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Preface

From the remote times when events in the world of man were first held to be
linked with the stars, Saturn was thought to retard any undertaking con-
nected with him. No doubt the ancients would have found ample evidence
of his sluggish influence in the fate of this book.

In 1923, Erwin Panofsky and Fritz Saxl published Diirers ‘Melencolia. I'.
Eine quelien- und typengeschichtliche Untersuchung (Studien der Bibliothek
Warburg, B. G. Teubner, Leipzig). When this study was out of print, it was
decided to prepare a new, revised and enlarged edition in which the develop-
ment of the doctrine of the temperaments would be described in detail and
the history of “Saturn, Lord of Melancholy” traced to the threshold of
modern times. In due course, the broadened scope of the work made it
necessary to abandon the framework of the monograph on Diirer’s engraving,
The plan of a new book on Saturn and Melancholy emerged, to be undertaken
by the three authors whose names now appear on the title-page.

At every stage, the preparation of the book was beset by delay and adver-
sity. After a lengthy interruption due to the political upheaval in Germany
during the "Thirties and to the authors’ emigration from that country, work
was resumed in Britain. In the summer of 1939, the final proofs were
returned to the printers in Gliickstadt near Hamburg; shortly after the
Armistice, in 1945, it was learned that the standing type had been destroyed
during the war. To resurrect the now defunct German book seemed out of
the question. Instead, the authors agreed to publish an English translation,
., be made from a surviving copy of the German proofs. Owing to the
untimely death of Fritz Saxl in March 1948, the execution of this project
suffered a long delay.

When eventually the work was taken in hand again, some rearrangements
and several modifications were found necessary; however, the contents of the
book were left substantially unaltered. During the last two decades much
has been written concerning the various fields touched upon in this book; in
particular, almost every year presents us with new interpretations of Diirer’s
engraving, a few of which are mentioned in E. Panofsky’s Albrecht Diirer
(4th edition, Princeton 1955). Any attempt to take account of all this
literature would have swelled the present volume to an unmanageable size.
Some further details might have been filled in, some controversial points
more fully discussed; yet the authors feel confident that the argument as a
whole would not have been affected.

At the same time, they are aware of some gaps in the treatment of their
vast subject. There are many related themes which might have been
followed up. To name only a few: The legend of Democritus, the melancholy
philosopher, whom “‘the world’s vanity, full of ridiculous contrariety,” moves
to laughter, could have been traced from its Hellenistic origins to its memor-
able appearance in the preface by ‘Democritus Junior’ to the Anatomy of



W PREFACE

Melancholy. Much might have been added concerning the part played by
melancholy in French literature of the later Middle Ages, e.g. in the poetry of
Charles d'Orléans. In treating of astrology, the authors confined themselves
to investigating the historical origins and the development of the belief in
Saturn’s influence; there remain the wider tasks of understanding the signifi-
cance of any such belief in the power of the stars and of elucidating the reasons
for which human beings have invested the planets with the very forces that
rule their own microcosm.

The limits set to this book excluded any endeavour to do justice to the
complex and enthralling topic of Elizabethan and Jacobean melancholy.
Tempting as it was to delve into the riches of Burton, the authors had to
content themselves with paying homage to the great ‘melancholizer’ by
prefixing his effigy to the present volume,

Our warm thanks are due to Miss Frances Lobb who carried out the
arduous task of preparing the first draft of the translation from the German.
With particular gratitude we record the aid received from the staff of the
Warburg Institute, University of London, above all in procuring the photo-
graphs for the illustrations and in rendering valuable assistance throughout
the long period of preparation and in the earlier stages of the proofs. We
are especially beholden to the late Hans Meier who first drew our attention
to the original version of Agrippa’s De occulta philosophia, discovered by him
in a manuscript of the University Library of Wiirzburg.

We wish also to express our appreciation to the many institutes and
libraries whose collections we were able to use: in particular, to the Johns
Hopkins Institute of the History of Medicine, Baltimore, and to the Institut
fiir Geschichte der Medizin, Johann Wolfgang Goethe-Universitit, Frankfurt
(Main); to the Courtauld Institute, University of London; to the British
Museum, London; to the Bodleian Library, Oxford; to the Bayerische

Staatsbibliothek, Munich, and to the Biblioteca Apostolica Vaticana; last,

not least, to the librarians and the staff of the Redpath Library and the
Osler Library of McGill University, Montreal.

We are obliged to the many scholars and collectors who answered our
enquiries; and to Miss Désirée Park, M.A. (McGill), for sharing the burden of
reading the proofs.

We are most grateful to all those who collaborated with us in revising the
translation: Dr Gertrud Bing, London, Miss Rosemary Woolf, Fellow of
Somerville College, Oxford and above all Dr Lotte Labowsky, Lady Carlisle
Research Fellow of Somerville College, who by her valuable observations also
helped in establishing the Greek text of the famous Problem XXX, 1,
attributed to Aristotle.

Finally, we are indebted to the publishers, Thomas Nelson & Sons, for
their patience and assistance in seeing the book through the press.

R. K.
E.P.
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PART I

The Notion of Melancholy and its

Historical Development

In modern speech the word “melancholy” is used to denote any one of
several somewhat different things. It can mean a mental illness
characterised mainly by attacks of anxiety, deep depression and
fatigue—though it is true that recently the medical concept has largely
become disintegrated.® It may mean a type of character—generally
associated with a certain type of physique—which together with the
sanguine, the choleric and the phlegmatic, constituted the system of the
“four humours”, or the “four complexions” as the old expression was.
It may mean a temporary state of mind, sometimes painful and depress-
ing, sometimes merely mildly pensive or nostalgic. In thiscaseitisa
purely subjective mood which can then by transference be attributed to
the objective world, so that one can legitimately speak of “the melan-
choly of evening”, ““the melancholy of autumn”? or even, like Shake-
speare’s Prince Hal, of “‘the melancholy of Moor-ditch’ .3

1 See E. KrArPELIN, Manic-Depressive I ily and Paranoia. Transl. by R. M.
Barclay, Edinburgh 1921; G. L. Drevrus, Die Melancholie, with Preface by E.
KrAEPELIN, Jena 1907; E. L. HorEwELL-AsH, Melancholie in Everyday Practice, London
1934; E. BIERMANN'S survey Die Melancholiefrage in Literatur und Statistik, MS. disser-

tation, Jena 1926; L. BINSWANGER, Melancholie und Manie, Pfullingen 1960,

~ *It is curious how these literary commonplaces in which ‘melancholy’ is used as a
. matter of course, as denoting a subjective mood, still echo the ancient medical and

cosmological correlations (see below, p. 225).
2 Henry I'V, »r. 1, 1ii, 88.



CHAPTER I

MELANCHOLY IN THE PHYSIOLOGICAL
LITERATURE OF THE ANCIENTS

I. THE DOCTRINE OF THE FOUR HUMOURS

In the order stated above—not necessarily following one another,
but often existing side by side—these various meanings evolved
in the course of a development covering more than two thousand
years. Although new meanings emerged, old meanings did not
give way to them; in short, it was a case not of decay and meta-
morphosis, but of parallel survival. The original basis of the
different meanings was the quite literal conception of a concrete,
visible and tangible part of the body, the “black bile” (atra bilis,
péAcva YoAf), pedaryxoAla), which, together with the phlegm, the
yellow (or ‘“red”) bile, and the blood, constituted the Four
Humours. These humours corresponded, it was held, to the
cosmic elements and to the divisions of time; they controlled the
whole existence and behaviour of mankind, and, according to
the manner in which they were combined, determined the character
of the individual.

Sunt enim quattuor humores in homine, qui imitantur diversa elementa;
crescunt in diversis temporibus, regnant in diversis aetatibus. Sanguis
imitatur aerem, crescit in vere, regnat in pueritia. Cholera imitatur ignem,
crescit in aestate, regnat in adolescentia. Melancholia imitatur terram,
crescit in autumno, regnat in maturitate. Phlegma imitatur aquam,
crescit in hieme, regnat in senectute. Hi cum nec plus nec minus iusto
exuberant, viget homo.*

In these clear, terse sentences of an early medieval natural
philosopher, we have the ancient doctrine of the Four Humours.
This system was destined to dominate the whole trend of physiology
and psychology almost until the present day; for what the

4 AnoN., De mundi constitutione (MioNE, P. L., voL. xc, col. 881D). This cosmology, dating
from before 1135, is printed among Bede's works. Though hitherto almost ignored (see
below, p. 183, note 182), it is remarkable in many ways, and we shall deal with it elsewhere in
greater detail.

3



4 MELANCHOLY IN ANCIENT PHYSIOLOGY [I. 1.

“heterodox’’ schools of antiquity had opposed to humoral patl}o-
logy was either forgotten or else merged into the orthodox doctrine
by the second-century eclectics, especially Galen. In the same
way, Paracelsus’s objections went long unheard. o

“This system can be accounted for only by the combination
of three {'er}' ancient (and, in part at least, specifically Greek)
principles: .

1. The search for simple primary elements or qualities, to
which the complex and apparently irrational structure of both
macrocosm and microcosm could be directly traced. '

2. The urge to find a numerical expression for this complex
structure of bodily and spiritual existence.

3. The theory of harmony, symmetry, isonomy, or whatever
other name men may have chosen to express that perfect propor-
tion in parts, in materials, or in faculties, which Greek thought
down to Plotinus always regarded as essential to any value, moral,
aesthetic or hygienic. .

In seeking, then, to ascertain the origin of humoralism, we
must go back to the Pythagoreans, not only because the veneration
of number in general attained its highest expression in Pythagorean
philosophy, but more particularly because the Pythagoreans
regarded the number four as specially significant. They used to
swear by four, “which holds the root and source of eternal nature’”®;
and not only nature in general, but rational man m particu]gr,
seemed to them governed by four principles, located in the brain,
the heart, the navel and the phallus respectively.® Even the soul
was later on envisaged as fourfold, enclosing intellect, under-
standing, opinion and perception (voUs, émoTnun, 56€q, a:icﬁncts)."’

The Pythagoreans themselves did not evolve a doctrine of. four
humours, but they prepared the ground by postulating a series of
tetradic categories (such as, for instance, those already mentioned;
earth, air, fire and water; spring, summer, autumn and winter).?
In this system, once it was evolved, the four humours could easily
be accommodated. Above all, they defined health as the
equilibrium of different qualities, and sickness as the predominance
of one—a concept truly decisive for humoralism proper.

¢ DigLs, Fragm., Anonyme Pythagoreer, B15; of. TaEO SMYRNAEUS, ed. E. Hiller, Leipzig
1878, p. 97, 4

¢ Dievrs, Fragm., Philolaus, BI13.

7 Dievs, Fragm., Anonyme Pythagoreer, BI5.

8 THEO SMYRNAEUS, ed, cit, pp. 93 599.
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Alcmaeon of Croton, a Pythagorean doctor who lived about
500 B.C., declared that “equality of rights (icovouia) between the
qualities (Suvéuess) moist, dry, cold, hat, bitter, sweet, and the
rest, preserved health, but the rule of one among them (povapxfa)
produces sickness”; and he condensed the notion of health into
the formula “‘a well-balanced mixture of the qualities” (oUuuerpos
T6v o1 xpdots).” Whereas Alcmaeon left indefinite the number
and nature of the qualities whose isonomy constituted health
(“moist, dry, cold, hot, bitter, sweet, and the rest”), Philolaus
took a step forward towards humoralism by describing the number
four as “the principle of health” (Vyielas &pxn).1

The emergence of a thoroughgoing doctrine of humoralism
required, however, the fulfilment of three further conditions.
First, the Pythagoreans had venerated four as being a perfect
number. It was now also given a physical content; this was
achieved when the Pythagorean number symbolism was trans-
formed into a doctrine of the cosmic elements. Secondly, each of
these four elements had to be interpreted in terms of a quality
which established, as it were, an apparent link between the original
elements and the corresponding components of the human body
which could not, in their empirical actuality, be regarded as pure
earth, pure water, and so on. Thirdly, certain real substances
which appeared to correspond to those elements and qualities had
to be found in the human body, for only then could the speculations
of natural philosophy be reconciled with the empirical evidence of
medicine and physiology.

Thus from the Pythagoreans the road leads next to Empedocles,
in whose doctrine the first of these conditions was fulfilled. He
endeavoured to combine the speculations of the old natural
philosophers, such as Thales or Anaximenes, who thought only in
terms of matter and therefore traced all existence back to one
primary element, with the precisely opposite tetradic doctrine of
the Pythagoreans, which was based on the idea of pure number.

* Diers, Fragm., Alcmaeon, B4 (similarly PLaTo, Rep., 444D0). Cf. here (and with what
follows) C. FrEDRIcH's valuable study ‘‘Hippokratische Untersuchungen”, in Philologische
Uniersuchungen, xv (1899), pp. 33 sqq. (edd. A. Kiessling and U. von Wilamowitz-Moellendorff) ;
K. Supnor¥, Kurzes Handbuch sur Geschichte der Medizin, Berlin 1922; M. WELLMANN, “‘Die
Fragmente der sikelischen Arzte Akron, Philistion und Diokles von Karystos”, in Fragment-
sammlung der Griechischen Arite, ed. M. Wellmann, Berlin 1901, VoOL. I, pp. 76 s5qq.; O.
TeMEIN, “Der systematische Zusammenhang im Corpus Hippocraticum”, in Kyklos (Jahrbuch
des I'nstituts fur Geschichte der Medizin), 1, Leipzig 1928, pp. 9 5qq.; and L. EDELSTEIN, article
“Hippokrates” in PAuLy-Wissowa, supplementary vol. v1, cols. 1290 sqq.

10 Diers, Fragm., Philolaus, A11.
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In this attempt he evolved the doctrine of the Four Elements,
which paired the “four roots of the All” with four specific cosmic
entities—the sun, the earth, the sky and the sea. These elements
(called pizdpora by Empedocles, but ever since Democritus
oroiyeia) were of equal value and power, but each had its own
particular task and its own particular nature. In the course of
the seasons each in turn gained the ascendancy, and it was their
combination (xp&ois), different in each single case, which brought
into existence all individual things and which alone determined
the characters of men. The perfect combination was, first, that
in which all the elements were equally apportioned ; secondly, that
in which the elemental units—as we should say, the atoms—of the
combination were neither too many nor too few in quantity,
neither too coarse nor too fine in quality. This perfect combina-
tion produced the man with the largest understanding and the
keenest wit. If all the elements were not equally apportioned,
the man would be a fool. If the number of the apportioned atoms
was either too great or too small, the man produced would be
either gloomy and lethargic, or hot-blooded and enthusiastic, but
incapable of sustained effort. And if the combination was more
perfect in one part of the body than in another, this would produce
individuals with a marked specific talent—orators, for instance, if the
“crasis” of the tongue, artists if that of the hands, was especially
good M . '

From this it will be seen that Empedocles had firmly—almost
too firmly—established the unity of macrocosm and microcosm
(man and universe deriving from the same primary elements),
and that he had already made an attempt to demonstrate a
systematic connexion between physical and mental factors—in
other words, to put forward a psychosomatic theory of character.
But it will also be seen that this attempt was far too general
and far too speculative to satisfy the requirements of a specifically
anthropological theory, much less of a medical one. In so far
as he held that human beings, as well as the physical universe,
were composed only of earth, air, fire and water, Empedocles did
indeed establish a common basis for the macrocosm and the
microcosm: but he ignored what was proper to the microcosm
as such. He reduced man to general, cosmic elements, without

1 Cf. especially THEOPHRASTUS, De semsu, § 11 (DiELs, Fragm., Empedokles, a86) and
G. M. StratTON, Theophrastus and the Greek Physiological Psychology before Aristotle (with
text of Ilepi alofjoews), London 1917, pp. 74 sqq.
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probing that which is specifically human; he gave us, as it were,
the original matter, but not the materials of man’s composition.

Those of a more anthropological turn of mind could not rest
content with this, but were driven to search for specific substances
(and faculties) in man, which should somehow correspond to the
primary elements constituting the world as a whole, without being
simply identical with them.

Empedocles’s immediate successors had already felt the need
of making his anthropological concepts rather more elastic, by
partly depriving the elements composing man of their purely
material nature and by attributing to them a more dynamic
character. Philistion, the head of the Sicilian school of medicine
founded by Empedocles, still, it is true, described man as a
combination of the four elements earth, air, fire and water, just
as his master had done; but he added the notion that each of
these elements possessed a certain quality (80vous)—"to fire
belongs heat, to air cold, to watér the moist, to earth the dry”.®
In so doing he fulfilled the second of our conditions.

Thus Empedocles’s theory of the elements was reconciled with
Alcmaeon’s theory of the qualities, with the result that the
elements lost their uncompromisingly material nature, while the
number of qualities, which Alcmaeon had left indefinite, was now
reduced to a tetrad. It was therefore only logical that in answer
to the question “When is the crasis of the qualities right and
proper?”’, Philistion himself should reply simply with the words:
“Tllnesses arise from the predominance or defect of a quality”'®
While, regarding the primary particles of the elements, the
Empedoclean theory of character (of Empedoclean medicine
nothing certain is known™) had introduced the notion of “too
coarse” and “too fine” side by side with the notion of "too
much” and ‘“too little”, the new method, using only the ideas
of superfluity and deficiency, made them stretch to cover a vast
number of differentiations. For the qualities could not only form
dual combinations (warm and moist, warm and dry, cold and
moist, and cold and dry): they also, which was of more immediate
importance, could free themselves from the Empedoclean primary
elements and so be used as predicates of any other substances.

1 Pap. Lond. xx, 25 (The Medical Writings of Anon. Lond., ed. Jones, Cambr. 1947, p. 80).

13 Cf. FREDRICH, 0p. cit., p. 47.
4 This is the greater pity as Empedocles always thought of himself as a physician and was
reckoned as such in antiquity: cf. Digers, Fragm., A3, BIIL
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Both theories reached their full maturity not long before 400,
when humoralism really originated. It originated then for the
very reason that the ideas discussed by us so far concerning the
elements and qualities were now—not without violence—applied
to the humours (xuuoi) as empirically demonstrated in the human
body.*®* These humours had long been known in the specifically
medical tradition, in the first instance as causes of illness, and,
if they became visible (as in vomiting or the like), as symptoms
of illness. Nourishment brought substances into the body which,
thanks to the digestion, were partly made use of (that is, turned
into bones, flesh and blood), but were partly &rerra—indigestible;
and from the latter arose the “‘surplus humours” (wepicodpara),
the notion of which had developed very similarly to that of the
cosmic primary elements. Euryphon of Cnidus had assumed an
indefinite number of such humours, which rose to the head and
generated illnesses; Timotheus of Metapontus believed they were
caused by a single acid salty fluid; and Herodicus of Cnidus dis-
tinguished two such fluids, one sour and one bitter.’® These were
the two humours which later received the names phlegm (gAéync)
and bile (xorn)—phlegm because it caused inflammation, although
not a few writers attributed to it the qualities of cold and moisture.
Such a correlation is presupposed in the very important treatise
Of the Nature of Man (Tepl @uoros dvBpdomov),!? attributed by the
ancients, as we know from Galen, either to Hippocrates or to his
son-in-law Polybus,!® and written in any case not later than 400 B.C.
What gave this document its unique value for posterity was its
attempt to combine in one system humoral pathology proper with
general cosmological speculation, more particularly that of
Empedocles.*®

13 Sych an attempt was made in the work Hepi dpyalys iprpicijs (before 400), which trans-
formed Alcmaeon's doctrine so as to apply primarily to substances actually present in the
body (salt, bitter, sweet, sour, sharp and insipid stuffs), while representing the gualities warm,
cold, wet and dry as mere accidents: cf. FREDRICH, op. cit., p. 33. This attempt, however,
deviates from the trend under investigation, in so far as it increases the number of these
substances even more indefinitely than the original Alcmaeic doctrine had increased the
number of qualities: &« ydp év dvfpdimy xal adpupor xal mupov xal yAvid xal €0 xal orpudvir xal
wadapoy kal dAa pupla . . . (c. 14; Corp. med. Gr., 1, i, 45).

1¢ FREDRICH, Op. cit., pp. 34 5qq.

17 We are concerned only with the first part of this composite work,

18 FREDRICH, 0p. cit., pp. 51 sqq.; HiprocraTES, ed. W, H. S. Jones, voL. 1v, p. xxvi, London
1031. '

1* FREDRICH, op. cit, pp. 28 sqq.; cf. also R. O. Moow, Hippocrales and his Successors in
Relation to the Philosophy of their Time, London 1923, especially pp. 67 sqq. Also O.
ViLLArET's dissertation Hippocratis de natura hominis liber, Berlin 1911 ; GALER, In Hippocratis
de nat. hom. comm., in Corp. med. Gr., v, ix, 1.

§1] THE DOCTRINE OF THE FOUR HUMOURS 9

Guided by this desire, the author’s first step was to reject
the view of those who held that the human body originated
from, and subsisted in virtue of, a single element only. He was
moreover, as far as we know, the first writer who put forward a
theory of the four humours. At the outset—though later it was
to become almost canonical-—it could only be established with
the help of two quite arbitrary assumptions. The blood had to
be included in the system, although it was not in fact a surplus
humour; and in the bile, which hitherto had been regarded as a
single fluid, or else split down into innumerable sub-species, it
was necessary to distinguish two independent “humours”, the
yellow bile (xoAn vEafr)), and the black (uéAawa xoAj = peharyyoria).?
These four humours were always present in the human body and
determined its nature; but according to the season sometimes
one and sometimes another gained the ascendancy—the black
bile, for instance, in the autumn, whereas the winter was un-
favourable to it and the spring inimical, so that autumn-engendered
pains would be relieved by the spring. The four humours, then,
caused both illness and health, since their right comibination was
health, but the predominance or defect of one or another, illness:
Uyiadvet piv olv péhiore, dtav petples Exn talra T mpos EAANAa Suvdpews
xod ToU TAfBeos kai péAtoTa, v peypéiva §.2

These are all ideas of which the origin can now be established.
The notion of the humours as such comes from empirical medicine.
The notion of the tetrad, the definition of health as the equilibrium
of the different parts, and of sickness as the disturbance of this
equilibrium, are Pythagorean contributions (which were taken up
by Empedocles). The notion that in the course of the seasons
each of the four substances in turn gains the ascendancy seems
to' be purely Empedoclean. But the credit for combining all
these notions in one system, and thereby creating the doctrine of

®Admittedly, already Philolaus (DieLs, Fragm., A27) considered blood a cause of illness,
while the division of bile into 7d xoléidn and pélawa yoMj (as in Dexippus of Cos) or into
xoldsbea favld and yoddibea uddava (as in Epidemics I, case 5, HIPPOCRATES, VOL. 1, p. 196, ed.
W. H. S. Jones, London 1923) seems to have been known to some ‘Hippocrateans’. These
references are isolated, however—those in Dexippus and in Epidemics are definitely not older
than the work Ilepl ¢doos dvpdmor—and here too there is a tendency to include them in the
cosmological system. In any case, that the doctrine contained in Ilepl $doios dvfpaimov
rather than any other gained the day (cf. WELLMANN, op. cit., pp. 75 sqq.) was due to the
fact'that it was the one to make this inclusion complete and to present the system with
impgessive simplicity.

2 De nat. hom., cap. 4; we follow GALEN, Comment, 1, 20, Corp. med. Gr., v, ix, 1, p. 33.
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humoralism which was to dominate the future, is no doubt due to
the powerful writer who composed the first part of Tiepi guoios
dvbpdomou.?®  This system included not only the Pythagorean and
Empedoclean tetrad but also the doctrine of the qualities that
Philistion handed down to us—first, in groups of two, forming a
link between the humours and the seasons, later also appearing
singly and connecting the humours with the Empedoclean primary
elements. From this the author of the Tlepi @Uoios &vBpdymou
evolved the following schema, which was to remain in force for
more than two thousand years®:

Humour Season Qualities
Blood Spring Warm and Moist
Yellow Bile Summer Warm and Dry
Black Bile Autumn Cold and-Dry
Phlegm Winter Cold and Moist

- Probably as early as with the Pythagoreans, the four seasons
had been matched with the Four Ages of Man, the latter being
counted either as boyhood, youth, manhood and old age; or,
alternatively, as youth till twenty, prime till about forty, decline
till about sixty, and after that old age. A connexion could
therefore be established without more ado between the Four
Humours (and later the Four Temperaments) and the Four Ages
of Man—a connexion which held good for all time and which was
to be of fundamental significance in the future development of
both speculation and imagery.

Through the whole of the Middle Ages and the Renaissance
this cycle remained virtually unchanged, apart from some con-
troversy over its starting point: it could begin with ‘“‘phlegmatic”
childhood, passing through “sanguine” youth and ‘“‘choleric”
prime to “melancholic” old age (in certain circumstances returning
to a “second childhood”); or else it could begin with “sanguine”
youth, pass through a “choleric” period between twenty and

"

#¥ Many ancient writers believed in the genuinely ‘Hippocratean’ origin of Ilepi ¢dotos
dvlpdmou: see above, p. 8 and note 18; in any case the author of this work appears to have
been the first to put this doctrine in writing. Cf. FREDRICH, op. cit., pp. 49, 51 5qq.

* FREDRICH, op. cit., p. 45. Cf. GaLen, De placitis Hippocratis et Platonis libri novem,
ed. I. Mueller, Leipzig 1874, VOL. 1, pp. 679 sqq. (xowds ¢ Adyos doviv ém Te Tdw yupdr xal
Tav orotxelwv). If Boll is right, the series in ‘Antiochus of Athens’ would ‘be roughly
contemporary with Galen (Cat. astr. Gr., voL. vi1, p. 104; BBG, Sternglaube, p. 54); whence,
however, the rubric ‘temperaments’ should be omitted.
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forty and a “‘melancholic” period between forty and sixty, and
end in a “phlegmatic” old age.* .

But this combination of the purely medical doctrine of humours
with a system of natural philosophy gave rise to a curious dllfﬁculty
of which earlier writers were quite unconscious but which was
later to come very much to the fore and which was never wholly
resolved. On the one hand, with the exception of blood, the
humours taken over from medicine were quite useless subs’Fa-nc?’s:,
not to say harmful® They were excretifms, “h}:r-nores vitiosi”,
causing illness, first observed primarily in vomiting and other
symptoms®; the adjectives derived from .them, PAEYUXTIKES
(preyporTdoBng),  XoAepikds (xondBns), aJ}d es_pecmlly ue?tcryxo?\m‘;s,
were in origin merely descriptive of illness; and one .could only
speak of true health when all the humours were presqnt in the right
combination, so that each harmful influence neutralised the other.

On the other hand, these very substances, though r?.garqed
as in themselves causes of illness, or at least as predisposing
factors, were paired with the universal (and hygiemcally neutral)
qualities, cold, moist, warm and dry. Each gau.}ed the ascenda‘ncy
once a year without necessarily causing acute illnesses; and smEe
the absolutely healthy man was one who was never ill at all (so
that he must be as like every other absolutely healthy man as two
peas in a pod, the right combination of the }}u.rnours being one
alone and permitting no divergencies), the physician, of all people,
could not avoid the conclusion that this absnlnt.ely Pealth_\' man
represented an ideal hardly ever met with in reality.*

3 For these correlations, cf. F. BoLy, 'Die Lebensalter”, in Neue jabrbﬁskevfﬁt: i‘aslklassls::r:
Altertum, xxx1 (Leipzig 1913), pp. 101 5qq., with numerous references; als{othc ?(:,'r E;qons
sqq. and pp. 369 sqq. While some post-classical authors extgnd the .cycla 'o : e o “;N;‘ "
so as to apply to each of the ages of man (this view also found its way into rabbinica s #,E[;n.
others narrowed it so as to apply to the different times of dlay, Thus, blood relen'“. .ard
the ninth hour of the night until the third hour of the day, ie. from 3 a.m. tcf ?gai': B D.Iw.
thereafter the others reigned in six-hourly shifts, red bile, black bile and phl'egljl. ‘ . Ps a
SoraNUs (Medici antiqui, Venice 1547, fol. 159*) and mecx‘m (PRISCIAN, Ll(Fth ¥ .01:..1‘:1 a,t ‘
The distribution of the humours among the four ages of man d:ﬁerls shgl_nl_v iwrni ;c c v g
in these two authors: phlegm “cum sanguine' reigned from bxrthl m}‘ the fi uln1 ‘: ',an;-
red bile “cum parte sanguinis’ till the twenty-sixth year, blm?k“bsle cum m?.\m n«i g
sanguinis” till the forty-second year, and lastly, *‘sicut in puerns , phl.egm Onil. mo .
the comments on Pseudo-Soranus and Vindician below, pp. 63 sqq. and pp. 107 5q9

% Gee the familar passage in Prato, Timaeus, 82a-83E.

* FREDRICH, op. cit. (see above, p. 5, note 9), p. 34.

¥ Cf. SUDHOFF, op. cit., p. 120: "Everyone [sc. according to Galen’ lives in a certain

distemper; temperament is already the beginning of a painful and disordered condition; in
every individual one of the four humours predominates against nature.”



12 MELANCHOLY IN ANCIENT PHYSIOLOGY 1.1

Thus, in such a tradition, what had of old been symptoms of
illness came gradually to be regarded, at first unconsciously, as
tvpes of disposition. Complete health was only an ideal, approxi-
mated, but never in fact attained. It was logical enough, if one
said of someone in whose body the humours were perfectly com-
bined that he was “in the very best of health” (néAioTa Uyrciver),
for it was thereby implicitly admitted that someone in whom
one or other humour predominated could nevertheless enjoy good
health, though not in the highest possible degree. And thus it
had to be conceded that in fact it was usually a predominance
of one or other humour which determined a man’s constitution
and that such an individual, though predisposed to certain quite
definite illnesses, normally seemed quite healthy. The words
“phlegmatic” and so on came to be used for peculiar but (within
the limits of this peculiarity) not necessarily morbid aspects of
human nature; and once the doctrine of four humours had been
systematised in the form described, it was bound gradually to
become a doctrine of four temperaments.

As ‘Hippocrates' says at one point, “too dry a summer or
autumn suits phlegmatics but does the greatest harm to cholerics,
who are in danger of being dried up completely, for their eyes
run dry, they are feverish, and some fall into melancholy sick-
nesses*8—which shows that the Hippocrateans themselves
envisaged men with constitutions determined by a permanent
predominance of either phlegm or yellow bile, who were not as
a rule actually ill but merely predisposed to certain illnesses,
and who were in certain circumstances even susceptible to illnesses
other than those deriving from their predominant humour. From
this time onward the expressions “choleric’’, “phlegmatic”, and
“melancholy”, were capable of two fundamentally quite different
meanings. They could denote either pathological states or
constitutional aptitudes. It is true, however, that the two were
closely linked, since it was usually one and the same humour
which adverse circumstances permitted to develop from mere
predisposition into actual illness. As Isidore says, “the healthy
are governed by these four humours, and the sick suffer from
them” .29

The system into which humoralism developed brought with
it, however, another complication, in that two of the four humours,

¥ epi dépwv, iBdrew, Témwy, cap. 10, (LITTRE, 11, p. j0; Corp. med. Gr., 1, 1, p. 66).
* IsiporE, Efym., 1v, 5, 7.
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blood, and black bile, clearly occupied an exceptional position,
arising out of the system’s historical development; and this dis-
tinction makes itself felt in the terms used.

As to the blood, from the very beginning it had (so to speak)
got in only by the back door, for not only was it nof a surplus
humour, it was the noblest and most essential part of the body.*
Though it remained a recognised principle that the blood too
caused illnesses (mainly acute, like those caused by the yellow
bile, the two cold humours generating more chronic ones), and
though the Corpus Hippocraticum ranged excess of blood alongside
phlegmatic, choleric, and melancholy sickness,® yet constitutional
predominance of the blood was generally regarded, not as a
morbid disposition, but rather as the healthy one par excellence,
and therefore the best,32 so that medical texts often replace the
usual wording ‘“‘complexio sanguinea” simply by the term
“complexio temperata” 3®

Greek physiology, in which humoralism meant primarily
humoral pathology, apparently lacked an adjective to describe
a constitution determined by the blood,® as the choleric is deter-
mined by the yellow bile, or the phlegmatic by the phlegm. And
it is significant that in the later doctrine of the four temperaments
(in which, as in modern speech, the terms were applied to the
habitus and character of the healthy) the “sanguine” temperament,
and only that, bore a Latin name.®®

The opposite was the case with the “humor melancholicus”.
The blood fitted into the series of humours (conceived as waste)
so little that it was difficult to make a purely pathological diagnosis
of the condition caused by an excess of blood; for that very reason,
the sanguine temperament stood out from the others in much

* FREDRICH, 0p. cit., p. 45; GALEN, Ilepi xpdoewr, ed. Helmreich, Leipzig 1904, 11, 603, p. 59,
where, for instance, blood is called r@v yuudv ¢ pév ypmarérards re xal olxesdraros).

3 FREDRICH, op. cit., p. 45.

3 See below pp. 58 sqq., 98 sqq. (esp. 102) and passim.

3 See below, p. 128, note 5.

* The expression Sgaryuos had indeed lost its morbid meaning among the Physiognomists,
but as far as we know it was not equated with yodddns etc., but meant either *“full-blooded"’
(as in "ARISTOTLE', in Seripfores physiognomici graeci ef latini, ed. R. ForstER, Leipzig 1893,
voL, 1, p. 18, 8) or, more generally, was used for the ruddy or bloodshot appearance of
individual features (Seript. phys. gr. ef lal., 1, 30, 17; 11, 225, 16). The Physiognomists seem
to have used the word aluarddns only in the latter sense (Script. phys. gr. ef lat., 1, 388, 5;
331, 3).

¥ Significantly enough, it took the form “‘sanguineus”, whereas the three other adjectives
had been formed with “-icus”.
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the same way as the beautiful but vacant ‘“‘normal profile” stands
out from the ugly but striking “character profiles” in Diirer’s
physiognomic drawings. The black bile, on the contrary, had
long been considered a noxious degeneration of the yellow bile,
or, alternatively, of the blood.® It presented such a well-known
and characteristic picture of morbidity (dating possibly even from
pre-Hippocratean times) that the disease as such was denoted by
one noun. Against the compound expressions yoAepixkal or
PAeyparikal véool, YoAepikk OF QAsypaTik& Tadfpora, were set the
simple pehayyoMa, pedaryxoricn.3” So, too, later conceptions of the
melancholy temperament were coloured far more by the notion
of a melancholy illness than was the case with the other three
temperaments. It is also significant that melancholy as an
illness became the subject of monographs particularly early and
often 38

Thus it is understandable that the special problem of
melancholy should have furnished, as it were, the leaven for the
further development of humoralism. For the more striking and
terrifying the morbid manifestations that came to be associated
with the notion of a certain humour, the greater became its
power to create a character type; and it is only by an apparent
paradox - that this very melancholy, which of all the “‘crases”
bore the most markedly pathological connotation, came to be
the one in which a difference was earliest and most clearly dis-
cerned between actual disease and mere predisposition, between
pathological states and divergencies of character, in short between
disease and temperament; whereas an analogous development of
the other humoral conceptions followed only much later.®

There is, however, a further consideration. Unlike the others,
the illness called “melancholia” was one mainly characterised by
symptoms of mental change, ranging from fear, misanthropy and
depression, to madness in its most frightful forms. Later,
melancholia could equally well be defined as a bodiy, illness with
mental repercussions or as a “permixtio rationis” of physical
origin; a peculiarity which must have considerably facilitated
3 See below, p. 103.

3 Cf. Scriptores physiognomici graeci et latini, ed. R. FORSTER, Leipzig 1803, VOL. 11, p. 274,
25 and p. 282, 21.

3 Cf. Rufus, and Galen's review of older works, cited below, pp. 44 sqq.

3 As far as we know, the complete system of the doctrine of the four temperaments,
correlating habitual physical and mental qualities with the four humours, was not fully
developed until A.p. 200 or a little later (sce below, p. 58).
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the process of separating the merely melancholic temperament
from melancholic illness. For the ambiguity of psychological
symptoms blurred the borderline between illness and normality
and compelled recognition of a habitude which, though being
melancholy, did not make it necessary to describe the subject
as one who was really a sick man all the time. This peculiarity
was bound to shift the whole ¢onception of melancholy into the
realm of psychology and physiognomy, thereby making way for
a transformation of the doctrine of the four humours into a theory
of characters and mental types. In fact we can see how even the
medical writers had begun to conceive the melancholic in decidedly
physiognomic and psychological terms: the lisping, the bald, the
stuttering, and the hirsute are afflicted with strongly melancholic
diseases,’® emotional disturbances were described as an indication
of “mental melancholy,”® and finally—a constantly repeated
diagnosis—the symptoms were summarised in the phrase:
“Constant anxiety and depression are signs of melancholy.”"®

2. THE NOTION OF MELANCHOLY AS REVOLUTIONISED BY THE
PERIPATETICS: PROBLEM XXX, I

We are now in a position to understand the great transformation
which the notion of melancholy underwent during the fourth
century B.C., owing to the irruption of two great cultural influences:
the notion of madness in the great tragedies, and the notion of
frenzy in Platonic philosophy. The clouding of consciousness,
depression, fear and delusions, and finally the dread lycanthropy,
which drove its victims through the night as howling, ravening
wolves,*® were all regarded as effects of the sinister substance

© Epidem., 11, 5, 1 (Ps. Hippocr.), in Seriptores physiognomici graeci et latimi, VoL, 11,
pP- 246, 18; and p. 247, 14, from Epidem., 11, 6, 1: oi 7pavdol, TaytyAwoao:, perayyodixor,
xar f é H r‘ L i T, “Wl

4 Epidem., 111, 17 B; HipPOCR. VOL. 1, p. 262 Jones. A somewhat later addition ro Efidem.,
v1, 8, 31, points out the close connexion between melancholy and epilepsy, and actually
states that the only difference between them is that while the illness is one and the same, it
attacks the body in the case of epilepsy, but the mind in the case of melancholy

2 4phorismata, vi, 23. Even Galen, though already possessing a highly developed system
of psychological semiology, wrote with regard to this passage that “Hippocrates was right
in summing up all melancholy symptoms in the two following: Fear and Depression” (De
locis affectis 111, 1o, in GALEN (KUHNK), voL. viil, p. 190}

& MarceLLus SIDETES, transmitted by Oribasius and others; Seriptores physiognomici
graeci et latini, ed. R. FORSTER, Leipzig 1893, vor. 11, p. 282, 10. Also in the collection of
excerpts Ilepi pelayyodas in Ps-GaLEN (KUHN), voL. XIX, pp. 719 5qq. For Marcellus Sidetes
see U. v. WiLAMOWTITZ-MOELLENDORFF, Sb. d. Preuss. Akademie d. Wissensch., 1028, 11, 3 sq.:
M. WeLLMaxN, “Marcellus von Side als Arzt”, in Philologus, SUPPL. VOL. XXVIi, 2 {1034}
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whose very name (uéAas = black) conjured up the idea of all that
was evil and nocturnal® This substance was so generally
accepted as the source of insanity that the verb peAayyoh&v (with
which cf. xorepiav) was used from the end of the fifth century
p.c. synonymously with pxivesbon (to he mad). @ woxenet,
uehayxords, " meant “Poor man, you are mad;” Demosthenes’
words concerning Olympiodorus, “ol pévov &5ixos SAAG ko perary XoAGV
Soxiv, ¥ might be translated as “one who seems not only an
offender but a madman”’. In the fourth century B.c., the religious
intuition of an earlier age was giving way to discursive scientific
reasoning, and symbolic interpretations of myths are found side
by side with rationalist explanations; hence it is not surprising
that traits of pathological melancholy now began to be discerned
in the great figures of those accursed heroes punished with madness
by an insulted godhead—Heracles, Ajax and Bellerophon—whom
Euripides had represented in their mythical superhuman great-
ness.i” But even for the fourth century the spell of those great
figures was strong enough to give the notion of melancholy now
associated with them a nimbus of sinister sublimity. It became,
as Gellius later ironically said, “‘a disease of heroes” 4® Thusit
came about that, associated with the myths, the melancholic
disposition began to be regarded as, in some degree, heroic; it
was idealised still further when equated with “frenzy”, inasmuch
as the “humor melancholicus” began to figure as a source, how-
ever dangerous, of the highest spiritual exaltation, as soon as the
notion of frenzy itself was interpreted (or rather, re-interpreted)
in this way. As is well known, this transvaluation was effected
by Plato. As Socrates says in the Phaedrus, “if it were simply
that frenzy were an evil”, Lysias would be right; “but in fact we
receive the greatest benefits through frenzy, that is, in so far as

# The word uélas, as its equivalent in most other languages, means far more than a colour;
pédaves dvfpwnoe for instance, are ruthless men, pdlawar 68drae are horrible pains. Hence we
have no difficulty in understanding Galen's words: " Just as outward darkness fills nearly all
men with fear, unless they are very brave or very enlightened, so the dark colour of black
bile generates fear, in that it darkens the seat of reason.” (De locis affectis, 111, 10, in GALEN
(KUnn), vor. viur, p. 191.) There are countless parallels in later literature.

4 Phaedrus 268E.
% DeEMoSTHENES, Or. 48, In Olympiod. 56.

2 Cf, "AristoTLE’, Problem XXX, 1 (below, pp. 18—29), where the previously mentioned
heroes “and many others” are quoted as melancholics. See also E. D, Baumann, Psyche's
Lijden, Rotterdam 1927, pp. 178 sqq.

W Noctes Atticae, xvil1, 7, 4, p. 229. Quoted below, p. 42, note 100,
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it is sent as a divine gift”.# In the beginning, however, there

- was nothing in Plato’s thought to connect the notion of melancholy

with that of the ecstasy which elevated philosopher, lover, and poet
alike, to the suprarational apprehension of pure ideas. For him,
melancholy meant primarily, if not actual madness, at least moral
insanity, clouding and weakening will and reason; for he regarded
it as a symptom of what he describes in the Phaedrus as the worst
soul of all—that of the tyrant.5® As we read in the Republic, “‘a
man becomes a tyrant when, whether by nature or by manner of
life, or both, he is a drunkard, a voluptuary and a melancholic.”’st

It ‘was Aristotelian natural philosophy which first brought
about the union between the purely medical notion of melancholy
and the Platonic conception of frenzy. This union found
expression in what for the Greeks was the paradoxical thesis®
that not only the tragic heroes, like Ajax, Heracles and
Bellerophon, but all really outstanding men, whether in the realm
of the arts or in those of poetry, philosophy or statesmanship—
even Socrates and Plato—, were melancholics.5?

® Phaedrus, 244a. This is not the place to enlarge on the historical antecedents of Plato’s
doctrine of frenzy. Nevertheless we may point out that Empedocles had already distinguished
between a “furor’’ emanating “‘ex animi purgamento” and an “alienatio mentis ex corporis
causa sive iniquitate” (Diers, Fragm., Ag8), and that a similar distinction seems to be
implied in Democritus's doctrine of poetic madness (Ilepl moufjowos, DiELs, Fragm., B17-18,
21), as is evident from his choice of words. It was an essentially Platonic thought, however,
that fela pavia in its “fourth” (erotic) form transcends the prophetic, religious and poetic
forms, and becomes the universal power which raises souls to the vision of ideas.

% Phaedrus, 248€. In the Timaeus (71A sqq.) only the unconscious side of the prophetic
state seems to be linked in some complicated way with the function of the liver and the
““bitter”” bile.

8 Republic, 573cC.

* The notion of melancholy generally held by educated men of the late fourth century B.c.
is admirably illustrated by some lines of MENANDER (ed. C. Jensen, Berlin 1920), "Emrpémovres,
lines 404 5qq., in which the slave Onesimus expresses his opinion of his master:

dmopaivel” ofros, vi) vov "Awdlw, paiverar,
pepdvmr’ Ehnbas, palverar, vy Tods Beods.
Tov Seomorny Aéyw Xaplowov., yohs
pédawa mpoomémrwney 7 Tolobré Ti.

B 7{ yap dv Tis elxd dMo yeyovévar;

In F. G. Allinson's rendering (MENANDER, The Principal Fragments, London and New York
1921):

i

He's going crazy, by Apollo; yes, he's crazed!

Clean crazed he is, in truth; he’s crazy, by the gods!
Charisius I mean, my master. Taken with

An atrabilious fit he is, or some such thing.

L] Nay, what else would one fancy has befallen him?

 See below, pp. 18-10.
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The theory is explained in the most famous of the “Problems”
attributed to Aristotle, which shall be rendered in full.

ProBrLEM XXX, 154

A 7l évres Soor repiTTOl YEYS-
vaow &uBpes fi kard giAcoopiav @
ToAmiklyy | Toinow fj Téyvos gal-
vovton pedayyoAwkol bGvres, kol ol
utv oUrws doTe kal AapPéveson Tols
&md pedaivns YoAfis dppwoThipaoty,
olov Atyeton T@v Te Tpwikdy T mepl
Tov ‘Hparhéa; wal ydp txeivos Eoixe
yevéoBan Teddrns Tijs uoews, 510 kal
T GppwoThpoTa TGV EmANTTIKEGY
&n’ txelvou wpoonydpevov ol &pyaiot
{epdv véoov. kol 1) Tepl ToUs waibag
ExoTaois kal 1) wpd Tiis dgavioews fv
O Tév xé&v Euaols yevopdvn
ToUrto BnAoi* kal ydp Tolro ylvera
TroAAois &mrd pedadvns XoMdis. ouvépn
8t xad AvodwBpeo T Adioovt Tpd Tiis
TehevTiis yevéoBan T& EAkn ToUTa. ET1
B¢ T& mepl Alavta ked BeNAepogdvny,
Gv & ptv EKoTaTIKOS EYEVETO TrOVTE-

Why is it that all those who
have become eminent in philo-
sophy or politics or poetry or the
arts are clearly melancholics,
and some of them to such an
extent as to be affected by
diseases caused by black bile?
An example from heroic mytho-
logy is Heracles.. For he appar-
ently had this constitution, and
therefore epileptic afflictions
were called after him “the
sacred disease’ by the ancients.®
His mad fit in the incident with
the children points to this, as
well as the eruption of sores
which happened before his dis-
appearance on Mount Oeta; for
this is with many people a
symptom of black bile.
Lysander the Lacedaemonian
too suffered from such sores
before his death. There are
also the stories of Ajax and
Bellerophon : the one went com-
pletely out of his mind, while
the other sought out  desert

© Editions, translations, critical works: ARISTOTELES, Problemata physica edd. Ruelle, Knoel-
linger, Klek, Leipzig 1922 = Ruel]e Anstomis, Alexandri et Cassii Problemata cum Theo-

phrasteorum gquorundam collect, , cum p

ne Frid. Sylburgii, Francof. 1585 = Sylburg;

H. P. Richards, Aristotelica, % qadon 19:5 = Rmhards The Works of Aristotle tfansl. into
English, ed. W, D. Ross, vol. VII: Problemata, tr. E. S. Forster, Oxford 1927 = Forster.—
Except where stated in the apparatus, we follow the text of Ruelle.

% The close connexion between melancholy and epilepsy was pointed out by the Hippo-

crateans; see p. 15, note 41.
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places for his habitation ; where-
fore Homer says:

““And since of all the Gods he
was hated,
Verily o'er the Aleian plain
alone he would wander,
Eating his own heart out,
avoiding the pathway of
mortals;"”

Among the heroes many others
evidently- suffered in the same
way, and among men of recent
times Empedocles, Plato, and
Socrates, and numerous other
well-known men, and also most
of the poets. For many such
people have bodily diseases as
the result of this kind of temper-
ament ; some of them have only
a clear constitutional tendency
towards such afflictions, but to
put it briefly, all of them are,
as has been said before, melan-
cholics by constitution.

In order to find out the reason,
we must begin by making use
of an analogy: Wine in large
quantity manifestly produces in
men much the same character-
istics which we attribute to
the melancholic, and as it is
being drunk it fashions various
characters, for instance irritable,
benevolent, compassionate or
reckless ones; whereas honey or
milk or water, or anything else
of this kind, do not have this
effect. One can see that wine
makes the most varied charac-
ters, by observing how it
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gradually changes those who
drink it; for those who, to begin
with, when sober, are cool and
taciturn become more talkative
when they have drunk just a
little too much; if they drink a
little more it makes them’ gran-
diloquent and boisterous and,
when they proceed to action,
reckless; if they drink still more
it makes them insolent, and
then frenzied; while very great
excess enfeebles them com-
pletely and makes them as
stupid as those who have been
epileptic from childhood or as
those who are a prey to excessive
melancholy. Now, even as one
individual who is drinking
changes his.character according
to the quantity of wine he con-
sumes, so there is for each
character a class of men who
represent it. For as one man
is momentarily, while drunk,
another is by nature: one man
is loquacious, another emotional,
another easily moved to tears;
for this effect, too, wine has on
some people. Hence Homer
said in the poem:

““He says that I swim in tears
like a man that is heavy
with drinking.”

Sometimes they also become
compassionate or savage or
taciturn—for some relapse into
complete silence, especially
those melancholics who are out
of their minds. Wine also makes
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men amorous; this is shown by
the fact that a man in his cups
may even be induced to Kkiss
persons whom, because of their
appearance or age, nobody at
all would kiss when sober. Wine
makes a man abnormal not for
long, but for a short time only,
but a man'’s natural constitution
does it permanently, for his
whole lifetime; for some are
bold, others taciturn, others
compassionate and others cow-
ardly by nature. It is therefore
clear that it is the same agent
that produces character both in
the case of wine and of the
individual nature, for all pro-
cesses are governed by heat.
Now melancholy, both the
humour and the temperament,
produce air’; wherefore the
physicians say that flatulence
and abdominal disorders are
due to black bile. Now wine
too has the quality of generating
air, so wine and the melancholy
temperament are of a similar
nature. The froth which forms
on wine shows that it generates
air; for oil does not produce
froth, even when it is hot, but
wine produces it in large quan-
tities, and dark wine more than
white because it is warmer and
has more body.

It is for this reason that wine
excites sexual desire, and
Dionysus and Aphrodite are
rightly said to belong together,

¢ Cf. the passages cited on p. 34, note 71.
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and most melancholy persons
are lustful. For the sexual
act is connected with the gener-
ation of air, as is shown by the
fact that the virile organ quicklv
increases from a small size by
inflation. Even before they are
capable of emitting semen, boys
approaching puberty already
find a certain pleasure inrubbing
their sexual = organs = from
wantonness, the manifest reason
being that the air escapes
through the passage through
which the fluid flows later on.
Also the effusion and impetus
of the semen in sexual inter-
course is clearly due to pro-
pulsion by air. Accordingly
those foods and liquids which
fill the region of the sexual
organs with air have an aphro-
disiac effect. Thus dark wine
more than anything else. makes
men such as the melancholics
are. That they contain air is
obvious in some cases; for most
melancholy persons have firm
flesh and their veins stand out,
the reason being the abundance
not of blood but of air. How-
ever, the reason why not all
melancholics have hard flesh
and why not all of them are
dark but only those who
contain particularly unhealthy
humours, is another question.

But to return to our original
subject: the atrabilious humour
in the natural constitution is
already something mixed as it
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is a mixture of heat and cold,
for of these two things nature is
composed. Black bile can there-
fore become both very hot and
very cold, for one and the same
substance can naturally under-
go both: for example water,
which although in itself cold,
yet when sufficiently heated (for
example, when boiling) is hotter
than the flame itself. And stone
and iron when red-hot become
hotter than charcoal, though
they are cold by nature. This
subject is dealt with in more
detail in the book concerning
fire 7

Now, if black bile, being cold
by nature and not superficially
so, is in the stated condition, it
can induce paralysis or torpor
or depression or anxiety when
it prevails in the body; but if it
is overheated it produces cheer-
fulness, bursting into song, and
ecstasies and the eruption of
sores and the like. To most
people the bile engendered from
their daily nutriment does not
give a distinctive character but
merely results in some atra-
bilious disease. = But among
those who constitutionally pos-
sess this temperament there is

87 It has been observed (C. PrRaNTL, Abh. d. bayer. Akad., vi, 2, 353) that this reference
clearly points to a connexion of our Problem with Theophrastus. It evidently refers to
Theophrastus Ilepl mupds (ed. A. Gercke, Greifswald 1896), ch. 35 which deals with materials
like iron and stone which, though ‘naturally cold’, get very hot. As we know from the list
of his writings given in Diogenes Laertius (v, 44) that Theophrastus wrote a book On
Melancholy, the inference that our Problem is connected with this book seems safe. Cf. also
below, p. 41, and O. REGENBOGEN, Art. ‘Theophrastos’, Pauly-Wissowa, Realen:z. d. Kl
Alteriumswissenschaft, Suppl. 7, cols. 1402, 1406.
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straight away the greatest var-
iety of characters, each accord-
ing to his individual mixture.
For example, those who possess
much cold black bile become
dull and stupid, whereas those
who possess much hot bile are
elated and brilliant or erotic or
easily moved to anger and desire,
while some become more loqua-
cious. Many too are subject
to fits of exaltation and ecstasy,
because this heat is located near
the seat of the -intellect; and
this is how Sibyls and sooth-
sayers arise and all that are
divinely inspired, when they
become such not by illness but
by natural temperament.—
Maracus, the Syracusan, was
actually a better poet when he
was out of his mind.—Those,
however, in whom the black
bile’s excessive heat is relaxed
towards a mean,’® are melan
choly, but they are more rational

8 The sentence dooes 8' dv émavllij Ty dyav Beppdryra wpos vé pdoow is unintelligible as it stands

(H. Bonitz in his admirable Index Aristotelicus, p. 265, also cites the verb émavffj as corrupt),
and has given rise to several emendations, none entirely satisfactory; the best, perhaps,
is Bywater's éwavefj v dyav Oeppomys. According to the context the meaning must be that
reasonable (and therefore highly gifted) melancholics are protected both from over-heating
(as occurs among pawol, and especially among Bakides, Sibyls, etc.) and from chill (as occurs
among vefpol xai papod), thus, to that extent, achieving a “udoor’’. It might be suggested to
replace “‘éravlj’’ by “éraviowlij’”’, thus not only making the sentence correct grammatically,
and giving it a meaning, but making it accord with Aristotle's usage elsewhere: cf. Ilepl
dvamvoijs 14, 478 @ 31 . . . dmanool yap €ls 76 pdrpiov 6 rémos miv THs fews dmepfodijv. - However,
we prefer to read émaveffj miv dyav feppérqra (understood as “accusative of respect’”). Earlier
translators were also agreed as to the necessity for emending this passage. Theodorus of
Gaza translates it: “at quibus minus (sic for ‘nimius’] ille calor remissus ad mediocritatem
sit'’; the Venice edition of 1501 (Avistotelis Problemata, fol. 2447) has "quibuscunque autem
valde caliditatem reducit ad medium", and the edition with excellent commentary of
Lupovicus SEpTaLivs (In Aristotelis Problemat taria, Lyons 1632, VOL. LI, p. 346)
has ""At quibus caliditas magna ad mediocritatem reducitur".
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and less eccentric and in many
respects superior to others either
in culture or in the arts or in
statesmanship.  Such a con-
stitution also makes for great
differences in behaviour in
dangerous situations in that
many of these people react
inconsistently in frightening cir-
cumstances; for according to the
condition of their bodies at a
given time in relation to their
temperament, they behave now
one way now another: the mel-
ancholy temperament, just as it
produces illnesses with a variety
of symptoms, is itself variable,
for like water it is sometimes
cold and sometimes hot. There-
fore if it so happens that some-
thing alarming is announced at
a time when the admixture is
rather cold, then it makes a man
cowardly ;—for it has prepared
a way for the fear, and fear
makes one cold, as is shown by
the fact that those who are
frightened tremble.—If however
the mixture is rather warm, fear
reduces it to a moderate temper-
ature and so he is self-possessed
and unmoved.

