of repetition at the episodic or structural level is essential to
Milton’s own brief epic. Satan’s first speech to his consistory in Paradise
Regained circles back to the same bitter memories that invade the newly-
woken mind of Satan in Paradise Lost. By the time of Paradise Regained, he
has clawed his way again to a tolerable eminence as prince of the powers
of the air – ‘For much more willingly I mention Air, | This our old
Conquest, then remember Hell’68 – but Jesus’ baptism brings back that
excruciating moment of recognition, prone on the flood, as a new test of
recognition provokes a new crisis:

His first-begot we know, and sore have felt,
When his fierce thunder drove us to the deep;
Who this is we must learn, for man he seems
In all his lineaments, though in his face
The glimpses of his Fathers glory shine.

(1.89–93)

Those scars that in Paradise Lost interfered with recognition, perceptually
and psychologically, sting afresh at the thought that their agent of
infliction has returned to bruise their heads. Satan’s syntax is again
hypothecating and concessive: then ‘if’ and ‘but’, now ‘seems’ and
‘though’. That space of grammatical imprecision is the space of cognitive

67 See Kallendorf (n. 31), pp. 41–2, on Vegio’s Supplementum.
68 Paradise Regained, 1.45–6; Complete Works of John Milton, Vol. 2: The 1671 Poems, edited by

Laura Lunger Knoppers (Oxford, 2008).
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self-deception in which the action of the poem takes place. It is mirrored
by Jesus’ own challenge to recognize himself. The motif of quantum
mutatus expands into a drama of identity, encompassing both self and
other, sufficient to sustain four books. Milton opens with a simul-
taneously pseudo-Vergilian and self-alluding gambit in Paradise Regained
(‘I Who e’re while…’, 1.1, imitating the ‘Ille ego, qui quondam’ of some
Æneid manuscripts); the Old Enemy similarly echoes his old self as he
wonders how changed this new Son might be from the old. The allusive
chain running through Christian neo-Latin that Milton joined in Paradise
Lost glows like a distant but ascendant constellation over Milton’s
foregrounding of the life of Jesus. Whereas Vida’s Mary uses Æneas’
words to cope with the momentary crisis of recognition created by
Christ’s abject body, Satan’s speech establishes the temporal bounds for
Paradise Regained as the time it will take him to recognize the Incarnation.
In the event, Jesus resolves the mystery of his identity through verbal
repetition. His lapidary ‘Tempt not the Lord thy God’ (4.561) functions
at its moment of utterance as the revelation of divine identity (cease to
tempt me who is God), as Satan finally recognizes.
I have used many figures – preeminently the chain and the network –

to compose a picture of Miltonic allusion. Returning a final time to
Vergil’s quantum mutatus, I foreground the figure of the ghost. In
Teskey’s words, the very diction of Paradise Lost is ‘one of images and
shadows from earlier poems being preserved only so long as it is
necessary to see that they have been canceled’.69 I have similarly read the
articulation of ‘how changed’ among fragmented and conditional
phrases as registering Satan’s effort to think through the archetypes of
heroic tradition. Flickering across the screen of his consciousness are
haunting emanations projected from Milton’s mind in poetic motion.
Both strive in their different ways to evade a specific vision of the Son;
Milton recognizes his striving and accommodates it within the design of
his epic. The unseen ‘human face divine’ (PL 3.44) is also at issue in his
Sonnet ‘Methought I saw my late espoused saint’. John Davie has
sensitively explored two Vergilian subtexts in this poem. AtÆn. 2.588–92,
Venus appears in glorious light and grants Æneas the special gift of
seeing the other gods at work. At 2.790–4, Æneas meets Creusa’s ghost,
fails to embrace her, and she departs ‘simillima somno’ (‘just like a
dream’, 2.794). Davie reveals the ‘classical pathos’ this adds to the final
line, ‘I wak’d, she fled, and day brought back my night’, tempering the

69 Teskey, p. 127.
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Christian optimism of the poem.70 It is easily overlooked that Milton
delays reference to sleeping and waking until this final moment: a
bravura postponement of the volta. The speaker’s sleeping state brings in
the third vision of Book 2 of the Æneid: Hector’s appearance ‘in somnis’
(2.270). The very opening words of the sonnet participate in the allusion.
‘Methought I saw’ recalls ‘uisus adesse mihi’ (Æn 2.271), the already
allusive phrase with which Vergil’s Æneas introduces his vision, and
reproduces the semantic doubleness of uisus (‘was seen’ and ‘seemed’)
in ‘Methought’ and ‘I saw’.71 The sonnet, that is, further condenses
Vegio’s earlier condensation of the Vergilian visions before a mourning
spouse on the opposite side of the life/death divide. The restraint
exhibited by the poem at the level of form only heightens its pathos, as
the poet rues the constraints of embodiment at the level of narrative. The
delicate concision of its allusions to epic and tragedy interpose neither
distance nor monumentality; they are expressive of Milton’s mode of
thought as those thoughts define and protect the intensity of Milton’s
feeling. In the face of the meaning of separation from a dead beloved,
shadows of earlier poems are preserved only so long as it is necessary to
keep a vision alive, before flitting away like ghosts and dreams. Milton
notoriously does not call his wife’s name. His recognition remains private
and allusive; full vision awaits a further change.

American University of Beirut

70 John Davie, ‘Reflections of Virgil in Milton’, Proceedings of the Virgil Society, 27 (2011), 26–37
(p. 37).

71 For the chain of Latin allusions that Vergil is joining through this phrase see Burrow (n. 3),
p. 123, with further references in n. 33 on that page.
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