So too with the despondency
which occurs in everyday life,
for we are often in a state of
grieving, but could not say why,
while at other times we feel
cheerful ~ without apparent
reason. To such affections and
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to those mentioned before® we
are all subject in some small
degree, for a little of the stuff
which causes them is mixed in
with everybody. But with
people in whom this - quality
goes deep, it determines the
character. For as men differ in
appearance not because they
possess a face but because they
possess such and such .a face,
some handsome, others ugly,
others with nothing extraordin-
ary about it (those whose looks
are ordinary); ‘so those who
have a little of this temperament
are ordinary, but those who
have much of it are unlike the
majority of people. For if their
melancholy habitus is quite un-
diluted they are too melancholy;
but if it is somewhat tempered
they are outstanding. If they
are not careful they tend to
melancholy sicknesses, different
individuals being affected in
different parts of the body:
some people suffer from epileptic
symptoms, others from para-
lytic ones, others from violent
despondency or terrors, others
from over-confidence, as hap-
pened to Archelaus, King of
Macedonia.

Such tendencies are caused by
the temperament, according to
whether it is hot or cold.. Ifitis

5 Sylburg’s conjecture seems necessary and restores an expression frequently used by
Aristotle when referring to something ‘said above’, cf. Polif. B4, 1262 bzg;and I'rx, 1282 a 15.
The reference here is to the melancholy symptoms described before. There is, however, the

possibility,

that the reference as such has been lifted from the original source of thé Problema,

just as the one above (see note 57), and refers to a passage in Theophrastus’s work now lost.
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6oois tt oPsvwupdvou EEaipuns, ol
TAeToTol Biaypddvron EouTous, aTe
Bovpdzewy wévras ik TS pnbév Troi-
fioanr onueiov TrpoTEpOV.

@ 15 poponvépevov  Oepudv  secl.
Forster.

unduly cold, considering the
circumstances, it  produces
irrational despondency; hence
suicide by hanging occurs most
frequently among the young,
and sometimes also among
elderly men. Many men, also,
put an end to themselves after
drunkenness, and some melan-
cholics continue in a state of
despondency after drinking; for
the heat -of the wine quenches
their natural heat. (Heatin the
region in which we think and
hope makes us cheerful; and
therefore all men are keen on
drinking to the point of intoxica-
tion, for wine makes evervbody
hopeful, even as youth does
children; for old age is pessi-
mistic, but youth is full of hope.)
There are a few who are seized
with despondency while actually
drinking, for the same reason as
makes others despondent after
drinking. Now those who
become despondent as the heat
in them dies down are inclined
to hang themselves. Hence the
young and the old are more
likely to hang themselves; for in
one case old age itself makes the
heat die down, in the other,
passion, which is something
physical too. Most of those
men in whom the heat is extin-
guished suddenly make away
with themselves unexpectedly,
to the astonishment of all, since
they have given no previous
sign of any such intention.
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When the mixture dominated
by black bile is colder it gives
rise, as has already been re-
marked, to despondency of
various kinds, but when it is
hotter, to states of cheerfulness.
Hence children are more cheer-
ful and the old more despondent,
the former being hot and the
latter cold; for old age is a
process of cooling. Sometimes
the heat is extinguished sud-
denly from external causes,
just as red-hot objects being
quenched against their natural
tendency (i.e. artificially), for
example, coal when water is
poured on. Hence men some-
times commit suicide after
drunkenness; for the heat of the
wine is introduced from outside,
and when it is quenched sud-
denly this condition is set up.
Also after sexual intercourse
most men become despondent;
those however who emit abund-
ant secretion with the semen
become more cheerful, for they
are relieved of superfluous
liquid, of air, and of excessive
heat. But the others often
become rather despondent, for
they become cooled by the sex-
ual act, because they lose necess-
ary constituents, as is shown by
the fact that the amount of fluid
emitted is not great.

To sum up: The action of
black bile being variable, melan-
cholics are wvariable, for the
black bile becomes very hot and
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yiveral xai 8eppr]. S1& B¢ 1o fiBoTroids
elven (HBomordy ydp 16 Beppdv kad
yuypdv pdhiota TéV Ev fipiv toTv)
Qomep & olvos heiwv kal EAGTTWV
KepavvUpEvos TG owpaTi TolEl TO
fifos ToloUs Twas fuds. &upw &8
TveupaTiKG, Kai & olvos kal 1) péAciva
oM. émel 8 o kel elkpatov elvan
Ty dvewpahiov kad kehdss Trws Exew,
xal Smou 8ei Oeppotépav elvar ThY
Sidbecv xad AW Yuypdv f| Tolvav-
Tiov Bix 16 UmrepPoliyv Exew, TrepiT-
Tol pév elor wavtes ol peAaryyoAxoi,

very cold. And as it determines
the character (for heat and cold
are the factors in our bodies
most important for determining
our character): like wine intro-
duced in a larger or smaller
quantity into the body, it makes
us persons of such and such a
character. And both wine and
bile contain air. Since it is
possible for this variable mixture
to be well tempered and well
adjusted in a certain respect—

oU Bik véoov (B8),™ &AAX Bix uow. that is to say, to be now in a
warmer and then again a colder
condition, or vice versa, just as
required, owing to its tendency
to extremes—therefore all mel-
ancholy persons are out of the
ordinary, not owing toillness, but
from. their natural constitution.

@) 8¢ add. Richards.

Black bile—so runs the argument in the preceding Problem
XXX, 1, which has been called “a monograph on black bile”—
is a humour present in every man without necessarily manifesting
itself either in a Jow bodily condition or in peculiarities of character.
These latter depend rather, either on a temporary and qualitative
alteration of the melancholy humour as caused by digestive
disturbances or by immoderate heat or cold, or on a constitutional
and quantitative preponderance of the melancholy humour over
the others. The first generates “melancholic diseases” (among
them epilepsy, paralysis, depression, phobias, and, if immoderate
heat be the cause, recklessness, ulcers and frenzy); the second
makes a man a melancholic by nature (peAcryyohikds Si&k @Uow)-—
and here for the first time the difference, present in the theories
of medical writers as a tacit presupposition of which they were
at most only partially aware, was clearly shown and expressed.
Evidently the second possibility did not exclude the first, for it
was obvious that the natural melancholic would be particularly
subject to melancholy diseases, and in a particularly virulent
form. On the other hand, men normal by nature—oi moAAoi—
could never acquire the qualities proper to the natural melancholic



30 MELANCHOLY IN ANCIENT PHYSIOLOGY [l. I.

thanks to his habitual disposition. The normal man certainly
was liable to melancholy diseases, but these diseases would then
be merely temporary disturbances with no psychical significance,
having no lasting effect on his mental constitution. The natural
melancholic, however, even when perfectly well, possessed a quite
special “ethos”, which, however it chose to manifest itself, made
him fundamentally and permanently different from ‘“ordinary”
men; he was, as it were, normally abnormal.

This spiritual singularity of the natural melancholic was due
to the fact that the black bile possessed one quality lacking in
the other humours, namely that it affected the disposition
(h@omorév). The basic idea was that there were some substances—
water, milk or honey, for instance—whose absorption into the
body did not influence the condition of the soul at all; but there
were others which worked immediately and powerfully upon the
mind and also threw the victim into all sorts of spiritual conditions
which normally were foreign to him. Wine was a good example
of this, and black bile produced comparable effects (an idea often
repeated in later authors).®® Just as wine, according to its
temperature and the amount drunk, produced the most varied
emotional effects, making men cheerful or sad, or garrulous or
taciturn, or raving or apathetic, so black bile too produced the
most varied mental conditions. The main difference from the
effects of wine was that the effects of black bile were not always
temporary, but became permanent characteristics wherever the
black bile had a natural ascendancy and was not merely h,:orbidly
chilled or inflamed. ‘“Wine then makes a man abnormal (wreprrrév),
but for a short time only, while nature (that is to say, in this
case, the melancholy disposition) does so permanently, for his
whole lifetime.”” The reason, however, was the same in both
cases—black bile, like wine, was of an airy nature (mveuperrdsng),
the proof lying, on the one hand, in the froth of wine; on the
other, in the tightly-stretched skin and distended veins of the
melancholic. In this “pneuma’” there dwells a singularly stimu-
lating driving-force which sets the whole organism in a state
of tension (8pe€is), strongly affects the mind and tries, above all
in sexual intercourse, literally to “vent itself”’; hence both the
aphrodisiac effect of wine and the lack of sexual restraint, proper,
in the author’s view, to the man of melancholic temperament.®!

* Ficmwo, De v. tripl., 1, 5 in Opera omnia, Basle 1576, voL. 1, p. 498.
® See below, p. 34.
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There was also the very important fact that the black bile, like
stone or iron, could be powerfully affected by heat and cold.

. Naturally cold, it could become immoderately so, as well as

immoderately hot (516 kol ) péAcavar xoM) kad Geppdrarov kad yuxpoTaToV
yiveran). Marsilio Ficino, whose ideas decisively influenced the
notion of melancholy in the Renaissance, was later to say:

Bilis enim atra ferri instar, quando multum ad frigus intenditur, friget
ad summum, quando contra ad calidum valde declinat, calet ad summum.5?

And as character was primarily determined by heat and cold
(HBotrordy yép Td Bepudv kal Wuypov péAioT TGV Huiv oTw) it was
clear that those men in 'whose bodies black bile played a pre-
dominant role were bound to be also mentally “abnormal” in one
way or another.

Once this was established, it formed a basis of argument for
the main thesis that all outstanding men were melancholics.
Admittedly only a basis, for to follow the argument to the end
it was necessary to show that (and also, in what circumstances)
the ““abnormality” of the melancholics could consist in abnormal
talent. Even in our text, the notion “mepirrés” (which we have
translated “‘abnormal”) is a neutral conception, implying no
more than a deviation from normal conditions or behaviour in
one direction or another, so that either a beautiful or an ugly
face—and even drunkenness—could be called an “‘abnormality™.
Only in a context where it is clear that the word is used in a
favourable sense (as in the introduction to the Problem. “con-
cerning philosophers, statesmen, poets and artists”’), or where
the one word “meprrrés” is opposed to an unworthy characteristic
(as in the sentence “#&v udv y&p o@dBpa Karraxopts f 7 &5, pehoryXohikoi
clot Mav, v 8¢ mas xpaddsor, meprrrof”’), would we be justified
replacing ‘“‘abnormal” by “outstanding”’. The deviation from
the normal, distinguishing every melancholic, does not of itself
include a capacity for outstanding intellectual achievements.
Indeed, the prevalence of black bile—and it does prevail in every
natural melancholic—is directly detrimental to character and
ability as long as its “anomaly”’ operates unchecked. \With too
overwhelming a predominance of black bile men become “all
too melancholy”, but with too small a proportion they are hardly
distinguishable from the many. If the black bile is entirely
cold it produces lethargic weaklings or dull fools (vaBpoi xai pwpoi),

& Freino, De v. tripl., 1, 5.
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if entirely hot it produces mad, lively, erotic, and otherwise
excitable people, who (since the seat of the black bile lies near
the seat of reason) are prone to trances and ecstasies like the
Sibvls and soothsayers, or those poets who only produce good
work when in an ecstasy. Really “outstanding” talent, as shown
in objective achievement, presupposes a double limitation of the
effects emanating from the black bile. The final answer to the
question put at the beginning reads that the amount of melancholy
humour must be great enough to raise the character above the
average, but not so great as to generate a melancholy “all too
deep”” 5 and that it must maintain an average temperature,
between “‘too hot” and “too cold”. Then and only then is the
melancholic not a freak but a genius; for then and only then,
as the admirable conclusion runs, is it “possible that this anomalous
admixture is well attempered and in a certain sense well adjusted”
(trrel & Eomi kal eOxkparrov elvan THY &veopohiov kol KaAds Tws Exew). It
was not always easy, however, for Aristotle’s followers to draw the
line between natural melancholy and melancholy sickness, for it
need hardly be said that even a well-attempered melancholy was
constantly in danger of turning into an actual illness, either
through a temporary increase in the quantity of bile already
present, or above all through the influence of heat or cold on the
temperature of the bile. Even the gifted melancholic walked a
narrow path between two abysses; it was expressly stated that if
he did not take care he would easily fall into melancholy sickness,
would be afflicted with overwhelming depression (&8uuicn foxupad)
and fits of terror or else of recklessness.

Melancholy, then, within the limits of “natural melancholy”
(uehayxoMa Bi&k puow) could be regarded in two ways, each with a
double aspect. One concerned the formation of character, in
that the “humor melancholicus”, if permanently present in
abnormal quantity or condition, produced exaggerated types of
one sort or another, known as freaks or “‘&vomor”’. The other
concerned the outlining of particular states of mind in that the
“humor melancholicus”, if temporarily present in abnormal
quantity or condition, could plunge people who in themselves
were not pathological cases into either illness or at least unhealthy

® Ficino even gives the formula for the “best” combination in figures: 8 parts blood, 2
parts yellow bile, 2 parts black bile (De v. tripl, 1, 5). AcrippA OF NETTESHEDM (De occulta
philosophia, 11, 27, in H. Cornelii Agrippae ab Netiesheym Opera, Lyons [?) s.d. [1630]), p. 247,
makes the proportion of black bile in the “homo sanus et bene compositus’ even smaller;
blood, phlegm, yellow bile and black bile are in the proportion 8:4:2:1.
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moods, hurling them back and forth between creative excitement
and gloomy dullness. A penetrating phrase—coined, it is true,
only in the fifteenth century A.p.—applies to both:

'Ad utrumque extremum melancholia vim habet, unitate quadam stabilis
fixaeque naturae. Quae quidem extremitas ceteris humoribus non contingit.®

Problem XXX, 1, whose content Melanchthon described as
a "du.l_cissima. doctrina”, and which has seldom been equalled
and still more rarely surpassed in psychological subtlety, was
considered a genuine Aristotelian work by both Cicero and
?lutarch, who cite it independently of each other.® From this
it is clear at least that it bore Aristotle’s name even before the
edition of his complete works, which appeared probably not
earlier than the first or second century A.n.*® But had it any
right to bear that name?

It is typically Aristotelian not only to try to show a connexion
between mental and physical processes (as the Hippocrateans had
begun to do)®? but to try to prove it down to the last detail.
Thfa conceptions, too, made use of to prove the case are typically
Arfstotelian. There is the notion of heat, which here, as in
Anstqtle generally, signifies the foremost dynamic principle of
organic nature and which (an important point) was thought to be
independent of physical substances, so that the same black bile
::‘ould as easily become very hot as very cold; and thanks to this

.thermodynamic ambivalence” it achieved its effects in the forma-
tion of character.®® Then, too, there is the notion of the ‘“mean”

% Ficino, De v. tripl., 1, 5.

® Cicero, T !/ disputati 1, 8o: "Aristoteles i i i i
0, e I, 2 quidem ait omm

mehu{fh?hcos esse, ut ego me tardiorem esse non moleste feram.” Cf. also&emmgemos;;:
"_"Mt;]ﬁﬂde_. ':7. 10:" nam sive Graeco poetae credimus ‘aliquando et insanire incundum ’est,‘
sive Platoni frustra poeticas _iom compos sui pepulit’, sive Aristoteli ‘nullum magnum
ingenium sine mixtura dementiae fuit’: non potest grande aliquid et super ceteros loqui nisi
mota mens.” Cf. PLutarcH, Life of Lysander 11, 3: *Apiororédys 8¢ vds peydlas $does dmodalvar
:;i:;qsohus: s ﬂ}v‘:‘h pdrovs xal IlAdrawos xal ‘HpaxAdous, loropet xal Adoavdpor otk €0fids dMd

ofirepov Svra 7] yxoMa mepimeoeiv, Lysander himself al descril
gt i was always bed by Plutarch

® Cf. E. S. ForsTER's introduction to vor. vi1 of The Wo i ;i

p . vks of Aristotle tr i
untler the editorship of W. D. Ross, Oxford 1927, s .

$7Cf, esp. Tlepl Sialrys, chapter 35, which describes the conditioni
3 0 ' tioning of the b
mixture of the four elements (Hiprocr. voL. 1v, p. 280 sq. Jones). Seeg also sbo::,‘ ;-:u:‘. e

* Although Archelaus and Diogenes derived the affections from the relationship between
heat and cold, they still considered heat and cold as elemental powers bound up with matter,
arfd not as mere states of an in itself indifferent dAn, which Aristotle was the first to contrasl';
with the determining factors, as a constant deferminandum. Cf. FREDRICH, op, cit., pp. 134
137 and 140. Ilepl wovodv, 1,2 (LrrrrE, vi, p. 142) is particularly informative, ix':r it tel.l;
us that luness_ea may come dmd rof Oeppod Umepleppalvovros wal Toi uypod :m'(mhrxums‘
only the essentially warm can become inordinately hot, and the essentially cold inordins.tel;f
cold. For Rufus's even more materialistic conception, see below, p. 52 (text).
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(neoéts), which determines the ideal melancholic in the same way
as it determines the ideal mental and physical performance in the
genuine Aristotelian writings. For even if (say) courage seems
to be the mean between cowardice and recklessness, it is not a
fixed point between two other fixed points, but a varying equi-
librium between two vital, constantly opposed forces, which is
preserved not by a weakening of the opposed energies but by
their controlled interaction. Finally, also the notion of ogoSpétng
which is used to characterise the melancholic is typically
Aristotelian.®®

The constant high tension of the melancholic’s spmtual life,
which originated from the body and was therefore independent
of\the will, made it as impossible for him to act reasonably as it
was for the choleric; except that in the latter case it was rashness
(texuriis) which prevented calm reflection, in the former, vehem-
ence (ogodpéms). Melancholics followed their fancy entirely, were
uncontrolled in every respect,”® and were driven by ungovernable
lust.”™ (Plato had already classed the melancholic with the lover
and the drunkard—a connexion which may have inspired the
comparison, brilliantly traced in the Problem, of black bile with
wine.) They were greedy,” and had no command over their
memory, which refused to recall things when wanted, only to
bring them to mind later and unseasonably.” All these weak-
nesses, to which Problem XI, 38, adds stuttering (supposed to
result from speech lagging behind thought),” came from the im-
moderate irritability of their physical constitution, so that neither

® De divinatione per somnum, 11 (464b 5): & iy ododpémyra odx éxxpoderar adrdv 1
wivmois 0’ érdpas wonjosws. Cf. Eth. Nic., 1154 b 11: of 8¢ pelayyolixol tiv o del Sovras
lapelas. wai ydp 76 odpa Baxvipevor Bratedei Bia Tiw xpdow, xal del év dpéfe adobpd eloilv. éfedavva
8¢ NBowy Amyy 1) 7e dvavria xal 1) Tuyodoa, div ff loyvpd: xal Bid Tabra dwdacror xal daiilor ylorrar.

7 Eth. Nic., 1150 b 25: pdhora 8 ol dfeis xal pedayyohcol Tiv mpomerij dxpaoiav eloly dxpareis.
ol pév yap Bid riv raxvrijra, ol 8¢ dud miv ododpdryra olx dvapévovar Tov Adyow, 8id 16 drolovfnTixol
elvar 7fj avraciq.

7 Cf. Problema 1V,30 (880 a), where the melanchdlic's “libido" is attributed, just as in

Problema XXX, 1, to an excess of “pneuma’’. This view, too, is based on genuinely Aristo-
telian presuppositions: cf. De generatione animalium, 728 a g, and elsewhere.

" De somno et vigilia, 111 (457 a 20).
" De memoria el yeminiscentia, 11 (453 a 19).

" Adwd 7{ ol loyvddwror pedayyolixal; 7 &7t 78 7§ davracle drodovfely Tayéws 16 pedayyohudr elval
dorwv . . . wporepel yap 1 dppn) Tob Myew Tijs Suvduews abrois . . . xai of Tpavdei 8¢ doadrws. This
close agreement with the passage from Pseudo-Hippocrates's Epidem. libri, 11, 5, 1, cited on
P- 15 (text) was already observed by Franz PoscHENRIEDER, “Die naturwissenschaftlichen
Schriften des Aristoteles in ihrem Verhiltnis zu den Biichern der Hippokratischen Sammlung”,
in Programm der kgl. Studienanstalt zu Bamberg, 1887, p. 63. ;

-
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could love give them lasting satisfaction nor gluttony alter their
congenital leanness. In both cases they sought enjoyment not for
its own sake but simply as a necessary protection against an
organic failing; for just as their sexual craving came from excessive
tension, so did their greed spring from a metabolic deficiency—
the latter having the virtue of protecting them from normal
after-lunch sleepiness.” The melancholic’s capricious memory,’
however, was the effect of another peculiarity derived from his
vehemence, which was to prepare the way for the conception
of the melancholic as a man of genius. This peculiarity lay in
his capacity to react just as easily and violently to all physical
and psychical influences—especially to visual images—as the
melancholy humour in Problem XXX, 1, reacted to heat and
cold. If the melancholic was more liable than other men to be
seized with a recollection too late or unseasonably, after he had
tried and failed to conjure it up by an effort of will, it was due
to the very fact that this exertion of his memory had produced
in him mental pictures or images (pavréopara) which affected
his mind more strongly and were more compelling than was the
case with other people; and this agitated and crowded memory,
once it had been awakened, could as little be arrested in its
automatic course as an archer could recall an arrow once shot.”

It would seem that the expression dxodountikoi T eavracix 1s
meant to characterise this exaggerated irritability of the “'vis

7 De somno et vigilia, 111 (457 @ 29). This indifference to sleep was later reckoned as one
of the few favourable traits in the melancholy disposition—'"Hi wvigilant studiis, nec mens
est dedita somno.” In view of all this, Aristotle as a moralist cannot really condemn the
melancholic’s lack of control, for since his organic constitution excludes the possibility of
free will, he is morally less to be blamed (and, in fact, easier to cure since the treatment is
purely medical) than those who resolve to do evil, or those who have the capacity to make
good resolutions but lack the strength to keep them. For the latter can control themselves
more easily in the same way as a person who knows he is going to be tickled can take himself
in hand (Eth. Nic., 1150 b 25 sqq., esp. 1152 a 19 and 1152 b 22). The passage in the Magna
Moralia (1, 1203 b 7 sqq.) which treats the melancholic’s lack of seli-control as more blame-
worthy, on the ground that, being by nature cold, he is uncontrolled only from a certain
weakness (dofenxy mis), is in contradiction with all other passages, and can be explained as
a mistaken attempt to reconcile Aristotle's notions with the simple doctrine of the qualities
held by school medicine. In any case it might be argued that the author of the Magna
Moralia falls into many errors as soon as he attempts to go forward on his own; and the
contradiction just pointed out is fresh evidence that, despite H. von Arnim's attempt to
rescue it, the work should be regarded more or less as an abridgment of the two Aristotelian
Ethics. Cf. E. Kapp in Gnomon, vor. 111 (1927), pp. 19 sqq., and 73 sqq.

¢ In later literature, especially after a connexion had been established between tempera-
ments and planets, the “‘constant’” Saturn became patron of melancholics, and the latter
were thought to have particularly good memories.

™ De ia el reminiscentia, 11, 453 a 18 sqq.
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imaginativa’’, which was later believed to produce hallucinations,
or to enhance the power of visual imagination.” It was this
facultv which sent the melancholic true dreams, as described in
the Eudemian Ethics,™ and which even enabled him to prophesy
the future with astonishing accuracy (evotoxof elow). Just by
virtue of the vehemence of his imagination the melancholic was
in a position—in fact he was bound—to associate every given
idea with the next, and became like those ‘‘possessed ones’”
(twpoveis) who continually wrote and recited songs like those
composed by Philainis®; it was no coincidence that later the
Arabic expression for ‘“black” or “melancholic” became
synonymous with “passion”.®!

Nevertheless, a fundamental contradiction exists between the
picture of the melancholic as a complete and expressive whole,
shown in Problem XXX, 1, and that which we can piece together,
mosaic-wise, from statements made by Aristotle elsewhere.
(Albertus Magnus, in the chapter of his Ethics in which he collected
all the Aristotelian statements concerning the melancholic, showed
this in a significant "‘quamvis—tamen”.#?) Elsewhere, melancholy

8 For the morbid perversions of the ''vis imaginativa,” which, of course, are best described
in medical literature, ci. pp. 47, 50, 55, 93. The notion of a melancholic as a man with
enhanced powers of inward vision occurs in the thirteenth-century scholastics, and we shall
deal with this below in greater detail; see pp. 337 sqq. (text).

"™ Eth, Eud., viir, 2 (1248 a 40).

% De divinatione per somnum, 11, 4643 32 sqq. The traditional text has rd Pdawyidov
monpara, but the old emendation Quawidos is obviously right, as the context applics to
poems treating of love, the characteristic of these poems being the way they dragged in every
possible association; and this might well be said of the works of the notorious Philainis of
Leucadia.

M Arabic saudd'u = black (fem.); Arabic seuddwi af-mt':&é= black by admixture, melan-
choly; Turkish and Persian sewdd = passion (information kindly supplied by Dr. Bjérkmann).

82 Ethics, vu1, 2, 5 (B. Alberti Magni opera omnia, ed. A. Borgnet, Paris 189099, voL. VII,
p. 511). The young man as well as the old “‘multis laborat defectibus", the young because
he wastes too much energy, the old because "'in senectute, quae frigida et sicca est ad modum
melancholiae”, he, like a building fallen into ruins, is in constant need of repair: “Nec hoc
dicimus tantum de melancholicis melancholia innaturali, quae combusta cholera est et nigra,
sed de melancholicis generaliter. Quamvis enim melancholici de melancholia accidentali ex
acumine humoris morsa habeant corpora, famen dicit Aristoteles in Problematibus, gquod
omnes hi, qui fuerunt heroicarum virtutum, Hector et Priamus et alii, in hac melancholia
laborabant: eo quod haec melancholia rubei vini, quod vaporosum est, habet similitudinem;
et quia gravitatem habet, constantiam facit; quia vero vaporosa, virtutem erigit ad
operationem. Melancholia enim naturalis, ut dicit Galenus, frigida est et sicca. Per
frigiditatem abscidens motum et evaporationem, per siccitatem autem gravitate propria
decidit; propter quod stomachus melancholicorum et senum superius vacuus est, ommi
evaporatione destitutus, et semper suam sentiens inanitionem ex nutrimenti defectu; propter
quod continue cibum desiderant . . . . Cuius signum est, quod tales multum et continue
comedunt, multi stercoris sunt et parvi nutrimenti. Appetunt continue et supplens defectum
et expellens tristitiam, quae est ex defectu. Delectatio autem si fortis sit, facit expulsionem,
sive illa delectatio sit contraria sive etiam conveniens guaecumque. Vehemens enim
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is treated throughout as a pathological abnormality always
needing medical aid, with virtues that are merely the reverse
side of its failings (true dreams, for instance, come not from
good sense—gpévnois—but, to put it in modern language, from
the unchecked activity of the “unconscious”). The Problem,
however, considers a melancholy disposition essential for just
those achievements which require conscious aim and deliberate
action—those in fact which correspond to the essentially
intellectual virtues, that is to say achievements in the realm of
art, poetry, philosophy or politics. Such a conception is not
“un-Aristotelian”’, but to a certain extent it does go beyond
Aristotle’s own range of interests. In the Parva naturalia it is
the physiologist who speaks, for whom the “abnormal” means
merely a “modus deficiens”; in the Efhics the speaker is the
moralist, who considers the individual in his relation to the
community, and who to that extent sees the existence and
behaviour of men from the standpoint of decorum and responsi-
bility. In both cases the melancholic is conceived as “‘melancholic
through illness”, whose physical suffering results either in quite .
clear deviations from the normal, or in a smaller degree of moral
responsibility. The author of Problem XXX, 1, however, sets
himself the task of doing justice to a type of character which
evades judgement from the medical as well as from the moral
point of view—the “exceptional” type (mweprrrds).

This concept really denoted the fatal lack of moderation
characteristic of the heroes and victims in the great tragedies,
shown in Electra’s grief®® or Antigone’s work of charity; these
seemed insolent and pointless to the reasonable Ismene or the
rigidly autocratic Creon, but they meant the fulfilment of a
higher moral law to poet and audience.® The epithet “excep-
tional” carried a certain sinister pathos because of the suspicion of
Uppis which any attempted departure from the recognised human
norm seemed to imply. To this popular religious feeling Aristotle
alludes in the beginning of the Mefaphysics®: “If there is

delectatio in quocumgque sit, ad se trahit animam, et non sinit avertere tristitias, quae ex
aliis contingunt defectibus. Propter hoc ergo, quod tam senes quam iuvenes superabun-
dantias prosequuntur delectationum, fiunt intemperati et pravi: quia intemperatus circa tales
est delectationes.”” The derivation from Aristotle is obvious almost everywhere.

¥ SorHOCLES, Elecira line 155.

* Antigone, lines 68, 780. When Creon calls Antigone's burial of her brother wdvos mepioods
it includes the notions both of “excess” (because the act is contrary to woman's nature or a
citizen's duty) and of “superfluity” (cf. the frequently quoted medical expression mepiodipara).

% Metaphysics, 1, 2 (982 b 32 sqq.).
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something in what the poets say and the godhead is by nature
jealous, then all exceptional (outstanding) men are bound to be
unfortunate.”

Again, in passages where Aristotle uses his favourite method
of analysing popular assumptions in order to arrive at a clearer
distinction between ethical terms, the word “meprrrév’”’ is sometimes
used in the colloquial sense, in which it had become one of the
slightly ambiguous expressions of exaggerated admiration used
by the philistine concerning things which are above his head and
therefore suspect.® But if this concept eventually came to have
a mainly positive connotation, and the “mean” sank to denote
“mediocrity”’, this development can after all be traced back to
Aristotle, who extended the notion of the “exceptional” beyond
the realm of emotion and action, and used it in such a way as to
cover rational behaviour and even that highest of human achieve-
ments, the contemplative thought of the philosopher.

In his Ethics the ‘“‘greatness of soul” (peyodoyuyia) of the
outstanding man is considered as a value over and above the
simple equilibrium of forces achieved by lesser natures. The
magnanimous is described as “in respect to greatness an extreme,
in respect to (right) proportion a mean” .87

With the same feeling for greatness as an absolute value the
contemplation of the First Principles, which is the object of the
philosopher, is characterised as a mepirrév in the popular as well
as the more profound sense. For it does not only go beyond
any knowledge of immediately utilitarian or even moral and
political value,® but, being an end in itself, might be thought
to transcend human nature and to be a privilege of the gods.
But it is just because of the “transcending” value of this wisdom
that Aristotle, rejecting the old superstition of the jealous deity,
claims it to be the true aim and perfect felicity of man.8¢

Whoever he was, the author of Problem XXX, 1, tried to
understand and to a certain extent to justify the man who was

8 Cf. e.g. Eth. Nic., vt (1141 b 6): “Therefore they say that Anaxagoras, Thales and men
like that are wise, but not sensible, when it appears that they do not know what is useful to
themselves, and they say that [these men] know out-of-the-way-things, things wonderful,
difficult and marvellous, but useless".

8 Or: “‘absolutely speaking an extreme, relatively a mean” (Eth. Nic., 1v, 7, 1123 b 13:
7@ pév peyéfer drpos, 7d 8¢ dis el péoos). The resemblance of the thought to the phrase in

the Problem, “since it is possible for an abnormal admixture to be well attempered . . ,” is
striking.
88 Cf. Politics, viit, 2 (1337 a 42): . . . disciplines useful in life or those tending to virtue or

to the mepirrd.
8 Metaphysics, 1, 2 (983 a 2 sqq.}); Eth. Nic., x, 7 (1177 b 26 sqq.).

-

§2; THE NOTION OF MELANCHOLY : PROBLEM XXX, I 39

great because his passions were more violent than those of ordinary
men and because he was strong enough, in spite of this, to achieve
a balance out of excess; not only Ajax and Bellerophon, but
Plato and Socrates belonged to this type. And so the Problem
links up with genuine Aristotelian themes. The notions of creative
frenzy and of enthusiasm were not unacceptable to the young
Aristotle,* nor did he abandon them in the course of his develop-
ment ; they remained operative in his thought and feelings, though
they were not always explicitly stated. For the same thinker who
sometimes used the words povikés and &v@ouciaoTikés in an entirely
derogatory sense® was also the man who described the art of
poetry itself as inspired,® and who said in the Poetics®® that,
because the poet must have a clear picture of every moment of the
drama and must in himself directly experience all the emotions
experienced by his heroes, he must either be a talented man
(svgutis) or inspired by frenzy, for the one has an impressionable
(elrmAacTos) nature, the other is ecstatic.9

% Cf, \WERNER JAEGER, Aristoile, Oxford 1934, passim. Here the notion of pavic is
too much considered as having been taken over from Plato and as having become less impoertant
to Aristotle as he became more independent; whereas in our opinion it is something quite
consonant with Aristotelian thought, which in the course of his development was not so much
pushed aside as assimilated, and thus, of course, modified.

"1 See for instance Eth. Eud., 12302 32! p7 xakév ald pavexow.

*2 Rheloric, 111, 7 (1408 b 1g).

Ly R. Schine, Leipzig 1914 (from Sitzungsberichie der Akademie der Wissenschiarion, Fhui

K1, 11, Vienna 1866, p. 129). The eidwnjs is the man equipped with intellectual )
nature (the opposite of yeyupvaoudios), especially he who knows and chooses truth thanks -
his native powers of judgement {Eth. Nic.,, 1114 b 7, Topica, 163 b 13}, and mav the

be described as efmdacros (pliant, easily sympathetic to other people's ideas;. Val
others read éferacrnol instead of éxoramwel, but pairing eddvis with edrdasror and poviws
with éferasricol would not make such good sense, since "“judgement’ applies to the elgids

much sooner than to the pawmxds, Cf. also the Arabic text, Jarosravs Trarscu, Qe
arabische Ueberselzung der Poetik des Aristoteles, 1 (Akademie der Wissenschaflen in Wien,

Phil.-hist. Kil., Kommission fiir die Herausgabe der arabischen Arisioteles-Usberseizungen)
Vienna 1928, pp. 256 sqq.

" The fragment from SexTus EMpIRICUS, Adversus dogmalicos, 111, 20-22, (Aristotelis Frag-
menia, ed. V. Rose, frag. 10) is important for Aristotle’s attitude to enthusiasm and prophecy.
We cannot say whether Aristotle himself was a melancholic. (If he was, it would of course
be a very illuminating circumstance with regard to the presuppositions of Problem XXX 1.}
In any case it is curious that a malicious satire should give a list of the verv traits which
appear in the genuine writings of Aristotle as signs of the melancholic:

opikpds, palakpds, TpavAds ¢ rayepirys,[Adyvos, mpoydorwp, maMaxals ovimupudios.
(Aristotelis Fragmenta, ed. V. Rose, p. 10, at the end of a short life of Aristotle which also
names some of the traits here ridiculed.) On the other hand, there is no doubt that the
conception of the melancholic set forth in Problem XXZX,1 was realised in the persons of
other great philosophers, For Heraclitus, see below p. 41; and Socrates is convincingiyv
described as completely "‘uncontrolled”, irascible and sensual by nature, attaining the status
of a philosopher only by deliberate effort.
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Admittedly Aristotle could not concede this frenzy to be
“godlike" in the sense that it could be traced back toa non-natural
origin. One might say that he would have accepted it only when
it had lost its transcendental character, and when it had acquired
legitimate status by being drawn into the natural nexus of cause
and effect.

This indeed was precisely the task undertaken by Problem
XXX, 1. The mythical notion of frenzy was replaced by the
scientific notion of melancholy, a task made the easier as ““melan-
cholic’’ and “mad"—in the purely pathological sense—had long
been synonymous, and as the peculiar gift of true dreams and
prophecies belonging to the diseased melancholic corresponded to
the Platonic equation of “‘mantic” and “manic”.

In this way the notion of melancholy acquired in its turn a
new and positive content, and thanks to this it was possible at
once to recognise and to explain the phenomenon of the “man
of genius”. Plato described how an abnormal condition which
when seen from without looked like madness and made a deep
thinker appear a fool in the eyes of the world® might be the
source of all great intellectual achievements; and only this idea
could have enabled a type of mind more scientific than meta-
physical to conceive the notion that even the dread melancholy
c ould furnish its victims with gifts of the spirit surpassing reason.
Only the distinction between divine frenzy and frenzy as a human
disease that is established in the Phaedrus®® could have made
possible the differentiation between natural and pathological
melancholy (uehayyohia Sik uow fi 81k véoov) set forth in Problem
XXX, 1. But only the Aristotelian notion of matter coupled
with the Aristotelian theory of heat made it possible to bring
systematic order into the many forms of “vehemence’” ascribed
to the melancholic in the clear terms of a theory of opposites;
only the Aristotelian conception of the “mean” made it possible
to conceive an effective equilibrium between the poles of this
antithesis, a “eucrasia within an anomaly” which justified the
apparently paradoxical statement that only the abnormal was
great. The miracle of the man of genius remained; but it was
conceived (thereby perhaps becoming even more miraculous) no
longer as an irruption of mythical forces into reality, but as nature

40

% A German author of the sixteenth century, Jomannes AperrHus MuULICHIUS, uses the
word “‘schellig” in his translation of Ficino, Strassburg, about 1505 (quoted p. 282).

* Phaedrus, 265A.
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surpassing herself by following her own immanent laws, making
man, though necessarily very seldom, a superman.

Problem XXX, 1, stands therefore at a point in the history
of thought where Platonism and Aristotelianism interpenetrate
and 'balance one another. The conception of frenzy as the sole
basis for the highest creative gifts was Platonic. The attempt
to bring this recognised mysterious relationship between genius
and madness, which Plato had expressed only in a myth, into the
bright light of rational science was Aristotelian, as was likewise
the attempt to resolve the contradictions between the world of
physical objects and the world of ideas by a new interpretation
of nature. This union led to a shift of values through which the
“many” were equated with the ‘“‘average”, and which stressed the
emotional “Be different!” rather than the ethical “Be virtuous!” :
and this subjectivism is characteristically hellenistic—which
perhaps accounts for its peculiarly modern flavour. Divine frenzy
came to be regarded as a sensibility of soul, and a man’s spiritual
greatness was measured by his capacity for experience and, above
all, for suffering. In fine, the conception of Problem XXX, 1,
points to Theophrastus, the philosopher who was the first to write
a whole book on melancholy, and who said of Heraclitus that
owing to melancholy he left most of his work unfinished or lost
himself in contradictions.®
- For the first time the dark source of genius—already implicit
in the word “melancholy”—was uncovered. Plato’s divine frenzy
was the recollection of an otherworldly realm of supracelestial
light, now recaptured only in moments of ecstasy: in Peripatetic
thought melancholy was a form of experience in which light was
a mere correlative of darkness, and in which the way to the light,
as later times understood, was exposed to daemonic perils.?8

3. THE DEVELOPMENT OF THE NOTION OF MELANCHOLY AFTER
THE PERIPATETICS

It was only natural that this conception should not have been
capable at once of satisfactory development; a true understanding
of Problem XXX, 1, could not begin to emerge until something
which was here anticipated had become a reality for men’s

r;."gg;,mxnu( Ilau;;:ws, Lives of the philosophers, v, 2, 44 and 1x, 1, 6. H. Umer. Analecta
e astea - Schriften 1, 54), Leipzig 1912-14, traces the whole Probl ;
Theophrastus. See also above, P. 23, note 57. ket

' See below, pp. 250 sqq. (text).
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self-consciousness, namely, the phenomenon of “genius”. One may
say that the Italian Renaissance of the fifteenth century was the
first age that grasped the full significance of the Problem. (It
was no sooner grasped than transformed.) Ancient writers record
its main thesis, that all great men are melancholics, with either
a certain remote astonishment® or else with frank irony,% but
in any case with dwindling sympathy for the tragic anomaly of
the outstanding man hurled back and forth between exaltation
and overwhelming depression. Lost too was the basis of this
sympathy, the manner of regarding the melancholy humour itself
like a highly sensitive precision instrument which cduld be
thrown out of equilibrium by any outside or inner influence.
According to a doctrine of elements and qualities which took no
account of the “thermodynamic ambivalence”, the black bile was
a cold, dry, earthy substance!® and nothing more.

Apart from the complex of symptoms described in Problem
XXX, 1, and in the corpus of indubitably Aristotelian writings,
all that survived of the new conception was a feeling that there
was some special connexion between melancholy and the
intellectual life; and that a sharp distinction must be drawn
between what was ‘‘natural” and what was ‘“‘diseased”, which
led to the conclusion that the humours, envisaged in terms of
“natural” predominance, also determined a man’s mental con-
dition. Both thoughts were pregnant enough, the first for the
further development of the notion of pathological melancholy, the
second for the creation of a type of character—an idea which,
before the end of antiquity, was to merge with the doctrine
of the four temperaments as four types of disposition.

(@) Melancholy as an Illness

With regard to the further development of a pathological notion
of melancholy, a distinction must be drawn between the moral
judgment of the philosophers and the purely curative approach
of the physicians. The former was represented by the Stoics,

» CicERo, loc. cit. (cf. De divinatione, 1, 81), PLUTARCH, loc. cit., see above p. 33, note 65.

100 Ayrus Gerrius, Noctium Atticarum libvi 20, xvii, 7, 4: “Cumque digressi essemus,
‘Non tempestive,” inquit Favorinus, ‘hunc hominem accessimus. Videtur enim mihi émorfpas
palveoflas, Scitote,’ inquit, ‘tamen intemperiem istam, quae uelayyoda dicitur non parvis
nec abiectis ingeniis accidere, dMd elvac oxeBdv 7t 78 mdfos Tofiro tjpwixdv et veritates

.o

plerumque fortiter dicere, sed respectum non habere pijre xaipod pijre pérpov’. :

101 See esp. RUFUS, p. 355, 2: fuxpds ydp xal fnpds 6 pelayyohixds yvuds; also Galen’s com-
mentary on the Iepl ¢doios dvlpdmov 1, 40-1 (Corp. med. Gr., V, ix, 1, p. 51), quoted, for instance
by Albertus Magnus: see above, p. 36, note 82. )

o it s
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the latter mainly by Rufus of Ephesus (¢c. A.D. 200), who played
as great a part in the history of the medical conception of
melancholy as the author of Problem XXX, 1, in the history
of the philosophical and psychological conception of genius.

(i) The Stoic View

The Stoics affirmed that a wise man can never be overtaken
by madness because the notions of wisdom and madness were
mutually exclusive—so much so that anyone who was not wise
could be described as “a madman” (uaivesBon Suoics mévres, doo
u) cogof) 12 But though the Wise Man of the Stoics was safe from
mania he could, curiously enough, be occasionally overtaken by
melancholy. “The Wise Man cannot become mad, but he may
occasionally be subject to delusions owing to melancholy or
delirium.”1® He could even lose his virtue, which the Stoics
normally considered imperishable: according to Diogenes Laertius,
Chrysippus declared that the Sage could forfeit his excellence
through melancholy'®; and that was apparently the usual Stoic
teaching. Cicero also adopted it, declaring with a certain
patriotic pride that the Latin word “furor” (as he translated
the Greek “‘melancholia’’) was more appropriate because it directly
and clearly described a convulsion of the soul which could not
be gathered from the mere concept of “‘atrabiliousness”!® The
opponents of Stoic ethics seized on the Sage’s concession to
human weakness with eagerness and with a certain malicions
pleasure.1%8

What concerns us in the Stoic doctrine is that in it the notion
of melancholy reverted to that of pure illness, and a very severe

one at that, in the pre-Aristotelian sense. Cicero calls 1t a
192 Stojcorum velerum fragmenta, ed. 1. AB ARNIM, VOL. 11 frags. 658, 06z, vo3, 668
With frag. 664: wdvras Tobs ddpovas paiveaBac . . . dAM wxatd T foqw T adpoctin paviay waiTa

mpdrrew, of. frag. 665 (= Cicero, Tuse. Disp., 1v, 54): "'Stoici, qui omnes ins!pientes Msanos
esse dicunt.” Cf. also frag. 666: “'Stoici omnes homines insanos et stultos esse dicunt, excepto
sapiente.” Accordingly, the statement that the wise man can never be overtaken by madness
is logical; whosoever is p7 oodds (insipiens) is a pawdpevos (insanus), and as the cedos cannot
be p# codds, neither can he be a pnwdpevos.

193 DroceNEs LarrTivs, Lives of the philosophers, vi1, 118 = 1 aB ARrxmy fed |, op. cit,
voL. 111, frag. 644.
14T ap ARNIM (ed.), op. cit.,, voL. 111, frag. 237; the 8ut péfyvis probably an addition by

Diogenes Laertius, as the notion of stoic virtue comprises the view that the "“Sage’’ can neve
be the victim of drunkenness.
18 Tysc. disp., 111, 5, 2.

108 I B ARNIM (ed.), op. cit., VoL. 111, frag. 238 (cf. also frag. 23c}.
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“mentis ad omnia caecitas”, contrasting it with “insania”, which
arose from mere dullness and whose victims might still be equal
to managing their lives and affairs moderately well. But on the
other hand, this illness was treated throughout as a negative
privilege of the Sage. Melancholy as a disposition ceased to be
the main requisite for outstanding gifts, but as a disease it
remained the main danger for the outstandmgly gifted; it alone
had the right to take away from a man what in the opinion of
the Peripatetics it had had the power to confer. Posidonius
seems to have been the first to acknowledge again the prophetic
gift of the diseased melancholic, and thence to have rediscovered a
scientific basis for the phenomenon of prophecy—so important in
the eves of the Stoic1® It was this basis to which a mystic
like Tamblichus was bound to take violent exception just because
of its scientific nature 18

(il) Asclepiades, Archigenes and Soranus

In the introduction to his monograph on black bile, Gale-
nus passed in review the older writings on this subject; and in so
doing he seemed, somewhat maliciously, to take exception to
those who had opposed the true doctrine from a spirit of pure
contradiction, particularly those who “‘called themselves
Erasistratians, Asclepiadians and Methodics” 1 The common
vice in all these heretics was that, following the example of the
medical school of Cnidus, they had made a more or less decisive
break with the humoralism of Cos; and that in so far as they
concerned themselves at all with melancholy, which Erasistratus

197 Spxtus EmpPIRICUS, Adversus dogmaticos, 1, 247. Among true conceits, a distinction is
drawn between “cataleptic” ones, i.e. those based on evident perceptions, and those occurring
in a state of mdfos. To these latter belong the admittedly true, but not “cataleptic’’ and
therefore subjectively uncertain ¢avracia: of the ¢peverifovres xai pelayyoddvres. Along th.eu
lines, which correspond to the notion of the prophetic melancholic contained in the Eudemian
Ethics rather than to the theory of genius contained in Problem XXX, 1, there are statements
such as Cicero's in De divinafione, 1, 81 (that Aristotle had credited melancholics with “aliquid
praesagiens atque divinum”), or Plutarch’s, who opposed the prevailing opinion as to the
melancholic's true dreams: dreaming a lot, and imagining a lot, they often hit on the truth
by chance (De defectu oraculorum, 50).

198 JamBLICHUS, De mysleriis, n1, 8, 25, ed. G. Parthey, Berlin 1857, pp. 116 8q.; 158,
Melancholy frenzy belongs to those ecstasies which, like drunkenness or hydrophobia, degrads
us émi 74 yeipov; the true prophetic frenzy, on the other hand, raises us énl 78 fédrwov, and is
a predisposition neither of the body nor of the sonl nor yet of the “natural” man resulting
from the combination of the two, but is something entirely supernatural, namely, 78 xafjxorra
dné rav Bedv para, or, as he says elsewhere (ed. cit., p. 100) dppwpdy obre dmd rav wepl 7ois
odpace malypdrav. Thus he considers melancholy frenzy in express contrast to fela pavia.

198 GaLen (KURN), VOL. V, p. 105 (= Corp. med. Gr. V 4, 1.1, p. 71), printed in part in Rurus,
Pp- 201.

§3] MELANCHOLY AFTER THE PERIPATETICS 45

himself, according to Galen, ““did not dare to do”, they had
defined it in a new manner. '
Asclepiades of Bithynia, who came to Rome in g1 B.C. and
became the friend of Cicero and other noble Romans, was the
first to bring Greek medicine into repute on Italian soil*?; and his
teachings have been transmitted to us mainly by Aulus Cornelius
Celsus, who flourished under Tiberius.™ It is from Celsus’s
writings that we first learn of a systematic division of mental
illness into three categories: (1) frenzy (‘‘phrenesis’), which came
on suddenly and was accompanied by fever; (2) the more lasting
and generally feverless “tristitia quam videtur atra bilis
contrahere”; and (3) an absolutely chronic form, which arose
either from a disorder of the imagination, sometimes sad and
sometimes cheerful, or else from a disorder of the understanding.
Thus not merely the second but also the third type came
under what in earlier—and again later—authors was described as
“melancholy”. This is clear from the fact that it was exemplified
in Ajax, among others, whom Problem XXX, 1, had explicitly
represented as a melancholic. Celsus barely mentions symptoms
and causes but confines himself mainly to therapeutic prescrip-
tions’; and in accordance with the general principles of Asclepiades,
the treatment of all these illnesses was based far less on the use
of medicaments and surgery™? than on dietary and, most important
of all, on psychological remedies. These remedies were: living in
rooms full of light (as opposed to the old view that darkness was
soothing); avoidance of heavy food; moderation in the drinking
of wine, especially of strong wines; massage, baths, exercises, and
(if the patient was strong enough) gymnastics; fighting insomnia
(not with medicaments but by gentle rocking to-and-fro, or by
the sound of running water); change of surroundings, and long
journeys'?; especially, strict avoidance of all frightening ideas;
cheering conversation and amusements; gentle admonition;

M K. Sunsor¥, Kurzes Handbuch sur Geschichte der Medizin, Berlin 1922, pp. 03 sqq.

M A, Cornelii Celsi quae supersunt, ed. F. Marx (Corpus medicorum Latinorum, VOL. 1,
Leipzig 1915, pp. 122 sqq.). For this and the following, cf. M. WELLMANN, 4. Cornelius
Celsus, eine Quellenuntersuchung, Berlin 1913, pp. 105 sqq., and J. L. HEIBERG, Geisteskrank-
heiten im klassischen Altertum, Berlin 1927, offprint from Allgemeine Zeitschrift fiiy Psychiatrie,
VOL. LXXXVI,

11* Prescribing (among other things) hellebore, proverbial in ancient and modern times as
an aid to the understanding.

2 Prescribing travel as a means of distraction is typical: Porphyry says in chapter XI of his
Life of Plotinus that he himself was once near suicide; Plotinus, diagnosing it as arising
éx pelayyoldixis Twos vdoou, advised him to travel, and this saved him.
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sympathetic treatment of any fixed ideas; discussions in which
the patient should be brought into a different frame of mind
more by unobtrusive suggestion than by open contradiction; and,
most important of all, music, whose psychiatric use, first suggested
by Theophrastus," had finally been systematised by Asclepiadest®
—we even know which modes he recommended for the various
forms of mental illness® Thus one of the earliest conceptions
of humanity, expressed not only in the teachings of the
Pythagoreans, but also in the myths of Orpheus and in the
biblical story of Saul and David, was linked with Plato’s theory
of the moral effects of the different keys""” to form a “musical
therapy” which was held to be valid almost until to-day,"® and
even seems to be reviving after a fashion at this moment. On
t}-xe other hand, Asclepiades’s pupil Titus (unlike Asclepiades
himself) recommended shock therapy (as it is called) for certain
cases and, for violent madmen, overtly forcible measures, ranging
from compulsory memorising to fettering, flogging (also much
employed in the Middle Ages—see plate 71), deprivation of
food and drink, artificial intoxication and inducement to sexual
indulgence."® -

Almost at the opposite pole to the Asclepiadian doctrine was
that of Archigenes of Apamea, who lived under Trajan and
was one of the last and most important representatives of the
“pneumatic” school®® Asclepiades had attempted to separate
the illness “which probably originated from the black bile” both
from acute mania and from the chronic form of madness;
Archigenes recognised only ‘“‘melancholy” and “mania”’, and

14 THEOPHRASTUS, fragm. 87, Opera omnia, ed. F. Wimmer, Paris 1931, p. 436 (= ATHENAEUS,
Deipnosophistae, X1v, 624a); fragm. 88, ibid,

18 Censorinus, De die natali, xu1, 4; CAELIUS AURELIANUS, De morbis acutis et chrowicis,
Amsterdam 1709, chron. 1, 5, pp. 338 sqq.: ""Asclepiades secundo libro adhibendam praecepit
cantilenam.”

e C‘muus AURELIANUS, op. cit.,, p. 337: The sad are to be cheered by airs in the
Phrygian mode, the frivolous sobered by those in the Dorian,

W7 Republic, 398D sqq. For the Phrygian and Dorian modes see esp. 399a-c; further,
c.f. AristoTLE, Politics, vii1, 4—9 (1339b sqq.); PrutarcH, Ilepl povouwijs, 17; in Christian
times, Cassiodori Senaloris Variae, 11, 40, ed. Th. Mommsen, Berlin 1894, in Monumenta
Germaniag Historica, Auctores Antiguissimi, VOL. X11, pp. 70-2.

118 See below, pp. 85, 267 sqq. and passim (text).

1% Besides Celsus, cf. CAELIUS AURELIANUS, De morbis acutis ef chronicis, cap. cit., p. 339; M.
WeLLMANN, A, Cornelius Celsus, eine Quellenwnitersuchung, p. 65.

12 Transmitted by ARETAEUS, 111, 5 (Opera omnia, ed. C. G. Kiihn, Leipzig 1828, p. 74;
ed. C. Hude, in Corp. med. Gr., 11, p. 39, whose text we follow), ‘
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further limited this distinction by making melancholy independent
in principle of the “atra bilis"*® and treating it as merely an
“early form or symptom of mania”’—although he admitted that
irascible, cheerful and violent natures tended more to a manic
illness, and the dull, gloomy and slow to a melancholy one, which
he described as a depression without fever, due to an obsession
(o B2 () uehayyohin) &Bunin &mi wii pavTaoin &veube Tupetol- Bokier BE
por paving ye Eppevon &pyh kal pépos 7 peAaryxorin).22  And while in
Asclepiades semeiology was somewhat neglected and attention
concentrated on psychological remedies, the contrary was the
case in Archigenes. His analysis of symptoms was sometimes of
a penetration and subtlety which is unsurpassed even to-day;
his therapy, on the contrary—in general not unlike the
Asclepiadean—ignored all psychological methods, except that
those used against insomnia were to be suited to the patient’s
type of mind, the musician being lulled to sleep by music, the
schoolmaster by the prattle of children. According to him,
the conspicuous symptoms of melancholy were: dark skin,'®
puffifess, bad odour,'® greed coupled with permanent leanness,
depression, misanthropy, suicidal tendencies, true dreams, fears,
visions, and abrupt transitions from hostility, pettiness and
avarice, to sociability and generosity. If mere melancholy turned
to downright madness, the symptoms were: various hallucina-
tions, fear of “daimones”’, delusions (the educated launching into
fantastic astronomical or philosophical theories or artistic activities
supposedly inspired by the Muses, the uneducated, however,
believing themselves extraordinarily gifted in other fields),
religious ecstasy, and curious obsessions such as the compulsive
belief that one was an earthenware jar. Archigenes mentions
only heat or dryness as basic factors, the immediate causes being
overeating, immoderate fulness, drunkenness, lust, sexual indul-
gence, or disturbance of the normal excretions.

The school of the “Methodics”’—much despised by Galen—
was influenced by Themison, a pupil of Asclepiades. To this

121 Mereferdpowa B¢ ofire dioa olre pélawa xoki) éyyiyveras, apyn 88 dxpmros xal M kal karyéeln
Sewrf. xal rovode dw pelayyxoluxols xaddopev, xoAjj pdv Tis dpyfs fupdpalopéms, peraliy B¢ modlds
xai fnpudBeos (ARETAEUS, 111, 5, 2).

122 ARETAEUS, 111, 5, 3.

123 ARETAEUS, 11, 5, 7: xpot) peddyxAwpos.

1M ARETAEUS, 111, §, 1% ¢iody v vdp dumoider xai épuyds xaxdbeas, (xfudideas; 111, 5, 74 dovyai
xaxdibees, Bpupddees.
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<chool beloneed Soranus of Ephesus,’® who lived in the first half
of the second century and who, though he invented little that
was new in diagnosis, vet sharply criticised the therape:utic
teachings of his predecessors. In general he supported a m:lc?er
treatment of the sick, thereby bringing psychological remedies
verv much to the fore again. He enriched therapy in many
\\-a{'s, some very subtle’®: for instance, the bed of a sick man
was to be placed so that he should not be upset by his visitors’
changing expressions; in conversation he should be given an
opportunity of triumphing in argument, so as to strengthen his
self-respect; in musical therapy the flute was to be avoided as
too stimulating, and so on. For us Soranus’s main importance
lics in his attempt to draw a sharper distinction again between
madness and melancholy (the first located in the head, the second
in the bodv), and in his formal and explicit denial of the opinion
(held “by most people” and queried only within certain limits
even by Archigenes) that the origin of melancholy lay in the
black bile: :

Melancholia dicta, quod nigra fella aegrotantibus saepe per vomitum
veniant . . . et non, ut plerique existimant, quod passionis causa vel
generatio nigra sint fella; hoc enim est aestimantium magis quam videntium
veritatem, vel potius falsum, sicut in aliis ostendimus.’*"

(iii) Rautfus of Ephesus

The teachings of the physicians so far mentioned could exert
only a partial and indirect influence on future development.
The future, indeed, did not belong to the opponents of the “School
of Cos" and its humoral pathology. Through its great representa-
tive Galen, eclecticism was now to attain almost unchallenged
supremacy, and Galen made it his supreme task to re-establish
ancient humoralism, as modified by the spirit of the age.
Electicism did sometimes take advantage of the diagnostic and
therapeutic discoveries of the ‘‘Asclepiadians and Methodics™;
but it could not accept their aetiological concepts as authoritative,
and we have already heard how bitterly Galen expressed himself
with regard to their idea of melancholy. All the more, however,
did he appreciate Rufus of Ephesus, who flourished in the first

13 Transmitted by CAELIUS AURELIANUS, op. cit, 1, 5 and 6 (pp- 325 599.)-

126 The emphasis on sea voyages, also recommended by Vindician, was important for the
future.

127 CAELIUS AURELIANUS, op. cit, 1, 6, p. 339.
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half of the second century A.n. His work On Melancholy can be
partly reconstructed from citations, acknowledged or unacknow-
ledged, in other authors, and it is this work which Galen declared
the best—and in fact an unexceptionable—presentation of the
subject.128

It was Rufus of Ephesus’s teaching, too, which was to govern
the views of medical schools up to the threshold of the present
time, for not only did Galen associate himself unreservedly with
it but it was embraced also by the great ninth-century Arabic
writers. One of them, Ishiq ibn Amréan, called Rufus’s writing
“the one ancient work which gave one satisfaction’; and his
treatment of melancholy, based as it was mainly on Rufus,
seems to have been the direct source of Constantinus Africanus’s
monograph. Constantinus, closely connected with the medical
school of Salerno, had in turn a decisive influence on the develop-
ment of medicine in the west during the Middle Ages; it may
therefore be said that Rufus of Ephesus led the way with regard to
the medical conception of melancholy for more than fifteen
hundred years.1?

The first and most important thing that Rufus did was to
re-forge the link made in Problem XXX, 1, between melancholy
and intellect, which the other physicians had broken; but in so
doing he approached the Stoic view, and made the link a perilous
snare. He too saw primarily the intellectual man, the “man of
large understanding and keen wit”, as threatened with melancholy,
for—just as in Aristotle—

illi qui sunt subtilis ingenii et multae perspicationis, de facili incidunt
in melancolias, eo quod sunt velocis motus et multae praemeditationis et
imaginationis. 30

12 The main passages are: the fragment transmitted by Rhazes (Rurus, p. 454. 18 sqq.);
the excerpt from Aetius (Rurus, p. 354, 7 sq9q.); and the fragment in RuFus, p. 320, 8 sqq.,
also from Aetius. Cf. J. ILBERG, Rufus von Ephesos, Leipzig 1930 (Abhandlungen der
Sachsischen Akademie der Wissenschafien, Phil.-hist. Klasse, voL. XL1, p. 35).

120 p!. A. Bumm, Uber die Identitdit der Abhandlungen des Ishdk ibn Amydn und des Constan-
tinus. Africanus iiber Melancholie, Munich, privately printed, no date. R. CreEUTZ and W,
CrEUTZ, in Archiv fiir Psychiatrie, xcvit (1932), PP- 244 59q., attempt to prove that Constantine
owed his knowledge not to Ishaq but to Rufus direct, but their proof (which, incidentally, is
put forward without reference to Ishdq’s original text) is mainly based on the fact that
Constantine named Rufus and not the Arabic author as his authority; but this, of course,
means little in view of the medieval habits of quoting. For us, the question whether
Constantine made use of Rufus's treatise on melancholy directly or indirectly makes hardly
any difference.

10 Rurus, p. 457, 18.
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But the physician went one step further than the natural
philosophers: for the author of Problem XXX, 1, intellectual
pre-eminence was a direct consequence of natural melancholy;
for the Stoics it had become merely a predisposition to patho-
logical melancholy; but for Rufus activity of the mind became
the direct cause of melancholy illness: :

dixit, quod multa cogitatio et tristitia faciunt accidere melancoliam,13!

This turn of phrase reverses completely the relation established
in Problem XXX, 1, between cause and effect, and the tragic
destiny of the man of genius became merely the “spleen” of an
overworked scholar. It also reveals an antithesis which ‘was to
determine the development of men’s conception of melancholy
for a long time to come, that is to say, the antithesis between
specifically medical views and aims and those of natural or moral
philosophers. ¥

In diagnosis as well as in aetiology, then, Rufus reinstated
the observations and discoveries of the Peripatetics, which the
heterodox physicians had neglected. The symptoms of the
melancholic were by now established. He was bloated and
swarthy; plagued by all manner of desires, depressed (xkammgris,
Le. “looking at the ground”, a symptom later to be cited particu-
larly often, but in its literal sense); cowardly and misanthropic;
generally sad without cause but sometimes immoderately cheerfuls2;
given over to various eccentricities, phobias and obsessions.13%
Among these, like some of his predecessors, Rufus of Ephesus
accounted stuttering and lisping,’* as well as the gift of prophecy;

131 RUFUS, p. 455, 31. Of the three physicians previously mentioned, only Soranus cites
the “intentio nimia sensuum et intellectus ob cupiditatem disciplinarum”, and then as cause
only of mania, not of melancholy, and not as anything very remarkable; it is ranged along-
side “quaestus pecunialis” and “gloria’”* (CAELIUS AURELIANUS, De morbis acutis et chronicis,
chron. 1, 5, p. 326).

13% According to Isinore (Etym., X1, 127), who is certainly following older sources, the spleen,
which is the organ generating black bile, is also the seat of laughter: ““ham splene ridemus,
felle irascimur, corde sapimus, iecore amamus.’’ A curious witness for the longevity of such
notions is a dialogue from CasaNova's Memoirs (1, 9): “What! The hypochondria¢ affections,
which make all who suffer from them sad, make you cheerful?”’ ‘*Yes, becausé without
doubt my ‘flati’ do not affect the diaphragm but the spleen, which, in the opinion of my
doctor, is the organ of laughter. It is his discovery.” “Not at all. This idea is very
ancient”—in which we fully agree with the author.

% Among compulsive ideas he mentions not only the delusion of being an earthenware
jar (already cited by Archigenes) but also the belief that one had no head, an‘example
frequently quoted in later times; as remedy some physicians suggested a leaden headpiece!

1™ Here, 00, raxdylaooos, loyvégawor, tpaudol. Rhazes (RUFUS, p. 454, 18 s4q.) says
explicitly that they cannot pronounce S, and say T instead.

e ]
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above all, he returned with full conviction to the Hippocratean
and Peripatetic opinion as to the cause of all these symptoms; the
root of the evil was partly an excess of “pneuma’”, which caused
the puffiness, stuttering, and lust; partly the predominance of
black bile, the earthy dryness and coldness of which produced, for
instance, the obsession of being an earthenware jar, and also
explained the dull depression, the reserve, the sudden maniacal
outbursts of the man in a state of melancholy. It is true, however,
that at the very point where it concerned method and principle,
Rufus of Ephesus gave to the main thesis of Problem XXX, 1, a
medical turn, with significant and far-reaching results.

The ‘Aristotelian’ Problem had declared that the melancholy
humour could either attain a temporary preponderance as a conse-
quence of daily nutriment, without influencing the character, or
could from the beginning possess a permanent preponderance in
certain people, determining the formation of character: in this
latter case, the black bile, if too cold, resulted in fear and
depression; if too hot, in inflammations, ecstasies, and maniacal
states; but if at a moderate temperature, in important intellectual
qualities. Among these statements, Rufus first adopted the
differentiation between the melancholy deriving from the taking
in of daily nutriment and that deriving from a constitutional
preponderance.® But what for the natural philosopher had
signified a difference between acute illness and habitual dis-
position, as also between purely physical suffering and moral
character, acquired an aetiological, and thereby a therapeutic,
shade of meaning for the physician:

In treatment it makes a not unimportant difference where the illness
comes from, for you must know that melancholy is of two kinds: some of
them (that is: of melancholics) have it naturally, thanks to an inborn
combination of humours, but others have acquired this combination of
humours later, through bad diet.13¢

Thus, temporary illness was not divorced from natural constitu-
tion, but within the limits of the disease a distinction was made
between an innate and an acquired form.3? Next, however—
and this was perhaps still more enlightening and more important

13 Problem XXX,1, 054 a 26 sqq.
1% RUFUS, p. 357, 12.

17 Only in certain circumstances ('‘quando residet melancholia”) can a man, despite
“‘multiplicatio’ of the black bile, be safe from melancholy disease: Rurus, p. 456, 38.
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for future development—Rufus of Ephesus took over the concep-
tions of excessive heat and cold but applied them in an entirely
new way. According to ‘Aristotle’ it was the property of black
bile to manifest both great heat and great cold without altering
its material nature; according to Rufus, its property was to
originate from the immoderate heating or cooling of other elements
of the body. Rufus declared that either the blood could change
into black bile by being chilled, or yellow bile could change into
black by overheating (Umepédwrnois), for the black colour could
result both from cooling (as in quenched coals) and from heating
{as shown by fruit dried up by the sun).18

The phvsician tried to combine the medical humoralism with
the Peripatetic ambivalence of melancholia. He thought in terms
not of function but of matter, and rather than attribute two
different symptoms and effects to one and the same substance,
he preferred to recognise two different substances. In so doing
he distinguished the black bile deriving from the cooling of the
blood from a far more noxious ‘“melancholia combusta” or
“adusta” arising from “burning” of the yellow bile, a difference
which from then onwards was never forgotten. In Rufus’s text,
which has been handed down to us only indirectly, this does not
emerge quite as distinctly as we have put it here; but Galen
(especially in his work De locis affectis), put it in so clear a form
that we can certainly deduce Rufus’s opinion from him 1%

According to its composition, black bile manifests distinct differences.
One is like the dregs of the blood,? very thick and not unlike the dregs of
wine. The other is much thinner and so acid that it eats into the ground

.. and produces bubbles. The one I have compared with dregs . . . I call
“melancholy humour” or “‘melancholy blood” (ueAcyyoAikds xumds or
peAayyohikdv olpea), for it cannot really be described as black bile. In
some it predominates, whether as the result of the original combination, or
as the result of nourishment. . . . If it establishes itself in the passages of
a brain ventricle, it usually generates epilepsy: but if it predominates in

135 RUFUS, P. 350, 14 5qq.: Melalverar 8¢ 6 yuuds obrws moré pév dmepleppawduevos, more 8¢
drepfuydpevos, olov wdoyovar ydp e ol kawpevor dvlipaxes, Suavyéoraro pév dvres 1ij dloyi, ofevvupéims
8¢ 7iis dhoyds dropednivovrar, Towodirdy T kal 1 Yifis mepl 78 dadpov ypdpa rofi alparos dpydlerar . ..
7 8¢ tmepflody) ol Beppoi mdkw fnpdvaca xal Sawamjoaca vds vypdryras . . . pelalves Tods yupots,
womep xal 6 Thos Tobs xapmovs . . . o 3¢ df dmepommicews Tis favllijs xodis 7§ mepadpooivy
wmapamimrovoe . . . The foundation of this theory of adustion can be seen in the Timaeus
83a-c, B5p, where, it is true, the bile is attributed to adustion of the body in general.

1% De locis affectis, 111, 9, in GALEN (KUHN), VvoL. vini, pp. 176 sqq.

4o Here »pif, Latin "'faex™: in another passage where the cold quality of the fluid thus
produced is emphasised, it is called ¢wéeraces, Latin “residuum,” and Dds, Latin also “faex'’.
GavLeN, De temperamentis, 11, 603 (ed. G. Helmreich, Leipzig 1904, p. 59).
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the substance of the brain itself, it causes that sort of madness which we
call melancholy. ... But as for the other atrabilious humour, which arises
from overheated yellow bile (¢ xarwruévns Tiis §avBiis xoAfjs yevdpevos),
if it predominates in the substance of the brain, it causes bestial raving

both with and without fever.

One cannot say that the notion of melancholy was much
simplified by this transformation. The melancholy humour, as
one of the four primary humours, no longer had anything to do
with the bile but was thickened and chilled blood; what was
really black bile was a corruption through burning of the yellow
bile—and therefore no longer belonged to the four humours. But
one advantage of this complicated theory was that it provided
a firm basis for the different types of mental disturbances and
linked up the distinction drawn in Problem XXX, 1, between
“natural” and “diseased’”” melancholy with a difference in tangible
substances. Thereafter those physicians who admitted this dis-
tinction at all (popular scientific literature generally ignored it)
understood thus first, under ‘“‘natural black bile”, one of the four
humours always present in the body—essentially nothing but a
thick and cold residuum of the blood, and (as such) still tainted
with the stigma of dross and dregs, capable of generating illness,
even if it was not actually harmful in a small quantity. And
secondly, under “melancholia adusta” or “incensa” they under-
stood diseased black bile, which (as such) did not belong to the
four humours but arose from ‘“‘superassatio”, “‘combustio’’, or
whatever expressions were later used, of the yellow bile; it there-
fore not only always caused illness, even when present in the
smallest quantity, but owed its very existence to a process of
corruption. This laid the foundations for the medical theory of
melancholy. Neither Galen' nor the. later Romans such as

W A particularly simple description is in the Isagoge in Tegni (réyw) Galeni by JonanNiTIUS
(Honein ibn Ishiq), a text much used in the West before the Greek originals were known.
“Cholera nigra duobus modis constat: uno modo est naturalis in modo fecis sanguinis et
eiusdem perturbationis . . . et iste modus est veraciter frigidus et siccus. Est et alius modus
extra naturalem cursum; et origo eius est de ustione cholerici commixtionis et hic veraciter
appellatur niger; et est calidior et levior ac superior modus, habens in se impetum pernecabilem
et qualitatem perniciosam.” (IsiDorE, Efym., 1Iv, 5 tries to combine both viewpoints:
“Melancholia dicta eo quod sit ex nigri sanguinis facce admixta abundantia fellis"”).

Apart from the fundamentally important distinction between the various morbid stuffs,
Rufus also established an equally important one between the various seats of illness, He
distinguished (1) infiltration of all the blood, resulting, among other things, in a darkening
of the skin; (2) an affection of the brain, which was the cause particularly of mental disturb-
ances; and (3) a “hypochondriac” form of illness, in which the black bile established itself
in the "os stomachi,” primarily generating flatulence and digestive disturbances, but
secondarily affecting consciousness to a considerable degree as well (this threefold division
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Theodore Priscian,¥? the early Byzantines such as Aetius 4% Paul
of Aegina and Alexander of Tralles, nor the first of the Arabic
writers added much that was new; in many ways they even
simplified. The last trace of the melancholic’s heroic nimbus
vanished; in particular, his connexion with “profunda cogitatio”
was more and more lost sight of, not to be emphasised again till
Ishdq ibn Amran™®; and it is also very significant that the
melancholic’s gift of prophecy, which was observed by Aristotle
and which Rufus still considered a reality despite its pathological
origin, now began to be regarded merely as a sick man’s illusion.
Rufus’s words, “Et contingit quod . . . prognosticantur futura, et
eveniunt ea, quae ipsi praedicunt,””¥7 were juxtaposed with those
of Paul of Aegina: “Some men give the impression of being visited
by higher powers and of foretelling the future as if by divine
inspiration, so that they are called &vecaomiof (that is to say,
god-possessed) in the proper sense.’148

In the practical field many new features were added by later
writers. Alexander of Tralles mentioned an additional symptom
of melancholy—allegedly observed by himself—which, as we
shall see, was to play a certain role in later pictorial tradition,
namely a spasm of the fingers. By this, according to the Greek
text, he seems to have meant a morbid stiffening of the middle
finger,¥? but later authors, perhaps owing to an ambiguity in the

can be found in Garewx (Kiux), vor. vin, p. 185; ALexanpER or TRALLES, Or:‘gl‘daacxt wnd
Ubersetzung, ed. T. Puschmann, Vienna 1878, 1, pp. 501 sqq.; and many others). Rufus
was also naturally interested in clinical questions proper, and provided a thorough system
of therapy which collated all the previous information and banded it down to "posterity.
He combined Asclepiades’s dietetic and gymnastic measures with the prescription of drugs,
including the long famous {epd "Povdov mpos pedayyorles (p. 323, 7), recommended—in opposition
to Soranus—intercourse with women as the best remedy for the non-manic form of the
disease, and, unlike Archigenes, praised the enlivening effects of dramatic poetry and music
(p. 583). Rufus also deals with the treatment for melancholy in a treatise on morbid
disturbances (Ilepl dmoonnupdran), cf. J. TLBERG, Rufus von Ephesos, pp. 31 sqq. His cure
for melancholy by “‘quartary fever" (obviously malaria), recalling as it does the modern
fever-therapy, is particularly interesting.

12 Priscian, Eupor., 11, 18, p. 152.

M3 ], L. HEIBERG, Geisteshvankheiten im klassischen Altertum, Berlin 1927 (offprint from
Allgemeine Zeitschrift fir Psychiairie, VOL. LXXXVI1), pPp. 37 59q.

W Prurvs AEGINETA, ed. 1. L. Heiberg, Leipzig 1921 (Corp. med. Gr., 1x, 1), pp. 156 fi.
s Edited by T. Puschmann, Vienna 1878, 1, pp. 591 sqq.; HEIBERG, op cit., pp. 40 sqq.
u¢ For this man, and his successors in the later Middle Ages, see below, pp. 83 sqq. (text).
1 RUFUS, P. 456, 1.

18 Corp, med. Gr., 1X, 1, p. 156, 20.

149 A1 EXANDER OF TRALLES, ed. T. Puschmann, p. 506.
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Latin translation, took it to mean an involuntary clenching of
the fist:

Novimus quippe foeminam ipsi eiusmodi phantasia obrutam, quae
pollicem tam arctissime constringebat, ut nemo digitum facile posset
corrigere, affirmans se universum orbem sustinere, . . 150

It is further remarkable that Paul of Aegina advised treating
melancholy by cautery-—a practice to which we owe the inclusion
of the melancholic’s portrait in the medieval series of zodiacal
diagrams of cauterisation.’®

() Melancholy in the System of the Four
Temperaments

‘Hippocrates’ had already tried to relate physical characteristics
to mental behaviour-—he was even said to have reckoned the pulse-
beat a sign of the moral disposition; and in the course of a develop-
ment involving close co-operation between medical, biological
and ethnological observations and the speculations of natural
philosophy, it is understandable that a special science called
“physiognomy”’ should have emerged, dealing with the idio-
syncrasies of healthy people, as a counterpart of the medical
semeiology of invalids.® The earliest text treating it as an
independent science was attributed to Aristotle himself; and it
certainly started in his circle. Indeed, these efforts received their
confirmation and impulse from the Aristotelian doctrine that the
soul is the “entelechy” of the body, and from the highly developed
analysis of emotions and character in Aristotelian ethics. To this
was added in the fourth century the specifically Hellenistic taste

150 AT pXANDER OF TRALLES, De singularum corporis partium . . . viltiis, efc. (tr. by Albanus
Torinus), Basle 1533, p. 50. Obviously in connexion with this tradition, M. PLaTtearivs,
Pragtica, de aegril. capitis, chap, v, in the Venice edition of 1497, p. 173: ""Alii tenent pugnum
clausum, quod non potest aperiri: credunt enim se tenere thesaurum in manu vel totum
mundum” (for the meaning of the ‘thesaurus’ interpolated in Alexander’s text, see below,
p. 303, note 2). Earlier, GuiLLELMUs Brixiensts (Guglielmo de Corvi, d. 1326), Practica,
Venice 1508, fol. 20*: “quidam putant se mundum tenere in manu: et ideo ipsi manum
clandunt.,” See our Prate 72. The constant motif of '“the whole universe’, which the
unfortunate creatures think they hold, makes the connexion of these later passages with
Alexander's passage clear,

11 Cf, K. SupHOFF, Beitrdge sur Geschichte der Chirurgie wm Mittelalter (Studien zur
Geschichle der Medizin, voL. x), Leipzig 1914, pp. 76 sqq. In Paul of Aegina, however, it
seems to be a question of cauterising the region of the spleen, and not yet the “media vertex”
as described in medieval sources (see below, p. 291).

152 The relative texts and passages are collected in Scripfores physiognomici graeci et lating,
ed. R. ForsTER, Leipzig 1893.
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for close observation of individual details. It appears particularly
clearly in the Characters of Theophrastus, where thousands of
psychological peculiarities were observed, as it were, in close view,
and then embodied in main types. The same trait appears in
Hellenistic poetry and art, which enriched certain recurrent genres
with a wealth of realistically observed details. Finally there was
the fact that philosophy inclined more and more decisively to
the view that “‘et morum varietates mixtura elementorum facit”’ 153
It was perhaps Posidonius who gave the final impetus; he himself
was exceedingly interested in physiognomic and ethnological
questions; and he emphasised so strongly the dynamic function
of the cosmic elements and of the powers abiding in them, that
the elements themselves became in his philosophy intermediaries,
as it were, between what is usually termed matter and spirit.15

On the other hand, as we have already seen, the opinion had
steadily persisted that the humours with their warm, cold, dry
and moist qualities were not only sources of illness but also
factors in determining men’s constitutions. Sextus Empiricus
took it simply for granted that the natural constitution of every
living thing was determined by one of the four humours; for
those governed by the blood and the phlegm he already used
the adjectives ‘“sanguine” and “phlegmatic” (woAUcapos and
gAeyparddns), while he still described the two other types by the
periphrasis ‘“those who are governed by, and have a superfluity
of, yellow or black bile”1% With the growth of interest in
physiognomic and characterological theory it was now inevitable
that all the humours should be held to possess that power of
informing the character which Problem XXX, 1, had attributed
only to the black bile. In other words, in the new psychology of
types the paths of humoral pathology converged with those of
physiognomy and characterology—Problem XXX, 1, standing at
the crossing of the roads like a signpost.

183 Seneca, De ira, 11, 19, obviously following older Stoic sources. He says further:

“iracundos fervida animi natura faciet . . . frigidi mixtura timidos facit.”
1 K. REINHARDT, Poseidonios, Munich 1921, esp. pp. 225 5qq., 317 sqq. and 385 sqq.
15 Sgxtus Empiricus, Ilugpa Trorvma As1 (ed. H. Mutschmann, Leipzig 1912,

p. 16). He was merely interested in proving the subjectivity and individual differences of
sensory perception, and he thought he could do this most easily by referring to the humoral
“crases’’, which by their very nature involved a difference in sznsory impressions. The reason
why Sextus did not yet use the expressions yodepwds and pelayyohwds for men governed
respectively by yellow and black bile is perhaps that, to him, these were still specifically
pathological terms.
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We can see from the above-mentioned works of the physicians
how greatly this interest grew even among purely medical circles,
where, besides frankly morbid symptoms, purely physiognomic
characteristics were also described, such as emaciated limbs 156
a relatively large torso, and quick movements!®; and, in addition,
psychological symptoms were pictured with the same feeling for
detail as we see in Hellenistic minor arts. The more the ‘Coan’
doctrine of the four humours displaced the heterodox opinions,
the clearer became the necessity of including physiognomic and
“characterological” observations in a definite system. Galen
himself, especially in his commentary on the Tiepl gUotos &vbpdymrou
and in his book Tepi xpdoswv, systematically classified the visible
signs of each particular “‘combination”, though always with the
empiricist’s regard to the variety of the symptoms.® Of import-
ance to us is the principle that heat made a man tall, cold short,
moisture fat, and dryness thin, and such a statement as that the
soft, fair and fat possessed least melancholy humour, the thin,
dark, hirsute and prominently-veined the most.}® Galen empha-
sised more clearly than anyone else the direct causal connexion
between bodily constitution and character, and maintained in a
specia..l monograph that “spiritual disposition depends on the
“crasis” in the body’%9; it is therefore not surprising that he
pressed on to a systematic presentation of mental characteristics
determined by the humours, though admittedly his system was
not yet complete, for the phlegm was still denied any power to
form character:

There is also another theory . . . according to which the four humours
are shown to contribute to the formation of moral characteristics and

L Rums, P. 456, 6.
7 Rurus, p. 456, 21.

8 Cf. for instance GALEN, De femperamentis, 1, 646 sqq. (ed. G. Helmreich, Leipzig
1904, .pp. 86 sqq.), who distinguishes between natural and acquired qualities; or ibid., 11
64': (ed. G. Helmreich, pp. 82 sqq.), where it is recommended that attention be paid to ;ge:
thick _ha.ir, for instance, is an indication of melancholy in the prime of life, but neither i:;
youtlx nor in old age. Statements as to the melancholic’s outward appearance are also found
in Galen’s commentary (surviving only in Arabic; German translation in Corp. med. Gr.
V. X, 1, p. 355) on the second book of Ps.-Hippocrates’s Epidemics. For the "chmcberological::
side of the doctrine of *'crases” see below, p. 100 (text).

1 GALEN, De locis affectis, m1, 10 (KUnN, vor. viu 1 i
s i » 11, N . » P 182) = Scriploves physio,
graeci et latini, ed. R. FORSTER, VoL, I1, p. 203, frag. 100. d Tpaeme

1% Galen quotes this work among others in the passage of his commen
o » ; tary on Ilepl $iboros
o&p«m. quo.ted in text below. The work is edited by I. MULLER (GAreNus, Scripta Minora,
VoL, n,lLﬁpag 1891, pp. 32-79): "Or 7ais Tof adbparos xpdoeaw al iis fuxis Buvdpeas Emovrac,
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aptitudes.. But one would have to start by demonstrating first that the
mental characteristics depend on the bodily constitution. About this we
have written elsewhere. Assuming it, therefore, as proved, it follows that
acuteness and intelligence of the mind come from the bilious humours,
steadiness and solidity from the atrabilious, but from the blood simplicity
bordering on foolishness. But phlegm by its nature does not contribute
to the formation of character, as it evidently is always a by-product at the
first stage of the metabolic process.18!

Blood, then, made a man simple and foolish, yellow bile
keen-witted and adroit, black bile firm and constant: and we
can see at a glance how much ancient cosmological speculation
lies behind this statement. But as thought progressed in this
direction—that is, as the new theory of character wove itself
more and more into the old system of the four elements, and
was enriched by fresh properties and relations corresponding to
the humours and elements—there arose, in the course of the
second, or at latest the third century A.D., a complete schema
of the four temperaments as types of physical and mental con-
stitutions. This revival of the old cosmological tenets was carried
farthest in a short work entitled TTepi Tfis ToU xdopou karackeufis (kal
Tiis) ToU &vbpdrrou (Of the Constitution of the Universe and of Man).162
Air was warm and moist, fire warm and dry, earth cold and dry,
and water cold and moist. Each of these elements “was like"
(fowkev) one of the substances composing the human organism, air
like blood, fire like yellow bile, earth like black bile, water like
phlegm. Each of these humours gained the ascendancy (mAn8ivercn)
in one of the seasons and governed (xupieier) one of the Four Ages
of Man: blood was proper to spring and childhood, yellow bile
to summer and youth, black bile to autumn and prime, phlegm
to winter and old age. With the exception of the blood, which

here as elsewhere showed its special position by being located

only in the heart, each of the humours was now located in two
bodily organs (black bile in the liver and—owing to a gap in the
text—in some part now unknown), and had its own means of
exit: blood through the nose, yellow bile through the ears, phlegm
through the mouth, and black bile through the eyes. And now

18 Commentary on Ilepl dioros dvfpimov, ed. G. C. Kiihn, xv, p. 97; ed. J. Mewaldt, Corp.
med. Gr., Vv, 9, i, Leipzig 1914; p. 51. also printed in Forster (ed.), op. cit., voL. 11, p. 295,
frag. 103 (cf. ibid., p. 296, frag. 105).

12 Published by J. L. IpELER, Physici et medici graeci minores, Berlin 1841, 1, p 303 (not
11, p. 303, as Fredrich says, op. cit.,, p. 49).
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the humours caused differences of character also:

Why is it that some people are amiable and laugh and jest, others are
peevish, sullen and depressed, some again are irritable, violent and given
to rages, while others are indolent, irresolute and timid? The cause }1&5 in
the four humours. For those governed by the purest blood (of ¢ aiuorros
xaBapwTéToU TUyX&vovTes) are agreeable, laugh, joke and have rosy, well-
coloured bodies; those governed by yellow bile are irritable, violent, bold,
and have fair, yellowish bodies; those governed by black bile are indolent,
timid, ailing, and, with regard to body, swarthy and black-haired; but those
governed by phlegm are sad, forgetful, and, with regard to the body, very
pale.1ss

In this detailed and schematic example of late antiquity, the
factors composing the new doctrine of the four temperaments
emerge very distinctly; the cosmological train of thought had
become bound up with the discoveries of therapy proper and
with the observations of physiognomy. Thus, for instance, the
signs distinguishing a man “‘governed by the bloo(.i” (‘?l}om we
are now justified in calling “sanguine”” and whose disposition was
later almost always considered the best or noblest) became largely
identical with those of the elguis, the “bene natus”, whose pink
and white complexion and amiable nature the sanguine shared.1®
The characteristics of the melancholic, on the contrary, corre-
sponded mainly to those of the mixpés, who is distinguished bly
black hair and swarthy skin'®; we have already come across this
latter peculiarity as a symptom of illness in Archigenes and
Rufus. A bent head (v mpécwmov oeonpds), and leanness, were
also among the symptoms of gall, and when, according to
other physiognomers, all these signs came to be regarded as

16 Some of these peculiarities appear not only permanently in those men whose d]‘.SpOSIl.IOTIS
are governed by one or other of the four humours, but also temporarily 1n everyone, since
each humour temporarily gains the upper hand in one of the four ages of man: so that_ ::pzrl
from those who are by nature sanguinics, cholerics, melancholics or pllﬂegmatics, chll..ren_.
youths, men in their prime and old men each share in the nature of the difierent remperamcm‘::
(and so say Pseudo-Soranus, Vindician and the medieval authors who_wllow them| H_m-
deliberately the characters drawn in ITepl karaoxevis were distinguishe:ﬂ frur:? actnal p...lt['.u-
logical portraits is clear from the fact that each normal type was credited with a .partmula.r
form of disorder: when (sanguine) children cry, they soon cheer up; when {chaleric} )'c:'flths
get angry, they take longer to recover (dMdogovra:), but do so of their own ;ccord, When
(melancholy) men go mad, it is difficult to bring them to another I_ramle of mind, and, to c?a
so, the influence of others is needed (Buoperdfinroi, the passive voice is used); and \\'\:len n
(phlegmatic) old age the same thing occurs, change is no longer possible (dperdBinror Buapelvovar).

G

184 “ARISTOTLE", in Scriplores physiogmomici grascy ef latini, ed. R. Férster, voL. 1. . 28,
line 10; ANonvymus, Forster (ed.), op. cit,, voL. 11, p. 232, line 15.

15 “ArisTOTLE", in Forster (ed.), op. cit, voL. 1, p. 34, line 7.
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characteristic of misers and cowards,'$® yet another contact was
made with the picture of a melancholic in whom ‘“timor” and
“avaritia’” had been constant features.

The work which for brevity’s sake we will call Tepi xorraokeuiis
cannot be assigned a precise date; however, there is no reason to
suppose it an early medieval product affected by Islamic notions.*¢?
The equivalents to ““melancholicus’”, “cholericus”, ‘‘sanguineus”,
“phlegmaticus” seem already to have been firmly established
among ninth-century Arabic astrologers. But when these expres-
sions became common parlance is quite irrelevant beside the
question whether the ancients had already conceived the notion
of the four types; that is to say, whether they had succeeded in
dividing healthy people systematically into four physical and
mental categories and in attributing the differences between them
to the predominance of one or another humour. The answer is
unreservedly “Yes”. Luckily the Tlepi xoraoxeviis is by no means
the only work which contains a complete schema of the four tem-
peraments, for we can produce a whole series of further testimonies,
some later, some certainly more ancient, which clearly show the
further development of Galen’s still incomplete schema. They are
as follows:

(1) The pseudo-Galenian work Tepi yuudv.1%8

(2) A treatise falsely attributed to Soranus, but possibly
dating from the third century A.p.1%°

(3) Closely related with No. 2 above, Vindician's Leller fo
Pentadius. Vindician was a friend of St Augustine and
lived in North Africa in the latter half of the fourth

1% PoLeEMON in Forster (ed.), op. cit., voL. 1, p. 278, line 14 (the "colligendae pecuniae amans'’
is of mean stature, dark-haired and with a rapid gait, “in quo aliquid inclinationis est'’);
p. 270, line 13 (the bowed attitude and dark colouring as a sign of “vir timidus ignavus'’);
P. 244, line 5 the dark skin means "‘timiditatem et diuturnam sollicitudinem et maestitiam'’),
In the anonymous text, Forster (ed.), op. cit. voL. 11, p. 92, line 7, black hair means “timidum
nimiom et avarum’'; in Pseupo-PoLeEMon, Foérster (ed.), op. cit., voL. 11, p. 160, line 6, the
“timidus’ is distinguished by, among other things, “flexio staturae,” dark skin, and ““tristis
obtutus.”

197 This alone undermines J. van Wageningen's theory that we owe the formulation of the
doctrine of the four temperaments as character types to ‘Honorius of Autun’ (that is, William
of Conches). Cf. J. van WAGENINGEN'S article "De quattuor temperamentis”, in Mnemosyne,
new series, XLv1, 4 (1918}, pp. 374 5qq. Also F. Boll, “"Vita contemplativa”, in Sitsungsberichte
der Heidelbevgerd hademie der Wissenschaften, Phil.-hist. Klasse, vint (Heidelberg 1920), p. 20.

188 GaLen (KUHN), voL. X1x, pp. 485 5qq., esp. P. 492.
189 Medici antiqui, Venice 1547, fol. 150" 5q.
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century. This short treatise of his was to exert a deter-
mining influence on the medieval notion of the tempera-
ments which began to take shape in the twelfth century.t?®

It is certain that the pseudo-Galenian work Tepi xuuév cannot
have been composed under Arabic influence but must have been
written not later than the sixth or seventh century, because some
of its statements—combined with the genuine commentary on the
TMepl qUoros &vBpddmou, and more particularly with the letter to
Pentadius—found their way into Bede's De temporum ratione.™™

We will now tabulate the statements met with in all these
works, in so far as they are of importance to us.?

What makes the development shown in this table so par-
ticularly interesting is the growing acceptance of the idea that
the humours possessed the power of determining types of men.
In the commentary on the Tlepi gUoios dvBpdomou it is still stated
in a neutral manner—'keen wit arises or increases through the
yellow bile.” 1In fact, it is very doubtful whether Galen ever
believed that the predominance of one or other humour could
determine the whole being of a specific type of man. But later
the theory is expressed by a transitive verb—"yellow bile produces
quick-tempered men,” to which the expression used in the Tlepi
xvudv; “yellow bile makes the soul more irritable,”” provides a kind
of stepping stone. Moreover, amid all the vacillations and irrele-
vancies, there appears a clear shifting of values which decisively
determines—and, in fact, anticipates—both medieval and modern
conceptions of the temperaments. The sanguine person, who in
the genuine Galenian writings was still merely the simpleton,
gradually became what he was always to remain—a merry, light-
hearted, good-tempered, handsome person of an altogether good

1% Printed in Priscian, Eupor., pp. 484 sqq. For Pseudo-Soranus's and Vindician's
distribution of the humours among the ages of man and the hours of the day, see above,
Pp. 10 sqq. (text). Distribution among the seasons is customary: Vindician's distribution
among the orifices of the body, which Pseudo-Soranus does not mention, agrees with the
statements in the work Ilepl raraoxeviis. For the revival of Vindician's doctrine in the
twelfth century, see below, pp. 102 sqq., esp. pp. 112 sqq. (text).

11 Ch. xxxv (MinE, P, L., voL. Xc, col. 450). Among points of similarity with ITept
xvpdv we may mention the application of the term "‘hilares" to the sanguinic, and of “audaces"’
to the choleric. It can also be shown that the work Ilepl yvudv must have been known to the
Byzantine monk Meletius who wrote in the ninth century (see below, p. 99, note g8).

17¢ We include the statements in Isidore and in the short work, probably early sixth-century,
Sapientia artis medicinae (ed. by M. Wlaschky in Kyklos. Jahrbuch des Instituts fiir die
Geschichte der Medizin, 1, Leipzig 1928, pp. 103 sqq.), though here it is merely a question of
traditional elements which are embedded in statements on pathology.
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disposition ; and although in the strictly Galenian system the pre-
dominance of the blood too was accounted a “‘dyscrasis”, it
advanced in status so far beyond the others that in the twelfth
century the other three temperaments could actually be described
as degenerate forms of the sanguine.1?

. 178 In WiLriam oF CoNcHES, Philosophia, printed under the name of Honorius of Autun
in MiGNE, P. _L., voL. cLxxi1, col. 93, and quoted under this wrong name by J. vaw
WAGENINGEN, in Muemosyns, new series, VOL. XLVI (1918), pp. 374 sqq. See also below,
P. 102 (text).

SaKicntia
rtis Isidore Bede Galen réyvn laTpixy
Medicinae (Remarks on the compound ‘dyscrasiae’)
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On the other hand, the choleric, whose predominant humour
(according to Galen) produced keen perceptions and wit, now

became merely violent, abrupt, and hot-tempered. With regard
to the melancholic there are two points: first, that in course of
time his “earthy” humour, which Galen considered the source
of firmness and constancy, was endowed more and more with
unfavourable properties, and secondly, that his characteristics
began to merge into those of the phlegmatic; in the end they
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became interchangeable, so that in the fifteenth- and sixteenth-
centurv illustrations the portrait of the melancholic frequently
changed places with the portrait of the phlegmatic, sometimes
one and sometimes the other occupying the third place, whereas
the sanguine regularly appeared first and the choleric second (see
PraTtes 77, 78, 81, 119122, 124-7). According to the Tlepi xuudv,
the phlegm, to which Galen had expressly denied any power of
character-formation, inherited the inanity which Galen had traced
to the blood; in pseudo-Soranus and Vindician the phlegmatic is
described as constant, wakeful, and thoughtful, while according
to Bede constancy belongs to the melancholic; and finally in the
Mepi keraoxevis and in Bede he is sad, sleepy, and forgetful—which
qualities are again attributed to the melancholic by pseudo-
Soranus and Vindician. One can see that the notions ‘“phlegmatic”
and “melancholic” were intermixed and that this confusion
lowered the status of the melancholy disposition until at length
there was scarcely anything good to be said of it.

We believe that this shift in values was due to two factors: (1)
the inclination, quite understandable from an historical point of
view, to attribute to the blood, which did not belong to the surplus
humours, a more and more favourable influence on the formation
of character—at the expense of the other three humours, especially
of the black bile; and (2) the effect of Galen’s doctrine of the
“crases”. ’

Galen, without prejudice to the great significance which he
attributed to the four primary humours, really reckoned not
them but the simple qualities of warm, cold, dry, and moist, as
the authentic principles of division in his doctrine of the different
constitutions. Against the one perfect combination, which could
never be attained, he set eight imperfect combinations in which
either one of the four qualities, or one of the combinations of two
qualities, predominated. He therefore envisaged four simple and
four compound temperaments (Svoxpacicn d&mAad and Suoxkpacia
owvetor), which, however—and this is the important thing—were
not originally humoral but determined purely by qualities.!™® On
the other hand, of these eight, or really nine, “temperaments”—
and we must always put the word in inverted commas when

" For Galen's doctrine of “crases”, cf. J. vax WacENINGEN, loc. cit., and below, p. 100
(text). Also the very instructive work by WERNER SEvFEzRT, “Ein Komplexionentext einer
Leipziger Inkunabel und seine handschriftliche Herleitung”, in Archiv fiir Geschichte der
Medizin, xx (Leipzig 1928), pp. 272 sqq., which provides much valuable material for the
history of the doctrine of temperaments.
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speaking of Galen or orthodox Galenists, to avoid confusing it
with the complexions as determined by the humours—the four
compound ones were connected with the humours in so far as the
latter were also invested with the corresponding compound
qualities. Black bile was cold and dry, phlegm was cold and
wet, and so on. It was therefore inevitable that what Galen
had said of the compound “temperaments” should later be quite
automatically transferred to the humours® There is, as far as
we know, no overt statement by the master himself affirming the
equivalence, and in our table his compounds are therefore shown
separately as not strictly referring to the humours. But when
his successors, as already mentioned, applied to the humours the
definitions of character which Galen had only coupled with the
“crases”, they did so all the more readily because they had no
other for phlegm. They created some confusion,'”® but one has
only to glance at the texts to see that even pseudo-Soranus and
Vindician could not have drawn up their tables of the humoral
dispositions without using Galen’s doctrine of the dispositions
determined by “‘crases” 1"

The most important point, however, is that after pseudo-
Soranus the picture even of the melancholic by temperament
was generally coloured by the idea of the disease which bore the
same name, and disfigured by traits of character directly taken
over from psychiatric treatises. Even as a type the melancholic
was crafty, avaricious, despondent, misanthropic and timid—all
qualities constantly met with in writings on mental illness. Traces
of this are found in Isidore of Seville, in whose writings two
contradictory notions exist side by side without being reconciled.
One is the old physiological theory that health means the
equilibrium of the four humours, sickness the preponderance of one
of them!”; the other is the new theory of the four character-types.

1" Esp. in Tépm larpuni, ch. 7-11; GALEN (KUHN), VOL. L., pp. 324 sqq.

178 In Pseudo-Soranus and Vindician, for instance, one can hardly escape the thought that
certain “'cold and moist” and ““warm and dry" qualities were attributed to the black bile
purely by mistake, since the latter is both cold and dry. Were it not for such a mistake,
the attribution to the melancholic of such untraditional attributes as “sleepiness” and
“irascibility”, or, to the phlegmatic, of “wakefulness” and “reflexion”, could hardly be
explained. Bede restores the traditional order.

177 The statement that the phlegmatic man “goes grey early” is so specific that its agree-
ment with the wolofivra: raxéws in Galen's “cold and dry crasis” can hardly be a pure
coincidence.

18 Isipore, Etym., 1v, 5, 7.
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i
Therefore, while coupling the word “sanguis” with “suavis”, so

that people in whom the blood predominates are for him “dulces
et blandi”'™ he links the word “melancholia” with “malus”’,
and even endeavours to derive “malus” from the Greek name for
the black bile:

malus ‘a.'ppellatur a nigro felle, quod Graeci péAav dicunt; unde et
melar.:chohc: appellantur homines, qui et conversationem humanam
refugiunt, et amicorum carorum suspecti sunt.1s0

1" IsipoRrE, Efym., 1v, 5, 6.
e Isivore, Efym., X, 176.

P I, L o T

CHAPTER 11

MELANCHOLY IN MEDIEVAL MEDICINE, SCIENCE
AND PHILOSOPHY

We have now traced the development of the notion of melancholy
among the ancients in two, or even three directions. Its starting
point was an idea of illness, traced originally to an immoderate
increase or unnatural alteration in the “humor melancholicus,”
later to an “adustio’” of the yellow bile. As well as this idea of
a purely morbid melancholy, however, there arose that of a
melancholy constitution, which in turn was interpreted in two
ways: either as the condition, exceptional in every way, of “‘great
men”’, as described in Problem XXX, 1; or else as one of the
“types of disposition” which constituted the doctrine of the four
temperaments, systematised after the time of Galen. In this
context the melancholy type depreciated more and more and in
future times it was to mean, unambiguously, a bad disposition in
which unpleasant traits of mind and character were combined
with poor physique and with unattractiveness; not unnaturally,
this notion remained always conditioned by the original idea of
illness.

I. THE SURVIVAL OF THE ARISTOTELIAN NOTION OF
MELANCHOLY IN THE MIDDLE AGES

We have seen how already in post-Aristotelian antiquity the
thought expressed in Problem XXX, 1, could no longer find full
acceptance. In the Middle Ages, which assessed the worth of an
individual not according to his intellectual gifts and capacities but
according to his virtues in which God’s grace enabled him to
persevere, such an idea was even less acceptable; indeed, when-
ever it raised its head, it came into conflict with certain basic
principles. During the first twelve hundred years after Christ
the idea of the highly gifted melancholic had apparently been
completely forgotten. The great scholastic rehabilitation of
Aristotle had brought the Problemata as well as the other scientific
67
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works within the horizon of the west—their first complete trans-
lation, by Bartholomeus of Messina, must have been finished
between 1258 and 1266, for it was dedicated to King Manfred of
Sicily.! But even after this, the thesis in Problem XXX, 1,
though respectfully mentioned here and there, was chiefly a
matter for erudite quotation; references to the Aristotelian theory
—generally made more for completeness’ sake. than from convic-
tion—barely influenced the general view and tended, moreover,
partly to weaken the ancient author’s true meaning and always
to modify it more and more. Except for a lost work of Albertus
Magnus, the Liber super Problemata* only Pietro d’Abano’s com-
mentary on the Problemata (1310)* dealt exhaustively with the
contents of the Peripatetic doctrine; but only the men of the
Quattrocento, with their new conception of humanity, .drew from
it conclusions amounting to a basic revaluation of the notion
of melancholy and to the creation of a modern doctrine of genius.

Famous for the important role he played in the revival of
antiquity,? Alexander Neckham (who died in 1217) is (as far as
we know) the first medieval writer to mention the Aristotelian
thesis. His reference, based perhaps on Cicero’s, was made with
considerable reservations and with a certain diffidence. In
agreement with the view most widely held in scholastic psychology,
Neckham declared that the human intellect comprised three
distinct functions, each located in a different part of the brain:
(r) Imagination (“vis imaginativa’), located in the warm and
dry ventricle of the fore-brain, generally described as the “cellula
phantastica”; (2) Reason (“vis rationalis” or “cogitativa”),

3Cf. e.g. C. Marcues1, L'Etica Ni hea nella tradizions latina medievale, Messina 1904,
pp. 9 sqq. and R. Serigsonn, Die Ubersetzung der pseudo-aristotelischen Problemata durch
Bartholomaeus von Messina, dissertation, Berlin 1933. On the other hand, excerpts must
have already been translated earlier, for Albertus Magnus says in De somno el vigilia, lib.
1, tract. 11, ch. v (Opera, ed. A. Borgnet, Paris 1890—99, VOL. 1X, p. 145): “dictum est in libro
de problematibus ab Aristotele, qui liber non ad me pervenit licet viderim quaedam excerpta
de ipso”. It would be interesting to know if Albertus’s remarks on melancholy were based
on knowledge of the complete translation or only of the “excerpta”, in which case his mention
of Hector and Priam could be particularly easily accounted for.

?J. Quernir and J. EcHARD, Seriplores Ovdinis Praedicatorum, Paris 1719, VOL. 1, p. 180.

* PETRUS DE Arono, Expositio Problematum Aristotelis, Mantua 1475, Padua 1482. In
the postscript to the Mantuan edition, Pietro’s commentary is expressly described as the
first attempt of its kind, and the date of its completion is given as 1310. For printed editions
and manuscripts, see L. Norrorn, "“Zur Bio-, Bibliographie und Wissenschaftslehre des
Pietro d'Abano,” in Kyklos, vor. 11, Leipzig 1930, p. 303.

* Cf. esp. M. Liesesculrz, Fulgentius Metaforalis (Studien der Bibliothek Warburg 1v),
Leipzig 1926, esp. pp. 16 sqq.
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located in the warm and moist “cellula logistica” in the middle-
brain; and (3) Memory, located in the cold and dry ventricle of
the back part of the head.® For this reason the sanguine natures,
whose warm and moist complexions (already regarded as in-
disputably the most favourable) corresponded to the ‘“cellula
logistica’, were most inclined towards learning:

Videtur autem nobis contrarius esse Aristoteles, qui dicit solos
melancholicos ingeniosos esse. Sed hoc dictum est ab Aristotele propter
felicitatem memoriae, quae frigida est et sicca, aut propter eorum astutiam.®

Whereas here the outstanding qualities of the Aristotelian
melancholic were somewhat arbitrarily limited to a good memory
and astuteness, Albertus Magnus attempted to restore the thesis
of Problem XXX, 1, to its full stature, but in order to harmonise
it with the general opinion he was obliged to take refuge in an
almost reckless reconstruction of the whole doctrine. The
expressive “tamen” in his introduction to the Ethics (cited above,
p. 36) suggests that he was not quite happy about the ‘Aristotelian’
Problem; and in the fuller statements contained in certain passages
of the Liber de animalibus” he attempted to resolve the contradic-
tion as follows: natural melancholy was (as in Rufus and Galen)

* This theory of localisation, occasionally attributed to Aristotle in the Middle Ages (thus
ADELARD OF BATH, Quaestiones natwrales, ed. M. Miiller, Miinster 1934, ch. xvir) pre-
supposes Galen's anatomy of the brain and the division (probably Stoic, but transmitted by
Galen) of the faculties into gavracia, pifun and wdnows, an analysis which Galen himself had
not fully developed; for the early history of this theory see the remarks of H. LigsescuiTz,
Vortrage der Bibliothek Warburg, VOL. 111, 192324, P. 127; this should be supplemented by
WALTHER SUDHOFF's very thorough-going research, tracing the notipn back to the fourth
century A.D. and down to Leonardo and Vesalius: “Die Lehre von den Hirnventrikeln", in
Archiv filr Geschichte der Medizin, vu1 (Leipzig 1013), pp. 149 5qq. According to Liebeschiitz
the classification of the various brain ventricles as “warm and moist,” etc., as taught by
Neckam as well as by the prof I anatomists (Richardus Salernitanus, Lanfranc, etc).
is to be attributed to William of Conches (see, however, below, text, pp. 104 sqq.)—an easily
explicable by-product of his urge to scientific systematisation—and also W. Sudhoff does
not place this conception any earlier (op. cit. p. 170).

® ALEXANDER NEckAM, De naturis vevum libri duo, ed. T. Wright, London 1863 (Rerum
Britannicarum medii aevi Seriplores, VOL. XX1v), p. 42. According to the view held there
Neckam is bound to give the planet Venus (which he also regards as "warm and moist”) the
patronage of science: “Quintus autem planeta propter effectus, quos exercet in inferioribus,
calidus dicitur et humidus, ideoque scientia ei aptatur, quae in sanguineis vigere solet , , .”
though—a very significant distinction—he puts wisdom under the influence of Saturn. The
view that melancholy, as corresponding to the heavy and impressionable elements water and
earth, favoured memory, was everywhere widely held; cf. the passage from RammMunpus
Lurrus, Principia philosophiae, quoted by L. VOLRMANN, in Jahrbuch der hunsthistorischen
Sammiungen in Wien, N.F. 11t (1929), p. 117: “Rursus ait Memoria, ‘effective mea natura est
melancholia, quoniam per frigiditatem restringo species et conservo metaphorice loquendo,
quoniam aqua habet naturam restringendi, et quia terra habet naturam vacuativam, habeo
loca, in quibus possum ponere ipsas species.’ " (See also below, text pp. 337 sqq.).

" Quoted in GiEHLOW (1904), P. 61.



70 MELANCHOLY IN MEDIEVAL MEDICINE ; []. II.

a “faex sanguinis”® as opposed to the “melancholia non naturalis”
arising from the “adustio” of the natural humours and thus
divided into four sub-species.® It might now have been expected
that the ‘Aristotelian’ notion of the outstandingly gifted melan-
cholic would, in accordance with the division between natural and
pathological melancholy, be coupled with the notion of a naturally
melancholic temperament. But that was impossible for Albertus,
because he conceived the “natural” melancholic (that is to say,
the representative of the “‘complexio sicca et frigida”) as the un-
amiable, gloomy, dirty, misanthropic, suspicious and occasionally
kleptomaniac creature that the doctrine of the temperaments
had made him.** For Albertus Magnus, too, the predisposition
to intellectual ability was bound up with the qualities of warm
and moist, with which the coldness and dryness of “‘melancholia
naturalis” compared unfavourably. There was therefore nothing
left for him but to make the gifted melancholic of the ‘Aristotelian’
Problem into a sort of optimal special form of the inherently
morbid “melancholia adusta”. When the process of “adustio”
to which this owed its origin was not carried too far, and when
the blood for its part was warm and powerful enough to bear the
admixture of “melancholia adusta”, then there arose that worthy
melancholic who did not really, for Albertus, represent a type of
temperament at all but was simply an exceptionally favourable

example of the “melancholia non naturalis”. ;

If that melancholy be not violently affected by “adustio”, it will generate
vital spirits which are abundant, constant and strong. For this reason
such peo le have firm convictions and very well regulated passions; and
they will be industrious and possess the highest virtues. Therefore
Aristotle says in his book of Problems that all the great philosophers such

* ALBERTUS MAGNUS, De animalibus libri xxvi, ed. H. Stadler, Minster i.W. 1916-21, voL
I, p. 320, § 119 (Beitrige zur Geschichte der Philosophie des Mittelalters, vor. xv).

* See op. cit., VoL. 1, p. 329, § 120 for the division of “melancholia non naturalis” into
four sub-species, which we call the "doctrine of the four forms,"” see below, pp. 86 sqq. (text).

1 See op. cit.,, voL. 11, p. 1305, § 61: “Nihil delectationis apud se invenientes et malae
suspicionis etiam existentes ad alios, occidunt se ipsos, et sunt nec diligentes nec diligibiles,
solitudinem, quae malitia vitae humanae est, amantes, et in sordibus esse delectabile est eis,
et alia multa mala contingunt eis et sunt frequenter fures etiam quando non indigent de re
quam furantur, et multum sunt insomnes propter complexionis siccitatem et frigiditatem."
Here, perhaps in unconscious regard for Aristotle, the melancholic is not so called by name,
but, quite apart from the traditional sameness of the predicates and the expression
"‘complexionis siccitas et frigiditas,” the description is so obviously connected with the
doctrine of temperaments contained in §§ 50-62 (for this see below, text p. 119) that there
can be no doubt of the author's intention. Moreover in the same work, voL. 1, p. 47, § 120,
it has been stated that the melancholic is sad and gloomy, and suffers from terrifying
delusions.
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as Anaxagoras and Thales of Miletus, and all those who distinguished
themselves by heroic virtue, such as Hector, Aeneas, Priam, and others,
were in this sense melancholics. He says that such a melancholy is of the
nature of red wine, which is airy and strong, and possesses the power of
generating constant vital spirits. 1!

In the short sentences at the end Albertus once more summarised
the physiognomic signs of the different temperaments. But even
here he felt obliged, for the sake of the ‘Aristotelian’ doctrine, to
introduce a special category for the ‘“melancolicus de melancolia
adusta calida”, who combined the mobility of a warm-blooded
temperament with the ‘“stabilitas’” of earth, and owing to his
“melancholia adusta” shared a number of characteristics with
the choleric, such as being “longus et gracilis”.

Sanguine persons are of good flesh and good general condition, cholerics
are tall and slender, phlegmatics short and stout. Melancholics are thin,
short and swarthy. But those who are of that sort of melancholy which
is warm and affected by “adustio” [that is to say, the Aristotelian great
men] are very tall and slender and dark, and have firm flesh.??

1 Op. cit, voL. 1, p. 330, § 121: "Quoniam si non sit multum adusta, . tunc illa
melancolia erit habens multos et stabiles et confirmatos spiritus: quia calidum ewus bene
movet et humidum eius cum ypostasi terrestri non incinerata optime movetur propter quod
tales habent stabilitos conceptus et ordinatissimos affectus, et efficinntar studios:
optimarum. Et ideo dicit Aristoteles in libro de Problematibus, gquod omne
philosophi sicut Anaxagoras et Tales Mylesius, et omnes illi qui virtutibus praecellebant
heroycis, sicut Hector et Eneas et Priamus et alii [the replacing of Greek herces by Trojans
is typically medieval], de tali erant melancolia. Dicit enim, quod talis melancolya hahet
naturam vini rubei, quod fumosum est et confirmatorum et stabilium spirituum generativ
Cf. also voL. 11, p. 1304, § 60: “Quaecumque autem (scil. animalia} grossi sunt sangu:
calidi, immixtam in sanguine habent coleram adustam wvel aduri incipientem

spirituum mediorum inter grossos et subtiles: propter quod etiam talis complexionis existentes
homines stabilis sunt animi et fortis, et non praecipites. Talis emim melancolia est quasi de
complexione vini rubei, sicut dixit Aristoteles in libro de Problematibus . . . . Er quia fumosa
[wvevparddys] est huiusmodi colera, multiplicat spiritum stabilem qui bene tenet formas
[i.e. because of dryness: in water, everything flows away, hence the phlegmatic's weak
memory] . . . et resultant conceptus mentis stabiles et operationes ordinatae: et per huius-
modi calorem ascendentem . . . non desperant seipsos semper et confortant, sicut fecit Eneas
alloguens socios in periculis existentes et dicens, 'O passi graviora, dabit Deus hiis quoque
finem.” Et ideo dicit Aristoteles, quod ommnes viri in philosophia et heroycis virturibus
praecipui de huiusmodi fuerunt melancolya, sicut Hector et Eneas et Priamus et aliv
Propter quod et leo et alia quaedam huiusmodi complexionis animalia magis sunt aliis
liberalia et communicativa.'

12 See op, cit., VOL. 11, p. 1305, § 62: "' . . . sanguinei sunt bonae carnis et bonae habitudinis
Colerici autem longi et graciles, fleumatici breves et pingues et melancolici sunt tenues e
breves et nigri. Hii antem, qui sunt de melancolia adusta calida, sunt valde longi et graciles
et nigri et durae carnis.” See also the attribution of the lion, mentioned in the previous
note, which is otherwise always a typical choleric beast, to the special form of melancholy
complexion here in question. The attempt of F. M. BarBapo (Revue Thomiste, new series
x1v (1931), pp. 314 sqq.) to bring Albertus Magnus's doctrine of temperaments mto harmons
both with the findings of modern psychology and the doctrine of glandular secretionsis interes:
ing, thongh perhaps not from an historical point of view.
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Albertus’s attempt to relegate the melancholy qf ""excep’flonal”
men to the realm of “melancholia non natma}ls remained lz:
relatively isolated instance. In general, the Middle Ages to?
little interest in the interpretation of Problem XXX, 1, wl}ﬂe
writers of the Renaissance, realising very soon tl.le true meaning
of the distinction between natural and pathological melancholy,
were to apply it regardless of its djve}'gences from the then already
vulgarised doctrine of the complexions.

Only Pietro d'Abano, in his somewhat obscure r_:ommentary
on the Problems® seems to have made an attempt in the. samlti
direction as Albertus, but this was either ignored by later writers,
or else explicitly and even passionately rebutted.’ In the

1 The clearest are the following passages: (1) :fol. 3 of the Commern.ta:y (f:::dbea.nt;g:il
edition of 1475 has no page numbers; in the editlon‘ (_)f‘rqsz.. l.ol. N'z’]. .NO ~ u:a‘}e“ig
melancolici sunt duplices; quidam enim sunt :-Eat:ua fl'lgld..l et sicci, maxime 1.n qui ::m e
dominans secundum G{alenum) est humor niger; de quibus non ﬁt SErmo; nt:.!n e i
in predictis illustribus aut patiuntur pretacta._ Sunt autem"et_ alii ex fnt!ushoneo; i
sanguis [stc]. . . .""  (2) The final passage [cd:. cit., fol. Ng7): Dmel}dum igitur, qu i
colici, sive per se sive qualitercumque contingat, pre_oelllmt alios in prem.ism.s o::l;seqlﬂ 7
temperati, licet per se magis, deinde colerici et qui delflceps: melancolia an_:l es u];im‘;am
visum est: secundum enim primam coleram nigram sive humore_m magis nlgm:n 3 -
{sic/1 non sunt huiusmodi, verum propter secundam, colere permixtam rubee v:aa t;:ugw;}
I}"'wtrdn' d’'Abano seems in fact, therefore, like Albertus Magnus (whom he may v; oo
to have been reluctant to include the highly-gift_ed among natural _:nelantfhohcs,:: s
preferred identifying them with the representahve‘s of ch:ﬂera nigra mu:e.d \m":ri u;1o e
with, red bile"”, because such people possessed particularly “subtle and shining spirits,
as well as a good memory (penultimate column of the Commmentary).

U Cf. Frcino, De v. iripl., 1, 5, p. 497: “Sola igitur atra bzhsilla quam diximus naturalem,
ad iudicium nobis et sapientiam conducit; neque tamen semper. e

u ecially MELANCHTHON, De anima, 11 (Corpus Rsforyvdmm‘._ xlu},‘ col. 85: ic
quaef'istﬂr de itra bile: an et quomodo praastantio;es _n!otus in ingem'ls efficiat? Apo:ﬁi:
non recte iudicat, qui existimat hos motus in magnis viris ab a.dusta bile esse, mona I:;a tus.
Nam adusta efficit furores et amentias, non parit motus, qui reg:untur l:on;tho._ g ecega s
est Aponensis, cum putavit Aristotelem hoc mtnrrogar‘e, an paulatim aetate heroic ;m s
melancholici. Id enim non proponit Aristoteles, _sed ipsas natur‘a‘s et temperamcl ni ::1 -
sentit esse melancholica., Ac deinde satis ostendit, se non de vicioso humore loqu ,m oibsed
naturali.”” The fact that Pietro d'Abano’s view was not able to prevail in the sgect e
of the problem of melancholy does not of course alter the fact that the general effect o 55
Commentary was very considerable. As early as 1315, JoHANNES DE ‘!wbvno (Jean %
Jandun), bead of the Parisian Averroists, made a commegt.nry on Pietro s. mmmen;laryﬁ(. ;
REnan, Avervods, 3rd edn., Paris 1866, p. 340); he h‘ad received the ma_nuscrlpt from Mars ltl:
of Padua, and it appears that the Averroist trend in North Italy, which Petrarch !m&luenb]z
denounced, and which was partly based on Aristotle’s Problems, was due, to a cons ela
extent, to Pietro d'Abano’s activities. RicHARD OF MEP:AVILLJ\ (Ofnm Qusf:‘lmms
quodlibetales fundatissimi doctoris Ricardi de Mse%iam’ﬂa, q.ua.estm xvit, Venice 1509:P |;1I;9r:
et sqq.) makes a similar attempt, though admittedly without direct reterevuce to Prol e::u
XXX,1 The question as to which temperament was the best for Fch?lammp was gel'::.h - y
answered in favour of the choleric and the sanguine, and.t.he objection that l_nelan 0 cls
too were often particularly gifted scholars was brushed a:s1d2 by_ the hypothesis thaif such
people were really cholerics and had only become melancholics “accidenter propter a.dustlonen:
cholerae”: "sed intellexi hoc [i.e. that the melancholy temperament was ’hy nature no
favourable to scholarship] de melancholicis naturaliter . . . illi enim sunt minime apti per se

ad scientiam.”

§1] THE ARISTOTELIAN NOTION OF MELANCHOLY 73

thirteenth century, William of Auvergne, another great scholastic
who had adopted Aristotle’s teaching, arrived once more at inter-
preting the melancholy of great men in terms of natural disposition,
and in contrasting it, as particularly favourable for a man’s
salvation, with the phlegmatic complexion which (according to
Galen!) “benefits none of the faculties of the soul”. He was,
however, speaking entirely as a theologian, concerned far less with
the scientific basis of the Aristotelian thesis than he was with its
interpretation in terms of Christian moral philosophy. He could
therefore simply ignore the difficulties which Albertus Magnus
and Neckham had found so considerable. In his eyes, the
immense advantage of the melancholy disposition, and the real
reason for its glorification in Aristotle, lay in the fact that it
withdrew men from physical pleasures and worldly turmoil,
prepared the mind for the direct influx of divine grace, and
elevated it, in cases of special holiness, to mystic and prophetic
visions.

There is no doubt that many are hindered from direct illumination by
the stench of their vices and sins, but many are hindered by their complex-
ions. For some complexions gorge the soul and hinder its noble powers,
for which reason Galen, the great physician, says that the phlegmatic
complexion benefits none of the faculties of the soul. . . . The reason is
that they (that is to say, the relevant humours) bend the soul and take
possession of it; for which reason they keep it far from the attainment of
sublime and hidden matters, even as a vessel filled with liquid can receive
no other liquid, or a tablet or parchment covered with writing can receive
no other writing. This accords with the words of the sage, when he says
“Non recipit stultus verba prudentiae, nisi ea dixeris, quae versantur in
corde eius. . . .” [Prov., xvirz]. For these reasons Aristotle was of the
opinion that all highly-gifted men were melancholics; and he even believed
that melancholics were fitted for inspirations of this kind in a higher degree
than men of other oomplexions«—namely, because this complexion withdraws
men more from bodily pleasures and wordly turmoil. Nevertheless, though
nature affords these aids to illumination and revelation, they are achieved
far more abundantly through the grace of the Creator, integrity of living,
and holiness and purity.1

—_——

1* WILLIAM OF AUVERGNE, Bishop of Paris, De universo, 11, 3, 20 (Opera omnia, Venice 1501,
P- 993: Opera, Orleans 1674, voL. 1, P- 1054): “Et in multis indubitanter prohibet irradiationem
mmediatam ipsa vitiorum et peccatorum faetulentia . . . , in multis autem complexio;
quaedam enim complexiones incrassant animas et impediunt vires earum nobiles, propter
quod dicit Galenus summus medicus, quia flegmatica complexio nullam virtutem animae
iuvat . ... Causa in hoc est, quoniam incurvant et occupant animas humanas, propter hoc
prohibent eas a perfectione rerum sublimium et rerum occultarum, quemadmodum plenitudo
vasis de uno liquore prohibet ipsum a receptione liquoris alterius, sic et inscriptio tabulae
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Willfam of Auvergne, therefore, interpreted the ‘Aristotelian’
conception in a typically medieval sense, and attributed to the
ancients _hls own medieval approach (“propter huiusmodi causas
visum fuit Aristoteli . . .”). He considered the excellence of the
melancholy temperament (as opposed to the particular worth-
lessness of the phlegmatic) as fitting for the ideal life of ascetic
contemplation. However, nature could admittedly contribute no
more than a favourable condition: it would be of no avail without
individual free will, and, above all, divine grace. This ideal
naturally required not so much a capacity for great achievements
as security from temptation. William, of course, was not unaware
of the danger that too deep an immersion in supernatural matters
and too glowing a fervour might cauvse a melancholic complexion
to develop into a melancholic disease—that is to say, into manifest
insanity?”; but even this real madness, he argues, was no more
an evil than were the sufferings which God inflicted on the holy
mar?:yrs. Even in manifestly morbid melancholy the victims
fetamed the gift of inspired revelation, though this was
intermittent'®; and even complete alienation was earnestly desired
by the holiest of men, because it ensured once and for all the
salvation of the soul; for either a man was just and good before
his illness, in which case he could not lose merit, since he could
not sin when mad, or else he was a sinner, in which case his guilt
at least, could not grow any greater.1? J

vel pell.is prohibet aliam inscriptionem ab illa iuxta sermonem Sapientis, quo‘l dixit: ‘Quia
“OP recipit stultus verba prudentiae nisi ea dixeris, quae versantur in corde eiu;.' Propter
huiusmodi causas visum fuit Aristoteli omnes ingeniosos melancholicos esse et videri eidem
potuit melancholicos ad irradiationes huiusmodi magis idoneos esse quam homines alterius
complexionis, propter hoc quia complexio ista magis abstrahit a delectationibus corporalibus
et a tumultibus mundanis. Licet autem adiumenta praenominata natura praestet ad
illuminationes et revelationes, gratia tamen creatoris munditiaque conversationis et sanctitas
et puritas multo abundantivs ipsas impetrant . , . .” ¥

7 “Inveniuntur tamen animae aliquae, quibus istae irradiationes superveniunt ex forti-
t!;djne cogitationum in rebus divinalibus et ex vehementia devotionis in orationibus suis
aumﬂjte_r ex ardore piorum ac sanctorum desideriorum, quibus pulchritudinem iucundissimm'
creatoris concupiscunt. Galenus autem in libro de melancholia dicit ex huiusmodi desideriis
interdum aliquos incurrere morbum melancholicum, qui procul dubio desipientia magna est
et abalienatio a rectitudine intellectus et discretione rationis."

) 18 “'Scire tamen debes, quia huinsmodi homines, videlicet morbo melancholico laborantes
irradiationes recipiunt, verum particulatas et detruncatas. Quapropter ad instar propl;eurum
d? .rebus divinalibus naturaliter loqui incipiunt. Sed loguel. hui ii non continuant,
nisi ad modicum. Et propter hoc statim recidunt in verba desipientiae consuetae, tanqmm;
si fumus melancholicus ascendens ad virtutem intellectivam in illis fulgorem ipsius il;tn ipiens
illam offuscet, et propter hoc ab altitudine tanti luminis mentem in aliena deiiciat." e

B L .I')s uuiufrso, L, 3,7 (Opafa omnia, Venice 1591, p. 725; Opera, Orleans 1674, VOL. 1, p. 769):
De ipso etiam malo furoris dico, quod plerumque, immo semper, valde utile est furiosis:
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2. MELANCHOLY AS AN ILLNESS

(@) Melancholy in Theology and Moral Philosophy

These remarks of William of Auvergne lead us straight from
‘Aristotle’s’ notion of melancholy to that of the psychopathologists,
for whom it was nothing but a mental illness. Other theologians
had also dealt with the question of melancholy from this point
of view, and it is natural that the existence of a mental illness
which overtook the pious and unworldly, not in spite of their
piety and unworldliness, but because of it, should have appeared
a particularly burning problem for Christian moral philosophy.
Hardly anyone, admittedly, rose to the height of William’s hymn
in praise of melancholy; but then, only someone who like him
was both a thorough-going Christian and a thorough-going
Aristotelian could have felt as he did.

Here we shall quote only a few of the disquisitions on the
problem of pathological melancholy in moral theology. First
came Chrysostom’s exhortation to the monk Stagirius, the Aéyos
TrapaveTikds Tpds STayeipiov doxnTiv Scapovédvta, written in A.D. 380
or 381.20 It is true that the condition from which the saint hoped
to beguile his protégé was described neither in title nor in text
explicitly as “melancholy”, but was called despondency (&fuyia);
but quite apart from the fact that despondency had always been
the main symptom of melancholy illness, both the aetiologyv and
semeiology in this case (which gives us a deep insight into early
Christian asceticism) agree so completely with the definitions in
medical literature on melancholy that Johannes Trithemius was
fully justified in rendering the expression &bupia as it occurs in

sive enim boni et iusti sint, cum in furorem incidunt, in tuto ponitur per furorem sanctitas
eorum sive bonitas, cum tempore furoris peccare non possint . . ., sive mali €t InustL sint,
in hoc eis per furorem consulitur, ut malitia eorundem eo tempore non augeatur Quod
si creditur Galeno, adiuvat hunc sermonem id quod dicit in libro de Melancholia, videlicet
quia quidam ex nimio desiderio videndi Deum nimiaque sollicitudine circa hoc incidere in
melancholiam, quod non esset passibile apud creatoris bonitatem . . . nisi eiwsdem ipsum
praenosceret utilem fore multipliciter et salubre. Debes autem scire, quia tempore meo
multi fuerunt viri sanctissimi ac religiosissimi, quibus desiderio magno erat morbus melan-
choliae propter securitatem antedictam. Unde et cum inter cos esset quidam melancholicus
et statum eius non mediocriter affectarent, aperte dicebant Deum inaestimabilem gratiam
illi melancholico contulisse . . . ."”

2 MiGNE, P. Gr., voL. XLVIL, cols. 423 5qq. Ed. separately, as De providentia Dei ad Stagivium,
Alost 1487,
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the epistle to Stagirius by “melancolische Traurigkeit”.®® Nor is
there any lack of contemporary witnesses who describe what
happened to Stagirius expressly as “melancholy”’, with pity or
censure thrown in according to the author’s viewpoint.” But of
all the descriptions of this typical “‘monastic melancholy”’,
Chrysostom’s letter is the most detailed and penetrating.® The
unfortunate Stagirius suffered from terrifying nightmares, dis-
orders of speech, fits and swooning; he despaired of his salvation,
and was tormented by an irresistible urge to commit suicide;
and what rendered him completely desperate was the fact—a
very natural one, the physicians would have said—that none of
this had come upon him until his entrance into monastic life,
and that he could see some of his fellow sufferers immediately
cured of their illness when they came out into the world again

and married.

What Chrysostom held out to him as consolation was mainly
an appeal to God’s providence. God allowed the devil to continue
his work simply for the good of mankind, for in giving the devil

% Antwort Herrn Johan Abts zu Spanhaim auff acht Fragstuck, Ingolstadt 1555, fol. N2
‘The sentence quoted by Trithemius is in MioNE, P. Gr. VOL. XLVIL, col. 491.

TRITHEMIUS !
“Die grbsse oder vile ainer Melancoli-
schen traurigkait ist krefitiger vnnd schadt
auch mer dann alle Teiiflische wiirckung, CHRYSOSTOMUS
dann wbllichen der bSB3 gaist vhberwindt, . N s . 2
den vberwindt er mit aigner traurigkait "d",'m ’:”W drepysins WW'I
iis dfvulas SnepPold, dmel xai & Saipww & ols
des menschen. So du nun solche Melan- - 3k ravrys wpard. wily ve 2dOns
colische traurigkait auB deinem sinn "’“;""?7’ pebasgalinnel ikt kil e
schlechst, so mag dir der Teiiffel gar nichts e i e S
schaden.”
“ Two examples may be quoted. First, a passage from St JErROME's Epistula cxxv, 16
(MionE, P. L., vor. xxi1, col. 1082): “Sunt qui humore cellarum immoderatisque ieiuniis,
taedio solitudinis ac nimia lectione, dum diebus ac noctibus auribus suis personant, vertuntur
in melancholiam, et Hippocratis magis fomentis quam nostris monitis indigent.” Second,
from the opposite point of view, some lines by Augustine’s contemporary, RuriLius CLAUDIUS
NamaTianus, De reditu swo, v, 439 5qq., edd. Cu. H. KEexe & G. F. Savace, London 1907.
“Ipsi se monachos Graio cognomine dicunt,
Quod soli nullo vivere teste volunt . . .
Sive suas repetunt factorum ergastula poenas,
Tristia seu nigro viscera felle tument.

Sic nimiae bilis morbum assignavit Homerus
Bellerephonteis sollicitudinibus:

Nam iuveni offenso saevi post tela doloris
Dicitur humanum displicuisse genuns."”

0 See also CassiAN, Collationes, chapter "'De spiritu acediae”, or arguments on the same
theme by JoHANNES CLiMACUS and ISIDORE OF SEVILLE (jointly dealt with by F. PAGET,
The Spirit of Discipline, 7th edn., London 1896, pp. 8 sqq.).
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the power of temptation and man the power of resistance He
guides the soul through the necessity of self-defence to virtue;
and just as, like an umpire in the arena, he sets the strong greater
tasks than the weak, in order to reward them more richly on the
Day:__'of Judgement, so too He had sent these temptations to
Stagirius (who by adopting a religious life had stepped out of
the audience and down into the arena) at a time when He knew
him to be strong enough to overcome them. Stagirius’s torments
were really gain, and the devil, whom holiness always provoked
to do battle, could only attain real power over an ascetic man
when the latter yielded to temptation. Admittedly, “melancholy
sadness” made the devil’s victory easier,® in fact it could be
said that he overcame men by their own &bupia: but this des-
pondency in turn could be overcome by the thought that it was
one of those sufferings inflicted on men not by their own guilt
but by divine providence. ‘““Thou canst overcome thy despondency
if thou sayest thou hast done nought that might justify it.”
William of Auvergne therefore considered melancholy illness
as a grace, while Chrysostom interpreted it as a trial which
reasonable reflection could make comprehensible and tolerable.
(Incidentally, the great rationalist Maimonides attempted to
combat attacks of melancholic despair with similar consolations,®
though these were addressed less to a religious hope of the next

* In the sixteenth century this notion still—or again—appears, treated now from the
angle of humoral pathology rather than of moral psychology. CORNELIUS A LAPIDE (Cornelii
a Lapide . . . commenlarii in scripturam sacram, Lyons-Paris 1865, says (on I Reg. 16.23):
“*Nullus enim humor magis quam hic melancholicus (sc. opportunus est diabolo, ut homines
vexet.) Quare daemon, qui agit per causas naturales, maxime utitur humore melancholico.”

* Rape1 Movsis, Tractatus de vegimine sanitatis, 1477 and after; chapter I1I (in the edition
available to us, Augsburg 1518, fols. b 47 5q.): "Et causa totius huius [sc. the condition of
disordered melancholy, and fear] est mollities animae et ipsius ignorantia rerum veritatis.
Docti vero et acquirentes mores philosophiae . . . acquirunt animabus suis fortitudinem . . .
et quantumcunque aliquis magis suscipit de doctrina, minus patietur ex ambobus accidentibus
aequaliter, videlicet ex die boni vel mali. Donec si pervenerit ad aliquid magnum bonum
ex bonis mundi, quae quidem vocantur a philosophis bona phantastica, non magnificatur
illud apud ipsum . . . et cum pervenerit ad cum magnum damnum, et angustia magna ex
tempore'adversitatis . . . non stupescit neque timet, sed eas tolerat bono modo . . . . Merito
namque philosophi appellaverunt bona huius saeculi et huius mala bona et mala phantastica.
Plura etenim suorum bonorum imaginatur homo bona esse, quae quidem in veritate mala
sunt, similiter et plura mala malorum suorum existimat esse mala, quae quidem bona
mnt. s ." Nevertheless, Maimonides also prescribes purely medical remedies, especially
medicines which are particularly adapted to the disposition of the august addressee. Naturally
reasoned reflection—with specifically Christian overtones, of course—as a remedy against
melancholy continued to be recommended in western literature as well, until far into
mu.dern times. As well as medical, scientific and characterological literature, there is a whole
series of writings which might be grouped under the title **Anti-melancholy hortations'’; a very
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world than to a stoical contempt of the present.) Melancholy,
however, could also be envisaged as a vice of one’s own incurring
as soon as it was identified with the sinful “acedia” which was
sister—or mother—to “‘tristitia”,?® and this identification was
made the easier by the fact that the outward symptoms of these
sins—‘timor”’, “taedium cordis”’, “instabilitas loci”’, “amaritudo
animi” and “spei de salute aut venia obtinenda abiectio” —built
up a picture very like melancholy,?” and were sometimes even
expressly linked with the “atra bilis”.*® But on the other hand—
and this interpretation must have met the spiritual desires of the
devout most adequately—melancholy might be considered as a
chastisement from heaven which divine providence inflicted both
on men in general and on individuals in particular, partly to
punish past sins, partly, by painful experience, to avert future
ones.
St Hildegard of Bingen was particularly fond of relating the
origin of the “humor melancholicus” to the Fall of Man, but

typical example is the Jesuit FrRANZ NEUMAYR's Curatio melancholiae or Gedull in Tribsalen,
1757 and later, while, on the other hand, there also appeared collections of jocular and witty
poems and stories under titles such as Exilium melancholiae or Recreations for the Melancholic
(numerous quotations in A. FarineLvi, La vita é un sogno, Turin 1916, pp. 151 and 283).
Cf. also The Mad Pranks and Merry [ests of Robin Goodfellow, reprinted from the edition of
1628, with an Introduction by J. Payne Collier, London 1841 (Percy Society, Early English
Poetry, voL. 1x).

2 The complexity of the notion of “"acedia’ poses a problem which cannot be dealt with
here. Cf. the (unfortunately unpublished) dissertation by M. A. CowwerLL of Cornell Uni-
versity, Ithaca, entitled 4 Study of Accidia and some of ils Literary Phases, 1932, kindly
pointed out to us by Mr Herbert Stone, New York.

*7 Ci. the definitions in RaBanus Mavrus (Migxg, P. L., voL. cx11, cols. 1250 5qq.), where
“study and good works'* arerecommended as antidotes, and in Ps.-HuGo oF St VicTor (MIGNE,
P. L., vor. cLxxvI, cols. 1000 5q.). How nearly the theological definitions of “acedia” or
“tristitia'" coincide with medical descriptions of melancholy can be seen from the brilliant
description of "'tristitia" by Theodulf of Orleans (printed in C. PAscaL, Poesia latina medievale,
Catania 1907, p. 120):

""Est et ei sine clade dolor, sine nomine moeror,
Intima sed cordis nubilus error habet.
Hanc modo somnus habet, modo tarda silentia prensant,
Ambulat et stertit, murmurat atque tacet.
Somniat hic oculis residens ignavus apertis,
Nilque loquens sese dicere multa putat.
Actus hcbes, secessus iners, oblivia pigra
Sunt, et nil fixum mente vel ore vehit . . ..

2 ‘Hugo of St Victor' (loc. cit.) considered “tristitia’ as the master notion to which
“desperatio, rancor, torpor, timor, acidia, quercla, pusillanimitas” are subordinated as
“comites”. ‘‘Rancor’, however, is defined as “‘ex atra bili aut nimia pigritia virium animi
et corporis enervatio et corruptio.”” To name a Greek author as well, JorNy DAMASCENE, in
his Vices of the Sowl, lists, inter alia, pwavlpwnia, Mm dloyes (“tristitia absque causa'!),
$dfos, Bela, dxnbla, juxpoduyla (De virtutibus el vitiis, MIGNE, P. Gr., voL. Xcv, col. 88).
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in so doing she admittedly had in mind not only real melancholy
illness and the melancholy temperament itself, which she adjudged
particularly unfavourable, but in the last resort every deviation
from the perfect and harmonious state of man in paradise. Com-
bining an eye for realistic detail with a taste for bold symbolism
in a manner characteristic of many mystics, but particularly
marked in her own work, St Hildegard described the symptoms of
melancholy in her Causae et curae® with clinical precision, in order
to interpret them theologically; she remarks, for example:

Cum autem Adam transgressus est . . . fel immutatum est in amaritudinem
et melancolia in nigredinem impietatis.®

Picturing the physical quality of the melancholy humour (“qui
tenax est et qui se ut gummi in longum protrahit™),® she paints
a graphic picture of how this humour originated in Adam’s body
as the result of the Fall (and to that extent “de flatu serpentis”
and ‘“‘suggestione diaboli”). Had man remained in paradise he
would have been free from all harmful humours; but as it was,
men became ‘‘sad and timid and inconstant in mind, so that there
is no right constitution or bearing in them. But they are like a
high wind which is good for neither herbs nor fruit. For a humour
springs in them . . . generating the melancholy which was born
in the first fruit of Adam’s seed out of the breath of the serpent
when Adam followed its advice by devouring the apple.”®* For
at the same moment that Adam sinned in taking the apple.
melancholy “curdled in his blood” (as St Hildegard expressivelv
interpreted the medical doctrine of “hypostasis’); “as when a
lamp is quenched, the smouldering and smoking wick remains

% Hildegardis ''Causae et curae”, ed. P. Kaiser, Leipzig 1903, esp. pp. 38, 13 sqq. 145, 18
sqq. (many corrections by P. voN WINTERFELD, in Anzeiger filr deutsches Altertuni. xx1x
(1904), pp- 202 sqq.). For St Hildegard's remarks applying only to melancholy as a tempera-
ment (since they are contained in a consistent doctrine of the four complexions), see below

PpP- 110 sqq.
3 Kaiser (ed.), op. cit., p. 145, 35.
31 Kaiser (ed.), op. cit., p. 38, 24.

32 Kaiser {ed.), op. cit., p. 38, 27. "Et haec melancolia nigra est”, says the following section
(entitled “‘De melancoliae morbo’), “et amara et omne malum efflat ac interdum etam
infirmitatem ad cerebrum et ad cor quasi venas ebullire facit, atque tristinam et dubietatem
totius consolationis parat, ita quod homo nullum gaudium habere potest, quod ad supernam
vitam et ad consolationem praesentis vitae pertinet. Haec autem melancolia naturalis est
omni homini de prima suggestione diaboli, quando homo praeceptum de: transgressns st in
cibo pomi. Et de hoc cibo eadem melancolia in Adam et in omni genere eius crevit atgue
omnem pestem in hominibus excitat.”
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recking behind.”®® Before Adam fell, “what is now gall in him
spark]:':d like crystal, and bore the taste of good works, and vfrhat
i« now melancholy in man shone in him like the dawn and contained
in itself the wisdom and perfection of good works; but wl}en
Adam broke the law, the sparkle of innocence was dulled in him,
and his eves, which had formerly beheld heaven, were blinded,
and his g»ail was changed to bitterness, and his melancholy to
blackness.”® '

This tragic conception of melancholy to a certain exte'nt
reintroduced the ancient notion of a blasphemer stncl!(etn w1t-h
madness, except that it replaced a single offence by original sin
and thus transformed an individual tragedy into the .tragedy of
all mankind: no wonder, then, that it could not admit of moral
extenuation or consolation. Melancholy was once and for all the
“poena Adae”’ and had to be borne by the: whole race, and only
a phvsician (and the saint herself spoke in Causae et curae no
less as a physician than as a theologian) c.@uld ease the worst
symptoms of this essentially incurable hereditary evil.®

" It was reserved for the hypocritical malice of Gaspar _Oﬁ’huys,
to whom we owe a remarkable account of the illness of his fellow-
novice Hugo van der Goes,* to interpret melanc.holy madness as
a punishment for the spiritual pride of a highly gxfte(_i man, which
should serve as a corrective to the victim and a warning to others.
He relates how, on deciding to enter the monastery in 14:75., the
famous painter had at first been granted all sorts of privileges
which shocked the other brothers. After describm_g the noble
visitors with whom Hugo was allowed to eat and drink, he gave
an account of the “curious mental illness” which overtook him
on a journey:

quo incessanter dicebat se esse dampnatum et _dalmpnatio‘ni eterne
adindicatum, quo etiam ipsi corporaliter et letaliter (nisi violenter impeditus
fuisset auxilio astantium) nocere volebat.

3 Kaiser {ed.), op. cit., p. 143, 22: "Nam cum Adam bonum scivit e!: pomum comedenf.!o
malum fecit, in vicissitudine mutationis illius melancolia in eo surrexit i 8 Cul:h enim
Adam divinum praeceptum praevaricatus est, in ipso momento melancolia in’ sangumel eius
coagulata est, ut splendor recedit cum lumen extinguitur, et ut stuppa. ardens et fumigans
foetendo remanet; et si¢ factum est in Adam, quia cum -splendor. in eo extinctus estl..
melancolia in sanguine eius coagulata est, de qua tristitia et desperatio in eo surrexerunt . . . .

% Kaiser (ed.), op. cit.,, p. 145, 27-

% Cf, the dietary, Kaiser (ed.), op. cit,, p. 146, 32, or the remedics for a melancholy head-
ache, ibid., p. 166, 7.

1 Best edition by Hjalmar G. Sander, in Repertorium fiir Kunstwissenschaft, xxxv (1912},

pp- 519 599
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As they finally reached Brussels, the abbot was hastily summoned,
and being of the opinion that Hugo’s illness was like King Saul’s,
he ordered music to be played diligently to Hugo—thus recalling
the prescription, still valid, of ancient psychiatry®—and also
recommended other “spectacula recreativa” to drive away his
fancies. But it was not until long after his return to the monastery
that he recovered.

Then follows a discussion as to the causes. Hugo’s illness
could be regarded either as a “natural” one, such as tended to
originate “ex cibis melancolicis, aliquando ex potatione fortis vini,
ex animi passionibus, scilicet solicitudine, tristitia, nimio studio
et timore”’—and the artist really did frequently lose himself in
gloomy thoughts because he despaired of the fulfilment of his
artistic aims,® and the drinking of wine may have made his
condition worse; or else it might be traced to the providence
of God, who wished to save the artist from the sin of vanity
into which too much admiration had led him, and to recall him,
by a “humiliativa infirmitas”, to modesty, which, from all
accounts, Hugo did display after his recovery by renouncing all
his privileges. In either case, however, his fate should serve as
a wholesome warning, for one should not only avoid the natural
causes of such an illness (that is to say, set a limit to “fantasiis
nostris et ymaginationibus, suspicionibus et aliis vanis cogita-
tionibus”) but also try to shun moral situations which might
force Providence to step in. “If thou art proud, humble thyself
greatly . . . for if thou dost not thyself amend thyself . . . then
God himself, who puts down the proud and who desires not that
thou shouldst be destroyed, will humble thee so greatly . . . that
thou wilt become a warning example to others.”3?

37 On pilgrimages, too, people with mental disorders were calmed by music, which, how
ever, had to be of an elevating nature. Cf. ALFRED MavuryY, La magie et l'astrologie dans
Vantiquité et au moyen dge, 4th edn., Paris 1877, p. 333.

* A German physician, Hieronymus Miinzer, travelling in the Netherlands in 1495, was
obviously referring to Hugo van der Goes when, in speaking of the Ghent altarpiece by the
brothers van Eyck, he said that “another great painter” “‘supervenit volens imitari . . . hanc
picturam, et factus est melancolicus et insipiens” (W. H. WeALE, H. and J. van Eyck, London
1908, p. Ixxv). See E. P. GoLpscEMIDT, Hieronymus Miunzer und seine Bibliothek, Studies
of the Warburg Institute 1v, London 1938.

3 “Si superbus es, humilia te ipsum valde, . . . quia nisi te emendaveris, . . . ipse deus,
qui superbis resistit, nolens quod pereas, adeo te humiliabit . . . quod exemplum aliis
eris.”’
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() Melancholy in Scholastic Medicine

(i) Early Arabic Medicine and its Translation to the West:
Constantinus Africanus

In contrast to the blendings of theological and medical concep-
tions such as we may observe in the writings of St Hildegard
and in many other medieval works, especially of the twelfth
century 4 Gaspar Offhuys drew a sharp line between the ‘‘ex
accidenti naturali” view, and the “ex dei providentia”. But
what did he cite as “natural” causes of melancholy illness? The
partaking of “melancholy foods” and “strong wine”, the “animi
passiones, scilicet solicitudo, tristitia, nimium studium et timor”,
and in general ‘“malicia humoris corrupti dominantis in corpore
hominis”—in other words, exactly the same as appeared in the
writings of Rufus of Ephesus and his followers in later antiquity.

The account given by this monastic chronicler, who later rose
to various honours, thus reveals the remarkable stability of views
in clinical psychiatry, which really had changed only in minor
points since the days of later Hellenism. The reason for this
remarkable stability lay mainly in the fact that, as we have said,
Constantinus Africanus’s monograph on melancholy, which became
of great importance to the western world, was based either directly
or indirectly on Galen and particularly on his account of the
doctrine of Rufus® But, in addition, the early Arabic treatises
on melancholy, which were absorbed into the culture of the school
of Salerno and therefore of the whole west, made use of the later
Greek conceptions, yet they adopted a considerably less theoretical,
and, regarding the subject matter, much more practical ‘point of
view. Both “Serapion”, whose writings were sometimes circulated
under the name of *“ Janus Damascenus” *2and the great “Rhazes” %

4 Cf. for instance Hugues de Fouilloi, below, pp. 107 sqq. (text).

@ Cf. A. Bumm, Uber die Identitat der Abhandlungen des Ishdk ibn Amyin und des Constantinus
Africanus iiber Melancholie, Munich, privately printed, no date. The parts of Ishiq's work
not given in Bumm can therefore be completed from CONSTANTINUS AFRICANUS (Dpera,
voL. 1, Basle 1536, pp. 280 sqq.).

4 Really YunaNNA 18BN SarivivyOn, of Damascus (later half of ninth century): Jami
Damasceni . . . curandi artis libsi, vour. 111, 22: in the Basle edition (1543), pp. 123 59q.; in
the edition which was published under the name of SErapron (Venice 1550), fols. 7 sqq.

# Really AbQi Bekr Muhammad ibn Zakariyi al-Rézi, d. 925: Almansoris liber nonus,
ch. 13, frequently reprinted with various commentaries. For western commentaries see
H. TLrLceN, Die abendlandischen Rhazes-Kommentatoren des XI1V. bis XVII. Jahrhunderls,
dissertation, Leipzig rgz1. A
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strove less for a deeper psychological understanding or a refine-
ment of theoretic distinctions, than for the perfection and
usefulness of semeiology and therapy as achieved in the prescribing
of medicines, dietetic measures, and, in certain cases, the letting
of blood. The author whom Constantinus copied, however, was
Ishaq ben ‘Amran (said to have been executed at the beginning
of the tenth century) whose work on melancholy a thirteenth-
century Arabic medical historian already extols as ‘“incom-
parable”. He went deeper; and it is largely thanks to him that
in both the aetiological and in the therapeutic field, spiritual
factors once more came into the foreground of the medical picture.
Ishaq described melancholy illness as “notions disturbed by black
bile with fear, anxiety, and nervousness”, that is to say, as a
physically-conditioned sickness of the soul which could attack all
three “virtutes ordinativae”’—imagination, reason, and memory
—and thence, reacting on the body, cause sleeplessness, loss of
weight, and disorder of all the natural functions. The author
never tired of picturing the boundless variety of the symptoms
and, most important, their obvious contradictoriness in many
cases. Men loquacious and quick-tempered by nature could
become silent and pacific, the shy and quiet could become bold
and eloquent; some became greedy, others refused nourishment;
very many went from one extreme to the other in their whole
behaviour.

Some . . . love solitude and the dark and living apart from mankind,
others love spaciousness, light, and meadowy surroundings, and gardens
rich in fruits and streams. Some love riding, listening to different sorts
of music, or conversing with wise or amiable people. . . . Some sleep too
much, some weep, some laugh. 4

Added to this there were the various obsessions, “timor de re
non timenda”, “cogitatio de re non cogitanda”, “sensus rei quae
non est” % And this variety and contradictoriness of the symptoms
corresponded to the variety and contradictoriness of the causes.
“The astonishing thing is that in our experience melancholy can
always arise from opposite causes,” as, for instance, both from

4 Thus CONSTANTINUS AFRICANUS (Opera, voL. 1, Basle 1536, p. 283): "Ali amant
solitudinem et obscuritatem et zb hominibus remotionem. Alii spatiosa loca amant et
lucida atque pratosa, hortos fructiferos, aquosos. Alii amant equitare, diversa musicorum
genera audire, loqui quogue cum sapientibus vel amabilibus . . . Alii habent nimium somnum,
alii plorant, alii rident.”

# After CONSTANTINUS AFRICANUS (Opera, voL. 1, p. 287).
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every sort of voluptuousness and from a too exaggerated
asceticism 46

As well as these physical causes, however, there were the
spiritual ones, and this idea (which, as we know, originated from
Rufus) was traced in beautiful language acknowledging the burden
of intellectual achievement, recalling the Hippocratean definition
of thought as a “labour of the soul”, and even bringing in the
Platonic doctrine of recollection. It ran as follows:

We say that their moods constantly fluctuate between irascible excite-
ment and a peaceable frame of mind, recklessness and timidity, between
sadness and frivolity, and so on. The conditions [incidents] cited apply
to the animal soul; but the activities of the rational soul are strenuous
thinking, remembering, studying, investigating, imagining, seeking the
meaning of things, and fantasies and judgements, whether apt [founded on
fact] or mere suspicions. And all these conditions—which are partly
permanent forces [mental faculties], partly accidental symptoms [passions]
—can turn the soul within a short time to melancholy if it immerses itself
too deeply in them. There are very many holy and pious men who become
melancholy owing to their great piety and from fear of God's anger or
owing to their great longing for God until this longing masters and over-
powers the soul; their whole feeling and thoughts are only of God, the
contemplation of God, His greatness and the example of His perfection.
They fall into melancholy as do lovers and voluptuaries, whereby the
abilities of both soul and body are harmed, since the one depends on the
other. And all those will fall into melancholy who overexert themselves
in reading philosophical books, or books on medicine and logic, or books
which permit a view [theory] of all things; as well as books on the origin
of numbers, on the science which the Greeks -call arithmetic; on the origin
of the heavenly spheres and the stars, that is, the science of the stars,
which the Greeks call astronomy; on geometry, which bears the name of
“science of lines” among the Arabians, but which the Greeks call geometry;
and finally the science of composition, namely of songs and notes, which
means the same as the Greek word “music”. These sciences are products
of the soul, for the soul isolates and explores them; knowledge [recognition]
of them is innate to the soul, as Galen says, in recalling the philosopher
Plato. . .. Such men—Allah knows—assimilate melancholy . . . in the
consciousness of their intellectual weakness, and in their distress thereat
they fall into melancholy. The reason why their soul falls sick [disorders
of the understanding and the memory, and other disorders which affect
the soul] lies in fatigue and overexertion, as Hippocrates says in Book VI
of the Epidemics: “Fatigue of the soul comes from the soul’s thinking.”

48 CoNSTANTINUS AFRICANUS (Opera, VOL. 1, p. 283 sq.): Also climatic conditions favourable
to it can arise from too great heat and dryness as well as from too great moisture ("air as there
is in autumn® is of course particularly harmful); lack of physical exercise is always harmful,
and so is the habitnal partaking of foods and drinks which thicken the blood and favour the
birth of the ““humor melancholicus.”
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Just as bodily overexertion leads to severe illnesses of which fatigue is the
least, so does mental overexertion lead to severe illnesses of which the worst
is melancholy.46s

Treatment, too, which was always difficult and wearisome,
had'to be suited to the variety of symptoms and causes. As well
as the regulation of the six “vital things” (air, food, drink, sleeping
and waking, evacuation and retention, rest and movement) for
which precise orders were given,*” and the prescribing of medicine,
spiritual measures played a particularly important réle. The
physician was indeed expected to combat and overcome the
substance of the evil (“materia infirmitatis”) in every illness;
h:ut if the accompanying symptoms (‘“‘accidentia”) were par-
ticularly burdensome, dangerous, or shocking, they were to be
dealt with first, and since this was the case in melancholy mental
illness, it was the symptoms which had primarily to be overcome.

But the physician must fight against the melancholics’ suspicions, grant
them what they used to like before . . . reasonable and pleasant discourse

should be employed . . . with various kinds of music, and aromatic, clear,
and very light wine.

Mental exertion was naturally to be avoidéd, but—and here he
quotes Rufus—moderate sexual intercourse was desirable: “Coitus,

inquit, pacificat, austeriorem superbiam refrenat, melancholicos
adiuvat.”#® If we remember that Rabanus Maurus recommended

s A. Bumm, op. cit., p. 24 50.—CONSTANTINUS AFRICANUS, Opera, vor. 1, p. 283 sq.

47 CONSTANTINUS AFRICANUS (Opera, VoL. 1, pp. 291 sqq.): The melancholic’s dwelling
should face the east and lie open to it; to counteract the dry nature of the “atra bilis"
preference should be given to moist things in his diet, such as fresh fish, honey, all mannet"
c!f fruit, and, with regard to meat, the flesh of very young and, if possible, fem;.le. animals
like yearling lambs, young hens and female partridges (vegetables, on the contrary, are to
be avoided, because of wind); above all, his digestion is to be aided by means of l:i‘us diet
as well as of early morning walks in cheerful dry surroundings, massage with warm and mois;:
oinu:nents, and daily infusions of lukewarm (or cold, in summer) water: “Studium nostrum
maxime adhibendum est in digestione. Ordinetur dieta humida et simpla, quia ille cibus facile
digeritur, qui in substantia simplex est et humidus . . . . Melancholici assuescant ad pedum
exercitia aliquantulum, apparente aurora, per loca spatiosa ac plana, arenosa et saporosa
Post exercitia infundantur aqua calida et dulei.” o

“.Cou'srm'n_n.r.ls AFRICANUS (Opera, VoL. 1, pp. 294 and 2g0: “Oportet autem medicum
mehorafre suspicionem melancholicorum, mitigare furorem eorum et gratificare quod prius
hafl;uermt charum . . . . Adhibenda rationabilia et grata verba, cum perfecto ingenio et
sufficienti memoria, tollendo quae in anima sunt plantata cum dive. i i i
em—y P rsa musica et vino odorifero

 CONSTANTINUS AFRICANUS (Opera, VoL. I, p. 293). Cf. also his Liber de coitu (Opera
\Fc‘lt.: I, p. 303): “Rufus vero ait: Quod coitus solvit malum habitum corporis et furoren;
rnlu.gat. ‘Prodest lancholicis et tes revocat ad notitiam, et solvit amorem con-
cupiscentis, licet concumbat cum alia quam concupivit’. PLATEARIUS's Practica (De
aegritudine capitis, v, Venice 1497, fol. 173), summarising the views current in Salerno at the
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a more energetic preoccupation with intellectual studies to combat
Fhe “‘acedia” of the pious, and Chrysostom constant perseverance
in abstinence to combat the despondency of the ascetic, it is at
this point that we encounter the main, insoluble contradiction
between medical and theological or ethical psychopathology-—a
contradiction which, with minor exceptions,® continued in iater
times and even to-day governs discussions on such themes.
Shorter, and no less derivative, than the monograph De melancholia,
are the chapters on melancholy in the Constantinian Theorica and
Practica Pantegni®™ (wovréxvng); but their influence was nearly as
great. They are based on the Liber regius by ‘Ali ibn Abbas
(“Haly Abbas”, who died in 994),5* and thus represented the
attitude of Arabic scholarship shortly before the appearance of
Avicenna. Considerably inferior in erudition and breadth of vision
to Ishdq ibn ‘Amran’s monograph, these short extracts served
mainly as convenient summaries or “schemata” for essays, as
nearly all later medical “‘practices”” and the like began their thapter
on melancholy with similar words—‘melancholia est alienatio
mentis sine febre”—and also followed the Pantegni in linking love
(generally called “hereos” and coupled with the notion of the
heroic) with melancholy: in fact, they treated passion as a “species
melancholiae”, which was of decisive importance for the develop-
ment of the “melancholy lover” as a literary type.®

(ii) Attempts at Systematisation on the Basis of Humoral Pathology:
Avicenna’s Doctrine of the Four Forms

The early Salernitans were as yet unfamiliar with the writings
of the great Avicenna (who died in 1037). We know that the

height of its development, says: *Adsint soni musicornm instrumentorum, cantilene jocunde
+ « - et formose mulieres, quibus quandoque utantur, guia moderatus coitus spiritum mundificat
et malas suspiciones removet."

5 E. g. Uco SENENsIS, Comsilia, x1v, Venice 1518, fol. 14%: ""Caveat a wvenereis’”. Not
till Marsilio Ficino, who otherwise accords entirely with medical tradition with regard to
therapeutical practice, do we see—in connexion with his Neoplatonic attitude—the ascetic
ideal again applied to empirical dietetics, admittedly those designed especially for intellectual
men,

¥ Theorica Pantegni, 1x, 8 (Opera, voL. 11, Basle 1539, pp. 249 sqq.); Practica Pantegni, 1,
20 (Opera, voL. 1, pp. 18 sq.).

8 HALY FiLius ABBAs, Liber totius medicinae, Lyons 1523, Theor., 1x, 7, fol. 104"} Practica,
Vv, 23, fol. 2177, Whether "All ibn ‘Abbds for his part was familiar with Ishiq ibn ‘Amrin’s
work, it is difficult to decide. It is fairly certain that Abflqisim knew it (ALsAHARAVIUS,
Liber theoricae necnon practicae, pract. 26/27, Augsburg edition of 1519, fols. 32° $qq.).

B Cf. I. L. Lowes, “The Loveres Maladye of Herces”, in Modern Philology, x1 (1914),
PP- 491 sqq.
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distinction (deriving apparently from Rufus) between the sub-
stance of a “succus melancholicus’” as a deposit of the blood and
that of a “melancholia adusta” originating from the scorching of
the yellow bile had to some extent disrupted the cogency of the
scheme of the four humours; and we can see how later times took
advantage of this loophole, in classifying and accounting for the
endless variety of symptoms of melancholy. If red bile could turn
to ‘““melancholia adusta”, why should the same not be possible
for other humours? ‘Ali ibn ‘Abbas (and of course Constantinus)
admitted that non-natural melancholy might originate both in
burmnt red bile and in burnt black bile,* and later added yet a
third form originating in “adust blood”, so that the difference
between the more depressive, more euphoric and more manic
symptoms seemed to repose on a genetic foundation.® All that
was lacking was its logical completion by a fourth form originating
from the scorching of the phlegm, the possibility of which, how-
ever, had been expressly denied by the earlier school of Salerno.?
Avicenna's orderly mind adopted one principle of division which
the authors so far cited had either not accepted or not known, and
which brought melancholy completely into the system of the four
humours.5

“ Havy, Theor., 1, 25, fol. 197; following him, CoNSTANTINUS AFRICANUS, Thzorica Pantegni,
1, 25 (Opera, voL. 11, p. 22 5q.), “'Colera nigra non naturalis ex incensa colera nigra est naturali
Estque calida et a acut. . .. Alia nascitur ex incensione colerae < rubrae, et > acutior et
calidior priore. Haec habet pessimas qualitates destruendi.” This melancholy from t t
red bile may be identical with the ‘melancholia leonina’ also mentioned by Constantunus
and . CrEUTZ, in Archiv fiir Psychiatrie, xciv (1932), pp. 244 sqq.). symptoms of
include “insolence, foolhardiness and indifference to correction,” all things to remain charac-
teristic of the choleric melancholic.

8 Havy, Theor., 1X, 7, fol. 1047, according to CONSTANTINUS AFRICANUS, Tacorica Pantegn.,
1x, 8 (Opera, voL. 11, p. 249): “Significatio uniuscuiusque speciei propria. (Juae emm de
humoribus est melancholicis in cerebro incensis, nimiam habet alienationem, angustias,
tristitias, timores, dubitationes, malas imaginationes, suspiciones & similia . . . . Quae ex
sanguine est ardente, alienationem, cum risu & laetitia. Corpus infirmi macidum, color rubeus.
Pili in corpore sunt nimii, nisi in pectore, uenae latae, oculi rubei, puisus magnus, parum
uelox, . . .. In humoribus ex colera rubea, habent alienationem, clamorem, instabilitatem,
unigilias, non quiescunt, multum irascuntur, calidum habent tactum sine febri, maciditatem,
et corporis siccitatem, oculorum instabilitatem, aspectum quasi leonis, citrinitatem calons.”

8 PLATEARIUS's Practica further defines the Haly-Constantinus doctrine of the three forms,
and, recalling the old correspondence with the seasons, states that adustion of the “'cholera
rubra’’ occurs mainly in summer, of the “‘cholera nigra' in autumn, and of the blood 1n spring,
adding (fol. 173): “‘quod non habentur fieri [sc. melancholicae passiones] ex phlegmate, quia
phlegma, cum sit album, albedinem cerebri non immutat.” Instead of this, Haly and the
Salernitans took “melancholia ex stomacho', i.e. the hypochondriac form, not really at all
suitable, for the fourth form of melancholy.

57 This principle appears in PSEUDO-GALEN, "Opo: {arpxoi, GALEN (KUEN), VOL. XIX, p. 304.
According to M. WELLMANN, Die pnewmatische Schule, Philologische Untersuchungen, xiv,
Berlin, 1895, p. 65, this work is based on a "a follower of the pneumatic school inclining to
syncretism, who lived in the third century at the earliest.”

which
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I

\Melancholy is either natural, or secretiou§ _and unnatural. bl ; hOI{
cccretious [unnatural] melancholy, one sort originates from the 1:, e \\; :
burnt to ashes . . . another originates from the phlegm when burnt to

ashes . . . another is generated from the blood when burnt to ashes . .. a

fourth finally comes from natural melancholy when this has become ashes.®

From now on, therefore, melancholy illness coulc'l “have.a
sanguine, choleric, phlegmatic or “natural melancholic bastf,
which last might be described as, so to say, "meiapcholy squared”’.
This svstem had the advantage of coupling the variety of :.v,ymptoms
with a variety of causes. At the same time, it logically a:nd
satisfactorily combined Galen’s canonical theory pf combustion
with the doctrine of the four humours. It remained operative
until the seventeenth or eighteenth century, which was not sur-
prising in view of the fact that later medieval medicine large]:v
limited itself to annotating Avicenna,® and even the later Salerni-
tans could not do without the doctrine of the four forms for long.*
The thirteenth-century encyclopaedists® the physicians frc.:)m
Gordonius® and Guglielmo de Corvi® to Giovanni da Concorreggio®
and Antonio Guainerio,® and the humanists from Ficino®® a:nd
Melanchthon® to Burton,®® all grasped the possibility of tracing

o Avicenna, Liber canonis, Venice 1555, 1, 1, 4, ch. 1, fol. 7%

6 For these commentators, cf. H. ECKLEBEN's Leipzig dissertation, Die abendldndischen
Auvicenna-ICommeniare, 1921,

o Do comservanda valetudine . . . cum Awnoldi Novicomensis [Arnaldus de Villanova]
enarrationibus, frequently printed and translated; in the Frankfurt edn., 1551, fols. 111 8qQ.;
cf. also ARNALDUS DE VILLANOVA, De morbis curandis, 1, 26, in the Strasbourg edn., 1541,
fols. 87" sqq

6 ArserTUs MaGNUS, Liber de animalibus, ed. H. Stadler, Miinster i.W. 1916-21, VOL, I,
p. 320, § 120, almost word for word like Avicenna, except that he a.dds a discourse on Problem
XXX,1. (cf. above, text pp. 69 sqq.). Also Bartholomeus de Glanvilla (that is, BARTHOLOMEUS
AxcLicus), De proprietatibus verum, 1v, 11 (in the Strasbourg ed., 1485, no page numbers).

© B Gomponius (1282-1318), Practica, lilium medicinae nuncupata, Venice 1498, voL. 11
fol. 30° sqq. He would also like treatment to be differentiated according to the four forms
respectively.

s GuiLLeLMus Brixiensis (d. 1326), Practica, Venice 1508, ch. 22, fol. 20",

# Died about 1440, Practica nova, Pavia 1509, VOL. I, ch. 23, fol. 16".

® Pyactica, Venice 1517, tract. 15, fol. 23". For GuaiNgrio (d. 1440) see below, pp. 95
sqq. (text).

® Frcixo, De v, tripl., 1, 5: "“Melancholia, id est atra bilis, est duplex; altera quidem naturalis
a medicis appellatur, altera vero adustione contingit. Naturalis illa nihil aliud‘ e—sf. quam
densior quaedam sicciorque pars sanguinis. Adusta vero in species quattuor dBtIll?l.ll!.‘l‘t,
aut enim naturalis melancholiae, aut sanguinis purioris aut bilis [sc. flavae] aut salsae pituitae
combustione concipitur.”

91 De anima, 11, Corpus Reformatorum, X111, cols. 83 fl.
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the different varieties of “adust’’ melancholy back to the character
of the four primary humours. We read in Avicenna:

If the black bile which causes melancholy be mixed with blood it will
appear coupled with joy and laughter and not accompanied by deep
sadness; but if it be mixed with phlegm, it is coupled with inertia, lack of
movement, and quiet; if it be mixed with yellow bile its symptoms will be
unrest, violence, and obsessions, and it is like frenzy. And if it be pure
black bile, then there is very great thoughtfulness and less agitation and
frenzy except when the patient is provoked and quarrels, or nourishes a
hatred which he cannot forget.®

We can see how these few though clear-cut traits were built up
into a more and more vivid picture; until at length, deeply imbued
as he was with the heroic conception of Problem XXX, 1,
Melanchthon finally ennobled even the four forms of melancholy
disease as far as possible by classical and mythological examples,
and, by including Democritus, even anticipated the romantic
type of melancholy humorist:

When melancholy originates from the blood and is tempered with the
blood, it gives rise to the insanity of the fatuously happy, just as the cheerful
madness of Democritus is said to have been, who used to laugh at the
foolishness of mankind and by his unruffled mind prolonged his life to the
hundred-and-ninth year.

But when melancholy originates from the red bile or is tempered with
much red bile, there arise horrible ravings and frenzies; of this sort was
the madness of Heracles and of Ajax. As Virgil says of Heracles’s rage:
“Hic vero Alcidae furiis exarserat atro Felle dolor.” For although in anger
the red bile is irritated, Virgil calls it black because the red is mixed with a
larger quantity of black, indeed it is burnt up together with the black, and
together with it becomes like ashes.

" Anatomy of Melancholy, London 1621, G. A. BieBer (Der Melancholikertypus Shake-
speares und sein Ursprung, Anglistische Arbeiten, 111, Heidelberg 1913, p. 12) makes a curious
mistake when he draws the conclusion, from the completely traditional distinction between
sanguine, choleric, phlegmatic and melancholic melancholy, that Burton sometimes used the
word “melancholy’ only as a synonym for temperament.

** AVICENNA, Liber canonis, Venice 1555, 11, 1, 4, ch. 19, fol. 2057: "“Et dicimus quod
cholera nigra faciens melancholiam, cum est cum sanguine, est cum gaudio et risu et non
concomitatur ipsam tristitia vehemens. Si autem est cum phlegmate est cum pigritia et
paucitate motus et quiete.  Et si est cum cholera, vel ex cholera est cum agitatione et aliquali
daemonio et est similis maniae. Et si fuerit cholera nigra pura, tunc cogitatio in ipsa erit
plurima et agitatio seu furiositas erit minus: nisi moveatur et rixetur et habeat odium cuius
non obliviscitur.” The characteristics of these four forms of melancholy, with the exception of
the phlegmatic, which is transformed into the complete opposite, correspond to those given
in Ilepi yvpdaw for the general pathological states deriving from the four humours: doac ydp
atrdr [sc. rav vigwy) elow &b’ aluaros, per’ G8fis mpoonimrovel 7e xal yéhwros, oaw 8 dnd arbiis
{xoAijs), Bpacrepar xal minpdrepas. ... Ooas § ad dwd pelabyns, oxvlpamérepar xal crwmpMdrepa
xal doveidrepar. Soas 8 ad dmwd PAéyparos Apddes xal dorarals (Pseupo-GaLEN, (KUHN),
VOL.:XIX, P. 403).
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When it is tempered with much phlegm, it causes unusual apathy, and
we ourselves have seen a mentally deranged person who slept almost
constantly, spoke without expression, and could not be moved at all, save
by the sound of the lute; when he heard that, he raised his head, began to
smile, and answered questions moderately cheerfully. _ "

When the black bile, already present in preponderance, is inflamed, it
ca_usfes deep depression and misanthropy; of this sort was Bellerophon’s
grief:

“Qui miser in campis errabat solus Aleis,
Ipse suum cor edens, hominum vestigia vitans,”

as Homer says.”

(iii) Attempts at Classification on a Psychological Basis: Averroes
and Scholastic Medicine '

This doctrine of the four forms made many important distinc-
tions possible; even the difference between melancholy and frenzy,”
always problematic, and sometimes confused even in antiquity,
could now be reduced to the relatively clear formula: “‘si ex colera
[scilicet melancholia], tunc vocatur proprie mania.”’7?

7 MELANCHTHON, loc. cit.: ""Atra bilis viciosa est, cum vel coeteri humores, vel ipsa atra
bilis ita aduritur, ut humor cineris naturam crassiorem et mordacem referat . . .. Cum
melancholia est ex sanguine et diluitur modico sanguine, efficit amentias ridicule laetantium,
quale aiunt fuisse delirium Democriti hilarius, qui ridere solebat hominum stulticiam, eaque
animi tranquillitate vitam produxit usque ad annum centesimum nonum suae aetatis.

“Cum vero melancholia est ex rubra bile, ant diluitur multa rubra bile, fiunt atroces
furores et maniae, qualis fuit Herculis et Aiacis furor. Ut Virgilius de ira Herculis inquit:

'Hic vero Alcidae furiis exarserat atro

Felle dolor.”
Etsi enim rubra bilis in ira cietur, tamen Virgilius atram nominat, quia rubra mixta est atrae
copiosiori, imo et uritur, ac velut cinerea est simul cum atra.

"*Si diluitur copioso phlegmate, fit inusitata segnicies, sicut ipse vidimus mente errantem,
qui fere perpetuo dormiebat, summisse loquebatur, nec excitabatur, nisi citharae sono, quem
cum audiret, attollens caput, arridere incipiebat, et interrogatus hilariuscule respondebat.

'Si ipsa per sese atra bilis redundans aduritur, fiunt tristiciae maiores, fugae hominum,
qualis fuit Bellerophontis moesticia:

‘Qui miser in campis errabat solus Aleis,
Ipse sunm cor edens, hominum vestigia vitans.’

!

ut inquit Homerus."” )

It is remarkable that no mythological example exists of phlegmatic melancholy. Phlegm
is els pdv Jfomorlay dypnoros also in relation to morbid exaggeration of the heroic. For the
significance of the doctrine of the four forms in interpreting Diirer's steel engraving Bjo,
see below, p. 404 (text).

"t See above, pp. 16 5qq., 46 (text). ALEXANDER OF TRALLES's remark (Originaltext und
Ubersetzung, ed. J. Puschmann, Vienna 1878, voL. 1, pp. 501 sqq.) is significant: od8év ydp dorwe
dMo pavia § émirams Tijs pelayyolias éml 70 dypubrepov.

2 Similarly in PLATEARIUS, op. cit., fol. 173. In the passage quoted on page 93, AvICENNA
had already said that the choleric form of melancholy resembled ‘““mania”, and elsewhere
(Liber canonis, Venice 1555, 11, 1, 4, cap. Xvi, fol. 204%) he even declared that the “nltima
adustio” of yellow bile generated not melancholy but mania.
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But as well as this there was also another opinion which
attributed the variety of mental disorders to an alteration not
in the noxious humours but in the damaged faculties of the mind.
According to Averroes, in a chapter entitled “Quod est de
accidentibus trium virtutum, scilicet imaginativae, cogitativae et
memorativae”’, melancholy could either attack the whole brain
and paralyse all three faculties, or else cause only partial damage,
according to its field of action.

Quando fuerit causa in prora cerebri, tunc erit laesa imaginatio; et

quando fuerit in parte media, tunc erit laesa ratio et cogitatio; et quando
fuerit in parte posteriori, tunc erit laesa memoria et conservatio.™

This theory was not by any means entirely new; Asclepiades
had already distinguished between a melancholy disorder of the
imagination and one of the understanding,™ and Ishaq ibn "Amrin
(and hence Constantinus Africanus) wrote that this disorder could
refer to all three ‘‘virtutes ordinativas, id est imaginationem,
memoriam, rationem”.” It was then only a step to combining
these views with the theory of localisation which assigned the
“virtutes ordinativas” to the three brain ventricles respectively.™
The physician Posidonius (fourth century a.p.) had a!:‘e_:ld_\'
completed this classification in associating disorders of the imagina-
tion with damage to the forebrain, disorders of the understanding
with damage to the mid ventricle of the brain, and disorders of
the memory with damage to the back part of the brain™: and "Ali
ibn ‘Abbas and Constantinus even reinforced this view with
examples from Galen.™ Nevertheless, an explicit connexion
between melancholy (as distinct from damage in general) and
the cells of the brain does not seem to have been generallyv current
before Averroes. This doctrine was at first rather overshadowed
by pure humoral pathology, and later did not so much .-':‘.:1«’1'51’;(1:"
as supplement it?; at all events we can see how the doctrine

7 Colliget Avervoys, 11, 40. We quote from Abkomeron A byncohar, Collige: Averrovs,
Venice 1514, fol. 65%.

" See above, text p. 45 (Asclepiades).

7 See above, text p. 68 sq.

" See above, text p. 83.

" Cf, AETIUS, VI, 2 (printed by KARL SUDHOFF, in Archiv fitr Geschichte der Medizin, Vil
Leipzig 1913, p- 157)- )
™ Theorica Pantegni, vi, 11 (Opera, voL. 11, p. 152). Printed in KarL SUDHOFF, ap. it

p. 166; Havry, Theor., v1, 10 (fol. 727}, not mentioned in Sudhoff.

7 Even Averroes himself mentions the old humoral divisions as well as the
according to mental function: 'Sed corruptio, quae accidit his virtutibus propter comple
melancholicam, est cum timore, quae fit sine causa . . . . Et quandc ur ur melar
fiunt accidentia cholerae in ipsa, tunc convertitur homo ad ferinos maores
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gained in importance after the twelfth and thirteenth c.enturies,
in proportion as medicine proper began to yield to the influence
of scholastic philosophy both in form and in substance; how also,
not in opposition to this process of assimilation, but in close
alliance with it, the need grew for a systematic description of the
functions and disorders of the soul. This doctrine played its part
in giving future discussions on melancholy a new scholastic stamp.
Sometimes diseases of the memory continued to be included in the
main notion of melancholy®; but much more commonly, it seems,
melancholy was equated only with the ““laesio virtutis imaginativae
seu aestimativae [or cogitativae] aut utriusque”, while disorder
of the memory was regarded as a special form of illness
(“lithargia”).8 In either case, discussion almost always centred
round the “diversitas laesionis operationum”, to use a con-
temporary expression.?® Not only was the doctrine of the three
faculties of the mind® used to differentiate between the various
forms of melancholy disorder, but from this angle an attempt
was made to elucidate the old argument of ‘‘frenzy or
melancholy” # and to attribute the examples of “frenzy”, con-
stantly quoted in literature or occasionally taken from experience’

*® Thus, among others, GlovaNN1 DA CONCORREGGIO, Practica nova, Pavia 1509, fol. 15°%;
Varescus DE TARANTA, Awrewm ac perwtile opus . . . Philonsum, 1, 13, Venice 1521, fol. 127;
and, with the slight difference that melancholy is defined as an unnatural alteration of the
“wvirtus rationalis” and its subordinate faculties (namely, the "virtutes sensibiles”, the
“virtus imaginativa” and ‘“‘memoria”), GuiLLELMus Brixiensis (Guglielmo de Corvi),
Practica, Venice 1508, fol. 207,

" Thus A, GuaNgrius, Practica, Venice 1517, tract. 15, {ol. 22%, and JouN oF GADDESDEN
(Johannes Anglicus), Rosa anglica, practica medicine a capite ad pedes, completed in 1314,
Pavia 1402, fols 1317 sqq.—who, however, also mentions disorders of the memory in his
chapter on melancholy; and most clearly of all Giovanni d'Arcole (Johannes Arculanus, d.
1458) who says: “Dicitur [sc. melancholia] mutatio existimationum et cogitationum et,
suppletive, etiam imaginationum . . . non autem corrumpitur memoria, cum sit in cerebro
posteriori, sed virtutes iam dictae sunt in anteriori” (Grovawni p’ArcoLE, Practica, Venice
1560, pp. 50 $qq.).

2 PLaTEARIUS, loC. cit.

“ Two important medieval authors admittedly adopted a very different standpoint, linking
the notion of melancholy (in one case as illness, in the other as temperament) with the notion
of the faculties of the soul, not in order to pursue the pathological disturbances threatening
the three faculties from the side of melancholy, but, on the contrary, in order to confirm the
fact that men in whose mental disposition one of the three “virtutes”, i.e., the imaginative,
predominated over the other two, were at the same time, indeed for this very reason, either
melancholics already or bound to become such. But these two authors, HENRICUS DE
Ganpavo and Ramunpus Lurrus, will be dealt with later (see below, text pp. 337 sqq.).

* Cf. PLateArius, loc. cit.: “Mania est infectio anterioris cellulae capitis cum privatione
imaginationis. Melancolia est infectio mediae cellulae cum privatione rationis”; similarly
ARNALDUS DE ViLLawova, De morbis curandis, Strasbourg 1541, fol. 87, and, almost word
for word, BERNHARD VON WAGING, Remediarius conira pusillanimos et scrupulosos, clm. 18600,
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to disturbance of one or other of the three faculties. In those who
thought they had no head, or that they saw black men, the
“imaginatio” was disturbed, while understanding and memory
remained intact. Those who during a plague forgot the names
of their kinsmen still thought correctly on the whole and also
imagined correctly. Finally, the sick man who threw glass vessels
and a child out of the window was affected neither in imagination
nor memory, but in his power of thought and judgement, “because
he did not know that the vessels were fragile and the child
vulnerable, and because he thought it correct and useful to throw
such things out of the window as though they were harmful in
the house.’’®

For the rest, later medieval medicine added little to the
traditional notion. On the one hand, the stream of medical
knowledge trickled into the channels of popular medical literature,
preserved for us in the shape of countless calendars, pharma-
copoeias and herbals®®; on the other hand, though the medical
practitioners emphasised that they were speaking not as
philosophers or theologians but as “physici”’, they attempted
more and more to adopt the later scholastic way of thinking.
Thus the ancient problem, whether melancholy was possibly
caused by evil demons, was elaborated with ever greater abundance
of subtle distinctions, without progressing beyond Avicenna's
consciously sceptical attitude.’” ‘‘Substantial” and “‘accidental”

printed in Pez, Bibliotheca Ascetica, voL. vii, Dp- 496 8qq.; and Joun or GADDESDEN (Johannes
Anglicus), Rosa anglica, practica medicine a capite ad pedes, completed in 1314, Pavia 1492,
fol. x327; here however, only as an addition to Averroes's tripartite division, and therefore
introduced with a ““tamen propric loquendo.” VALEscUs DE TARANTA even approved of a
division which located *'lythargia" as usual in the “cellula posterior”, but put melancholy and
“mania’ together in the “‘media cellula,” and (feverish) frenzy in the “prima cellula” (op.
cit,, fol. 12%). Guainerius repeats Platearius’s division, but uses it only as a convenient
system of nomenclature and ultimately falls back on purely symptomatic distinctions:
melancholy proper is always “‘sine rixa,” “mania’” never (op. cit., fol. 227).

* Thus Giovanni da Concorreggio’s version of the frequently repcated story (Practica nova,
Pavia 1509, fol. 15%). The distribution of Galen’s examples among the three faculties of
the soul (though without special mention of melancholy) occurs already in 'All ibn ‘Abbis
and Constantinus Africanus. See P. 91 (text).

* Examples in GienLow (1903).

" AVICENNA, Liber canonis, Venice 1555, 111, 1, 4, ch. 18, fol. 204*: "Et quibusdam medi-
corum visum est, quod melancholia contingat a daemonio: sed nos non curamus, cum
physicam docemus, si illud contingat a daemonio aut non contingat, . . . quod si contingat
a daemonio tunc contingit ita ut convertat complexionem ad choleram nigram et sit causa eius
propinqua [prob. “proxima’] cholera nigra: deinde sit causa illius daemonium aut non
daemonium.” On the other hand the question becomes important in PieTro D'ABANO'S
Conciliator, differentia xxx11 (Eminentissimi Philosophi ac medici Petri Apomensis liber
Conciliator differentiarum philosophorum et medicorum appellatus, Florence 1526, fol. 46).
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causes, “‘general” and ‘“‘special” symptoms, as well as therapeutic
measures, were more and more subtly differentiated, though in
theoretical expositions far less attention was paid to the barbarous
method of chaining up, flogging and branding the patient, than
seems to have been the case in practice®8; and certain controversies
on method which had arisen between physician and philosopher
were discussed with ever greater enthusiasm.®® But the inner
core of the conception remained untouched by all this; earnest
study and deep thinking, still constantly mentioned, were reckoned,
now as before, only as causes or symptoms of the disease, and the
“higher inspiration” (to quote Diirer), which, whatever form it
took, always seemed mere “alienation” to the physician, was also
accounted nothing but a symptom of illness. To the physician,
the “prophetici divinatores” were just as ill as the prostrated
creatures who despaired of their salvation, those who thought
they spoke with angels, or the woman who said that the devil
lay with her every night and who yet could be cured by God's
grace.? Even in those days the true physician recognised neither
saints nor witches. 5

One event, however, was a revolution of fundamental
significance: the permeation of medical thought—naturally
rational and concerned with the human microcosm—with
astrological and magical notions issuing from speculations on the
universe. In other words, medicine was transformed into
iatromathematics.®® But this process, though already begun in
the thirteenth and fourteenth centuries by such men as Michael

® Treatment by cauterisation and trepanning, so often mentioned in surgical works and
directions for cautery (cf. text pp. 55, 291, and PrLaTE 72) is only very rarely mentioned in
specifically psychiatric texts, as, for instance in Joun oF GADDESDEN, op. cit., fol. 1327, and
in GUAINERIUS, Op. cit., fol. 26" where “‘verberationes™ {cf. PLATE 71) are also mentioned.

* The most characteristic point of discussion is perhaps the following: as against medical
(and especially Galenic) opinion, according to which melancholic anxiety was derived from
the blackness of the “‘cholera nigra'—which put the reason in as much of a fright as natural
darkness did—Averroes stated that the colour of a xyuds was quite irrelevant to its patho-
genic effect. This argument is dealt with by Grovanni p'Arcork, Practica, Venice 1560,
PP- 50 sqq., in a discourse of two folio columns’ length containing seven "“instantiac’ and
“solutiones’, and reaches the conclusion ‘‘nos autem, cum medici simus, sequamur medicos;
licet rationes medicorum suprascriptae non sint demonstrationes’.

¥ VaLescus, op. cit., fol, 127: “et sciendum . . . quod istius aliepationis . . . multae sunt
species. Nam quidam faciunt se divinatores, alii praescientes omnia, alii credunt se loqui cum
angelis . . .. Et tenui mulierem in cura, quae dicebat, quod diabolus coierat cum ea qualibet
nocte, et tamen curata fuit com adintorio dei.”

" Cf, K. SupnorrF, latromathematiker, vornehmlich im 15. und 16. Jahrhundert (Abhand-
lungen zur Geschichte der Medizin, 11), Breslau 1902; moreover see below, pp. 266 sqq. (text).
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Scot, Pietro d’Abano and Arnold of Villanova, was essentially
a product of the Renaissance, intimately connected with the
revival of orientalised late classical learning and (to keep strictly
to our subject) the ‘Aristotelian’ notion of melancholy. It reached
maturity in Ficino and Gioviano Pontano on Italian, in Agrippa
of Nettesheim and Paracelsus on German soil.

The speculations of the iatromathematicians were related to
medieval notions in much the same way as, say, the principles
of fifteenth- and sixteenth-century art were related to the Gothic.
This is not the place to discuss them in detail, but one typical
example of the transition may be briefly mentioned. Like all
examples of transition it reveals both the historical connexion
of the phenomena and the basic differences between them.
Antonio Guainerio was a professor at Padua who died in 1440.%
He was on the whole a typical representative of scholastic medicine,
or medical scholasticism; for this reason indeed we have already
had occasion to mention his views. Nevertheless, he may be
regarded as Ficino’s predecessor, for it is in his treatise on
melancholy that a transformation becomes clearly visible. In
his fourth chapter, having previously discussed the notion, the
causes and the outward symptoms of melancholy illness in the
first three chapters, he poses the questions, “Quare illiterati
quidam melancolici literati facti sunt, et qualiter etiam ex his
aliqui futura praedicunt?”’® The mere fact that these questions
are allotted a complete, long chapter is something new and shows a
revival of interest in divination in general and once again a serious
consideration of melancholy inspiration in particular. In fact,
Guainerio treats the promptings of these sick people no longer
as mere delusions but as facts; he himself knew a simple peasant
who, though quite illiterate, wrote poems during his periodic
attacks of melancholy, and Guainerio (the first physician, m the
strict sense of the term, to refer to Problem XXX, 1) compares
him with “Marcus” (Maracus), the poet mentioned by Aristotle,
“qui factus melancolicus poeta quoque factus est.”’#

% Incidentally, he was honoured with a mention in HArRTMANN ScHEDEL's Wold Chroiele
(Nuremberg 1493, fol. ccxlvir).

# GUaINERIUS, op. cit., fol. 23°

# In fact, ‘Aristotle’ merely says that Maracus wrote better poetrv when in ecstasy. Just
as Guainerius brings in Aristotle to lend authority to his story of the peasant who wiote
poetry, so, vice versa, Pietro d'Abano reinforced Arstotle's statement by the cvidence of a
“reliable physician’’ from whom he had heard “quod mulier quae{dam} :llitterata, dum
esset melancoli{c)a, latinum loquebatur congruum, quae sanata evanuit'. J[ixpositio problem-
atunt Aristotelis, col. 3, in the Mantua edition of 1475; fol. N.3" in the Padua edition of 1452,
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Guainerio completely denies the ‘Aristotelian’ explanation of
this svmptom, namely, the peculiar quality of the melancholy
“humour’’ itself, and he also refuses to admit (on the grounds
that it was “heathenish”) the view, sanctioned, as he maintains,
bv Avicenna, that such exceptional achievements were due to
“demoniac” influences. But what he himself substitutes for it
in his attempts at explanation reveals an essentially new inter-
pretation of the traditional heritage. All intellective souls, he
savs, were equally perfect in the beginning and were born with
all the knowledge that they could ever attain. If in later life
some souls achieve more or less than others, that is due merely
to their better or worse physical constitutions, which, in contrast
to the soul, are dissimilar and of unequal value, and thus to a
greater or lesser extent restrict the intellect. The “embodied”’
soul is doomed to forget its innate ideas in a greater or lesser degree
and recollects only through learning part of what has been for-
gotten. “Et ex istis sequitur, quod nostrum scire est quoddam
reminisci, ut voluit Plato.” Apart from this, the moment of the
soul’s incarnation is governed by a special constellation which
endows the soul with its qualities and adapts it to special forms
of activity; but these “influentiae”, too, can work only to a limited
extent in later life, because the soul, chained as it is to the body
and dependent on the help of bodily organs, can recognise things
onlv “‘discursively”, that is to say, not by immediate insight, but
only through the combination of reasoning and sense impressions.
But if, owing to a state of ecstasy, the senses are put out of action
(“bound”’), then the soul is left to itself and is enabled for a short
time to re-experience (as it were) its pre-natal state; it then
perceives “sine discursu”, by direct intuition, and can receive the
influence of its presiding star without adulteration or diminution.
And since the melancholic was liable to this ecstatic state which
put the senses out of action, it was understandable that even
without any education he should then become “literatissimus”,
“absque eo, quod ab aliquo . . . didicerit vel addiscat, sed per
influxum solum.”

One can see how the ideas which in Florence a few years later
were to be built into a doctrinal structure of imposing size and
solidity—namely, the theme of Problem XXX, 1, the Platonist
epistemology, and finally, above all, the belief in an astral
“influxus’’—had already come together here, though for the time
being merely coincidentally; they began gradually but inevitably
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to transform the contemporary notion of nature, and compelled
even medicine, bound by tradition though it was, to take up a
position for or against them. But this is still, as it were, an
advance guard. It was significant that although he expressly
referred to Aristotle, Guainerio denied the essential part of the
‘Aristotelian’ conception (“rationem hanc nullus acceptat”); he
took the melancholic’s prodigious intellectual qualities quite
seriously, but considered them as nothing more than prodigies:
that is, they were for him symptoms of disease requiring explana-
tion and not achievements of genius determined by natural
melancholy. He asked why people suffering from a melancholy
disease should sometimes develop remarkable gifts, but ignored
the real ‘Aristotelian’ question, why men who were, innately,
specially gifted, should always be melancholic by nature. In
Ficino and his successors, the notions based on astral influences
grew to encompass so comprehensive a picture of the world that
the whole art of healing was considered as nothing but a particular
method of employing the general cosmic forces; and like the other
sciences, it merged in the last resort with magic, which in turn
was a kind of “applied cosmology”.® But Guainerio’s iatro-
mathematical disquisition remained an isolated and somewhat
menacing foreign body in the structure of a school of medicine
simply and solely concerned with the practical and the mundane.
It was no mere flower of speech when at the outset the Paduan
physician declared:

Although the solution of the problems mentioned in this work in which
we had thought only to treat of practical healing, is not entirely relevant,
yet we would like to provide a fairly probable explanation in order not to
remain silent in face of those laymen who very frequently enquire after the

origin of such symptoms, and in order not to appear ignorant of the causes
of the accidents which befall mankind.

And he concluded his exposition with a sigh of relief:

et hoc de problemate, cuius assignatae causae post se non leves diffi-
cultates trahunt, quas theoretizantibus dimitto. Et ad practicam gloriosam
transiens huic capiti finem impono.

3. MELANCHOLY IN THE SYSTEM OF THE FOUR
TEMPERAMENTS

The overwhelming majority of treatises on melancholy written

* See below, p. 262 (text). The phrase “magic is applied cosmology” was coined by A.
Warburg.
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in the Middle Ages began with a remark such as the following:

Nota Pri;n(), quod melancolia potest sumi dupliciter. Uno modo pro
humore distincto ab aliis humoribus: et sic non accipitur hic. Alio modo
pro quadam passione cerebri: et sic accipitur hic,% :

Or:

Melancholia est nomen humoris unius de quattuor, qui sunt in nostro
corpore: et est nomen aegritudinis provenientis ex dicto humore.®

Such stereotyped phrases clearly point to a distinction between
the disease itself and its identically named ‘“causa materialis’;
but their sudden and frequent appearance can be taken indirectly
as a sign that men were beginning to emphasise that the notion
i‘humor” was entirely independent of “aegritudo” and “passio”;
in other words, non-pathological humoralism, which until then
had played a relatively modest part compared with the other
kind, had now risen to equal if not greater significance in popular
opinion; the four humours were now the material causes not of
certain illnesses, but of certain physical and mental types of
constitution.

(@) The Galenic Tradition, particularly among the
Arabians and Constantinus Africanus

While the ancient doctrine of melancholy as an illness had been
handed down to the Middle Ages as a firmly-cemented whole and
transmitted exclusively by the Arabs, the doctrine of tempera-
ments (by which, whenever we use the expression without limiting
context, we mean the definition of humorally-determined types
of men) had to be built up of two different elements from two
different sources. )

We can now say with some certainty that the basic idea of
the system was not transmitted by Arabic physicians, for the
Arabs, in so far as they may have been responsible for its trans-
mission to the early and later school of Salerno, were generally
such orthodox adherents of Galen’s doctrine of the “crases” that
they could not accept, let alone develop, the fundamental principle
of the humoral doctrine of temperaments, that is to say, the idea
that the preponderance of one or other primary humour determined

% Thus the commentary on Rhazes by Geraldo de Solo (d. 1371). We quote from Almansori
liber us cum exp Geraldi de Solo, Lyons 1504, ch. 13, fol. 34%

% Thus VALEScUS, op. cit,, fol. 12"
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the characteristic qualities of the various types of men.?® Hunain
ibn Ishiq (whom the west quoted as Johannitius or simply as
“Physicus’’, because until independent translations of Galen were
made, his Isagoge in artem parvam Galeni represented the most
important source of general physiological knowledge),”® “Ali ibn
‘Abbas, and Avicenna,1® all adhered to Galen’s doctrine,'™ which

# The “Pure Brothers” were something of an exception, for by their Platonist syncretism
they linked in a remarkable manner the humoral standpoint with the doctrine based on the
qualities alone. In their view, physiognomical and psychological types were intrinsically
based on the (simple) qualities of warmth, cold, etc. Dry people, for instance, were
“generally patient in their dealings, constant in opinion, unreceptive; predominant in them
is patience, hatred, avarice, tenacity, caution [or memory ?]". The qualities for their part
were closely linked with the four humours. God says of the creation of Adam: [ composed
his body of moisture, dryness, heat and cold, and indeed I made him from dust and water
and breathed breath and spirit into him. Thus the dryness comes from dust, moisture from
water, heat from breath, and cold from spirit. Thereupon, after these, 1 set in his body
four other kinds which hold the bodily dispositions together. Without them the body cannot
exist, and not even one of them can exist without the others. These are the black bile, vellow
bile, blood and phlegm. And then I let them reside with one another, and gave dryness its
seat in the black bile, heat in the yellow bile, moisture in the blood, and cold in the phlegm.
Now the body in which the four admixtures, which I gave it as 2 wall and protection, are of
equal strength, so that each is in the proportion of one quarter, neither more nor less—that
body is completely healthy, and constituted equally. But when one of them exceeds its
brothers, oppressing them and departing from them, then sickness overtakes the body . ..."”
(in the Rasd'il ihwdn as-safd'wa-aillin al-wafa’, Cairo 1347/1928, voL. 1, pp. 229 sqq.. see
also voL. 11, p. 32I).

Middle Byzantine literature shows a certain split. On the one hand, writers remained
faithful to Oribasios and Aetius and the orthodox doctrine of the “erases’’; on the other hand,
the humoral doctrine of temperaments survived, such as it had been transmitted also in
Greek, in Tlepl xaraoxevis, and, more especially, in Iepl yvpde. Thus the monk MELETIUS
in his (probably ninth-century) work llepi 77js 70U dvfpamov karagxevis (Mieye, P. Gr., voL.
LX1V, cols. 1075 5qq., €sp. 1272 sqq.) repeats the traditional correlation of the humours with
the elements, qualities, seasons and ages of man (though he qualifies the usual comparnison
of alua = youth, xobj = manhood, pelayxohia = middle age, ¢Aéypa = old age, by the
remark that physicians had also mentioned infancy and senility as two special phases}; but
he also transmits a humoral “‘characterology’’ which was essentially based on [lepl yruds, as
the use of otherwise rare expressions in both works shows: idapwrépar d¢ mw yuyne Toio
[sc. alua) épydleras, & ofs mAeovdler 7 8¢ favdi) xodi) yopyorépav 1) Bpacurépav- 7 8¢ pélawa oepvoripay
xai eboleveoripar [1] 76 8¢ PAéypa dpywdcoripar al oxAnpawdeorépar.

The author adds that also outward appearance (proportion and colouring} 1s due to the
mixture of humours.

 For the notion of melancholy in particular, the important division into the natural and
unnatural kind, given at the beginning of his Isagoge, remained definitive: see ]. vax
WAGENINGEN, in Mnemosyne, new series, VOL. XLVI, 4 (1918), pp. 374 sqq. In fact
Johannitius's summary recommended itself by its unequalled brevity and clarity:
“Commixtiones sunt novem, octo inaequales et una aequalis, De inaequalibus vero quatiuor
sunt simplices, hoc est cal., frig., hum,, sicc. Et quattuor ex his compositae, scil. cal. et
huom., cal. et sicc., frig. et hum., frig. et sice. Aequalis vero est, quando cum moderatione
corpus incolume ducitur.”

100 Cf. 'W. SeyFErT, "Ein Komplexionentext einer Leipziger Inkunabel! und seine hand-
schriftliche Herleitung”, in Archiv fiir Geschichte der Medizin, xx (1028}, p. 280,

101 See above, pp. 57 sqq. (text). Averroes was the first to do away with the four simple
tcrases” and to recognise only the four compound ones. Cf. SEYFERT, op. cit., . 281

(.J{Ef:'flr.l::i:'-f.:' 13y He<po g
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was of course accepted completely by Constantinus Africanus as
well. Thus the various types of men, considered if not as ideal,
At least as normal in the framework of their dispositions, were
distinguished by their proportions, by the colour of their skin and
hair, by the quality of their flesh, by their way of moving, and,
partially at least, by their mental characteristics.?®® But these
distinctions derived exclusively from the qualities warm, dry,
cold. and moist, and although the characteristic dual qualities,
“cold-and-moist’’, and so on, proper to the four ‘‘compound
crases’’, were also applicable to the four humours, and although,
for instance, what Constantinus said of the representatives of the
“warm-and-drv crasis” was almost word for word what Vindician
and Bede described as the effects of “cholera rubra”'® yet it
cannot have crossed the minds of the orthodox Galenists them-
selves expressly to identify the “warm-and-dry”’ type of man
of the doctrine of “crases” with the “choleric” type of the doctrine
of humoral temperaments, or to refer to the “cold-and-moist”
type expressly as the ““phlegmatic”’. This was precluded partly
by the fundmental principle of the Galenic doctrine of ““crases”,
which measured every empirically-observed “combination” against
an ideal state, whereas the humoral doctrine regarded the
“sanguine”’ complexion, the equivalent of the warm-and-moist
combination, as the absolute optimum, frequently described as the
“complexio temperata”. It was also precluded by the fact that,

192 \We quote as example CONSTANTINUS AFRICANUS, Theorica Pantegni, 1, 15 (Opera, VOL.
1, p. 16), after Havy, Theor., 1, 17, fol. 15:
Warm: “intellectus bonus, homo multum facundus, mobilissimus, audax,
e [ iracundus, libidinosus, multum appetens et cito digerens.”
..EL]:EJ:.. Cold: “contraria e contrario."
Dry: (only physiological characteristics).
Moist: {only physiological characteristics).
Warm and Dry: “homo intellectualis, audax, appetibilis et digestibilis,
maxime tamen grossi cibi, libidinosus.”
Compound Warm and moist: (only physiological characteristics).
“Crases”’ Cold and moist: “intellectus durus, homo obliviosus, animosus, meque
multum appetens neque cito digerens, non libidinosus.”
Cold and dry: (only physiological characteristics),
103 The role which the four compound “crases” play in the course of man’s life is also deter-
mined by a law of succession corresponding exactly to that governing the four humours:
Pueritia (till 30) calidior et humidior.
Juventus (30-40) calida et sicca.
Senectus (till 60) frigida e! sicca.
Aetas decvepita—according to some, very cold and dry, to others, cold and moist.
Thus CONSTANTINUS AFRICANUS, Theorica Panlegni, 1, 21 (Opera, VOL. 11, P. 17); cf. HaLY,
Theor., 1, 21, fols. 15° sqq.
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while according to the humoralists the simple preponderance of
one or ot‘her primary humour was merely a factor in determinin
'the constitution, leading to disorders only in the case of abnormaﬁ
increase _("superexcessio"), yet for the orthodox Galenists it
mgmﬁecli n any case a pathological condition. In strict Galenism
expressions such as “cholericus” and “phlegmaticus”’ never
became descriptive of constitutional types but remained tainted
wn_th the meaning given to the yoAdSns or gAeyuardsdns by the
Hlp.pocrateans. It was no coincidence that Constantinus
:“ancanus and ‘Ali ibn ‘Abbas, who described the eight Galenic
“r':lyscrases" merely as “complexiones extra temperantiam’ or
“Intemperatae™® (that is, simply distinguished them from the
ideal _combination as less well balanced), should without more ado
desc-nbe a man governed by the predominance of a single humour
as sick, “quia quicumque humores in quantitate sive in qualitate

praevalent ex necessitate morbidum corpus facient.’105
So, too, in attempting to describe the “signa cuiusque humoris
redundantis”, Avicenna painted not so much types of character
as frankly .morbid states, distinguished by various disorders and
even affecting the victim’s dreams'®—states which could indeed
!::e fav?'ured by the “temperamenta” (that is, presumably, the
crases ) as well as by age, climate and mode of living 107 but
which, as is clear from the very distinction drawn ‘betw,een an
actual condition and a mere predisposition, were in no way
fﬁg;ng:nt T(;:l thes..e "tempera:menta.”. let alone identical with
' ¢ maimn assumption of the doctrine of humoral

e Co;dsrannﬂvs Arricanus, Theori 1 .
o geryuiys iy » orica Pantegni, 1, 18 (Opera, voL. 11, p- 16); cf. HaLy,

1% CONSTANTINUS AFRICANUS, Theori i
Thowrs e an B » Theorica Pantegni, 1, 25 (Opera, vor. 11, P 23); cf. Hary,

106 Avicenna, Liber canonis, Venice 1
! , LeanOmss, 555, L 2, 3, 7, fol. 45°. The i
:::;Iﬂm.ty 1:11 blackjb:ll,e is not only lean and discoloured (as the mclanm::olsi:ﬂ;rﬁst;:m:ul:
exion doctrine), but also labours under “‘immodica sollicitud itati
o S o et tatio,”
a;t:il‘s: l:cpgetenha. bad ulcers, and spleen, and has nightmares about d‘::'il ab;sswh‘::zim'
s a;ldo ::cn:;;mg kt;:mtte‘rs. We must therefore disagree with Seyfert when 'he mlat:;
escri of fran morbid i : ini i
et y morbid states simply with sanguinics, melancholics, etc., in the

197 Cf. the passage cited in note 106 from Avicenna.

'“' In a chapter designed mainly for the requirements of slav
g’f:::h;‘:ni between \:vhite. brown and black races, Coxsrwl:t:u: u:ﬁm?:s—? :ol::
S h'umom- mperamentis, 11, 5 (KUBN, 1, 618)—considers the preponderance of ol;e or
e ::;;nmthlly a dlsturbanm of health: “Si quis . . . servos vel ancillas emat
s ;x s d:::; 2:::@ consilii, sanl_ ne sint, re:cmit. + =« Quod si sit citrinus color
oy olerae rubeae designatur. Si lividus vel plumbeus, mala complexi
ut de epatis frigiditate aut de abundantia colerae . . . aut ex splenis dafecfionmeo
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temperaments, therefore, could not be transmitted to the Middle
Ages by the Arabians, but was taken over directly from the writings
of the later Empire, which, as we have seen, had presented them-
selves at the outset in Latin guise, and by the sixth or seventh
century had already passed into the general fund of knowledge
of north-west Europe.1%®

(6) The Revival of Humoral Characterology in
Western Natural Philosophy during the
first half of the Twelfth Century

In view of all this, it is natural that it should have been not the
preponderantly Galenist clinical medicine but rather scholastic
philosophy which, in the course of a comprehensive revival of
learning,"® revived and codified anew the real doctrine of
temperaments.

One vivid and highly significant exposition was that of William
of Conches, in whose Philosophia the doctrine seems to have been
incorporated into a vast framework of Christian cosmology 1!
When the earth was freed from the water, he says, moisture
prevailed in one place, fire in another, earth in another, whence
resulted the various substances for the creation of the animal
kingdom; there arose choleric animals like the lion, phlegmatic
ones like the pig, and melancholic ones like the ox and the ass;
and only where the mixture was equally proportioned could man

Sanum ergo corpus ex perfectione coloris . . . cognoscitur” (Theorica Pantegni, 1, 24, in Opera,
VOL. 11, p. 19); cf. also Havy, Theor., 1, 24, fol. 17. On the other hand, the Galenic doctrine,
too, connects the “'crases’’, determined solely by the qualities, so intimately with the disorders
determined by the preponderance of one of the humours that, despite all attempts to effect
a clear division, a certain confusion was inevitable. Thus, for instance, the content of
Avicenna's chapter mentioned in the previous note, as well as of other corresponding passages,
was taken over in MicHAEL Scot's Liber phisionomiae; and this work became very important
for the future development of this branch of knowledge (chs. 162-171, in the Breslau manu-
script available to us, Cod. F. 21, fols. 617 sqq.).

198 See our abstracts from Isidore and Bede (text pp. 61 sqq.). A rhymed version of
Isidore’s statements, of uncertain date, perhaps Carolingian, occurs in the pseudepigraphic
Ovidius de quatiuor humoribus, for which cf. esp. C. PascaL, Poesia latina medievale, Catania
1907, pp- 107 5qq. i

1o Cf. e.g. C. H. Haskins, The Renaissance of the Twelfth Century, Cambridge 1927.

11 This work was printed under three different names (Bede, William of Hirsau and
Honorius of Autun) until CHARLES JoURDAIN discovered the real author (cf. Disserfation sur
Vétat de la philosophie naturelle, en Occident et principalement en France, pendant la premiére
moitié du XII* sidcle, thése, Paris 1838). We quote from Micng, P. L., vor. cLxxii, cols.
39 sqq. A discussion of William of Conches's sources by R. Klibansky will appear in
connexion with his studies on the mediaeval commentaries on Plato.
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be created. But man too lost his correct temperament owing
to the Fall; through the privations imposed on him by life outside
paradise, man, naturally warm and moist, lost either heat, or
moisture, or both; and so there arose three degenerate forms,
namely, the warm-and-dry, the cold-and-moist, and the cold-
and-dry temperaments, which are called respectively the choleric,
the phlegmatic and the melancholic. Only where the two original
qualities preserve something approaching their “aequalitas”, in
being equally but only slightly reduced, could there arise a type
of man who at least resembled the sinless Adam, without being
exactly like him. This was the “homo sanguineus”.

Man is by nature warm and moist, and [harmoniously] conditioned by
the four qualities. But since his original nature is corrupted, it happens that
in certain individuals certain qualities increase or diminish. When warmth
increases and moisture diminishes in a man, he is called choleric, that is,
warm and dry. When on the contrary moisture increases and warmth
diminishes, he is called phlegmatic. When dryness increases and warmth
diminishes he is called melancholic. But when the qualities are present in
equal strength he is called sanguine 1

It is true that these four types were not yet distinguished
“characterologically” but only physiognomically™®; vet it was
important for future development that in so influential a
philosopher as William of Conches the representatives of the
four temperaments should have appeared with the designations
still current to-day—'‘sanguine”, “choleric”’, and so on'™
Vindician had stated the relation between humour and character
in terms of cause and effect; he could say, for example,” cholera
facit homines iracundos”; but a choleric was still simply a sick
man suffering from a superfluity of red bile.!?

12 Philosophia, 1v, 2o, in MiGNE, P. L., vor. cLxx11, col. g3: "Homo naturaliter calidus et
humidus, et inter quattuor gualitates temperatus; sed quia corrumpitur natura, contingit
illas in aliquo intendi et remitti, Si vero in aliquo intendatur calor et remittatur humiditas,
dicitur cholericus, id est calidus et siccus . . . Sin veroin aliquo intensus sit humor, calor vero
remissus, dicitur phlegmaticus. Sin autem intensa sit siccitas, remissus calor, melancholicus.
Sin vero aequaliter insunt, dicitur sanguineus.”'

13 Environment can alter the original constitution.

1¢ William of Conches was also acquainted with the correspondence between temperaments
seasons, and ages of man: according to Philosophia, 11, 26 (MicnEg, P. L., voL. cLxxrt, col. 67),
and 1v, 35/36 (Mine, P. L., vor. cixxii, col. 99), children are sanguine, men choleric,
middle-aged men melancholy, and old men phlegmatic.

15 Taken over by William of Conches (see below), this terminology made rapid headway. A
twelfth-century psendo-Augustinian tract (De spiritic et anima, xxv, Migyg, P. L., voL. xt,
col. 798) considers in a section dealing with the meaning of dreams their different effect on
the four temperaments: "“Alia namque vident sanguinei, alia cholerici, alia phlegmatici, alia
melancholici.”” Another early piece of evidence for the adjectival form of the names of the
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William of Conches gives Johannitius as his source. The
latter was far from conceiving a doctrine of temperaments, but
this difficulty can be resolved when we think of the numerous
commentaries on Johannitius made in the schools at the beginning
of the twelfth century. It is among these commentaries that
we must look for the origin of the system of “types” adopted by
William. Whether the four types were systematically established
as early as the late eleventh century, at Salerno, or not until the
French schools of the early twelfth century, is a question that
cannot vet be decided. At all events, in the Glosae super
Johannitiwm™® (of which we possess two twelfth-century manu-
scripts), and in the commentary on Theophilus’s Liber de urinis, 17
probably by the same author (both works being certainly
independent of William of Conches), we find the names of the
temperaments as well as a whole series of characteristics over-
lapping from the physiognomic to the psychological.

Among men too there are some who are of a moderate temperament and
of a better complexion. They may be recognised by the fact that they are
more reasonable than the rest, more eloquent, more amiable, more cheerful
and more ingenious—the sanguine and the choleric.11®

Whenever the orthodox list of names of the four temperaments
was first laid down, it is obvious that it only represented the
terminological fixation of a doctrine hundreds of years old, of
which the essential form had been transmitted to the western
world of the early Middle Ages by Vindician’s letter. Inasmuch
as it emphasised the power of character-determination inherent
in the four humours, that letter contained, as we have seen, the
core of a system later developed in detail. It was copied more
than once even in Carolingian times, but does not seem to have
become the basis of a comprehensive system until the time of
the school of Salerno,™® or to have influenced the development
of western European medicine decisively before 1050-I150.

temperaments appears in a text in Cod. Dresd. Dec. 185, 12th cent., published by R. Fucss,
“Anecdota Hippocratica”, in Philologus, vOL. LVIII (x809), p. 413.

118 Oxford, Bodl., Digby MS 108, fols. 4-26; Berne, Cod. A 52, fols. 1-z0; ine. “Cum inter
omnia animalia'’.

u? Oxford, Bodl., Digby MS 108, fol. 76—901°; see fol. 70%.

us Oxford, Bodl., Digby MS 108, fol. 6°.

10 Cf, the piece De quattuor humoribus printed in S. peE REnzI, Collectio Salernitana,
vor. 11 (Naples 1853), pp- 411-12, which, according to the editor (but on unconvincing evidence),
might originate from Johannes Monachus, a pupil of Constantinus Africanus; the text is
Vindician's epistle enlarged by various additions.
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In this connexion the effect of clinical medical doctrine on
philosophy can also be noted in Adelard of Bath*® who, prior
to William of Conches, talks of “melancholy @animals”, giving the
“physici” as his authority, and applies the expression ‘‘melan-
cholic” to human beings in a way no longer descriptive of illness.

. The close connexion of William of Conches with the medical
scientific literature of his time is thus proved. In future develop-
ment the form which William of Conches had given to medical
typology held good. One important feature of this development
was that he assigned the special place of a perfect type to the
warm-and-moist of sanguine complexion which in Galenic doctrine
was merely one of the “dyscrases”; so much so that he considered
it not only the basis of a natural intelligence which the representa-
tl.v'es of other temperaments had to replace by wearisome
dl}lgence,m but also the exclusive privilege of man compared
with the beasts; for William of Conches there were melancholy
choleric, and phlegmatic beasts, but none sanguine; whereas men'
on the contrary, were originally created sanguine, and had onl}:'
degenerated into melancholic, choleric, and phlegmatic types
after the expulsion from paradise.

It can be seen how William of Conches set himself the task
not only of bringing the views of physiology and cosmology
(both inseparably linked by the doctrine of elements and qualities)
into line with divine revelation, but of actually deducing them
from the Bible. The account of the creation of man just alluded
to was to him nothing but an elaboration of the words “formavit
uns hominem ex limo terrae et inspiravit in faciem eius
spiraculum vitae”. He found the medical tenet that woman was
colder and moister (that is to say, more phlegmatic) than man'2?
expressed in the myth of Eve’s creation out of Adam’s rib.12

% ApELARD OF BATH, Quaestiones naturales, ch. 7, ed. M. Miiller, Miinster 1934.

001:1 fjdosapk}l:l bill‘;s 39 (Mieng, P. L., vor. cLxxit, col. 100): “quamvis vero sanguinea
mplexio sit habilis ad doctrinam, in omni tamen aliquis perfs
quia labor omnia vincit.' L S

.“_' l"-‘m- this v_iew: particularly well expressed by William of Conches (“calidissima {mulie
frigidior est hgidlsauno viro”')—which survived until well into the eighteenth centu l‘[)
GALEN, De usu partium, vi1, 22, ed. G. Helmreich, voL. 1 (Leipzig 1907), p. 440 = rl{ti—c ;
voL. mi, p. 606; CONSTANTINUS AFRICANUS, Theorica Pantegni, 1, zz' ]‘.!}“e muhti: "
i:{oz::;pgsi:pm;to? :::ufn" ié(:}wm. VOL. 11, P. 19); and ADELARD OF B'xm's Quémicmz
sty ot ey significance of this axiom in interpreting Diirer’s steel engraving

12 Philosophia, 1, 23 (MicnE, P. L., voL. cLxxi1, col. 56).
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His new doctrine of the temperaments, then, served a. double
purpose: first, to trace the variety and inequality of men back
to the Fall, which had destroyed the original perfection and unity;
secondly, to establish and account for the inalienable nobility of
human nature. '

While for this reason various beasts were created melancholic, and
innumerable ones phlegmatic and choleric, onlv man was creafed as a
creature by himself, because, as Bozthius says in the Arithmetic, every
equality is confined to a small and limited number of cases, but inequality
knows countless different forms 24

Perhaps it was precisely this concern with the Christian
dogma which caused, or at least favoured, after the first half
of the twelfth century,'® the revival and expansion of the doctrine
that the temperaments were conditioned by the humours. At
all events we can trace how throughout the century the tendency
to interpret the temperaments theologically grew at the same rate
as the tendency to develop the doctrine in other ways, and how
the attempt to differentiate them characterologically was even
expressly justified by reference to the claims of moral philosophy
and education. We might fairly speak of a revival of the ancient
characterological doctrine within the framework of Christian
moral theology® Perhaps the best witness for this process in
which the elaboration of the moral system advanced simul-
taneously with the deepening of psychological insight is a treatise

4 Pjilosophia, 1, 23 (Migne, P. L., voL. cLxxi, col. 55): “Unde, cum diversa animalia
melancholica creata sunt, et infinita phlegmatica et cholerica, unus solus homo creatus est,
quia, ut ait Boethius in Arithmetica, omnis aequalitas pauca est et finita, inaequalitas
numerosa et multiplex . . .."” CONSTANTINUS AFRICANUS too, Theorica Pantegni, 1, 5 (Opera,
VoL. 11, p. 8) has the sentence “Homo . . . omnibus temperatior est animalis [sic] speciebus.”
But, quite apart from the material difference that Constantinus did not yet consider
“temperatus’” a synonym for “warm and moist”, let alone for “sanguine”, the emphasis is
quite different. ot

1% Bernardus Silvestris modifies the doctrine transmitted by William of Conches only in
so far as he introduces sanguine animals as well, while proclaiming the right of all men by
nature to an equilibrium of the four humours. Whereas in William of Conches man'’s special
place was due to the fact that he alone could be sanguine, animals being limited to the three
other temperaments, in Bernardus Silvestris it is due to the fact that man alone is immune
from the disharmony of the humours. “‘Ceterum non ea, quae in homine est, et in ceteris
animantibus Naturae diligentia reperitur. Intemperans enim humorum cohaerentia brutorum
conplexionem saepius assolet depravare. Asinus hebes est ex phlegmate, leo iracundus ex
cholera, canis aerio totus inficitur odoratu. Sola et singularis hominum conditio; de humornm
complexu facta est in qualitatibus et quantitatibus temperatio . . . . Futurum enim intelli-
gentiae et rationis habitaculum non oportuit inaequalitatem aut turbatricem consilii
diffidentiam pateretur" (BERNARDUS SILVESTRIS, De universitate mundi, 11, 13).

128 For a similar development in the typology of the vices, and its influence on portrayals
of the temperaments, see below, pp. 300 sqq.
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formerly attributed to the great Hugh of St Victor, but probably
written by the Picard Hugues de Fouilloi (Hugo de Folieto, who
died about A.D. 1174). Essentially scientific and sometimes even
specifically medical matters (for example, remedies for baldness)
are here treated in such a moralising manner that the treatise
rightlv bears the title De medicina animae. After a prologue
which begins by declaring the necessity of interpreting all natural
events “spiritually”, and an introductory chapter expounding
the familiar parallel between macrocosm and microcosm theo-
logically,’® there follows a general doctrine of the elements and
humours. Here, as usual, the four humours correspond to the
elements and seasons; but as fire also signifies intellectual subtlety,
air purity, earth stability, and water mobility; and as, moreover,
there has to be the same harmony between the faculties of the
mind as between the elements, so the four humours and their
mutual relationships have also a moral significance.

Similarly, the mind also makes use of the four humours. In place of
blood it has sweetness, in place of red bile bitterness, in place of black
bile grief, in place of phlegm equanimity. For the doctors say that the
sanguine are sweet, cholerics bitter, melancholics sad, and phlegmatics
equable [corpore compositos].’*®  Thus in contemplation lies sweetness,
from remembrance of sin comes bitterness, from its commission grief, from
its atonement equanimity. And cne must keep watch lest spiritual sweet-
ness be tainted by worldly bitterness or the bitterness arising from sin
corrupted by fleshly sweetness, lest wholesome grief be troubled by idleness
or weariness or the equable spirit brought into confusion by unlawfulness.}*

We need only glance at our former table to discover the source
of Hugo's attributes.)® The sweetness of the sanguine nature

comes from Isidore, the grief of the melancholic and equanimity
of the phlegmatic from Vindician: only the bitterness of the

17 Cf. Saxw, Verzeichnis, VOL. 11, pp. 40 §qq.
125 See above, p. 62: VINDICIAN, Ep. ad Pentadium.

12* Huco pe FoLIETo, in MIGNE, P. L., voL. cLxxv1, col. 1185; "'Similiter et animus utitur
quatuor humoribus; pro sanguine utitur dulcedine; pro cholera rubra amaritudine i pro
cholera nigra tristitia; pro phlegmate mentis compositione. Dicunt enim physici sanguineos
esse dulces, cholericos amaros, melancholicos tristes, phlegmaticos corpore compositos. Ut
sit dulcedo in contemplatione, amaritudo de peccati recordatione, tristitia de perpetratione,
compositio de emendatione, Est enim attendendum, ne dulcedo spiritalis turbetur
amaritudine temporali, vel amaritudo habita de peccato corrumpatur dulcedine carnali;
ne utilis tristitia turbetur otio vel inertia, vel mens composita dissolvatur per iilicita.” Cf.
also the approximately contemporary remarks by WiLLiam oF St THIERRY (MIiGNE, P. L,
VOL. cLXXX, col. 698): “Eodem . . . modo elementa operantur in mundo maiori, quo operantur
quattuor humores in mundo minori, qui est homo . . . ex sua sibi diversitate concordantia
et per concordem diversitatem facientia pulcherrimam ordinis sui unitatem.”

130 See above, table on p. 62 sq. (text).
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cholerics is new: no doubt he deduced it from the generally
recognised bitterness of the bile. Against the humoral pathol?gy
which, coupled with the doctrine of the “crases”’, then prevailed
in clinical medicine, the natural philosophy of the twelfth century
established a new interpretation of humoral characterology.
From its beginnings in the later Empire onwards this doctrine
had always had a slightly popular character, and in the ea}rly
Middle Ages it had already found its way into the encyclopaec'!xas:
it could therefore be accommodated far more comfortably in a
cosmology with a moral and theological bias than 9ould the less
equivocal science of the specialists. Science, including astrology,
had continued to flourish only among the Arabians; and when it
found its way back to the west it still preserved a far more esoteric
character. _

Hugues de Fouilloi especially emphasised that he wrote only
for “edification’—it is a word of which he was particularly fond—
and that the examples in the following four chapters aimed only
at showing the ““diversitates morum”’ resulting from the “efiectibu:s
humorum”. At every point in those chapters he reveals his
familiarity with Bede, Isidore, and Vindician'®; but here too all
the physiological and characterological data were essentially a
basis for theological interpretations which, with the help of
numerous Biblical quotations, completely obscured pure science.
We restrict ourselves here to an abbreviated version of the chapter
on melancholics:

We must now say something in brief of the nature of black bile. It
reigns in the left side of the body; its seat is in the spleen; it is cold and
dry. It makes men irascible, timid, sleepy or sometimes wakeful. It
issucs from the eyes. Its quantity increases in autummn. ... By black
bile we may, as we have said elsewhere, mean grief, which we should feel
for our evil actions. But one may also speak of a different sort of grief,
when the spirit is tormented by the longing to be united with the Lo.rd.
The black bile reigns in the left side because it is subject to the vices which
are on the left. It has its seat in the spleen because, in its sadness over

the delay in returning to its heavenly home, it rejoices in thf: §pleen as in
hope [“splen”—"spes”]. As I think 1 have read, the physicians declare

1 Hugo pe FoLigro, in MiGNE, P. L., VOL. cLxXVI, cols. 1185 sqq. As evidence of this
familiarity we may quote the following: “Phlegma habet sedem in pulmone . . . , purgationem
habet per os” from Vindician (practically identical with Ilepl xaraoxeviis); *“Unde fiunt homines
tardi et obliviosi atque somnolenti” from Bede (though the previous traits given in chapter 11
had included Vindician's “corpore compositi’). The remark that “cholera rubra” “habet
sedem in felle . . . respirationem habet per aures” comes from Vindician, and so does “unde
fiunt homines iracundi, ingeniosi, acuti, et leves,” Statements regarding the melancholic
also come from Vindician, even the addition of “‘aliquando vigilantes"” mentioned in the text.
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that laughter comes from the spleen; from this proximity it seems to me
very understandable that melancholics both laugh and cry. . .. It makes
men irascible, according to the words of the Bible, “irascimini et nolite
peccare.” It makes them timid, because “beatus homo, qui semper est
pavidus.” Sometimes sleepy and sometimes wakeful means sometimes
bowed down by cares, sometimes wakefully directed to heavenly aims.
It is like autumn, earth and old age, because in the shape of the earth, it
imitates earth’s constancy, in the shape of old age, it imitates the worthiness
of the old, in the shape of autumn, it imitates the ripeness of fruit. Its
exit is from the eyes, for if we free ourselves by confession of the sins that
sadden us we are purified [‘purgamur’’] by tears. ... Its quantity increases
in autumn . . . for the more thou waitest upon ripeness of understanding and
age, the more must grow the agony of pain for the commission of sin. . . .
Through blood thou hadst the sweetness of love—now, through black bile
or “melancholia”, hast thou grief for sin.'¥

Though such a “moralised” text, relating every natural fact
with a certain element of the doctrine of salvation, was by no
means an exception, it has nevertheless a special interest for us,
firstly, because it confirms the suspicion that the moralising
tendencies of the twelfth century played a large part in the new
acceptance of the late classical doctrine of the temperaments,
and secondly, because it shows that this urge itself could affect
even factual understanding of the traditional data. The charac-
teristics which the basic text (a version of Vindician’s treatise)
attributed to the melancholic were the most unfavourable possible
and were not greatly improved by the addition, to “somniculos”,
of the qualifying remark “aliquando vigilantes”. The allegorical
exposition, however, emphasised with the utmost clarity that it
was entirely a matter for men’s will-power to turn the conditions
even of this complexion to advantage. In that case, melancholy
could signify retirement from the world and a concentration on
heavenly matters; sadness might not only be a punishment for
past sins but might also arise from longing for union with God—
a very illuminating interpretation of the melancholic’s suicidal
tendencies; and even the autumnal signs of the zodiac, which
corresponded to the melancholy complexion, were to reveal to
the soul the possibility of choosing between ‘‘bestial” and
“rational” life. By “moralising” his text, the author therefore
interpreted its purely negative statements in such a way that—
with the help of quite un-Aristotelian assumptions—the old
ambivalence of the notion of melancholy seemed for an instant to
reappear.

3 Hugo pE FoLlETo, Op. cit., col. 1100,
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A very different spirit informs St Hildegard's work. She too
adopted the contemporary view of the four humoral tempera-
ments.,l""3 apd she too “moralised” this doctrine; that is to say, she
moralised it in so far as she considered not only the melancholy
humour but all the humours other than the sanguine (and for these
she used the general term “flegmata”) as the direct consequence
of the forbidden apple; in other words, she condensed William of
Conch'es’s theory of corruption into a vivid aetiological myth 134
Only in describing the various types, among which the sanguine
now occ'upied the place of honour unopposed,# did this theological
concefptlon give way to a more scientific one. But everywhere
St_ Hildegard’s descriptions, agreeing, in the main, with those of
151do.re, Vindician and Bede, were merged not only with the
physiognomic definitions of the medical doctrine of “crases”, but
also, as fa.lr as the three non-sanguine temperaments are ’con-
cerned, with the complex of symptoms in clinical pathology.
Thps there emerged exceptionally vivid full-length portraits, among
u:h}t:h that of the melancholic stands out, owing to the especially
sinister, in fact almost diabolical, glow emanating from him.
That these pictures, though built up from such varied components
sl_lou'lcl l}evertheless possess an unsurpassed and absolutely con-,
vincing inner unity can be explained mainly by the fact that their
composition centres throughout on one point; they are stated
mv-anably in terms of sexual behaviour. In older literature in
?vhlch.mclancholics had been endowed sometimes with unu;ual
Incontinence, sometimes with marked indifference, sexual
beha.lvmur had certainly been mentioned, and later treatises
habitually devoted a special heading to it.1 But whereas generally

132 Causae ef . ed. P. Kai ipzi
PO o el curae Kaiser, Leipzig 1903, pp. 72.8-76,8 (males) and pp. 87,11-8¢,37

h;:efb:f.. P- 36, 15: "'Si enim homo in paradiso permansisset, flegmata in corpore suo non
Tet .

o Hmi.,'p.. 72, 16 5qq. (de sanguineis) ** . . . Sed et delectabilem humorem in se habent
qui nec tristitia nec acerbitate oppressus est, et quem acerbitas melancoliae fugit et devita;
. Sed cum mulicribus in honestate et fertilitate esse possunt et se etiam ab eis
abstinere valent et pulchris et sobriis oculis eas inspiciunt, quoniam, ubi oculi aliorum ad eas
velut‘ sagittae sunt, ibi oculi istorum ad ipsas honeste symphonizant, et ubi auditus aliorum
quasi validissimus ventus ad ipsas sunt, ibi auditus istorum velut sonum citharae habent . .
et etiam intelligibilem intellectum habent. Sed qui de his nascuntur, continentes et Ielio;s-
ac n'hlu e‘t probi in omnibus operibus sunt et sine invidia manent . . . . Et quia in visu, in
a“dltrft:t n: cogitat_i;nibus suaves sunt, saepius quam alii aquosam spumam et non coctarn. de
se emittunt . . .. Atque facilius quam qui ii ipsi ii
R e son:mr". q quidam alii seu cum semet ipsis seu cum aliis rebus

136 See below, pp. 117 sqq. (text).

ek
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it was simply a question of different types of temperament distin-
guishable, among other things, by their sexual behaviour, St
Hildegard’s account, painted in the liveliest turns of phrase, could
really be described as a picture of sexual types conditioned by
the temperaments underlying them; and perhaps this very
singular and entirely individual viewpoint also accounts for the
fact that St Hildegard was the first, and for a long time the only,
writer to treat of male and female types separately.’™ Thus,
in the Causae et curae, we find the various traits whose origin
we have described always referred in the last resort to sex, and
the temperate and cheerful sanguine persons who “omnia officia
sua in honore et sobrio more perficiunt” are contrasted in particular
with the melancholy person, a type described with horrible clarity
as a sadist driven by hellish desire: one who runs mad if he cannot
sate his lust, and, simultaneously hating the women he loves,
would kill them by his “wolfish” embraces if he could; and whose
children, “absque caritate emissi”, are just as unfortunate, warped,
shunned and misanthropic as himself, although sometimes, like
him, “utiles et prudentes sunt in operibus manuum suarum et
libenter operantur.”8

137 Hitherto no-one had got beyond the already mentioned statement that women in general
were "“colder and moister'’ than men, and that therefore men should only be compared with
men, women with women. This peculiarity alone of Causas ef curae must surely silence any
doubt as to its authenticity. Against C.. SinGER's isolated doubt (Studies in the History and
Method of Science, Oxford 1917, voL. 1, pp. 1 sqq.), cf. H. Ligsescut1z, Das allegovische
Welthild der HI. Hildegard v. Bingen (Studien der Bibliothek Warburg xvu), Leipzig 1930,
passim.

138 Cgusae ef curae, p. 73,20 sqq. (de melancholicis): "Alil autem viri sunt, quorum cere-
brum pingue est . . . atque austerum colorem faciei habent, ita quod etiam oculi eorum
aliquantum ignei et viperei sunt, et duras et fortes venas habent, quae nigrum et spissum
sanguinem in se continent, et grossas et duras carnes habent atque grossa ossa, quae modicam
medullam in se tenent, quae tamen tam fortiter ardet, quod cum mulieribus velut animalia
et ut viperae incontinentes sunt . . .; sed amari et avari et insipientes sunt et superflui in
libidine ac sine moderatione cum mulieribus velut asini; unde si de hac libidine interdum
cessaverint, facile insaniam capitis incurrunt, ita quod frenetici erunt. Et cum hanc
libidinem in coniunctione mulierum exercent, insaniam capitis non patiuntur; sed tamen
amplexio . . . tortuosa atque odiosa et mortifera est velut rapidorum luporum. Quidam
antem ex istis . . . libenter cum feminis secundum humanam naturam sunt, sed tamen eas
odio habent. Quidam autem femineum sexum devitare possunt, quia feminas non diligunt
nec eas habere volunt, sed in cordibus suis tam acres sunt ut leones, et mores ursorum habent:
sed tamen utiles et prudentes sunt in operibus manuum suarum atque libenter operantur.
Ventus autem delectationis, qui in duo tabernacula praedictorum virorum cadit, tanta
immoderatione et tam repentino motu venit, gquemadmodum ventus, qui totam domum
repente et fortiter movet, et stirpem in tanta tyrannide erigit, quod eadem stirps. quae in
florem florere debebat, in acerbitatem vipereorum morum se intorquet . quia suggestio
diaboli in libidine virorum istorum ita furit, ut, si possent, feminam in coniunctione hac
mortificarent, quoniam nulla opera caritatis et amplexionis in eis sunt. Unde filii aut nlae,
quos sic de se producunt, multotiens diabolicam insaniam in vitiis et in moribus suis habent,
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(¢) The Popular Doctrine of Temperaments in
the Later Middle Ages, and its Effects

Roughly at the same time as the composition of the Medicina
animae and the Causae et curae we can again find mention of
humoral “‘characterology’ in the school of Salerno (the time given
by medical historians varies between about 1160 and about
1180 A.D.), but it is significant that the treatise in which it occurs,
the Flores diactarum, attributed to the Frenchman Jean de St Paul
(Johannes de Sancto Paulo), was intended merely to provide a
somewhat popularly conceived collection of dietetic prescriptions.
The section devoted to the doctrine of temperaments served only
as a short explanatory introduction®®; and this section was nothing
but an almost literal copy of Vindician's text¥® a fact which
eluded the first editor despite an “eager search” ¥ The distribu-
tion of the humours among the seasoms, hours of the day and
ages of man; the account of the exits of the various humours'##;
the principle that the predominance of one humour determines
the character, but that its “too great predominance” causes
illnesses, which then have to be combated according to the
principle “‘contraria contrariis’—

nam si aegritudo fuerit nata ex sanguine, qui est dulcis, humidus et
calidus, ex amaris, siccis et frigidis curabitur'®;

quoniam absque caritate emissi sunt. Nam qui de his nascuntur, saepe infelices erunt et
tortuosi in omnibus moribus suis, et ideo ab hominibus amari non possunt, nec ipsi mansionem
cum hominibus libenter habent, quoniam multis fantasmatibus fatigantur. Si autem cum
hominibus manent, odio et invidia et perversis moribus cum eis sunt, et nullum gaudium cum
eis habent. Quidam tamen cx his nati prudentes et utiles interdum fiunt, sed tamen in
eadem utilitate tam graves et contrarios mores ostendunt, quod inde nec diligi nec honorari
possunt, velut ignobiles lapides, qui sine nitore iacent . . . ."

“Melancholica™ (p. 89, 7) is the female counterpart of this revolting and pitiable creature.
She is of inconstant mind, joyless, shunned by men, sterile (only sanguine and strong men can
sometimes get her with child at an advanced age), prone to many diseases, especially
melancholy madness, and threatened with death even in otherwise harmless circumstances.

10 1. ]. OsterMUTH, Flores diaetarum, eine Salernitanische Nahrungswmitteldidtetik aus dem
12. Jahrhundert, verfasst vermutlich von Johannes de Sancto Paulo, dissertation, Leipzig 1919.

140 This had frequently been copied in the eighth, ninth and tenth centuries. (Cf. VINDICIAN,
Epist., p. 484, and C. PascaL, Poesia lalina medievale, Catania 1907, pp. 117 §qq.). An
extract quite independent of Salerno (and with partly diflerent readings) exists in an English
manuscript (Oxford, St John's College, Cod. 17), which can be dated 1110-1112 with some
certaintv. (Cf. C. SinGeR, “A Review of the Medical Literature of the Dark Ages, with a
New Text of about 1110", in Proceedings of the Royal Society of Medicine, voL. X (1917), PP
107 sq9.).

11 OsTERMUTI, Op. cit., p. 54; Seyfert has meanwhile seen the connexion.

W Cf p. 58 (tc:'c.t), Pseudo-Soranus has no statements as to the orifices of exit; they first
appear in Vindician and in Ilepl xaraowevis.

3 Hence also the emphasis on the qualities of the difierent foodstufls and delicacies.
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—all this came out of the letter to Pentadius; and the charac-
terological statements (except for the admittedly not unimportant
deletion of “somniculosus” in the description of the melancholic)
are taken over literally from this text, as they were also in the some-
what earlier De quatiuor humoribus (see above, p. 104, note 119).

There are no significant additions, and so our interest in these
Salernitan texts (the only ones known to us) is limited to two
questions. The first is the problem of their historical position—
that is to say, whether they were connected at all with any of the
scholastic treatises mentioned above, in particular with Hugues
df’ Fouilloi's Medicina animae; the second is the problem of their
historical consequences. Inasmuch as the excellent researches of
the medical historians have unfortunately not yet dealt with
scholastic writings, the first question cannot yet be decided;
the answer to the second is that these modest Salernitan treatises
may be regarded, if not as the basis, nevertheless as the starting
point, of a development which was to determine the commonly
accepted notion of the nature of the four temperaments in general
and of the “‘complexio melancholica” in particular.

) The echoes of Aristotle among the learned scholastics, St
Hxldfegard’s visionary descriptions, highly subjective and often
horrifying, Hugues de Fouilloi’s interpretations expressly designed
“ad aedificationem claustralium”, the subtle doctrine of the
medical schools, always sceptical of, or downright inimical to, a
schematic adaptation of pure humoralism—all this was not
calculated to become part of the common stock of knowledge
or to serve as a guide to medieval man, overshadowed as his exist-
ence was by fear of diseases of all kinds. What was needed was

144 All we know is that both Jean de St Paul and Hugues de Fouilloi must have made direct
use of Vindician's text, as each of them includes statements from it which the other omits. Only
an edition of the commentaries on Johannitius surviving in several manuscripts but hitherto
ignored by scholars (see above, text p. 104) can answer the question as to whether the doctrine
of temperaments was not evolved in Salerno in the eleventh century and spread from there.
Also deserving of mention is a close accord between one of Hugues de Fouilloi’s sentences and a
Salernitan fragment rather difficult to place, but probably also dating from the twelfth century
(P. G1acosA, Magistri Salernitani . . ., Turin 1901, p. 172). With both passages cf. WiLL1am
oF ConcHES, Philosophia, 1v, 35-36 (MigNE, P. L., voL. cLxx11, col. 99); no doubt both are
derived from a common source,

Medicina animae (MigNg, P. L. voL.

Salernilan Fragment CLXXVI, col. 1195):

"._]. . v.idemus enim quod colera sui calidi ... cum ignis calidus et siccus sit
et‘ :‘asbcx invat appetitivam; melencolia sui virtutis appetitivae, terra frigida et sicca
fngxdit;ar.e et sic retentionem; flegma frigida retentivae, aer calidus-et bumidus diges-
et humida expulsiva; sanguis calidus et tivae, aqua humida et frigida expulsivae,

humidus digestiva.” necessario contingit, ut....”



I14 MELANCHOLY IN MEDIEVAL MEDICINE [I. I,

not so much a full or even a profound picture as one that was
clearly defined. Men wished to know how the choleric, the
sanguine or the melancholy type could infallibly be recognised, at
what times each had to be particularly careful, and in what
manner he had to combat the dangers of his particular disposition;
and in its original form Vindician’s doctrine met this need so
thoroughly that it is not surprising that it should have formed a
considerable proportion of those easily memorised rules of health
that were destined to win great popularity among the wider
public.

The mnemonic verses ‘“Largus, amans, hilaris . . .”, quoted
almost ad nauseam until relatively modern times, must have
originated in the thirteenth century, and probably in Salerno.
As well as predications of character, these mnemonics contain a
number of physiognomic statements concerning hair, colour of
skin, and general physical constitution. The lines on the
melancholic ran as follows!5:

Invidus et tristis, cupidus, dextraeque tenacis,
non expers fraudis, timidus, luteique coloris.

In the course of the century they were expanded to six lines,
and the very widely circulated Regimen Salernitanum, which was
early translated into the vernacular, incorporated them. These six
lines are remarkable for their readmission of two relatively

1 For completeness's sake we include the other couplets, which appear with small and
unimportant variations: s
Sang. Largus, amans, hilaris, ridens rubeique coloris,

Cantans, carnosus, satis audax atque benignus.
Chol. Hirsutus, fallax, iracundus, prodigus, audax,

Astutus, gracilis, siccus croceique coloris.
Phlegm. Hic somnolentus, piger, in sputamine multus,

Huic hebes est sensus, pinguis facies, color albus.

Cf, also C. PascAL, Poesia latina medievale, Catania 1907, p. 114, and K. SUDHOFF in Archiv
filr Geschichte der Medizin, X11 (1920), p. 152. Sudhoff also found the verses in a thirteenth
century manuscript with the following additions:

Sang. Consona sunt aer, sanguis, puericia verque. 3
(calida et humida appetit et petit rubea et turbida)

Chol. Conveniunt estas, ignis coleraque iuventus.
(calida et sicca appetit et non petit rubea et clara)

Mel. Autumpnus, terra, melancholia, senectus.

(frigida et sicca non appetit et non petit alba et clara)

Phlegm. Flecma latex (not “later”’) et hyemps, senium sibi consociantur
(frigida et humida non appetit et petit alba et turbida)
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favourable characteristics of the melancholic, namely, strength of
will and capacity for ceaseless study:

Restat adhuc tristis colerae substantia nigra,

quae reddit pravos, pertristes, pauca loquentes.

Hi vigilant studiis, nec mens est dedita somno.

Servant propositum, sibi nil reputant fore tutum.

Invidus et tristis, cupidus dextraeque tenacis,
non expers fraudis, timidus, luteique coloris,14¢

The Tractatus de complexionibus, attributed to one Johann von
Neuhaus, seems to have been written at the same time or a little
later. It combined the now established (and in the melancholic’s
case unfavourable) character-traits in a detailed and systematic
way with physiological and physiognomic observations, as well
as with advice about diet. In this way the ideal of a comprehensive
and independent compendium of the medieval doctrine of tempera-
ments was realised for the first time " What still remained to
be done was to translate this codified doctrine into the vulgar
tongue, and this task was tackled with considerable alacrity in

ue Cf. K. SupHo¥F, Geschichte der Medizin, Leipzig 1922, p. 185, with bibliography.

17 WerNER SeEvrFERT, “Ein Komplexionentext einer Leipziger Inkunabel und seine
handschriftliche Herleitung'’, in Archiv fiir Geschichte der Medizin, xx (1928), pp. 236 sqq.
The “‘complexio melancholica” is described as follows: “Et ideo sicut iste humor est frigidus
et siccus, sic ista complexio est frigida et sicca et assimilatur terrae et autumno. Signa
huiusmodi complexionis sunt per oppositum signis sanguineae complexionis. Qui est semper
tristis et non iocundus, parcus, corporis niger sicut lutum, male digerit, invidus, nfidelis,
malus, fallax, inconstans animo, tardus in omnibus factis suis, inordinatum habet appetitum,
semper diligit esse solus, et claudit oculos semper sicut lepus, quando debet inspicere homines,
timidus, non diligit honorabilia, ebes est in ingenio, duras habet carnes, multum bibit, parum
comedit, quia non potest digerere ratione frigidi et sicci. Parum appetit quia i.—i_gidus, parum
vel nihil potest ratione sicci, quia a sicco humidum spermaticam wvix wvel difficile potest

Ideo nota unam doctrinam: si melancholicus vult bene appetere, bona cibaria
humida et pulverosa, sive bene piperata comedat, bonum vinum vel potum calidum bibat,
Tunc ratione caloris in speciebus augmentatur calor naturalis in ipsis et per consequens appetit.
Sed ratione humiditatis humidum incipiet augmentari . . . . Haec sunt signa melancholici.

de versus:
Uan Invidus et tristis,

Cupidus, dextraeque tenacis,
Non expers fraudis,
Timidus, luteique coloris.

The concluding statements as to the “immutatio” of the humours by the way of life, by climate
and heredity, are also important, especially the introduction of combined types of tempera-
ment (SEVFERT, op. cit., pp. 206 sqq.). Complexions which have one quality in common can
be combined in one and the same individual, so that beside the four pureh types there are
four mixed types, namely, the sanguine-phlegmatic, the melancholic-choleric. the sanguine-
choleric and the melancholic-phlegmatic. This view, complicating an agreeably simple
system again, did not at once influence the popular doctrine of temperaments, but reappeared
in the popular philosophy of later centuries; cf. among others J. H. Becker, Kurizer doch
grindlicher Upnterricht von den Temperamenien. Bremen 1739, ch. 6 “Von denen zusam-
mengesetzten oder vermischten Temperamenten.”
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the fourteenth and fifteenth centuries. Apart from the mere
tranclation of the Regimen Salernitanum and other verses, some
of which described the melancholic as even more repulsive,4?
there is the rthyming jingle (1325) by the Low German Everhard
of Wampen, which describes the melancholy complexion expressly
< the “‘snodeste’™?; and this was followed by a vast number
of cheap manuscripts, broadsheets, almanacs, and popular
pamphlets on the subject of the complexions. Generally based
on Johann von Neuhaus’s treatise, they bring to the humblest
cottage not merely those definitions (handed down from late
antiquity) of the types of temperament, but the still more venerable
conception of that mysterious correspondence between elements,
humours, seasons and ages of man, in a rough and often somewhat
garbled form. Even the last great transformation in the medieval
notion of nature, which expressed itself in the medical field as a
recourse to iatromathematics, was reflected in these coarsely
but powerfully illustrated productions; for they included the

13 \We quote two Italian stanzas:
(a) LionarDO DaTl, Sfera (London, Brit. Mus., Add. MS 23329, fol. 57; New York, Pierpont
Morgan Library, MS 721; and Cod. Vat. Chis., M. vii. 148, fol. 127):
“Malinconia & di tucte peggiore,
palidi et magri son sanza letitia
color chabbondan in cotale homore,
disposti a tucte larte dauaritia
et a molti pensieri sempre hanno il core,
son solitari et di poca amicitia,
quartane so le febbri malinconiche,
_che piu che tucte l'altre sono croniche.”
(b) F. Grovanxi M. ToLoSANI, La Nuova Sfera, Florence 1514:
11 maninconico & freddo ed asciutto
Come la terra, e sempre ha il core amaro,
Resta pallido e magro e par distrutto
Ed e tenace, cupido ed avaro:
E vive in pianto, pena, doglia e lutto,
Ed a sua infermita non & riparo:
£ solitario e pare un uom monastico,
Senz’ amicizia, ed ha ingegno fantastico.”
These texts were reprinted together, Florence 1850. See also the Carnival Song published
by ERNsT STEINMANN {Das Geheimnis der Medicigriber Michel Angelos, Leipzig 1906, p. 79):
“11 quarto loco tien Maninconia
A cui Saturno eccelso & conjugato.
La terra in compagnia
Coll’ Autunno Natura gli ha dato:
Chi & di sua Signoria,
Son magri, avari, timidife sdegnosi,
Pallidi, solitar, gravi e pensosi.”
1 EVERHARD VON WAMPEN, Spiegel der Natur, ed. Erik Bjbrkman, Upsala Universitets
Arsskrift, Upsala 1902, p. 12.
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connexion between earthly life and the course of the stars, so that
each temperament appeared both in word and picture under the
dominion of certain constellations or planets (see PLATES 78, 144):

God has given me unduly

In my nature melancholy.

Like the earth both cold and dry,

Black of skin with gait awry,

Hostile, mean, ambitious, sly,

Sullen, crafty, false and shy.

No love for fame or woman have I;

In Saturn and autumn the fault doth lie.'5®

Another description reads:

The ingredients which men have in their nature are four. Some have
two, some three, some four, but the one which a man has most of takes the
upper hand, and no man has only one. But let us first write of the
melancholic. He resembles the earth, for the earth is cold and dry; and
his signs are the Bull, the Ram, and the Virgin, and though cold and dry
predominate in him, yet he inclines to those same signs in all things. He is
also like to the autumn, for that is cold and dry. He is also like to age, for
when a man grows old the labour of his days of sickness begins, and thus it
is when a man becomes seventy years old. But if a man is in good health
when he is seventy years old, yet has he still to labour and suffer pain.
Secondly, note and perceive that the melancholic is timid and not thirsty,
for he lacks something belonging to thirst, and that is warmth. And that
warmth is a property of thirst can be seen in the hot beasts, such as the
lion.” Thirdly, it should be observed that the melancholic is lazy and of
slow movement, for he is of a cold nature: for the cold which is in him
makes the limbs slow and halts the limbs so that they become no longer
supple, just as warmth causes men’s limbs to run swiftly. Fourthly, it
should be observed that the melancholic, because of his property of coldness
is hostile, sad, forgetful, indolent and clumsy. Fifthly, the melancholic’
owing to his properties has but rare and weak desires, and is not much

150 Thus the caption to the Ziirich broadsheet reproduced in PLATE 78 reads:

"Gott hat gegeben vngehure

mir melancholicus eyn nature

glich der erden kalt vnd druge

ertuar haut swartz vnd ungefuge

karch hessig girich vnd bose

unmudig falsch lois vnd blode

Ich enachten eren noch frowen hulde
Saturnus vnd herbst habent die schulde.”

In the Munich manuscript, clm. 4394, which shows the four complexions as riders (like our
PL.?:::E 81), the various temperaments are subordinated not to the planets but only to the
zodiacal signs of the Ram, the Ball, and the Virgin (similarly, among others, in MS lat. 14068
of the Bibl. Nationale, dating from about 1450). ' "o
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gian to li'king. He desires little owing to his sadness, and likes little
owing to his coldness. He also resembles the planet Mars and the sun, 8t

But not only was the opinion of the readers of such almanacs
and pamphlets determined by this overwhelmingly negative
presentation of the melancholic’s nature, only softened here and
there by recognition of his good memory, penitence, and love of
study, but so powerful was the influence of the new trend inspired
by Vindician, reinforced as it was by popular scientific literature

Y Teutscher Kalender, Augsburg 1495 (H. ScudNsPERGER), fol. g.57*. The mention of Mars
and the sun instead of Saturn as the melancholic’s planets may be due to a misunderstanding.
Among other texts of this type, we may mention (1) the relevant sections in the yearly
Kinigspergerschen Kalender which, according to Giehlow, can be traced back in manuscript
form to 1471 (Vienna, Nationalbibliothek, MS 5486, GiEnLow (1903), p. 32); (2) the very
similar In diesem biechlein wirt erfunden von plexion dev menschen . . ., Augsburg, H‘.
Schonsperger, 1512, ch. 11, fol. a. 3* (“Melancolici seind kalt vnnd trucken gleich .der Erden
vnd dem herbst. vand ist die vnedelst complexion. Welicher mensch der natur (ist), ist karg,
geytzig, traurig, aschenfar, trig, vntrew, forchtsam, baszbegierig, eerliche ding nit liebhabend,
bléd seinn, vnweiss, hert flaisch, trinclkt vil vond iszt wenig, mag nit vil vikeusch sein, hatt ain
bosen magen”); approximately the same in English, Oxford, Bodl., Ashmol. MS 396, fol.
go'=* (melancholy as "the worst complexion of all"’); and finally (3) the frequently' reprinted
Compost et kalendrier des bergiers, Paris 1493, fol. 1 2* (“Le melencolique a nature de terre
sec et froit; si est triste, pesant, conuoiteux, eschers, mesdisant, suspicionneux, malicieux,
paresseux. A vin de porceau cest a dire quant a bien beu ne quiert qua dormir ou sémmeiller.
Naturellement ayme robe de noire couleur”) translated word for word in the Calendar of
Shepherdes, Paris 1503 (ed. H. O. Sommer, London 1892, fol. K7*). Clm. 4394 repeats, infer
alia, the Salernitan verses, while the broadsheet corresponding to its illustrations in the
Gotha Museum (our PraTe 81) contains the following lines:

“Dabey kent melancolicus

Vnd der hat kainen lust alsus:

Vor zeytlich sorg zu kayner frend
Mit seinem gut mag er nit geud;
Klainhait von silber vnd das goit
Vnd schon geticht, das hat er holt.
Darzu ist er neydig vnd kargk
Vnd geitzikait er nye verbasgk,
Doch ist er dechtig vnd auch weys,
Wie er sein sach it furt zu preys.
Der erden art sagt sein natur

Vnd plod ist er, ein plaich figur.
Gros lieb hat er zu schatz vnd kunst,
Wem er das givt des hat er gunst.
Trucken vnd kalt ist sein natur,
Er ist gern allein in seiner maur,
Vnd ist sorckfeltig seines guts,
Darumb ist er eins schwern mutz.
Sein harm der ist rot gefar

Sagen die maister vns fiir war."”

The fact that the melancholic is credited sometimes with indifference to sleep, sometimes, on
the contrary, with a liking for much sleep, has its medical origins in the dual function ascribed
to the black bile with regard to sleeping and waking (cf. CONSTANTINUS AFricaNUS, Opera,
voL. 1, p. 288: “Cholera autem nigra in ‘actione sua duplex est circa somnum et vigilias.
Quae enim dominatur essentialiter, cerebrum deprimens, ex fumi multitudine niminm facit
dormire. Quod si cum suis qualitatibus faciat, vel cum qualitate faciet fere incensa, unde
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afterwards, that even poets'® and thinkers of a high order were
unable to rid themselves of it. We already know that ideas of the
melancholic held by Albertus Magnus and Pietro d’Abano were in
full accord with that which governed the literature on tempera-
ments as first set out in the Flores diaetarum, and that they could
only rescue the main thesis in Problem XXX, 1, by postulating a
special type of melancholy derived from ‘“melancholia adusta” 1%
The greatest fifteenth-century philosopher, Nicholas of Cusa, may
be cited, too, as witness to the general acceptance of this notion.
In his early work De concordantia catholica, which he prepared for
the Council of Basle in 1433, he paints a powerful picture: the state
is conceived as a being with a soul, a living body whose limbs, in a
comparison traced down to the last detail, correspond to the limbs
of men. The end of this work runs:

The king therefore must be a luteplayer, who well understands . . . how
to preserve harmony . . . and how to tune the string neither too high nor
too low, so that through the combined tone of them all a companionable
harmony sounds. . . . For that reason it is the business of the ruler, like
a wise doctor, duly to keep the body of the state healthy, so that the vital

naturaliter fit nigra, vel cum ijam fere incensa. Nigra autem naturaliter somnum facit.
Fere incensa qualitas facit vigilias, quia pungit cerebrum et desiccat”). Thus Eosaxus
Hessus (Farragines, Schwib. Hall 1539, vor. 11, fol. 82%) writes in full accordance with the

calender texts: . . . ) o )
““Anxius et niger est, timet omnia tristia, dormit,

Mole sua bilis quem nimis atra premit.”
At the same time, this existence of contraries expresses the polarity inherent in melancholy

152 MATFRE ERMENGAUD, Le¢ Breviari d'Amor, ed. G. Azais, Béziers 1862, lines 7779-7854.
The poet (almost as in Aristotle’s doctrine of self-control, see above, p. 35, note 75} considers
avarice and irritability relatively more pardonable in the melancholic than in the sanguinic,
though he maintains that the former, too, can control his passions by the exercise of his
free will:

v. 7836 ““Que non es tan grans lo peccatz
D'un home malincolios,
Si es avars o es iros,
Que d'un sanguini seria; . . . .
v. 7852 “‘Pero excusatz non es ges,
Quar Dieus a dat poder e sen
De restrenger lo movemen."

153 See above, p. 70 8q. (text). Asis well known, Albertus Magnus deals with the doctrine of
temperaments (Liber de animalibus, ed. H. Stadler, Miinster 1.W, 1916-20, VOL. 11, pP. 1304,
§§ 59 sqq.) as a universal law governing man and beast, so that his remarks always apply both
to certain kinds of animals and to certain human types (for which reason he attributes great
infiuence to the quality of the blood). Here one can see a synthesis of Aristotle’s compre-
hensive idea of nature, and the ‘“zoological’ doctrine of temperaments brought to the fore by
William of Conches. With regard to physiognomics, too, (short or tall, fat or thin), Albertus’s
characteristics correspond exactly with William of Conches's statements quoted above, pp. 102

sqq. (text).
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spirit, “'per proportionabile medium”, can be at one with it. He may
observe that one of the four vital humours goes beyond or lags behind
right proportion in the combination, and that thereby the body is estranged
from its proper combination. This may occur through an excess of
covetous melancholy, which gives rise to the most varied pestilences in the
body—usury, fraud, deceit, theft, pillage, and all the arts by which great
riches are won not by work but only by a certain deceitful craftiness, which
can never exist without doing harm to the State; or again it may occur
through choleric dissensions, wars, factions and schisms, or through sanguine
ostentation, excess, debauchery and suchlike, or through phlegmatic sloth
in all good works, in the daily toil for existence and in the defence of the
fatherland. Then the body becomes paralysed, feverish, swollen up or
bled dry; then must he seek a remedy, consult books, and give ear to the
wisest State physicians; and when he has found a remedy he must bring it
forth and test it by means of taste, sight and smell . . . 15

Here we must certainly take account of the fact that the
context requires an elaborately worked-out exposition of the
unfavourable characteristics of all the temperaments alike. Yet
not only the expressions used, but the whole construction of
Nicholas of Cusa’s sentences, make it plain that the indolence
of the phlegmatic, the contentiousness of the choleric and the
ostentation and voluptuousness of the sanguine were in his view
far less weighty matters than the “pestilential” vices of the
avaricious, thievish, usurious, pillaging melancholic with his
ill-gotten gains, whose picture seems to have been drawn with
the most lively repugnance.

The doctrine of temperaments may be described as one of the
longest-lived and in some respects one of the most conservative
parts of modern culture. Though superficially affected, it was
not fundamentally altered either by the renascence of the
‘Aristotelian’ notion of genius, which we shall describe in Part 111

18 NicHoras o¥ Cusa, Opera, Paris 1514, voL. 111, fol. 75%: "Debet itaque citharoedus rex
esse, et qui bene sciat . . . concordiam observare . . . nec nimis nec minus extendere, ut
communis concordantia per omnium harmoniam resonet. Sit itaque cura imperatori, ut
recte ad modum experti medici corpus in sanitate servet, ut vitalis spiritus recte per propor-
tionabile medium sibi iungi possit. Nam dum viderit aliguam ex quattuor complexionibus
excedere a temperamento vel deficere, et propterea corpus distemperatum, vel propter abun-
dantem avaritiosam melancoliam, quae pestes in corpus seminavit varias, usuram, fraudes,
deceptiones, furta, rapinas et omnes eas artes, quibus absque labore cum quadam calliditate
deceptoria divitiae magnae quaeruntur, quod absque laesione Reipublicae fieri nequit, vel si
ex colericis dissidiis, bellis, discisionibus et divisionibus, aut sanguineis pompositatibus,
luxuriis, comessationibus et similibus, aut flegmaticis acediositatibus in cunctis bonis operibus,
et lucrandi victus causa, et ob patriae tutelam laboribus corpus torpescere, febrescere,
tumescere vel exinaniri: guaerat medelam et audiat libros et comsilia peritissimorum
quorundam Reipublicae medicorum. Receptam conficiat, tentet per gustum, visum, et

odoratum . . ."
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of this work, nor by the fact that the humoral explanation of the
temperaments was ultimately reduced to a mere outline of
characters and emotions. In a commentary on the Regimen
Sfdfzrm'tanumm printed in 1559, for instance, the words ‘‘Hi
vigilant studiis” were made the point of departure for a long
am? enthusiastic description of the contemplative life. Ovid,
Quintilian, ¢ Cicero and, of course, Aristotle, were cited, and the
advantages of the melancholic disposition were highly praised
while the other purely negative statements in the text were nc:
less eagerly defended and substantiated. This attitude remained
typical of even the most scholarly treatises on the temperaments 17
In the popular philosophic writings of the eighteenth century
the character portraits first painted in later antiquity still preserve
a stability which they have not entirely lost even to-day
Buddeus,® J. H. Becker,®® G. E. Stahl,’® Appelius,®! and th(-;
rest, were all content merely to fill in the old contours with new
cr:)lou_rs; while elaborating the familiar traits with regard to the
“inclinations of the human mind, manners, and dispositions”
they laid a stronger emphasis on the psychology of races and‘
as we should expect, devoted more space to what they ,calleci
moral and historical” aspects. They were hardly affected at
all by the great process of transformation which the picture of the
melancholic had undergone during the Renaissance, and which
had had such a significant effect in other realms of life and
literature'®?; all of them continued immovably to maintain the
fundameméal inferiority of the melancholy temperament, the
most_ obstinate being, perhaps, Appelius, who blamed it for the
avarice, betrayal and suicide of Judas, as well as for the “despicable
timidity” of the Jews as a race; and all of them adopted the view

1% Axon., Conservandae sanitafis praecepta salubervima, Frankfurt 1559, fol. 248.
1% Quintilian’s remarks as to the favourable effects of si i
silence and solitude on mental

(Inst. Or. x, 3, 22 sqq.) have been frequently quoted in this connexion, e

e Cé among many other examples: Levinus LEMNIus, De habitu et titutione corporis
quam Graeci kplow, triviales complexionem vocant, Antwerp 1 61, and : ALKI

" A 4 T. W,

Optick Glasse of Humors, London, 1607, e oo, The

188 Elementa philosophiae practicae, editi issi i i
L 111 31 0 T 66-68.9’ A 0 novissima auctior et correctior, Halle 1727, ch. 1,

159 e
J. H. BEcKER, Kurlzer doch griindlicher Untervicht von den Temperamenien, Bremen 1739

18 Neu-verbesserte Lehre von den Temperamenten, tra
, translated G. H. Ul i 2
new apd enlarged edition, Leipzig 1734. i i b L

m f W. Areerivs, Historisch-moralischer Entwusff der Temperamenten, 2nd edition, 1737.
1% See below, pp. 249 sqq. (text).
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that each temperament in turn governed the stages of man’s
life 163

Even the magnificent description in Kant’s Observations on
the Sense of the Beautiful and the Sublime'® may be included in
this category. In material matters, Kant follows tradition
entirely. When he says, “As in the phlegmatic combination no
ingredients of the sublime or the beautiful generally appear in
a particularly noticeable degree, this type of temperament does
not belong to the context of our reflections’’, Kant still echoes the
Galenic “no power to determine character”. But just as
Vindician’s text had once received a theological interpretation
by Hugues de Fouilloi, so does Kant now give an aesthetic and
ethical interpretation to the traditional doctrine of temperaments.
He does even more; for through his attitude to the question with
which we are here concerned he breaks down the rigid scheme
at a decisive point. Kant was not untouched, perhaps, by the
Renaissance view, but it was rather, in all probability, a deep
feeling of sympathy which led him to endow the melancholy
character, limited though its traits were by tradition, with the
stamp of the “sublime”, and, point by point, to interpret every
trait of melancholy as the expression of a great moral conscious-
ness. The melancholic and no other represented Kant’s notion
of virtue (“True virtue based on principle has something in it
which seems to accord best with the melancholy disposition in
its more moderate sense’’). The melancholic became in this way
the possessor of an ideal of freedom, and the chains with which
the sick melancholic used to be bound became the symbol of all
the chains which free men abhor® no matter whether they
shackle the slave, or decorate the courtier. The “sadness without
cause”’ was based on his possession of a moral scale which destroyed
personal happiness by the merciless revelation of his own and
others’ worthlessness. .

189 Generally in the following order: Phlegma, Sanguis, Cholera rubra, Melancholia (and,
possibly, again Phlegma). Casanova, too, at 7z years of age, writes in the preface to his
Mentoirs: “'I have had every temperament one after the other, the phlegmatic in childhood,
the sanguine in youth, and later the choleric, and now I have the melancholic which will
probably not leave me any more.” r

A diet for the different temperaments even survived in the fashionable beauty magazines of
the early nineteenth century, about which Erica Strauss wrote in Querschniff, Sept. 1928,

164 Part 11, pp. 27 599. of the 2nd edn., Kbnigsberg 1766, Werke, ed. E, Cassirer, voL. 11,
Berlin 1912, pp. 258-64.

18 With this, c¢f. WaLTER 'BB_NJJ\H:N, Ursprung des dewlschen Trauerspiels, Berlin 1928,
P. 141,
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He whose emotions incline him to melancholy does not have that name
because he is afflicted with gloomy depression as being robbed of life’s joys,
but because his sensibilities, when strung above a certain pitch, or when
for some reason given a wrong direction, attain to this conditlgn more
easily than to any other. In particular, he has a sense of the ?ublfme. G
All the sensations of the sublime possess for him a greater fascination than
the transient charms of the beautiful. . . . He is constant. For that
reason he subjects his sensibilities to principles. ... The man of melancholic
disposition cares little for the opinions of others . . . for that reason he
depends solely on his own judgment. Because 1mp.u15cs assume in him the
nature of principles, he is not easily distracted; his constancy, too, turns
sometimes into obstinacy. . . . Friendship is sublime and he is therefore
susceptible to it. He may lose a fickle friend, but the latter w{ll not lose
him as quickly. Even the remembrance of a ss.:vered fnendshlp’remams
precious to him. . .. He is a good guardian of his own and others’ secrets.
Truth is sublime, and he hates lies or deceit. He has a deep conviction of
the nobility of human nature. . . . He will not suffer base _sul,)]ectnon:
instead, he breathes freedom in a noble breast. From the courtier’s golden
chains to the heavy irons of the galley-slave, all fetters are abhorrent to
him. He is a stern judge of himself and of others; and is not seldom weary

both of himself and of the world.'®®

166 Kant describes the well-known darker aspects of the melancholy temperament 100,

quite in accord with tradition. He considers them as “‘degenerate forms™ and dissociates
them from what he considers the essentially significant characteristics.



PART 11

Saturn, Star of Melancholy

Les sages d’autrefois, qui valaient bien ceux-ci,
Crurent—et c’est un point encor mal éclairci—
Lire au ciel les bonheurs ainsi que les désastres,
Et que chaque dme était li¢e & I'un des astres.

(On a beaucoup raillé, sans penser que souvent

Le rire est ridicule autant que décevant,

Cette explication du mystére nocturne.)

Or ceux-1a qui sont nés sous le signe Saturne,
Fauve planéte, chére aux nécromanciens,

Ont entre tous, d’aprés les grimoires anciens,
Bonne part de malheur et bonne part de bile.
L'imagination, inquiéte et débile,

Vient rendre nul en eux l'effort de la Raison.
Dans leurs veines, le sang, subtile comme un poison,
Briilant comme une lave, et rare, coule et roule
En dévorant leur triste idéal qui s'écroule.

Tels les saturniens doivent souffrir et tels
Mourir—en admettant que nous soyons mortels—,
Leur plan de vie étant dessiné ligne & ligne

Par la logique d'une influence maligne.

PAuL VERLAINE



CHAPTER I
SATURN IN THE LITERARY TRADITION

I. THE NOTION OF SATURN IN ARABIC ASTROLOGY

Nearly all the writers of the later Middle Ages and the Renaissance
considered it an incontestable fact that melancholy, whether
morbid or natural, stood in some special relationship to Saturn,
and that the latter was really to blame for the melancholic’s
unfortunate character and destiny.! To-day, a sombre and
melancholy disposition is still described as “Saturnine”?; and, as
Karl Giehlow has incontrovertibly proved, for a sixteenth-century
artist the task of drawing a melancholic was equivalent to drawing
a child of Saturn.?

This close and fundamental connexion between melancholy
and Saturn, together with the corresponding connexions between
the sanguine disposition and Jupiter, the choleric and Mars, and
the phlegmatic and the moon or Venus, seems to have been
definitely established for the first time by certain Arab writers
of the ninth century. Tn Book IV of his Introduction to Astrology,
Abii-Ma‘Sar (who died in 885) inveighs against a certain primitive
“analysis of the spectrum,” which he attributes not to one author?
but to the “universitas astrologorum™ and which endeavoured to
relate the planets to the humours. According to this doctrine,
stars, elements and humours could and must be linked with their
corresponding colours. The colour of black bile is dark and black;

1 Thus the thymed caption (quoted above, text p. 117) to the woodcut 1n Prate =3

* Cf. also the Portuguese “soturno,” dark, unfriendly, and the group of words of Romance
origin collected by G. Kbrring, Lateinisch-romanisches Wérterbuch, 2nd edn., Paderborn 1go1

3 GigHLOW (1904), p. 67.

4 Aba Ma'Sar, indeed, occasionally quotes Apollonius in this connexion: “De saporibus
Secundum Appollinem [!] humiditas in natura sua est suavis saporis, siccitas vero amar’
(from the manuscript quoted in the following note, fol. 32%). The Latin translation of the
so-called Apollonius in Cod. Paris, Bibl. Nat., MS lat. 13051 does contain this statement
(cf. fol. 15" and fol. 277), but we could not find the planet-spectrum theory there. For
Apollonius, see J. Ruska, Tabula Smaragdina (Heidelberger Akten der v. Portheim-Stiftung,
xvi), Heidelberg 1926, passim; for planet-spectrum theories cf. BBG, 44 sq.

127
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its nature, like that of the earth, is cold and dry. But the colour
of Saturn also is dark and black, so that Saturn too must be cold
and drv by nature. Similarly red Mars is coupled with red bile,
Jupiter with blood, and the moon with phlegm3 As we learn
from Abt Maar's detailed polemics, this hypothesis of the colours
and correlation of planets with humours must have been regarded
as a proven theory in certain circles in the middle of the ninth
century.  Abi Ma$ar himself attributes to the various planets
the qualities corresponding to the temperaments (cold and moist,
and so forth), and credits them with an influence on physique,
emotions and character largely corresponding to the effects of
the humours; but he does not relate them systematically to the
four humours.® How widespread this correlation must have been
in the east among Abl Ma<ar’s predecessors and immediate
successors, howewver, can be seen even from the medieval Latin
translations which are our only source of information. Abil
\[a‘tar's master, Al-Kindi (born in the early part of the ninth
century), distinguishes the four parts of the circle of the day
according to the four humours. Men born in the first quadrant
from the cast point to the centre of the sky are sanguine, in the

5 Here, as always, Johannes Hispalensis's translation is more detailed than Dalmata's. e
quote {rom the manuscript in Corpus Christi College, Oxford, No. 248, fol. 33™: ‘“‘colere
nigre color est fuscus, id est grisius, et eius sapor acredo. Natura quoque eius frigida sicca,
proprictas vero eius est siccitas et opus eius retentio rerum; et hoc congruit nature terre et
proprietati eius. Hoc est quod narraverunt ex naturis elementorum et commixtionum . . . .
Percipiuntur enim nature eorum [i.e. planetarum] atque colores per concordiaim caloris eorum
cum colore harum 1111 commixtionum, quia cuius planete colorem videmus concordare cum
colore harum commixtionum, scimus quod natura eiusdem planete sit concors nature eiusdem
elementi, cui ipsa commixtio concordat per naturam ac proprietatem. Et si fuerit color
planete diversus a colore ITTT commixtionum, commiscemus ei, id est querimus ei (33")
complexionem et ponemus natura [l] eius, secundum quod congruit eius colori, dum sit
commixtio. Dixerunt itaque, cum sit color {colere) nigre fuscus et niger, natura quoque
eius ut natura terre Irigida et sicca. Color uero Saturni est fuscus et niger; novimus quod
asset ¢i concors per naturam frigoris et siccitatis et per proprietatem eius atque opus . . .
colorem colere rufe similem colori ignis . . . colorque Martis similis colori eorum . . . natura
cius [i.. Solis] sit calida sicca, quemadmodum indicauimus de natura Martis . . . propter
croceum colorem, qui est in ea [i. e. Venere], qui est similis colori colere rufe, retulimus eam
ad calorem, et ob albedinem.. .. assimilatur colori flegmatis . . . natura louis sit calida humida
temperata et hoc congruit nature sanguinis et aeris; . . . quod natura lune sit frigida humida,
et hoc congruit nature flegmatis . . e

% Johannes Hispalensis's Latin translation of Ab@i Ma‘ar, which is generally more faithful
than Hermannus Dalmata’s, differs from the latter in introducing the word “'melancholica”
into the description of Saturn’s nature, but this interpretation, though understandable for
the twelfth century, is not justified by the original Arabic text. AB0 Barr (Albubatris Liber
Genethliacus, Nuremberg 1540; cf. GEORGE SARTON, Introduction to the History of Science,
voL. 1, Baltimore 1927, p. 603), who flourished probably in the third quarter of the ninth
century, countenanced a systematic correlation between humours and planets as little as did
Abfi Ma‘Sar. :
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second choleric, in the third melancholic, in the fourth phlegmatic.?
The very remarkable Liber Aristotelis de cclv Indorum voluminibus
translated by Hugo Sanctallensis, contains a similar account; i1,:
actually names the four planets corresponding to the humours
Yenus, Mars, Saturn and the moon,? and gives a detailed theoretic;
justification of these correlations.

_ Moreover, even outside the strictly astrological field, we find
this relationship established in principle at the end of the tenth
century among the so-called “Faithful of Basra”, or “Pure
Brothers”. Admittedly the phlegm is not yet included in the
system as it is here described. Of Saturn they say:

The spleen occupies the same position in the body as Saturn in the
world., For Saturn with its rays sends forth transcendent powers which
penetrate into every part of the world. Through these, forms adhere to
and remain in, matter. Even so goes forth from the spleen the power of thé
black bile, which is cold and dry and it flows with the blood through the

. 7 “Alkyndus”, Oxford, Bodl., Ashm. MS 369, fol. 86™: “"Super omnem item horam
mrcull:ls quadripartite secernitur . . . prima ab horientis gradu ad celi medium nasc:m;s.
sanguinea, uemali.s et mascula dicitur. Secunda quidem pars a celi medio ad oocidenti;
gradum crescens, ignea, estivalis, colerica atqua feminea.. Tercius quidem quadrans a VII
gi.:rx; ad q:artum é:iroccnsus [1] . . . melancolicus, decrepitus et masculus et a.ui:umnalis.

us autem quadrans spacium a rto i i ili i jens,
saser remin;;us existit‘g quarto in orientem optinens, senilis, flegmaticus, finiens,

i (.)n‘:ford, Bodl., Digby MS 150, fol. 5: "Nunquam enim ipsum sperma in orificium descendit
matricis, nec planta terre inseritur, nisi iuxta ipsius stelle ortus [suprascr. uel ascensus] vel
natut.-a.m, que ipsius hore temperanciam et proprietatem deo cooperante vendicauit. Nam
quociens in prima trium diurnalium horarum et sub vernali signo sperma matriei m;mmen-
datur et sub stellarum eiusdem generis ac proprietatis de trigono vel opposicione ad ipsum
respectu nascitur vir precipue sub Veneris potencia, in propria lege summus ac excerljlens
honeste forme, omni utilitate despecta, risibus, iocis deditus et ocio incestus [1] Cu.iu'
tandem ,.natura mens atque uoluntas et operacio, ad eius complexionis et tempe:antie.modu::
necessario _referuntur‘ Cuius enim conceptus sive plantatio in sequentibus tribus horis et
§ub signis :g:{eis, sub Martis precipue potestate facta erit, dum stelle (prout supradictum est|
{psum Feep:crant. nascetur vir colericus, audax, strenuus, promtus, impacabilis [fol 6'}
1racu_nd:e: Hufus rursum doctrinam, naturam, salutem, morbum, ;nhnos atque n ; cii
Marti necessario similari oportet. Si vero in his, que secuntur, tribus quid conce tuegoue]
pla.utatu.m sit, sub Saturni potissimum potestate et in signo terreo, melancolicus ergt cmr
lentus, iracundus, fraudulentus deoque in actibus suis contrarin's. Sicque color, ,n;;: )
salus a.bq_uF infirmitas, animus et operacio ab eiusdem ordine non recedunt 11:1 rel'u;?;
den_:l!.lm tribus, gue videlicet diem terminant, plantacio sive conceptio iacta.ma.ximeﬁna
dominante et signo aquatico magnum, carneum, corpulentum exibent atque flegmaticum,
Sed et c:olor ac natura, salus atque egritudo, et quicquid ex eo est ad lune temperantiam
necessano.accedunt .+ .. Deus enim sub prime creacionis ortu, dum ea indissolubili natu
nexu attributo ad esse produxit, VII stellarum [Glossa: id est planetarum] atque X;;
signorum [Glossa: id est signorum] nature ac proprietati omni similitudine relata placuit
submga:n' .+ [fol. 67] bonum porro atque malum, laudem, vituperium, fortunam utram
s‘ponsa.hma, sobolem filiorum, servos, itinera, que mortis sit occasio, leéem colores, . nat iy
operationes, humores IIII—sanguinem dico, melancoliam, coletaru'. et ﬂeigma.—-—et, ui “‘“3_5&
ex 'h:.s procreatur, mundane molis conditor deus VII planetarum et signorum XII L}: 0
providencia naturaliter subdidit.” ¢ B
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veins into every part of the body, and through it the blood coagulates and
the parts adhere to one another.?

So far as they reached the west at all, the works of these authors
and the theses of those masters against whom Abfi Ma<ar’s
polemics were directed, did not have any considerable influence in
Europe. For the west, the decisive event was the translation of
Alcabitius. In his widely known Introductorium maius, with its
full commentary, we find a connexion traced between the humours
and Saturn, Jupiter, Mars and the moon respectively.® Living
two generations after Abii Ma%ar, Alcabitius in general agrees
closely with him, but he transmits the account of the Pplanets’
effects in a somewhat richer and more systematically arranged
form. We give here the texts on Saturn of Abd Ma%ar and
Alcabitius from the Leiden™ and Oxford:2 manuscripts.

ABU Ma'SAR (Leiden, Cod. or. 47):

With regard to Saturn, his nature is cold, dry, bitter, black, dark,
violent and harsh. Sometimes too it is cold, moist, heavy, and of stinking
wind. He eats much and is honest in friendship. He presides over works
of moisture, husbandry, and farming; over owners of land, works of
construction on estates, lakes and rivers; over measuring things, division of
estates, land and much property, and estates with their wealth; over avarice
and bitter poverty; over domiciles, sea travel and long sojourn abroad;
over far, evil journeys; over blindness, corruption, hatred, guile, craftiness,
fraud, disloyalty, harmfulness (or harm); over being withdrawn into one’s
self; over loneliness and unsociability; over ostentation, lust for power,
pride, haughtiness and boastfulness; over those who enslave men and rule,

? Thus in F. DieTERICI'S Version, Die A4 nthropologie der Araber, Leipzig 1871, p. 61; very
similarly in the same writer's Die Philosophie der Avaber im 10. Jahvhunder!, »T. 11 (Mikro-
kosmos), Leipzig 1879, p. 74. Corresponding connexions exist between Jupiter and the liver
from which the blood flows harmonising all the elements of the body, between Mars and the

yellow bile, the moon and the lungs, Mercury and the brain, the sun and the heart, Venus and
the stomach.

° In the prints of Alcabitius of 1483, 1401 and 1521 “flegma’ is misprinted as “falsa’.
Abenragel, who wrote during the first half of the eleventh century (ALBoHAZEN HALY FILIUS
ABENRAGELIS, Preclarvissimus liber completus in judiciis astrorum, Venice 1 503, fol. 3°)
mentions only (in describing the nature of Saturn): “assimilatur melancolie que gubernatur
de omnibus humoribus et nullus de ea.”” The express inclusion of the phlegm, which is needed
to complete the classification, is also found in a Byzantine treatise, based on a Persian or
Arabic source of unknown date; cf. Cat. astr. Gr., VvoL. vII, p. 96; here, however, the phlegm
belongs to the moon as well as to Venus. In western sources (cf. below, text pp. 188 sqq.)
this complete classification is the rule rather than the exception,

1 Leiden, University Library, Cod. or. 47, fol. 255",
12 Oxford, Bodl., Marsh MS 663, fol. 167,

,_,,;,__':
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as well as over every deed of wickedness, force, tyranny and rage; over
fighters (?); over bondage, imprisonment, distraint, fettering, honest speech,
caution, reflection, understanding, testing, pondering . . . over much thinking,
aversion from speech and importunity, over persistence in a course. He
is scarcely ever angry, but when he becomes angry he is not master of
himself; he wishes no one well; he further presides over old men and surly
people; over fear, reverses of fortune, cares, fits of sadness, writing, confusion,

. affliction, hard life, straits, loss, deaths, inheritances, dirges and
orphanage; over old things, grandfathers, fathers, elder brothers, servants,
grooms, misers and people whose attention women require (?); over those
covered with shame, thieves, gravediggers, corpse robbers, tanners and
over people who count things; over magic and rebels; over low-born people
and eunuchs; over long reflection and little speech; over secrets, while no
one knows what is in him and neither does he show it, though he knows
of every dark occasion. He presides over self-destruction and matters of
boredom.

ArcasiTius (Bodl. Marsh 663):

He is bad, masculine, in daytime cold, dry, melancholy (literally:
blackish of mixture), presides over fathers . . . over old age and dotage and
over elder brothers and ancestors, and over honesty in speech and in love,
and absence of impulses . . . , and over experience of things, keeping of a
secret and its concealment, much eating and silence, deliberate dealings,
over understanding and the faculty of distinguishing; he presides over
lasting, permanent things, like land, husbandry, farming, tilling the land,
and over respectable professions which have to do with water like the
commanding of ships and their management, and the admimstration of

" work, and shrewdness and fatigue, pride, kings’ servants, the pious among

the peoples, the weak, slaves, the worried, the low born, the .heavy, th.v
dead, magicians, demons, devils and people of ill-fame—all this when his
condition is good. But when he is evil he presides over hatred, obstinacy,
care, grief, lamenting, weeping, evil opinion, suspicion between men; and
he is timid, easily confused, obdurate, fearful, given to anger, WIShes. no
one well; further, he presides over miserly gains, over old and impossible
things, far travels, long absence, great poverty, avarice towards himself
and others, employment of deceit, want, astonishment, preference for
solitude, wishes that kill by cruelty, prison, difficulties, guile, inheritances,
causes of death. He also presides over vulgar trades like those of tanners,
blood-letters, bath attendants, sailors, grave-diggers, the sale of ironware
and objects of lead and bones, as well as working in leathe%'. All this when
he is unfortunate. To him belong hearing, comprehension, the viscous,
sticky, blackish (melancholy) thick humours, and of the parts of the body,
the right ear, the back, the knees . . . the bladder, the spl_een, the bones ,
and of diseases, gout, elephantiasis, dropsy, hypochondria, and all chromc
illnesses which come from cold and dryness. In the human form he
presides over the circumstances that a new-born child has black and curly
hair, thick hair on the breast, medium eyes inclining from black to yellow
with meeting eyebrows, well-proportioned bones, thick lips; he is easily
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overcome by cold and dryness. It is also said of him that he is lean, timid,
thin, strict, with large head and small body, wide mouth, large hands, bandy
legs, but pleasant to see when he walks, bending his head, walking heavily,
shuffling his feet, a friend to guile and deceit. He has the faith of Judaism,
black clothing; of days Saturday, and the night of Wednesday. . . . To
lim belong iron, remedies, the oak, gallnuts, latrines, sacks and old coarse
stuffs, the bark of wood, pepper, qust (a herb), the onyx, olives, medlars,
sour pomegranates . . . lentils, myrobalans, barley, . . . the terebinth and
evervthing whatsoever that is black, and goats and bullocks, waterfowl,

black snakes and mountains.

Jupiter is auspicious, masculine, in daytime warm, moist, temperate,
bringing temperate blood like that of the heart; of the ages of man, youth
belongs to him . . .

On receiving the full force of this wealth of characteristics
and correspondences, derived mainly from post-classical sources
{especially Ptolemy and Vettius Valens),’® one’s immediate im-
pression is of utter madness. Saturn is said to be dry, but
sometimes moist too. He “‘presides over” the utmost poverty,
but also over great wealth (admittedly always coupled with
avarice and ill-will towards others), over treachery but also over
uprightness, over domiciles but also over long sea journeys and
exile. Men born under him are members of “vulgar” trades,
slaves, felons, prisoners and eunuchs, but they are also powerful
commanders and silent people with mysterious wisdom and deep
thoughts.

But order emerges from the chaos as soon as the origins are
traced. For Abu Ma%ar and Alcabitius, Saturn was one of the
seven planets endowed with demoniac powers, to which definite
classes of entities, men, beasts, plants, minerals, professions,
biological or meteorological events, constitutions, characters and
dealings in everyday life essentially “belonged”, and which
exercised a decisive influence on the fate of men and the course
of all earthly events, the effect of these planets being strengthened
or weakened according to their position in the firmament at any
given time and their relations towards one another But the
nature of these planets was determined not only by the
astronomical and physical properties which ancient natural

1 Cf, below, text p. 1425q. A very instructive and detailed table of the attributes of Saturn
according to ancient writers appears in G. SEYFFARTH, Beifrdge zur Kenninis der Literatuy ... .
des alten Agypten, voL. 11, Leipzig 1833, pp. 58-60.

" For the technique of reading the stars, cf. BBG, Sternglaube, pp. 58 sqq.
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science had attributed to the stars Saturn, Jupiter, and the rest,
but also by the tradition which ancient mythology had handed
down concerning the gods Saturn, Jupiter, and soon. In astrology
generally, but especially in astrological notions of planetary rulers
who had inherited the names and qualities of the great Olympic
gods, ancient piety had been preserved in an apparently profane
form; and it was to remain so much alive in the future that the
very gods who had been turned into stars—that is to say,
apparently stripped of divinity—were an object of pious veneration
and even of formal cults for hundreds of years afterwards,'® while
those not turned into stars—Hephaestus, Poseidon and Athena—
continued to exist merely in learned compendiums and allegorical
moral tracts; even their re-awakening in the humanism of the
Rengissance, was to a certain extent a matter of literary con-
vention.

Even in the sources from which the Arabic astrological notion
of Saturn had arisen, the characteristics of the primeval Latin
god .of crops Saturn had been merged with those of Kronos, the
son of Uranus, whom Zeus had dethroned and castrated, as well
as with Chronos the god of time, who in turn had been equated
with the two former even in antiquity; to say nothing of ancient
oriental influences, whose significance we can only roughly esti-
mate. When one considers further that all these mythological
definitions were in turn mixed with astronomical and scientific
definitions, and that astrological (that is, fundamentally magical)
speculation, by reasoning from analogy, derived a mass of further
more or less indirect associations from every given predicate, the
apparently chaotic nature of a text such as Abfi Ma%ar’s or
Alcabitius’s seems perfectly intelligible.

2. SATURN IN ANCIENT LITERATURE

(@) Kronos-Saturn as a Mythical Figure

From the beginning, the notion of the god Kronos, a divinity
apparently venerated before the days of classical Greece, and

" Cf. e.g. H. RutTER, “Picatrix, cin arabisches Handbuch h i i i
L. ] " ellenistischer Magie," in:
Vorb:dge der Bst:lwﬂc,& Warburg, voL. 1 (1921-22), pp. 04 sqq. and A. WARBURG, Gesammelte
Schriften, Leipzig 1932, voL. 11, PP- 459 5qq.
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of whose original character we know virtually nothing'® was
distinguished by a marked internal contradiction or ambivalence.
It is true that the other Greek gods, too, nearly all appear under
a dual aspect, in the sense that they both chastise and bless,
destroy and aid. But in none of them is this dual aspect so real
and fundamental as in Kronos. His nature is a dual one not
only with regard to his effect on the outer world, but with regard
to his own-—as it were, personal—destiny, and this dualism is so
sharply marked that Kronos might fairly be described as god of
opposites. The Homeric epithets, repeated by Hesiod, described
the father of the three rulers of the world, Zeus, Poseidon and
Hades (as he appears in the [liad) as “‘great” and ‘“‘of crooked
counsel”’” On the one hand he was the benevolent god of
agriculture, whose harvest festival was celebrated by free men
and slaves together,® the ruler of the Golden Age when men
had abundance of all things and enjoyed the innocent happiness
of Rousseau’s natural man,!® the lord of the Islands of the
Blessed,® and the inventor of agriculture® and of the building
of cities.? On the other hand he was the gloomy, dethroned
and solitary god conceived as “dwelling at the uttermost end of
land and sea”,®® “‘exiled beneath the earth and the flood of the
seas”’?; he was “a ruler of the nether gods”®; he lived as a

18 For this and the following cf. the articles “Saturn”, “"Kronos" and “DPlaneten’ in W.
RoscHER, Ausfiikrliches Lexikon der griechischen und somischen Mythologie, Leipzig 18go—97,
and in PavrLy-Wissowa. U. voNn WiLamowiTz-MGLLENDORFF'S suggestion that the figure
of Kronos is a sort of hypostatisation of the Homeric epithet for Zeus, Kpoviys (' Kronos und
die Titanen", in Sitrungsberichte der Preussischen Akademie der Wlsssasc.h}bn phil -hist.
Klasse, v (1929), pp. 35 sqq.) has met with little support.

1 Iliad 1v, 59; v, 721; HEstop, Theogony, line 168, etc.

18 1.. DEUBNER, Altische Feste, Berlin 1932, pp- 152 sqq-

® Heston, Works and Days, lines 111 sqq. Hence Kronos appears in the comedy as lord
of Utopia (Cratinus, Iloiror, according to ATHENAEUS, Deipnosophistae, 267 €). PuiLo

mentions rdv wapd wowyrals dvaypagdévra Kpownov Blov somewhat in the sense of “bliss'’ (Legatio
ad Caium, 13, in Opera, ed. L, Cohn and P. Wendland, voLr. vi, Berlin 1915, p. 158, 3).

2 Hesiop, Works and Days, addition to line 169. PiNpar, Olympics 2, 68 sqq. Cf. U.
voN WILAMOWITZ-MOLLENDORFF, op. cit., p. 36.

1 According to Macromrus, Saturnalia, 1, 7, 25, the Cyreneans venerated Cronus as
“fructuum repertorem.”

2 Cf, e,g. Dioporus Stcurus, Bibliotheca, 111, 61: Jonannes Lypus, De mensibus, ed. R.
Wuensch, Leipzig 1898, p. 170,6 sqq.

= Jliad, viut, 479.

™ Iliad, X1v, 204.

% Tliad, xv, 225; X1V, 274.

e
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prisoner® or bondsman® in, or even beneath, Tartarus, and later
he actually passed for the god of death and the dead. On the one
hand he was the father of gods and men,* on the other hand
the devourer of children,® eater of raw flesh (dbunotip), the con-
sumer of all, who “swallowed up all the gods”3® and exacted
human sacrifice from the barbarians®; he castrated his father
Uranus with the very sickle which, in the hand of his son, repaid
measure for measure and made the procreator of all things for
ever infertile—a sickle which, prepared by Gaea was both an
instrument of the most horrible outrage and at the same time of
harvesting.

The equation of the Greek Kronos with Saturn, the Roman god
of fields and crops, confirmed the latent contradiction without
particularly accentuating it. The Roman Saturn was originally
not ambivalent but definitely good. In the general picture of the
hybrid Kronos-Saturn, the fusion of the Greek god with the
Roman produced an increase of positive traits by adding the
attributes of guardian of wealth, overseer of a system of counting
by weight and measure and inventor of coin-minting,* and of
negative traits by adding those of the hunted fugitive.® Against
this, however, the Greek Kronos's ambivalence was increased when
the notion of the mythical god was linked, and soon merged,
with that of the star that is still called Saturn to-day.

% Hrsion, Theogony, lines 729 sqq.

27 ApscuyLUS, Eumenides, e.g. line 641. Cf. also the woollen bonds of the Roman Saturn
(Macrosius, Saturnalia, 1, 8, 5), and the “"Saturniacae catenae” in AvGUSTINE, Coniva Fausium
Manich., xx, 13 (Micne, P. L., voL. xv11, col. 379).

% [liad, and Hesiop, Theogony, passim.
» Hesiop, Theogony, line 467.
30 Oyphicorum Fragmenta, Pars post. 8o, ed. 0. Kern, Berlin 1922: d mdvras xavamivaw feot's.

Cf. Nonnus, Dionysiaca, 11, line 337: Kpdvov dunoriipa; or E. ABEL (ed.), Orphica, Leipzig
1885, Hymnus X111, 3: §s Sanmavds pév dmavra.

31 SoprocLES, Andromeda, frag. 122. Here and elsewhere, Kronos represents Moloch.
32 Hesiop, Theogony, lines 161 sqq.

3 Cf. MAcroBlus, Safurnalia, 1, 7, 24 ('vitae melioris auctor”), Diovysivs oF
HALICARNASSUS, I, 38, 1 (mdoys edBawpovias Sorijpa wal wAnpwriv). For Saturn as guardian
of the aerarium, cf. TERTULLIAN, Apologetic. 10 (Migng, P. L., vor. i, cols. 330 sq.), and
Th us linguae latinae, voL. 1, pp. 1055 sqq. For Saturn as patron of the monetary system,
¢f. VARRoO, De lingua latina, v, 183: “'Per trutinam solvi solitum: vestigium etiam nunc manet
in aede Saturni, quod ea etiam nunc propter pensuram trutinam habet positam.” ISIDORE,
Etym. xvi, 18, 3: ""Postea a Saturno aereus nummus inventus.”

M LacTanTIUs, Divin. inst., 1, 13, MiNE, P. L., voL. vi, col. 188 (“fugit igitur, et in ltaham
navigio venit, . . . cum errasset diu'"). SIDONIUS APOLLINARIS, Carmina, vir, 32 {"profugus’).
Minucius FELIX, quoted below, p. 160 (text).
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() Kronos-Saturn as a Planet

How the god Kronos came to be Jinked with the star Saturn has
been explained by Franz Cumeont, in so far as explanation has
been possible3® The Greeks, whose primitive religion contained
hardly any elements of star-worship, at first knew only the planets
®wogopos and "Eomrepos, which seemed to precede the sun in its
rising and setting; the one seems not to have been identified with
the other until the time of the Pythagoreans or even of Parmenides.
The fact that in addition to this most obvious of the planets,
four others pursued their courses through the zodiac, was com-
municated to the Greeks by the Babylonians, who from time
immemorial had clearly recognised the planets as such, and
worshipped them as gods of destiny—Mercury as Nebu, the god
of writing and wisdom, Venus as Ishtar, the great goddess of love
and fertility, Mars as Nergal, the grim god of war and hell, Jupiter
as Marduk, the kingly ruler, and Saturn as the strange god Ninib,
of whom little more is known than that he was sometimes regarded
as the nightly representative of the sun and was therefore, in
spite of Marduk, considered the “mightiest” of the five planets.

Thus, with the single exception of Phosphorus-Hesperus, the
planets appeared to the Greeks from the beginning in the guise
not only of stars but of divinities, with which indigenous Greek
gods were almost inevitably equated. Nebu must be Hermes,
Ishtar Aphrodite, Nergal Ares, and Marduk Zeus; and Ninib
must be Kronos, with his cruelty and his great age; (his age corre-
sponded to the length of his revolution, in marked contrast to the
steady pace of his “son” and the swift movement of his “grand-
children’’) and his peculiar powers were overshadowed but by no
means lessened by his dethronement.

This original set of equations, however, which first appeared
in complete form in the late Platonic Epinomis®® was brought
into confusion by the growing influx of eastern elements in the
Hellenistic period. According to the country in which the process
took place, the planets Zeus or Aphrodite were associated with
Bel and Baltis, or else with the Great Mother, or with Osiris and

3 Franz CumonT, “Les noms des planétes et I'astrolatrie chez les Grecs,'” in L'Antiquité
classique, VOL. 1v (1935), pp- 6 599. See also the articles on the planets quoted above (p. 134
n. 16); BBG, Sternglaube, p. 5 and passim; and A. BoucHE-LECLERCQ, L'astrologie grecque,
Paris 1899, esp. pp- 93 s49-

3 Epin., 987b, c. The fifth-century Pythagoreans (e.g. Philolaus) seem to have been the
first to establish the equation with the Babylonian gods (CUMONT, Op- cit., p.8).
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Isis; the planet Ares with Heracles; the planet Kronos with the
Egyptian Nemesis; and so on. The astronomers attempted to
stem this confusion by seeking to replace the multiplicity of
mythological terms by a uniform system of nomenclature on a
purely phenomenal basis. Mercury became ZtiABwv the twinkler,
Ven}ls Owogdpos the bringer of light, Mars TMupders the fiery one,
Jupiter ®atdwov the brilliant one, and Saturn ®aivwv the shining
one. But owing to its non-personal character, this terminology
which itself very probably came from Babylonian sources of :;.
more scientific type, was as little able to make headway against
the old mythological terms as, say, the artificially chosen names
of the months in the French Revolution were able to supplant the
traditional ones. The Romans never attempted to translate the
STiABav-Oaivav series (Isidore of Seville still continued to use the
Greek words), and the growth of astrology as a “religion”, which
characterises the later Empire, weighted the scales decisively in
favour of the “mythological” nomenclature. Towards the end of
the Republic we find the periphrasis “the star of Kronos”, replaced
by the simple “Kronos”, and “star of Saturn” replace’d by the
simple “Saturn”.®” Thus, the mythical identification of the
planets with what the western world had hitherto considered
OHIY their “corresponding” divinities was completed once and for
all,

(i) Kronos-Saturn in Ancient Astrophysics

- The Greeks at first developed the planetary doctrine trans-
mitted to them in classical times in a purely scientific direction
In this, an astrophysical viewpoint seems from the beginning t'(;
have I:feen adopted simultaneously with the purely astronomical

Epigenes of Byzantium, who is thought to have lived in earl);
AIe_x_andrian times and therefore to have been one of the oldest
medlatc_)rs between Babylon and Hellas, classified Saturn as “cold
and windy”.*® The epithet “cold”, according both with the
planet’s great distance from the sun and with the god’s great
age, adhered to Saturn throughout the years and was never

37 Thus CicEro, De natura deovwm, 11, 119, i
A , 11, 119, in the case of Mars, First Greek i i
papyrus of A.D. 200, the text of which is older (CumonT, op. cit., PP. 35 and 37) A

38 SENECA, Naturales quaestiones, Vil, 4, 2 natura ventosa et fr Ig:da. Cf. also N
» q 3 so CICERQ,
De natura demum, 11, 119, acco:dmg to whom the cold Saturn fills the h:ghest spheres of the

universe with icy frost. Both ici i ine i
ki y passages explicitly emphasise that the doctrine is of ““Chaldean’
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questioned. The property of dryness, implied by “windy”, on
the other hand, came into conflict with the fact that Pythagorean
and Orphic texts described the mythical Kronos as just the
opposite, namely, as the god of rain or of the sea®®; and this
accounts for the fact that in later, especially in astrological
literature, we so often encounter the singular definition “natura
frigida et sicca, sed accidentaliter humida”, or something of the
sort—a contradiction which can only be explained, if at all, with
the help of laborious argumentation. 40

Whether it was really Posidonius who reduced the elemental
qualities of the planets to an orderly system,® we would not
venture to decide, but it would be safe to say that it was within
the framework of the Stoic system that the doctrine was endowed
with its full meaning.2? Not till the formation of a cosmological
system in which the opposites heat and cold determined the basic
structure of the universe, did the qualities hitherto more or less
arbitrarily attributed to the stars reveal a general and universally
applicable law of nature, valid for both heavenly and ‘earthly
things and therefore establishing for the first time a rationally
comprehensible connexion between the one set and the other. To
Saturn, which was cold because of its distance from the sun
(whether the Stoics thought it moist or dry we do not know),
everything cold on earth was first related and finally subordinated;
and it is clear that this embodying of planetary qualities in a
universal framework of natural laws must have brought the basic
tenet of astrology, namely, the dependence of all earthly things
and events upon the “influence” of the heavenly bodies, con-
siderably nearer to Greek thought.

 PuILOLAUS, DiELs, Fragm., A14: o pév yip Kpdos wioar dplornor iy Sypdv xal fuypdr
oveiar (almost word for word also Servius, Comment. in Georg., 1, 12). Cf. PHILODEMUS,
DiEeLs, Doxogr. Graeci, 546B (Kpdvow pév 7ov 708 fedparos péov); PLATO, Cratylus, 4028 (Rhea
and Cronus as gevpdraw dvépara); NonNuUs, Dionysiaca, vi, line 178 (Kpdvos Spfpor tdMwr);
PorpuyRY (in connexion with the etymology Kpdvos—xpourds) in Schol. Homer., O 21. For
the sea as Kpdvov 8dxpvov among the Pythagoreans, cf. Porruvry, Life of Pythagoras, § 41;
and the parallel passages given in the apparatus.

@ Cf. PLiNy, Nat. Hist,, 11, 106: Saturn brings rain when he passes from one zodiacal sign
to the next. Provemy, Tefrabiblos, nit (Ilepl popdiis), Basle 1553, pp. 142 sqq.: Saturn
produces men of cold and moist disposition when he is in the east, cold and dry when in the
west. Later astrologers did not find this moist-dry contradiction incomprehensible since it
seemed to agree more or less with Saturn's two “houses’”, the Goat and the Water-carrier.

1 Thus K. REINHARDT, Kosmos und Sympathie, Munich 1926, pp. 343 sqq., esp. pp. 345
5q44q.

12 SENECA, De ira, 11, 19: “refert quantum quisque humidi in se calidique contineat: cuius in
illo elementi portio praevalebit, inde mores erunt.”
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Stoic philosophy, however, had prepared the ground for
recognition of astrological belief in two further directions. In
the first place, there was the Stoic acceptance of the notion of
“Moira”’, which was conceived both as a law of nature and as
Fate,® and was bound, in view of this dual significance, to favour
astrological fatalism. Secondly, there was the rationalistic dis-
integration of the religious myths, enabling later times to identify
the properties of the stars, considered as physical bodies, that is,
as natural phenomena, with those of the divinities whose names
they bore. The Stoics did not complete this fusion themselves,
but the effect of reducing the myths to a rationalistic and allegorical
significance was to deprive the gods of their status as “persons’” #
so that their characteristics and destinies, ‘separated from their
mythical context and surviving only as single traits, were no
longer contrasted with the properties which men attributed to
the stars as natural phenomena, but could be merged with them
as soon as the moment was ripe.

The moment was ripe when the question, prompted by an
age-old psychological urge, as to the destiny of the individual,
could find as little answer in the various philosophical systems
as in the official religion which these very systems had displaced,
and when it sought a new answer which should satisfy faith
rather than reason. With regard to the fate of the individual in
the next world, the answer was given in the ever more wide-
spread mystery cults, among which Christianity was ultimately
to triumph. But with regard to the fate of the individual in this
world, the answer was afforded by the astrology of later antiquity,
whose development and recognition took place at the same time
as the adoption of the mystery religions. Through this astrology
the old mythological motives which Stoicism had secularised—
thereby ensuring their survival—once more became “myvthically

3 Note the Stoic reference to the Iliad, vi, 488: Moipar &' ofmund g medryueror fppeam
dvdpav. Cf. Stoicorum veterum fragmenia, ed. J. von Armm, vor. 11, Leipzig 1023, frag, 423

4 The “physica ratio’ of the old myths in Cleanthes and Chrysippus. Ci. Armim red.,
op. cit., frags. 528 sqq. and 1008 sqq. In these Kronos was identified with Chronos bnv the
Stoics (hence ““Saturnus quod saturaretur anms’’). He devours his children like Time, who
brings forth the ages and swallows them up again, and he is chained by Jupiter so _'.!la: the
flight of time should not be measureless but should be "bound” by the course of the stars
Cicero, De natura deovum, 11, 64; Arnim (ed.), op. cit., frag. 1o91. The other interpretation
accepted by Varro (transmitted by AuGusTiNE, De Civifale Dei, v1, 8 and Vi1, 161 12 the
word “‘sata’’ as the derivation of Saturn’s name; he devours his children as the sarth urs
the seeds she herself generates, and he was given a clod instead of the infant Zeus to eat
because, before the plough was discovered, clods used to be thrown on the seed corn.
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active”’. Combined with the original scientific conceptions, they
provide the background of the picture drawn by Abii MafSar
and Alcabitius.

(it) Kronos-Saturn in Ancient Astrology

The astrological elements of ancient oriental astronomy were
made known to the Greeks at the same time as the astronomical,
but it is significant that it was a Chaldean rather than a Greek
who systematically developed and summarised them. This was
Berossus, born about 350-340 B.C. and originally a priest of the
Temple of Bel in Babylon, who is said to have founded a school
of astrology on Cos; he dedicated a work to the Seleucidian
Antiochus I, entitled Babyloniaca®; this summary of all Babylonian
knowledge of the stars seems to have been the main source for
writers of the later Empire. For the Greeks themselves, the
astrological side of this knowledge was so much overshadowed by
the astronomical that we know very little about the actual content
of “older”, that is to say, pre-Augustan, astrology, and least of
all about its definitions concerning the nature and effect of the
planets.#® One thing, however, may be said with some certainty,
that the division of the planets into “good” and “evil”, which
was generally known at any rate by the first century B.C. and is
usually described as ‘‘Chaldean”, must have been imported
considerably earlier. According to this system of division, which
formed the basis of all Roman writers’ statements on astrology
and also represented the days of the week named after the planets
as “‘auspicious” or “inauspicious”, two of the planets, Jupiter and
Venus, were consistently “good” by nature, one, namely Mercury,
was ‘“‘neutral”, and two, Mars and Saturn, were “‘evil ’47 And it

# Cf, P. ScunaBEL, Berossos und die babylomisch-hellenistische Literatwr, Leipzig 1923.
Berossus's great influence, and the reputation he enjoyed throughout antiquity, can be seen
from DLiny (Naf. hist., vir, 123) and FLAVIUS Joseprus (Conira Apionem, 1, § 129) (" Testi-
monia’, Schnabel, op. cit., p. 250). According to Pliny the Athenians even erected a statue
to Berossus, which because of his marvellous prophecies had a gilded tongue.

0 For the astrology of the constellations and “decans” cf. F. BoLL, Sphaera, Leipzig 1903,
and W. GunpEL, Dekane und Dekan-Sternbilder (Studien der Bibliothek Warburg, x1x, 1936).

¥ Cicero, De divinatione, 1, 85; PLUTARCH, De Iside et Osivide, 18. Corresponding passages
in poetry are: Horacg, Odes, 11. 17 (“Te Iovis impio tutela/Saturno refulgens/Eripuit
volucrisque fati/Tardavit alas . . . ."); TisuLLus, 1, 3, 17 ("'sacra dies Saturni” as a bad
day for travel); Ovip, Ibis, lines 209 sqq. (“Te fera nec quicquam placidum spondentia
Martis/Sidera presserunt falciferique senis'); Juvewar, Saf, vi, 569 (''quid sidus triste
minetur/Saturni . . . .”); PropErTIUS, 1V, 1, 83 (. . . Felicesque Jovis stellas Martisque
rapaces/Et grave Saturni sidus’); Lucax, Bellum civile, 1, 651 (“Summo si frigida. caelo/
Stella nocens nigros Saturni accenderet ignis'’). Further, Schol. im Lwc., 1, 660. In
FirocaLus's calendar of 354, Tuesday and Saturday are described as “dies nefasti”, Thursday
and Friday as lucky days, and the remainder as neutral {"communes”).

§2] SATURN IN ANCIENT LITERATURE 141

is clear that this doctrine, which showed the complicated nature
of Saturn in a markedly sinister and baleful light,%® was of great
significance with regard to the later apportionment of melancholy
to his sphere.

Thus, in Manilius’s few lines—one of the earliest extant
astrological statements about the nature of Saturn—we encounter
a heavenly ruler of strangely sombre character. Hurled from his
throne and expelled from the threshold of the gods, Saturn exerted
his powers on “‘the opposite end of the world’s axis” and ruled
the “foundations’ of the universe, that is, the lowest part of the
heavens, called the “imum coeli”’, with the result that he also
saw the world from the opposite perspective, from an essentially
inimical standpoint. And just as his own mythical destiny had
been determined by his fatherhood, so now as a planetary power
he held the fate of all fathers and old men in his hands.®®

The significant part of this sketchy description—apart from
the sombre colouring of Saturn’s portrait—Ilies in the fusion of
scientific and, especially, Stoic doctrine with mythology, as well
as in-the emergence of an ever more authoritative type of specula-
tion distinguished by the classification of sets of relationships
with little rational or logical connexion between them. The
astrological view, as seen in Manilius, has something in common
with the Stoic; both are interested in the old myths only in so
far as single elements of them can be interpreted so as to apply
to the definition of a natural phenomenon. It differs from the
Stoic view, however, firstly in that the notion of the divinity
is no longer kept separate from that of the star known by the
same name, but is identified with it; secondly, in that the nature
of this stellar force now comprising both god and heavenly body
is of importance to the astrologers only in so far as it may exert

- C!._ for instance the passage from Lucan quoted in the previous note, where “frigida"
stands immediately next to “nocens”. Later we find Saturn’s coldness (as wel as his dryness)
actually described as “qualitas mortifera” (see below, text p. 187).

4 ManiLius, Astronomica, 11, lines 929 sqq.:

at qua subsidit converso cardine mundus

fundamenta tenens adversum et suspicit orbem

ac media sub nocte iacet, Saturnus in illa

parte suas agitat vires, deiectus et ipse

imperio quondam mundi solioque deorum,

et pater in patrios exercet numina casus

fortunamque senum; priva est tutela duorum,
[pascentum atque patrum, quae tali condita pars est.]
asper erit templis titulus, quem Graecia fecit
daemonium, signatque suas pro nomine uires,
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a directly ascertainable influence on man and his destiny; and
thirdly, in that the method of interpreting the myths is no longer
that of abstract allegory, but a method of concrete 'analogy.
They no longer say: “Saturn signifies Time because Time devours
temporal events as Saturn did his children”; but: “Satum, cast
out from Olympus into Hades, rules the lowest region of the
celestial globe™; or: “Saturn, himself an old man and a father,
determines the fate of old men and fathers”.

Later astrologers continued to expand these relationships
founded in “structural” analogies, so that Manilius’s still very
sketchy account of the planetary gods and their powers attained
an ever richer, more definite and at the same time more com-
plicated form, while on the other hand the original mythological
attributes of the gods which Manilius still mentioned (‘‘deiectus
et ipse Imperio quondam mundi solioque deorum”, and so on)
seem gradually to have faded from the recollection of authors
and readers, and can now be recaptured only by retrospective
analysis.

A relatively early exponent of this fully developed astrological
characterisation was the second-century writer Vettius Valens 5
whose work begins with a detailed description of the nature
and influence of the planets and, as far as this description is
concerned, has very much in common with early Arabic literature.®
In his account, Saturn, to whom in Greco-Egyptian fashion he
also refers as “‘the Star of Nemesis”, governs a vast number of
different types of men, and in fact not only governs but even
generates them: to him are subordinated also a series of substances
(like lead, wood and stone), parts of the body, diseases (especially

8 VerTius VALENS, Anthologiarum libri, ed. W. Kroll, Berlin 1908 p- 2: {8) %mu Kpdvov
moLeT ;ur rods vm atrr ympfwvs‘ y:xpo.laynw i A , €avrovs warappimrovras,
povorpémovs, Tudddes, uwmumwrns T 80&61137&1 uuorl;.\p@vs. xnmwvﬂ!miruc dmoxpwopéimy Ty
dpacwy Eyovras, adyunpovs, p {uovas, mp nrikods, naraorvyvovs, kakomwalels, mhaoticors [read :

mAevoTikovs), mdpvypa mpdooovras. wouei Bé xai T jryras, v Mas, dmpafius, dyxomes raw
mpaacopdvwr, moduypoviovs Bixas, & ds mpay Bd: xds, Secopd, mévlly, xarariaopods,
Mpw,wavfa:.mx;‘-‘ {as, exBéoes” yeymo Sénml, pyods mowet Bid 70 Tis yis avror

m}p&eum piobwrds Te wrppdrwv xai n;\wms xal _Blnwus mpdfers dmorelei, Bdfas mepimoel peydlas
kal rdfas dmorpovs kal émrpomelas xal dMorplwy Sioucras wal a)l)lorp&nv Tlwi mardpas. otalas
3¢ xupeeder podiBdou, fdwy xai AlBav' Tow 8¢ Tob odparos peddv , yordrwv, wupmv
iyepaw, ﬂlypnws‘ xborews, vedpdy xal Taw drros 6mxpoénw oy 32 BqAnrrst‘ doa owvizraras
dx wifews xal dypdryros, olov uspmmcmv vcﬁpuw dAymBiver, woSnypa: Prxds, Bmmp(ar xnpAdw,
v, waldv 8¢ Say drallapolas. mowel 8¢ xal dyduovs xal ympelas, dpdavias,
&ﬂ«m roly 8¢ Pavdrouvs n.wo'!‘(a‘tl ﬂ:daw év Obar 4 &' dyydwms q Seopdw i) Bvoevreplas. mowel &}
xai wrdoes dnl ordpa. dori 8¢ Nepdoews dorilp wal ijs Tuepwijs aipéoews, i pév xpda xacropilwr,
i) 8¢ yedoe orugds.
 For the wide diffusion of Vettins Valens’ astrology see Kroll (ed.), op. cit., pp. vii sqq.
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those caused by cold or moisture), and manners of death (especially
drowning, hanging, chaining-up and dysentery).

Some of these correlations, which have quite clearly been
incorporated in the Arabic texts, can be traced without difficulty
to the true mythological core of the conception. Vettius Valens
himself informs us that agriculture and husbandry belong to
Saturn, &1 16 T yiis abrov kupiebew. His association with celibacy
and childlessness, widowhood, child-exposure, orphanhood,
violence and hidden malice can be explained by the unfortunate
experiences of the Greek Kronos in his family life; his association
with the sad, the worried, and misused, beggars, chains, captivity,
and concealment, derives from his dethronement and imprison-
ment in Tartarus; the attribution to him of “authority”,

“guardianship”, great fame and high rank is due to his original
position as ruler of the world and king of the gods. Patronage
of the earth, wood, stone, agriculture and husbandry clearly
derives from the qualities of the Italian god of crops Saturn®; and
patronage of voyagers from his long, perilous flight to Latium.®
Further, the assignment to him of tears, of those working with
moist objects, of damage and illnesses caused by cold and wet,
of the bladder, of glands, of death by drowning, and so on, is
based on the Pythagorean and Orphic interpretation of Kronos
as a sea and river god® But now something was done that
Manilius had only modestly attempted. All these mythical traits
were reinterpreted as types of terrestrial things and events: the
various experiences and qualities of the god materialised, so to
speak, into categories of earthly substances, and, above all, into
categories of human character and destiny.

It was now possible, therefore, for the astrologers to connect
the categories of men and substances deriving from the myvth
with others deriving from purely natural conceptions. Iirstly,

82 The fact that Saturn was accorded the firmest parts of the human body (bones. tendons,
knees, etc.) was no doubt due to his “earthy"” nature: the parallel between the carth and the
human body (earth as flesh, water as blood, etc.), present still in Nicholas of Cusa and Leonardo
da Vinci, goes back to oriental and classical thought (cf. R. RetrzexsTEIN and H. H. SCHAEDER,
Awus Iran und Griechenland (Studien der Bibliothek Warburg, vii}, Leipzig 1026, ,1 135 369
Saxt, Verzeichnis, VOL. 11, DP. 40 5qq.; cf. also CHarLES DE TorNav. Pieyre fr Pdmzien
Brussels 1935, pp- 7 and 60, who, however, leaves out evidence from the h1g}~ \h ldls \gw
e.g. Honorius of Autun and Hildegard of Bingen. For the whole, cf R. Klibansky ted.) in
NicHoLAS oF Cusa, De docta ignorantia, 11, 13, Leipzig 1032, p. 111 (list of sources

% That in Vettius Valens whevorwovs should be read instead of mhacrwels is clear irom
the parallel passage in Rugrortus (Cat. astr. Gr., VOL. Vi1, p. 215).

8 See above, p. 138 (text).
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s in Manilius, the astronomical and physical properties of Saturn
as a heavenly body could be condensed into types of nature and
destinv.  The slowness of his revolution conferred on those born
under him the character of indolence, and caused him to be
regarded as the ruler of lead (we still speak of “leaden feet” and
“Jeaden dullness'"), and as the cause of prolonged litigation. The
quality of cold, universally attributed to him, generated certain
diseases, such as dropsy and rheumatism, especially if in com-
bination with moisture—this again was of mythological origin.
One can see how some of these statements derive from a kind of
analogy not hitherto encountered; the formula underlying them
is no longer ““Just as Kronos himself lay bound in Tartarus, so
the children of Saturn are often imprisoned”; but rather “As
Saturn is cold and moist, and as dropsy and rheumatism are caused
by cold and moisture, so dropsy and rheumatism are proper to
Saturn”. By this means of indirect analogy the astrological
notion of Saturn could now include a third group of predicates
which in themselves were associated neither with mythical nor
with astrophysical attributes, but were, if one may say so, of
secular origin, and possessed a quite special significance in our
context. This was the whole area of knowledge gained by
physiognomy, characterology and popular ethics, themselves
quite independent of the lore of the stars.®

The mythical Kronos was distinguished by a quite definite
phvsiognomy—hy a sad or thoughtful old age’® and above all
by certain, often negative, features. These human qualities, as
we have just seen, could first be applied by direct analogy to the
nature and destiny of the sad, the old, the childless, the malevolent
and so on But since the special characteristic of a god had
become a general type of human character, those sciences were
now involved which from Aristotle onwards had aimed at
exploring the physical and mental structure of man. The purely
“natural” types evolved by them had much in common with the
“planetary”’ types of beings and destinies evolved indirectly
from the nature of the planetary gods, just as the illnesses said

# See above, pp. 50 sqq. (text).
% (f. also representations of Saturn such as our PLATE 13.

57 Astrologers, of course, endow children of the Goat, which is the house of Saturn, with the
same qualities as the children of the planet, Thus they are described (Cat. asfr. Gr., VOL. X,
PP. 239 59q.): moMa poyfrcas, yuvi pxprj; HEPHAEST,, 11, 2 (Cal. astr. Gr., VOL. VII1, 2, P. 59)
has pwpogueis wdrw wbmrovras, ctc. Especially clear connexions appear in VETTIUS VALENS,
Anthologiarum libri, 1, 2, ed. W, Kroll, Berlin 1908, p. 11.
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to -be caused by the stars agreed with the notions of medicine
Thls'agree‘ment was so complete that a further “indirect” ana.logy'
the 1.nclusmn in astrology of “related” types from the store ot"
physiognomy and characterology, could not fail to follow. Thus
the churlish, the petty, the selfish, misers, slanderers and the like
came to be included among “Saturnine” people, and thus Saturnine
people came to be identified with melancholics. The same
procedure, that of Hellenistic physiognomy and characterology
was used, as we saw, by the humoralists of the later Empire iI';
constructing the “four temperaments”; and we now see it being
Esed by the astrology of the later Empire in constructing its
planetary” types.

As far as concerns the melancholy character in the doctrine
of tex_nperaments, we have already remarked that it had acquired
the n.nportant attributes of bitterness, despondency, money-
hoarding a.nd small-mindedness.® These physiognomic and
charat.:terologlcal types with their essential qualities were now
used in descriptions of the equally pessimistic, lonely and cold-
natured Saturnine character, and reinforced (through further
analogy) by descriptions derived from the pathological study of
melancholy® A table based exclusively on Vettius Valens (see
o Igﬁ) will show the general outlines of this connexion.

y recourse to further astrological sources of
only_ slightly later date, the numbgt:r of these analggfessg::naﬁ tc:fre
consm}erably increased. The quality of greed, for instance, the
mythical origin of which is plain, and which was postu.la.te;l by
almost all astrologers, found its analogy as early as Aristotle in
the semeiotics of the melancholic®; the poem Aetna described
Saturn as a “stella tenax”,®t corresponding to the description of
the‘ ‘mela:n'cholic as steadfast and firm (¢8podov xkal Péparov), and also
as stablhs."; Julian of Laodicea credited Saturn with autocracy,
corresponding to the “tyrannic’” nature of the melancholic ;n
Platq‘? ; Rhetorius called him silent and attributed to his influence
the tendency to be superstitious™; and Ptolemy in his list of men

8 See the ci : :
UL, Passages cited above, pp. 62 sqq.; esp. R. FORsTER, Script. phys. gr. et lat., 1,

** See above, pp. 44 sqq. (text).

** See above, pp. 34 sqq. (text).

 Aetna, 11, 244 (ed. S. Sudhaus, Leipzig 1898, p. 18).
 Cat. astr. Gr., VoL. 1v, P. 105.

® See above, p. 17 (text).

® Cat. astr. Gr., voL. vi1, p. 215. Cf
— p. 215 - also Cat. astr. Gr., VOL. V11, p. 96 povayudv oxfipa xal
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governed only by Saturn, such as misers, the avaricious, and
hoarders, also added deep thinkers.55

Physiognomical and characterological postulates
1
(@) Thixpds {b) "Abvpos (2) Mixpé- (d) Miser
Postulates (cf. Vettius (cf. Vettius Yos (Colligendae
of Saturn Va’lens: ™ 'b‘é Valens: (cf. Vettius| pecuniae Postulates of
{aft‘?_r Vettins | yedoer orvdds) xardoTvyvor, Valens: amans, cf, Melancholy
alens) modvpépyvor, pexpoldyor) Vettius j
xaxom'ﬁti's‘, Valens:
wévlly, Sdrpua) pofwral Te
KrpdTay
xal reddvay)
{ﬁlmt}s warap- - The
pimrovres melanchalic’s
suicidal
tendencies
povéTpomor Conversa-
tionem
humanam
fugiunt,
ndroy dvlpdmaw
dAeelvaw
Tudwders vawlpol xal pwpol
» ’ |
amowpimrorres i
A subdoli
7 Boldryra perfidi ’
Karavevevkdres, | 76 mpdowmor | Supara kara- in quo xarndets,
lfﬁrox_gcmpévq» veanpos kexhaopéva aliquid a.sprﬁe;t:.t
iy Gpaow inclinationis | assiduo in
€XOVTES est terram
atypnpol {oyrds loyvds {oyvds Leanness Leanness in
spite of much
food, thin
limbs
pedavoeipoves pedavéypuws, Black hair as Aavd
n 3 pedavdibior,
peddvlpif sign of the peddrrpeyor
miser
TamewdTys Tawewds poor figure
vayedia Tals xufoeowy somniculosi
dmyopeviis
™3 xpéa [ The -
raoropilwy melancholic's
bad smell®*

* ProLEmy, Tetrabiblos, m1 (Basle 1553, p. 158). In an jatromathematical work entitled

Liber ad Ammonem (]. L. IDELER (ed.), Physici et medici graeci

s, Berlin 1841, voL. 1,

P- 389), patients who fell sick under Saturn {and, it is true, Mercury) were given a prognosis
some symptoms of which were word for word like those of melancholy: Of uév ydp
vwé h xal ¥ waraxdwdpevor, veoyedels foovrar xal Suoxiimrot (kal dvalyels) rois ve dpbpois wal mavri
7@ odpare dnd Yifewv kal pevparionod xard pwpdy dudalvorros iy véoov xal Bpadéws Steyeipdpevor
puxpbdwrol te xal Sedidres wal dofodpevor xal davrods fddmrovres Tois ipariois xal 76 Pds Pevyovres wal

) rru:m‘:‘:s dvaorevdlovres wai fpadéws dvamvéovres xal pixpboduypor xal vy Borffear feppaciay Eyovres,
xai 81a 1@y odvypdy Sewwipevor @vleels xal drovor xal iy émdveiay 1ol odiparos kareduypdvor.
xpijofar ofv éml rovrwy 8l rois Beppalvovor kal dvayaddow doreyvapdvws.
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What was admittedly still lacking in all this astrology of the
later Empire was a definite and constant distribution of the four
humours among certain planets, in particular the definite and
constant association of black bile with Saturn. Vettius Valens
and his successors in the late Empire did indeed mention Saturn
in connexion with black bile, with the spleen and with the corre-
sponding physical and mental conditions, but it was then a question
of a relationship either not yet universal or not yet specific.
Either they said, in general terms, “The spleen is governed by
Saturn”—in which case this was not a specific patronage, for the
spleen was ranged alongside the bones, the bladder, the right
ear and so on®?; or else they spoke of some specific effect of Saturn
upon black bile and conditions connected with it—in which case
this effect was neither permanent nor exclusive to Saturn, but
conditioned by Saturn’s momentary position in the firmament
or even by the joint action of Saturn and other planets.%® As an
example we may take an extract from the astrologer Dorotheus
(not later than the beginning of the second century), whose work
now survives only in fragments, or in Greek and Latin prose
paraphrases, though it was still known in complete form to the

®¢ Incidentally the predicate of “evil smell’’ (generally described as *'foetidus’’, and qualified
by Guido Bonatti—quoted below, text p. 189—as "'goatlike smell”} has a basis in mvth as
well; in Rome there was a particular "Saturnus Stercutius’ or "'Sterculius’, the god of
manure (cf. MACROBIUS, Safurnalia, 1, 7, 25 and W. H. RoscHER, Awsfiiivliches Lexthon der
griechischen und rdmischen Mythologie, Leipzig 1884, s.v. "Saturnus”, col. 428),

¢ Thus ProLeMY, Tefrabiblos, 111 (Basle 1553, p. 148). This classification was subject o
considerable fluctuations; cf. e.g. the work attributed to PoreuvRy, Iniroduciio 1n Ptolemae:
opus de effectibus astrorum, Basle 1559, p. 108: "‘Saturnus ex interioribus phlegmaticum
humorem, tussim et solutionem intestinorum.”” Among the dangerous illnesses caused by
Saturn were ranged disorders of the spleen, as well as giddiness, slow fever and other serious

diseases due to cold (ProLemy, Tefrabiblos, 1v, Basle 1553, p. 195).

8¢ For instance, according to the doctrine of the twelve “loci”, Saturn caused in the sixth
place ¢ dypav xal Yuypdv xal pelabms xodds ... 7o olves wrA. (RHETORIUS, in Cal. asty. Gr.,
VOL. VIII, 4, P. 155). According to VerTrus VALENS (Antholograrum libri, ed. W. Kroll,
Berlin 1908, p. 17), the ‘“termini”’ of the Scorpion belonged to Saturn and engendered
melancholics as well as other undesirable types of men. According to Firmicus, when Saturn
is in a certain point of the firmament, and when the moon, retreating from him, comes into
conjunction with Mars, he generates “insanos, lunaticos, melancholicos, languidos” (Firyicus
MATERNUS, Matheseos libvi VIII, edd. W. Kroll and F. Skutsch, Leipzig 13¢~~1012, BX I,
2, 24; P. 104, 4). Cf. also the passage 1v, 9, 9: p. 211, 11, which says that under certain
even more complicated conditions Saturn’s influence helps to generate “melancholici, 1cternicy,
splenetici, thisici, hydropici, pleumatici, etc.'” The passage in Firmicvs, 11, 2, is :
connected with a passage in MANETHO, Apotelesmata, 111, 503 5qq.: "'But when ned
Selene comes into conjunction with Helios, and Ares shines in their midst, and Kronos is se=n
together with them in a constellation of four, then the black bile seething in the breast confuses
the understanding of men and rouses them to madness."”
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Arabs of the tenth century.® In his poem he declared that when
cold Saturn and hot Mars were in conjunction work was hampered,
and the black bile was brought into activity.”

It is understandable that in the later Empire no lasting
connexion was established between Saturn and melancholy as
an illness, let alone between Saturn and melancholy as a tempera-
ment. At the time when the astrology of the later Empire
developed, the system of the four temperaments was still in the
making, and it did not reach anything like a stable form until
the fourth century.™ The Galenic “‘crases’ could be embodied
in the astrological doctrine of the planets more easily than the
four humours, and this was in fact attempted by so strictly
scientific an astrologer as Ptolemy.” Moreover, by the time the
theory of the four humours had been firmly established, the western
world had temporarily lost all interest in the further development
of astrology.™ The problem of how to bring the four humours
into harmony with the seven planets was raised again only by the
castern scholars of the Middle Ages. But the conditions for such
a connexion were implicit in the astrology of the late Empire,
and this connexion was so far prefigured in all essentials that all
it required was explicit formulation and codification.

Even the preponderantly negative picture of Saturn painted
by Vettius Valens was not altogether lacking in positive traits
(“great fame and high degree”), and one can see how these positive
traits later increased in number and became more sharply defined
by being made dependent on a definite position of the planet,
and by thus becoming more clearly distinguishable from its
generally inauspicious influences.

Saturn’s children were generally the unhappiest of mortals,
and when it came to the distribution of the seven ages of man

o Ci, Kuhnert in PauLy-Wissowa, s.v. “Dorotheus’; and A. ENGELBRECHT, Hephaestion
von Theben, Vienna 1887, pp. 29 8qq.

0 Cat. asfr. Gr., VOL. V, 3, p. 125. The sentence xkwhloess &pywv xai xodis peraivys kimow motel
is linked by an elra mpooriflyow &rc . . . to six verses in Dorotheus referring to the effect of
Saturn in conjunction with Mars. For this passage cf. J. HAEG in Hermes, VOL. XLV (1910),
pp. 315-19, and Cat. astr. Gr,, VOL, 11, pp. 159 sqq., esp. p. 162, 3 5qq. Also W, Kroll in
the critical apparatus to FIrMicus MATERNUS, op. cit., voL. 11, p. 115. For Dorotheus cf.
now V. STEGEMANN, in Beitrage zur Geschichte der Astrologie, 1, Heidelberg 1935.

" See above, pp. 60 sqq. (text).

72 Admittedly Saturn with his dual, moist-dry nature was thus bound to be credited not
only with the “cold and dry" crasis of the melancholic—which in itself was important enough
—but also with the “cold and damp’ crasis of the phlegmatic. ProLemy, Tetrabiblos, m
(Basle 1553, p. 143).

7 See below, pp. 178 sqq. (text).
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among the seven planets, Saturn was allotted the last and saddest
phase of human existence, that is to say, old age with its loneliness,
its physical and mental decay, and its hopelessness.”® And yet
this same Saturn, according to Manetho, “in peculiaribus suis
domibus”, might not only signify riches and luxury, but also
produce men who were happy, versatile, and sociable as long as
they lived.” Elsewhere we read that in certain constellations he
generated physicians, geometricians,” and those who could
prophesy from hidden books and knew many esoteric rites of the
mysteries.”” Firmicus and the writer of another, closely related,
Greek text credit Saturn with the power to produce “in the fifth
place, kings, rulers, and founders of cities”, and “in the ninth

" Cf. F. Borr, ""Die Lebensalter”, in Newe [ahrbilcher fiir das hlassische Altertum, xv1
(1913), pp. 117 sqq. There is little to be added to his masterly account which traces the
evolutidn of the idea that each of the seven ages of man is governed by one of the seven
pla.nets,lbest expressed by ProLEMY, Tefrabiblos, 1v (Basle 1553, p. 204), from its first appear-
ance down to modern times, We may, however, remark that this system, too, was bound
to prepare the way for an association between Saturn and melancholy, which also governed
the later phase of man's life. Also, the “sixth act” of man's life as described by the
melancholy Jaques (Borr, op. cit., p. 131) belongs beyond doubt to Saturn, and not, as
Boll thought, to Jupiter. Jupiter is allotted the fifth act, while the age corresponding to
the sun is omitted as too similar to the “‘jovial”. The slippered pantaloon’s “‘youthful hose"
can hardly in this connexion be interpreted as the rudiments of the edoynuov characteristic
of the age ascribed to Jupiter, while the purse denotes not the joyous wealth of the *Jovial"
period of life but the miserly riches of the Saturnine period (cf. below, text pp. 284 sqq.).

7 MANETHO, Apotelesmata, 1v, 15 5qq.:

*“Steila, quam Phaenonta dei hominesque appellant.

Haec quando in peculiaribus suis apparet domibus,

Nascentibus mortalibus ad inspectorem horae vitae,

Locupletes ostendit & opulentia plurima potiri

Felices, & in vita etiam ad finem usque semper faciles.”
1f, however, Saturn shines "'in non domesticis locis' (1v, 31 sqq.):

““Prorsus calamitosos facit, & cassos opibus & gloria

Indigos vitae & quotidiani victus;

Et omnes tristitiae experientes, lugentes in aedibus

Facit & tristem errantemque vitam subeuntes,”

This splitting of the effects of Saturn into good and evil also appears in Arabic writings.
Cf. e.g. ALBonaLrt (Abd “Ali Al-Khaiyat, who died about 835), De iudiciis nativitatum liber,
?Iuremberg 1546, fol. C37: "“"Quando autem Saturnus fuerit dominus ascendentis, et fuerit
in bono loco, liber a malis, significat magni precii hominem, profunditatem atque singularitatem
consilii, et paucitatem interrogationis. At si fuerit in malo loco impeditus, significat servile
ac parvi precii ingenium, ignobilitatem animi atque versutiam.” '

f‘ Thus Parcuus, Cat. astv. Gr., VOL. ¥, 1, p. 189. It is also noteworthy that in a town
laid out in accordance with astrological requirements which is described in the Persian
book Dabistin, ‘“mathematicians, prophets and astronomers,” among others, are said to
have lived round about Saturn's temple, while in the temple itself “the sciences were trans-
mitted and taught” (cf. SuEix MonAMED FAnI's Dabistdn, translated by Francis Gladwin
and F. yon Dalberg, Bamberg and Wiirzburg 1817, p. 52).

" Cat. astr. Gr., VOL. 1, p. 11I5.
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place, even famous magicians and philosophers, as well as excellent
soothsayers and mathematicians (that is to say, astrologers), who
always prophesy correctly, and whose words possess, as 1t were,
divine authority”.?

The positive evaluation of Saturn’s influence as it appears in
these and similar passages and as it was partly adopted' by the
Arabic astrologers (whose conception therefore appears con-
siderably less homogeneous than that of Vettius Valens) can in
turn be partly derived from certain features of Saturnian myths.
For instance, riches, the founding of cities, association with
geometry, knowledge of everything secret or hidden, can be traced
immediately to the myths of the Golden Age, of the colonisation
of Italy and of the sojourn in “Latium”, or perhaps of Saturn’s
banishment to the hidden underworld.?® With regard, however,
to the purely mental qualities attributed to some specially
fortunate children of Saturn, namely the capacity for deep
philosophical reflexion, and for prophecy and priesthood, one
must reckon with the influence of one notion of Saturn which
had no connexion with astrology but had used the same mythical
and astrophysical raw material to form a very different picture.
This notion of Saturn, which astrology, of course, could only

? Thus Fremicus MATERNUS, op. cit., BK 111, 2, pp. 97 sqq. Thieves born under Saturn,
incidentally, are those “‘quos in furto numquam prosper sequatur eventus”. A parallel
passage from RHETORIUS is in Cal. astr, Gr., VOL. VIII, 4, PP. 152 5qq.; Saturn when in the fifth
place generated the molusmifuoras, éyyelwv dpyovras, feuediwv xrioras ) ywpdv 7§ woélewy; in the
ninth place, other conditions being favourable, the pidoras, dpyipudyovs, ddooddovs, 76 péMow
mpodéyorras, Tvds 8¢ xal év leparixais doxoMais 4} lepdw mpoeordras. Another important passage
is in FIrMIcUs MATERNUS, op. cit., BK 1V, 19, PP. 244 59q.: "'Si Saturnus dominus geniturac
fuerit effectus et sit oportune in genitura positus et ei dominium crescens Luna decreverit,
faciet homines inflatos, spiritu sublevatos, honoratos bonos graves, boni consilii et quorum
fides recto semper iudicio comprobetur et qui negotia omnia recti iudicii rationibus compleant,
sed circa uxores et filios erunt alieno semper affectu; erunt sane semoti et sibi vacantes,
modicum sumentes cibum et muita potatione gaudentes. Corpore erunt modici pallidi
languidi, frigido ventri et qui adsidue reiectare consueverint et quos semper malignus humor
inpugnet et quos intrinsecus collectus dolor adsidua ratione discruciet. Vita vero eorum
erit malitiosa laboriosa sollicita et adsiduis doloribus animi implicata, circa aquam vel in
aquoso loco habentes vitae subsidium.” This passage (cf. also Cat. astr. Gr., VoL. V11, p. 239,
20 5qq.) is repeated almost word for word in Johannes Engel (JonANNES ANGELUS, Astrolabium
planum, Augsburg 1488 and Venice 1494, fol, t17, as a sixteenth-century reader has noted in
his copy of the Venice edition, now at the Warburg Institute, London. Gurpo CoLonya’s
Historia Troiana still bases the fact that Saturn foresaw the evil threatened him by his son
;m his being “in mathematica arte peritissimus’ (ch. “De initio idolatrie”, Strasbourg 1404,
ol. e5").

" For the Latin etymology “Latium = latere", see below, text pp. 160; 162. For the Greek
expressions dmdxpupa fifMa (Cal. astr. Gr., voL. I, p. 115) and wxpufal (Vettius Valens) see
Hestop, Theogony, lines 729 sqq.:

&vba feol Tirijves dmo Eddew fepderre
rexpidarac, . . .
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gradually assimilate, was that of the Neoplatonists, and its
uniformity, its roundness, its essential positivity stood out in as
clear a contrast with the complex and preponderantly negative
astrological notion of Saturn as did ‘Aristotle’s’ notion of melan-
choly with respect to that of the schools of medicine.

(iii) Kronos-Saturn in Neoplatonism

When Neoplatonism made use of the same mythical and
scientific data as astrology, it did so not in order to subordinate
this world as a whole to the determinative influence of the stars,
but in order to find a metaphysical unity which could give meaning
to all physical existence. While this supreme unity gradually
descends and branches out into the multiplicity of earthly things,
phenomena are ranged in vertical series (ceipai) which by degrees
reach down to the motionless minerals.®® The principle governing
these “chains of being’’ was now symbolised by the heavenly
bodies, which occupied a position midway between this world and
“the place above the heavens”. Hence the Neoplatonic series
were comparable with the astrological categories, since both
associated certain groups of earthly phenomena with certain
planets, as well as with certain signs of the zodiac. But the
Neoplatonic categories did not at first imply any causal relation-
ship in the sense of astral predestination.®® The heavenly bodies
were envisaged, on the one hand, as metaphysical symbols through
which the various degrees in the structure of the All became
visible, and, on the other, as cosmological principles according to
which were ordered the emanations of the All-One into the material
world, and, vice versa, the ascent from the material world into
the realm of the All-One. Thus the phenomena composing the
vertical series were connected with one another not because they
were determined, let alone generated, by Saturn, Jupiter or Mars,
but only because, in a form transmitted by Saturn, Jupiter or
Mars, and therefore modified to a certain extent, they had a
part in the nature of the All-One.

80 Procrus, Comm. in Tim., 1, p. 210, 19 5qq. (ed. E. Diehl, Leipzig 1go3-06} and passim. A
very characteristic passage is vor. 11, 268, 29 sqq.: auyywprioere 3' av wa  [lddrens
xal dwé 7ijs dwlavods xal dmo Tis m\wp‘mﬂ [sc. odaipas] Sarelvew 7ds oepas péxpe Tav xboviaw
e., Omov ye xal Tdv dmolv Tyep riv SdBexa Tas cepas dvwler xafinew eddhe udyoi 7w
éoydTowv,

5 Heavenly phenomena are, however, admitted as “signs’ of the future (ProTixus, Lnneads,
11, 3, 7) for that which is enacted only slowly and confusedly on earth is bound to be recognised
earlier and more clearly in the sky.
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From this®? it is clear that in Neoplatonism it was not possible
for any star to have an essentially evil influence. Even the
meanest of the planets was still nearer to the divine than the
material world. Even the planet mythically or physically regarded
as the most evil and noxious was a transmitter of forces which
by their very nature could only be good. This principle was
expressed most clearly by Tamblichus®:

In this manner all the visible gods in heaven [i.e. the stars] are in a
certain sense incorporeal. The further question is in doubt as to how
some of these can work good, others evil. This notion is taken from the
astrologers, but misses completely the real state of affairs. For, in truth,
all the astral divinities are good and are the cause of good, since they all
equally gaze upon the good and complete their courses according to the
good and the beautiful alone. . .. The world of becoming, however, since
it is itself multiform and composed of different parts, can because of its own
inconsistency and fragmentation, absorb these uniform and homogeneous
forces only in a contradictory and fragmentary way.

This positive interpretation of astral influence benefited
Saturn relatively more than any of the other planets. Mars, too,
of course, which was also formerly “‘evil”’, now became a no less
positive principle in Neoplatonism than Saturn. But Saturn
possessed the double property of being the forefather of all the
other planetary gods, and of having his seat in the highest heaven.
These two qualities, which must originally have been connected,®
assured him of unopposed supremacy in the Neoplatonic system,
which here as elsewhere endeavoured to reconcile Platonic with

2 How powerfully these cosmological constructions affected Arab philosophers, mystics
and ultimately even magicians, is now general knowledge. A particularly characteristic
account of the Neoplatonic doctrine of emanation is found, e.g., in Avicenna (cf. B. CARRA DE
raux, Avicenne, Paris 1900, p. 247). In other, prcpondmntly magical, works, on the other
hand, there is a very interesting encounter between Neoplatonism and astrology, the former
envisaging the gifts of the planets as purely beneficial, the latter considering Saturn’s influence
in particular as preponderantly harmful. In the essentially Neoplatonic metaphysics of
Picatrix, the planets have the task of transmitting the emanations of the vois to the dAg,
and, in so doing, to differentiate them according to their own natures (for this, cf. H. RITTER,
“Dicatrix, ein arabisches Handbuch hellenistischer Magie,” in Vortrdge der Bibliothek Warburg,
voL. 1, 1921-22). Therefore, since these emanations are by nature good, the plancts can
only work good, though that does not prevent Picatrix, any more than the Pure Brothers
(who were also influenced by Neoplatonism) from painting the influence of Saturn or Mars as
preponderantly baleful. One can sce that at bottom the very complicated astrological
system could not be reconciled with the essentially optimistic views of Neoplatonism.

8 JaMBLICHUS, De mysteriis, ed. G. Parthey, Berlin 1857, 1, 18, pp. 52 and 54. The
notion, which also re-emerged occasionally in the Middle Ages, that the influence of the stars
was conditioned by the nature of the substance receiving it and not merely by their own
dynamism (see below, text pp. 162, 169 5qq.) is dealt with in greater detail in the following
sections, particularly with reference to Saturn and Mars, whose metaphysical sublimity is
contrasted with the malevolence attributed to them by the astrologers.

# See above, p. 130 (text).
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Aristotelian views. The hierarchy of metaphysical princi
going back to Plato according to whi:h the geniforytsook pfer::g;:eflls:
over thg generated,® was linked with Aristotle’s principle of

topolo.gm.al” thinking, according to which a higher position in
space signified greater metaphysical worth.

Thl.ls, in Neoplatonism, Kronos became the most exalted
ﬂgm-e. in the philosophically interpreted pantheon. According to
Plotinus he symbolised Intellect (Nols), as opposed to Zeus, who
represented Soul.® The myth of his devouring his children
could be interpreted so as to mean that the intellect, until it
brings forth the soul, retains its offspring within itself¥’; and
even the castration of Uranus by Kronos followed by the deth’rone-

ment of Kronos by Zeus could on this basi i i
o sis acquire a metaphysical

This glorification of Saturn as the representative not of earthly
power and riches but of the purest and highest power of thought
could m}‘rol'ce' Plato himself, who, just as he had interpreted mad-
ness as d{vme frenzy”, now became the authority for the new
nobility with which Saturn was endowed. Not only had he
placed the notion of the Golden Age formed by Hesiod in the
foreground of his political observations, but also he had prepared
.the ground for the equation of Kronos with Notis. ~ The etymologies
in the_CmiyJus are to a certain extent ironical. But a name was
Fssentla‘lly a condensation of myth, and the etymology of a name
;tts;:::iag;fal tﬁxfiiifat;}on by means of images. It is therefore under-

able that the Neo i ’s ironi
i é)ia;c(;msts should have taken Plato’s ironical

At first sight it might seem an irreverence to call
At first . Zeus the son of Kronos,
but it is quite apt to say that he must be the offspring of a mighty intellect.

& ; A

i t(]llf. Pu?o.s well-kntl:wn tripartite division of the principles often interpreted as a model

ol r;pChnhal}shac;ln :!:f:mne It;{:f l:he Trinity: Letter VI, 323cd (genuine) and Letter II, 312e
i is, see R, Krisansky, Ein Pyoklos-F i ide

e B voklos-Fund und seine Bedewtung, Heidelberg

as
Prominus, Enneads, v, 1, 41 Kpdvov . . . Beoli xdpov xal voi Svros.

® PLoTinus, Enneads, v, 1, 7: Kpdvor pdv fedv ooir 3 yervd
& €avr@ €xew, § xal whjpns xal vols &v xbpw. Bt i

" Protivus, Enneads, v, 8, 13: d olv feds d ol pévos xwpiio
ks 0 , ls, v, 8, 13: s 76 pévew doadrws Sede i
:: 1«&3; 7obbe 1?3 mavrés dpyew (od ydp v adr@ mpds Tpdmov i dwei dpyiy &éh,c:n::’:u m'n::
me'r ,?cv_pssm: :vépow Exv:ﬂ 1’:3:' xaliv) radr’ ddels fornod e Tov adrof marépe els avrdw xal
éxp 'amva-péc drw. . . . "AM émadi) 6 marjp adrd [sc. Zeus] pellwr § xard xdMos v, mpdres
avros éuewe xalds, xaltor xadis xal s gayfs oloys. '
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For the word xépos does not mean “son” but signifies the pure and un-
adulterated mind itself.8?

Moreover, in the passages where Plato deals in mythical form with
the birth of the State, Kronos is mentioned as a god friendly to
mankind, under whose rule contentment, modesty, law, and
ungrudging righteousness prevailed, so that men of the present
day are advised in every way to strive after life as it was under
Kronos, and in this sense to call the rule of Nots their law.® One
can also discover Orphic sources, transmitted mainly by the
Neoplatonists themselves. In Orphism, Kronos-—his bonds some-
times interpreted as a cosmological principle of unity®-—passed
for the architect of the world, who, as the father of all, while still
in Tartarus, transmitted to his son the basic principles of the
universe.* He was also regarded as a seer, and described as a
mpduavmis Or mpopnfels.®® The foundation of this lay in the
equation, expressly recognised by the Neoplatonists, of Kronos
with Chronos—that is to say, with Time, the fundamental principle
of the Orphic theology*; and this equation, based not only on the
apparent kinship of name,* led Macrobius (or rather, Porphyry,
whom he follows) to say that Kronos-Chronos was regarded as the

® Prato, Cralylus, 3g6b. Particularly interesting is the connexion xopdvovs, dis vois dvdos
xkai xabBapds: ProcLus, Scholia in Cratylum, ed. G. Pasquali, Leipzig 1908, p. 50, 5; similarly
in In theol. Platon., ed. A. Portus, Hamburg 1618, v, 5, p. 258 (and elsewhere); the same, in
Schol. ad Hesiod. Erga, line 1, (Poetas minores graeci, ed. T. Gaisford, new edn., vor. 11,
Leipzig 1823, p. 112, 20); and EustaThius, In Iliad., p. 203, 2z0. Cf. also Procrus, I'n Tim.,
1, 34, 25 5q., (Diehl): 76 & diAéoodor 7d Kpdvew, xalldoor éori voepdy xal dvewor pexpl 7ijs mpwriors
alrias. For the understanding of Greek etymology in general, and especially in the Cratylus,
cf. Max A. WarBURG, Zwei Fragen zum Kratylos, Berlin 19209.

* Prato, Laws, 1v, 713¢-714a; cf. also Stafesman, 260a sqq. The notion of a cruel and
wicked Kronos, on the other hand, occurs in Plato only once, and then only in connexion
with a general polemic against the notions of the gods in the old myths (Republic, 11, 378a).

" Cf. E. AsEL (ed.), Orphica, Leipzig 1885, X111, 4: Scouods dpprixrous bs Eyets xar” dmeipova
wbopor.

¢ Cf. E. AngL (ed.), loc. cit.; also Orphicorum fragmenta, ed. O. Kern, Berlin 1922, 129.

" Ci. E. ApeL (ed.), loc. cit.: oeuwé mpounfed; also Lycornrow, Alexandra, line 202: rod
mpopdvrios Kpdvow, with scholion: mpduavris ofv 6 Kpdvos, 6 =pd 708 Spdxorros pavrevodperos (p. 34,
19, in G. Kinkel's edition, Leipzig 1880).

% "Orpheus calls the very first principle Xpdvos, i.e. almost homonymously with Kpdvos,"
says Procrus, Scholia in Cratylum, ed. G. Pasquali, Leipzig 1908, p. 59, 17; the Kpdvos-vois
connexion is also described as Orphic: Damascius, De primis principiis, 67; O. Kern (ed.),
Orphicorum fragmenta, 131: owxe 8¢ xal "Opdeds vov Kpdvov elddss voiv; and Procrus in Schol.
ad Hesiod. Evga, line 126 (Gaisford (ed.) op. cit., p. 121, 17): & udv "Opdeds 7oii dpydpov yévovs
Paotkedew dyoi rdv Kpdvov, rods xard rov xallapdy Adyov [@vras dpyvpods Myww, diowep Tods xard voiy
pdvov ypuaols.

* Xpovos, for instance, is called réxrwv codds, which brings the concept of him close to
that of the old and wise founder of a city (cf. CraTES, Fragm. 39, and the parallels quoted in
this connexion by T. Kock, Comicorum Atticorum fragmenta, vor. 1, Leipzig 1880, p. 142),

§2] SATURN IN ANCIENT LITERATURE 155

sun, whose course established the “‘ordo elementorum’” by measure
and by number.

Into Neoplatonism too, however, an astrological trend forl.md
its way. While Proclus, recollecting Plato’s Phaedrus, delscrnbcs
all the Olympic gods as regents of those “series” connectmg_all
“related” things and beings with one another, other Neoplatonists
attribute this power only to the planetary rulers.®” What for
Plotinus had been essentially a mythical allegory, and for Proclus
a cosmological relationship, becomes for Macrobius (or his source)
a genuine astrological doctrine of planetary influence. Proclus
and Macrobius are in agreement, however, in so far as they
associate the power of the stars with the physical and mental
capacity of the individual in an almost identical formula, and
maintain that the highest faculties of the human soul, namely
rational and speculative thought, correspond to Saturn, or even
(according to Macrobius) originate in Saturn’s sphere.

In Macrobius’s account, which was ever afterwards of funda-
mental importance, the equation Kronos = NoUs became fused
with a peculiar myth, the history of which reveals plainly the
essentially optimistic trend of Neoplatonic interpretation—namely,
the doctrine of the soul’s journey. The soul, strongly attracted
by the corporeal world, more and more oblivious of her pure and
divine nature, and “befuddled”’—so we are told in the com-
mentary on the Sommium Scipionis®—in the constellation of

* MacroBlus, Safurnalia, 1, 22, 8: “Saturnus ipse, qui auctor est tem -:--1;111 et ideo a
Graecis inmutata littera Kpévos quasi ypdvos vocatur, quid aliud misi sol intellegendus est
cum tradatur ordo elementorum numerositate distinctus, luce patelactus. nexus ac
conductus, visione discretus, quae omnia actum solis ostendunt®’ For the cen
between Saturn and Sol, dating from the Babylonians, see p. 130 (texl)

¥ Gods who were not identified with stars, on the other hand, were either ignc [
absorbed by the planetary gods, thereby losing their identity jcf. H Ritrer, 'P r:.x ein
arabisches Handbuch hellenistischer Magie,” in Vorirdge der Bibitother 1 arkirg, voL. L
1921-22, p. 101). . .

% MacroBius, [n sommiwm Scipionis, 1, 12, 13-14 (p. 533 in F. Eyssenhardt's edition,
Leipzig 1893): ““Hoc ergo primo pondere de zodiaco et lacteo ad subiectas usque .::pha_leras
anima delapsa, dum et per illas labitur, in singulis non sulurrf,lut 1am diximus, luminost
corporis amictitur accessu, sed et singulos motus, quos in exercitio est habitura, producit

In Saturni ratiocinationem et intelligentiam, quod Aoyiorucdy et fewpprndy vocant:

in Iovis vim agendi, quod mpaxrwcdw dicitur:

in Martis animositatis ardorem, quod fupuxéy nuncupatur: ) -

in Solis sentiendi opinandique natoram, quod alofyridy et davraomingr appeliant:
desiderii vero motum, quod émfupnricdy vocatur, in Veneris: T
pronuntiandi et interpretandi quae sentiat, quod dpunrevticoy dicitur, in -.».-::c L.\uin. .;
$uricdy vero, id est naturam plantandi et augendi corpora, in Ingressu gi0D. URATS
exercet.” .

This text, which like the similar one in ProcLus (In Tim., 1, 34, 25 sq. Dichl, admirably
summarises the Neoplatonic doctrine, was known throughout the Middle Ages and 1ts survival
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the Wine-Bowl (“Crater”’) by a draught as of the waters of.Lethe,
sinks from the heights of the starry firmament (de zodiaco et
lacteo) down to the nether spheres (that is, those of the planets);
and even while she is gliding down through the spheres she not
only becomes clothed in each of them, as she approaches .the
luminous body, but also learns to produce the particular motions
which she is to exercise. In the sphere of Saturn, she develops
the faculty of reasoned thought and understanding, “whi.ch they
call Aoywréy and Bewpnmikév’; in  Jupiter’s, shle acquires the
power to act. ‘“‘which is spoken of as TpaxTikéy'’; in t'haF of Mars,
a fervour of spirit, “which is well known as Bupikév '.; in t‘hat- of
the sun, she becomes capable of feeling and imagining, * which
are named aiofnmkéy and eovraoTikév’’; the motion, howev:er, ‘f’f
desire (“‘desiderii’”’), “which they call tmbuunTikéy’’, she acq_mres in
the sphere of Venus; that of expressing and interpr,t:.tu}g her
sense-experience, which is referred to as "é?unveurucév , in tl:ne
sphere of Mercury; and finally that which is called :p.unlcév,. in
other words the power of planting and nourishing organic bodies,
when she enters the lunar orbit. .
This view can scarcely be accounted for save by the Neoplatonic
doctrine of the “series”’, which was connected with a theory more
religious than philosophic, according to which individual. human
souls passed through the heavens before their earthly bn:th and
in so doing received a gift from each of the astral powers in turn,
which they returned in the same manner on their ascension after
death. This notion seems in fact to have originated in the religious
system of Gnosticism, and as this system was govo?med by. a
radically world-abnegating dualism dividing (as in ancient Persia)
a sinless other world from an impure and guilty present world,
it is not surprising that the soul’s journey from heaven to earth
should originally be conceived only as a “Fall”.® The ful!est
and best account of the soul’s journeyings is that of Servius,

can be traced (admittedly along a very specialised line) down to the fifteenth and sixteenth
centuries {sce below, text pp. 192 sqq., 253 8qq.). Forits sigmﬁcan?e in te.'gafd to NICHOLAS OF
Cusa (De doci. ign., 1, 25), ¢f. R, Klibansky's list of sources, ed. cit.,, Leipzig 1932, p. 52.

w Cf, F. BorL, ""Die Lebensalter”, in Neue Jahrbiicher fiir das hlassische _Aftsrm»c. xvi
(1913), pp. 125 sqq. A passage indicative of the spirit of radical .wotld negation underlying
this doctrine can be found, for instance, in the Corpus hermeticum, libellus v1, 4a, ed. W. Scott,
Oxford 1924, p. 168: ¢ ydp wdopos mhjpwpd dove rijs xaxias, 6 8¢ feds vob ayaﬂob‘ For the
derivation of the seven deadly sins in Christian theology from the fatal gifts of the seven
planets, cf. T. ZieLinsk1, in Philologus, VOL. LXIV {!905.). Pp- 21 5qq. W. Bous‘ss:r (Haupt-
probleme der Gnosis, Gottingen 1607, pp. 91 sqq.) is inclined to attribute to Pmm.n influence
the metaphysical dualism of Gnosticism, to which we might add. that Persian sources
describe the seven planets as “leaders on the side of Ahriman,” while the twelve signs of
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though even here it appears in a form already rationalised in
astronomical terms. This runs as follows:

The philosophers teach us what the soul loses in its descent through the
various spheres. For that reason the astrologers say that our souls and
bodies are connected by the agency of the divinities in those various spheres;
for when souls descend they drag with them the lethargy of Saturn, the
irascibility of Mars, the sensuality of Venus, the greed for gain of Mercury
and the lust for power of Jupiter.,2®

Correspondingly, Poimandres says that on the soul’s ascension
after death it frees itself of the bad qualities of its earthly
existence, leaving in the sphere of Saturn its “lurking lies’ .1
This account of the soul’s journeyings largely retained its
essentially Gnostic character, that is, the “endowment” of the
soul descending through the spheres with specific properties, all
of them fatal gifts; but this basic character was lost as soon as
a connexion was formed with a purely cosmological theory, that
is to say, one directed not so much to the problem of sin as to the
problem of the essential unity of man and universe. When this
essential unity began to be sought more generally in the biological
rather than in the psychological realm, the original idea of
“journeying” faded into the background, while the planetary
gifts, now not so much acquired on a journey as received at birth,
become neutral, constructive elements, some mental, some
physical. It so happens that Servius is again the writer who
passes on this version of the old doctrine, this time appealing
not to the philosophers and astrologers, but to the “physici’.
At birth, human nature receives “‘a Sole spiritum, a Luna corpus,
a Marte sanguinem, a Mercurio ingenium, a Jove bonorum
desiderium, a Venere cupiditatem, a Saturno humorem’ 102

the Zodiac, on the other hand, are called "leaders on the side of Ormuzd” (cf. H. JUNKER,
“Uber iranische Quellen des hellenistischen Aionbegriffs”, in Vortrage der Bibliothek Warburg,
1922, pp. 141 sqq.). Ci. also T. Zierinski, “Hermes und die Hermetik”, in Archiv fiir
Religionswissenschaft, vint (1905), pp. 325 sqq., esp. 330 sqg-

190 SErvius, Comm. in Aeneid., VI, 714.

19 Cf. BoLi, BoussET, and ZIELINSKT, loc. cit.; ZIBLINSKI, op. cit., pp. 321 sqq.; F. CumonT,
After-Life in Roman Paganism, New Haven 1922, pp. 106 sqq.

192 SErvius, Comm. in Aeneid., x1, 51. This physico-biological conception of the gifts of
the planets side by side with a more Neoplatonic one was accepted also by Isidore (Isipore,
Etym., v, 30, 8, largely agreeing with Servius, but put forward, significantly enough, as
“stultitia gentilium"); this Servius series is reproduced word for word in Mythographus 1 (cf.
below, text pp. 172 sqq.), in the chapter on Mercury (G. H. BobEg, Scriptores rerum mythicarum
latini tres, Celle 1834, pp. 217, line 33). On the other hand, the real notion of the soul's
joumeyings survived in many forms in a large number of Platonist writings and poems,
e.g. in BE!I!_NARDUS SiLvesTris, De univ. mundi, 11, 3; ALANUS aB INsuLls (see below, pp. 186
sqq., text); and later in MatTEO PALMIERI (see below pp. 251 sqq., text); CARDANUS,
ATHANASIUS KIRCHER, etc.
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When, however, the relationship between macrocosm and
microcosm was so conceived that planetary influences were
supposed to be of a physical as well as of an ethical nature, and
when at the same time the ideas of emanation and reascension
were linked with the journeyings of the soul, all this gave rise to
a transformation such as we-have encountered in the Neoplatonists
Proclus and Macrobius. Whether classified according to “‘series”
as in Proclus, or regarded as acquired in different planetary
spheres, as in Macrobius, the planetary gifts became faculties of
the soul, and these faculties were without exception beneficial.
Neoplatonism, too, considered the soul’s incarnation in the material
world as a descent, but one in which the soul’s endowments,
brought with her from her higher home, could only be good;
and among these innate goods the noblest, as we have seen, was
Saturn’s gift 103

Thus, in this double interpretation of the myth of the soul’s
journeyings—and between those extremes there existed many
mixed forms'®—the polarity of the notion of Kronos led to two
opposing basic attitudes. The pregnant antithesis ““‘dullness,
sadness, fraud vs. reasoned or even inspired thought” was to
dominate the future too, though the bald “either/or” was soon
softened to “both/and”. The Saturn to whom the lethargic
and vulgar belonged was at the same time venerated as the planet
of high contemplation, the star of anchorets and philosophers.

Nevertheless, the nature and destiny of the man born under
Saturn, even when, within the limits of his condition, his lot was
the most fortunate, still retained a basis of the sinister; and it is
on the idea of a contrast, born of darkness, between the greatest
possibilities of good and evil, that the most profound analogy
between Saturn and melancholy was founded. It was mot only
the combination of cold and dryness that linked black bile with the
apparently similar nature of the star; nor was it only the tendency
to depression, loneliness and visions, which the melancholic

162 See above, p. 155 (text). :

194 Cf. the literature quoted on page 157, notes 101 sq. In this type of mixed series (ase.g.in
Isipore, De natura rerum, ed. G. Becker, Berlin 1857, 111, p. 10; BEDE, De temporum ratione,
ch. 8 (MignE, P. L., voL. xc, col. 328 5q.); ANDALUS DE N1GRro, Brit. Mus., MS Add. 23770, fols.
36°-37"), Saturn generally belongs to the evil side; he bestows or signifies Sdwpy, vayeMla,
whedbos, “‘merores, tristitiam, vilitatem et malum’ and “tarditatem”, Only in the Képy Kdopov
(T. Zievinski, “Hermes und die Hermetik,” in Archiv fiir Religionswissenschaft, viu (1905),
P. 365) does Saturn play a good part; as ¢ ijs Nepdoews domjp he bestows Aixm and *Avdyxn
on the sonl. This at first sight singular exception can be explained by the influence of
Platonist literature, traceable also elsewhere in the Corpus Hermeticum.
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shared with the planet of tears, of solitary life and of soothsayers;
above all, there was an analogy of action. Like me]ancho}y,
Saturn, that demon of the opposites, endowed the soul both with
slowness and stupidity and with the power of intelligence a.n_d
contemplation. Like melancholy, Saturn meqaced those‘ in his
power, illustrious though they might be, with depresswx.l, or
even madness. To quote Ficino, Saturn “seldom denotes ordinary
characters and destinies, but rather people set apart from the
rest, divine or bestial, blissful, or bowed down by the deepest

sorrow’’ 105

3. SATURN IN MEDIEVAL LITERATURE

(@) Saturn in the Controversies of the Church
Fathers

Early Christianity was bound to declare war on the astrolog{ical
view of the universe, as well as on the veneration of tlhe ancient
pagan gods® From the very beginning, the_refo.re, it was the
task of the Church Fathers to weaken belief in astral pre-
destination!®? and to reveal the emptiness of faith in the ancient
gods. In the case of gods who were also planetary rulers, a
battle was fought on two fronts against one and tk_1e same enemy,
during which, as always happens in th(-? combating of heremef;.
the very refutation of the heterodox views helped to preserve
them. . o

The weapons employed by an early and relatively sumﬁh_t-
forward group of apologists could be taken from the arsenal of

humani generis qualitatem atque sortem, sed hominem ab aliis Segre?;a.'.:;:‘:; =
brutum, beatum aut extrema miseria pressum.”” The connexion bct\\eer: t-.'lr e
notion of Saturn and the birth of the modern notion of genius .;sec bctow..-.n‘t_p:
can here be seen already from the choice of words, for “divinus fbcf:ame t.‘:e; Ty 25
tion of modern philosophical, poetic and (since Michelangelo) artistic men 0;‘ gen..;.-i o

Sometimes the contrast inherent in the notion of Saturn alread.y appeatja‘m ; €1 i IL.\\-.,
as in HeErMIPPUS, Anonymi Christiani Hermippus de astrolog-m dra{ng:ts, .J\I;E. 36, ]:..‘. ;
Kroll and P. Viereck, Leipzig 1895, p. 19 (fourteenth centu‘ry} : etAmye pedv dis up:{:m o\:o:.r\’ Lim:l;
olov pavraciar, pwipny, it 82 kal Tiv évavriay adrj Afyy xai yowiy owépparos. For ALANTS
InsuLls, see below, p. 186 (text).

106 A history of medieval astrology does not yet exist. For the moment, cf WEDEL.
M. A. A, .

197 TerTULLIAN, De idolairia, 9, however, tells us in referring to th‘:‘ star"-\.'i--.u'-!‘.’}c-, .'.!.c
Three Kings: “at enim scientia ista [i.e. astrology] usque_ad evar‘ag_gium’ ,_u:-“l
For his attitude to astrology, ¢f. F. W. C. L. ScuuLrTe, H:r Heidendom bij 1:_': i.\‘_.;.ﬁ.r:".n:v. Jkerk
1923, ch. 7. Isipore, Efym., vii, o, 26 follows Tertullian word for word cf. WenDeL, M. A A,

p- 18).
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the ancients themselves. The notion qf Saturn,. with its manlzr
contradictions, was a particularly suitable object of attact; ’
Thus Minucius Felix, Tertullian, and L'fxctantms, thf: lat eg
almost word for word the same as Minuqlus, took their stan
on the Euhemeristic view, according to wl.uch the gods had been
mere men, and Saturn, said to be the chief of the gods, a man
particularly hard pressed by fate:

Saturn, the prince of this race and horde, was described by all writers

in antiquity, both Greek and Roman, as a man. . . . When he ﬂe.d (i.ll‘ege
ir fear of his son's wrath, came to Italy and was hospitably receive thy
T_m;u.-'-, he instructed those wild and savage men in many things, like the

cultured Greek that he was, in writing, in minting coin, and in the r;?é(éng
of tools.  For that reason he wanted the asylum where he had safely hidden
himeelf to be called Latium (from “latere”) . . . so he was altogether a man
who fled, altogether a man who hid himself 198

This is not the place to describe in det.ail the way in which other
themes in heathen or Jewish polemics aga}mst t.he. gods were
taken over by the apologists and employed in Christian spelcula(i
tion1® Throughout this battle the Kl‘OI!OS--S‘:}.tu‘ﬂ"I myth p'a]yet
a not unimportant part, whether because its primitive and violen
theme shocked the sensibilities of the time1° or because its
Stoic and physiological interpretation seemed s0 profound as
especially to warrant rebuttal. Whether K‘ronfas s”rnadness v}vlas
interpreted as the metamorphosis of the “Kairos'', or .whet er
Kronos was time, darkness, frost or moisture: he certainly was
not a god, for divinity is essentially unchanging. Thus argue'.d
.—\then;;goras, taking his argument from the older Stoic

18 \[jxvcius FeLix, Ocfavius, XXI, 4-7: TERTULLIAN, Apo!ogclic._, x; an-rm'fws, til]'::
inst., 1, 13, 6-8, is based on fhe quotation from VirciL (Aen., vitn, h!';es 3jzo0 sq:]l” xnﬁone:d.
text p. 162) later taken over by Augustine. The passage on Sat‘um is t'rcque::ﬂ):{des s
in critical literature in connexion with the question, discumi?. l‘n nume.rou‘s. ] .erus
interdependence of Minucius Felix and Tertullian. See the blbh‘ogra:phles;‘n dc j'";,m,'m;
Minucius Feliz, London 1928, and in G. A, jon;uxt,\ SCI:I:;DR{ :::u::n:\s I-];eos:cc:i ﬁ—ancL‘sch

i i i 2), pp. 89 sqq. For the star of the s cf. A b
E'fl"::;zz::zl‘;vﬁ;ﬁhrzfis) :l;gg. 3:» q(?u, and L. pE Vrerse, Augusiinus en de Asirologie
(dissertation, Amsterdam 1933), pp- 71 54qQ.

109 The passages on Saturn in the Church Fathers are convenicntl?r collected in \‘?jn: :. 3:
the index to Migxeg, P. L., voL. cCXIX, pp. 388 sqq. For t'he e:frly history nf{the ccr; F(:znn
pagan gods with a detailed commentary on two of the earliest Gr.eelf WOTII’.!: cf. J. = Lm“z.
Zwei griechische Apologeten (Aristides and Athenagor?!s}. Leipzig IQD;: Jos 1";.;,-\“59;
Tertullian als Apologel, voLs. 1-1I, 1927-28 (A\Ii.i‘nster. Beitriige zur Theologie, 1X-X) discus
the problem of early Roman attacks on paganism. Cf. esp. pp. 128-179.

10 For the distaste with which the myth of the birth of Zeus and Kronos's de‘vo'unni:“f
the stone was regarded, we may mention a later text, GREGORY OF Nazianzus, Oralio in sa
Iumina (MiGNE, P. Gr., VOL. Xxxxv1, col. 337) see below, text p. 199, and PLATE 14.

§3] . SATURN IN MEDIEVAL LITERATURE 161

controversialists whom he may have known from Jewish-Hellenistic
sources. ™ = Tertullian, too, dealt particularly thoroughly with
Saturn, because in him lay the origin of the gods: “Heaven and
Earth gave birth to him, the patriarch of the gods, and the poets
were the midwives” 12 Different though Tertullian was in origin
and in temperament and character from an average Greek such
as Athenagoras, Greeks and Romans in these early Christian
times fought the common enemy with roughly the same methods
and ideas; in some places this resulted in such similarity of text
that even to-day philologists cannot be certain which was the
source of which.11?

St . Augustine, however, whose opposition to astrology was
based as much on his concern for free will as on his faith in divine
predestination,™ was not content with such arguments. Not only
did he completely refute, in De civitate Dei, all the learned inter-
pretations of the ancient pantheon,™ but he also devoted to
Saturn in particular a detailed examination. This systematically
contrasted the Euhemeristic humanising of originally divine
figures with the allegorical treatment in natural philosophy and
etymology, and then compared both interpretations with that of

U Apologia pro Christianis, 22 (). GEFFCKEN, Zwei griechische Apologeten, Leipzig 1907
PP- 139 5qq., 205 5qq.).

U2 Ad nationes, 11, 12 (Corp. Ss. Eccl. Lat., voL. xx, p. 118). Tertullian contradicts the
Stoic doctrine developed by Cicero, De natura deorum, 11, 24-25, equating Kpdvos with Xpdves :
“'Sed eleganter quidam sibi videntur physiologice per allegoricam argumentationem de Saturno
interpretari tempus esse. . . . Nominis quoque testimonium compellant: Kpdvor dictum Graece
ut Xpdwor. Aeque latini vocabuli a sationibus rationem deducunt, qui eum procreatorem
corliccta.lntur, per eum seminalia caeli in terram deferri.”” The later derivation of the name
Saturn "a satu’’, based on Varro, De lingua latina, v, 64, edd. G. Goetz and F. Schoell, Leipzig
1910, p. 20 (see also the parallel passages given in the appendix) is also mentioned several times
by Avcusting, De Civitate Dei, vi, 8; vi, 2; vi1, 3 (“Saturnus seminis dator vel sator");
vil, 13; vi1, 15, How Varro attempted to combine this derivation with that from the notion
of Timecan be seen in De Civitate Dei, vi1, 19: “"Chronon appellatum dicit [sc. Varro], quod
Graeco vocabulo significat temporis spatium, sine quo semen, inquit, non potest esse
fecundum.” Ci. E. Scuwartz, “De M. T. Varronis apud sanctos patres vestigiis” in Jahrbuch

[iér klassische Philologie, sUPPL. VoL, xv1 (1888), pp. 424 sqq., 439, 482 sqq.

3 E.g. Joser Lortz, Teriullian als Apologet, 1, p. 134.

M Cf L. DE VREESE, Augustinus en de Astrologie (dissertation, Amsterdam 1933), and
J. A. Davis, De Orosio et sancto Augustino Priscillianistarum adversariis commentaria historvica
et philologica (dissertation, Nimwegen 1930), pp. 189 sqq.

% De Civitate Dei, vit, 19. The remaining passages on Saturn in De Civilate Dei are easily
available in the index to E. Hofimann's edition, Vienna 1899-1900 (Saturn as unlucky planet,
god of the Jews, lord of the Sabbath, etc.). For Saturn in Augustine's other works see
SisTER Mary DanierL MappexN, The Pagan Divinities and their Worship . . . in the works of
St Augustine exclusive of the City of God (The Catholic University of America, Patristic Studies,
VOL. XX1V, 1930), pPp. 46—53. For Augustine’s transmitting and perfecting of early Christian,
apologetics in general, see GEFFCKEN, op. cit., pp. 318 sqq.
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the Neoplatonists, who recognised that the earlier doctrines were
untenable. In Neoplatonism, Saturn represented the highest
intellect. But, logically, should not these philosophers alter their
faith with the alteration in their interpretation, and either not
erect any images to the gods, or else erect them only to Saturn
and not to Jupiter Capitolinus? But the world ignored these
doctrines and continued to worship Jupiter as the highest god,
and common opinion was at one with the astrologers in regarding
Saturn not as a wise creator, but as a wicked old man. . Thus his
polemic reaches a climax in a magnificently built-up contrast
between the Neoplatonic metaphysical and affirmative rotion of
Saturn and the astrological superstitious and negative notion: and
the malicious acumen of this contrast brought out the inner ambi-
valence of Saturn with a clarity not attained again save by the
subtle intuition of the Renaissance.

What do they say of Saturn? What being do they worship as Saturn?
Is it not he who first came down from Olympus—

“Fleeing the war of Jupiter and kingdom overthrown,
He laid in peace the rugged folk amid the mountains steep
Scattered about, and gave them laws and wished them well to keep
The name of Latium since he lay safe hidden on that shore.” 16

Does not his own portrait distinguish him, which shows ‘him with
covered head like one that hides himself? Was it not he who showed the
Italians agriculture, as is shown by his sickle? No, say they. ... For we
interpret Saturn as the “fullness of time”, which his Greek name suggests:
for he is called Kronos, which, when aspirated, is also the name of Time.
For this reason he is also called Saturnus in Latin, as it were, full of years
[“quasi saturetur annis”]. I really do not know what to do with people
who, in attempting to interpret the names and portraits of their gods in a
better sense, admit that their greatest god, the father of all others, is Time.
For what else do they betray but that all their gods are temporal, since
they make Time itself the father of them?

And so their later Platonic philosophers, who lived in Christian times,
blushed thereat. They therefore attempted to interpret Saturn in another
fashion, by saying that he was called Kronos because, as it were, of the
fullness of his intellect [“velut a satietate intellectus”] because in Greek
fullness is called xdpos, and understanding or intellect is voUs. This
notion seems also to be reinforced by the Latin name which is, as it were,
compounded of a Latin first part and Greek second part, so that he was
called Saturnus in the sense of “‘abundant intellect” (satur-vois). They
saw how absurd it would be if Jupiter, whom they considered or wished to
be considered as an eternal divinity, were regarded as a son-of Time.

¢ “His quoniam latuisset tutus in oris": VirciL, den., vii, 320-324.

§3] SATURN IN MEDIEVAL LITERATURE 163

According to this modern interpretation . . . they call Jupiter the son of
Saturn more in the sense as it were of spirit [“‘spiritus’’] emanating from
that highest intellect [“mens’’], and considered as the soul of the world filling
all heavenly and earthly bodies. . . . The Romans, however, who dedicated
the Capitol not to Saturn but to Jupiter, and also other peoples who believed
that they owed worship to Jupiter before all other gods, were not of the same
opinion as the Platonists. The latter in their new theory, if only they ha_d
had any power in such matters, would have preferred to dedicate their
chief sanctuaries to Saturn, and also, above all, to extirpate the astrologers
and horoscope-makers who had relegated Saturn (described by the Romans
as the “wise creator’’),'7 to the position of an evil god among other stars.1®

The Neoplatonic interpretation of Saturn was here treated
with unmistakable irony, it is true, but not altogether without
respect. It is therefore the more remarkable that Augustine,
who elsewhere frequently made use of middle and later Platonic
notions,™® should not have employed this pagan heritage in the
service of the Christian viewpoint. His radical aversion applied
as much to pagan theology as to pagan astrology.!*

St Ambrose blazed another trail important for posterity when,
instead of attacking, as Tertullian, Athenagoras, Augustine and
their contemporaries had done, he associated himself with
Philonian and Pythagorean speculation. He took his point of
departure not from the planetary gods but from their number,

17 According to another reading: “creator of wise men".

1% AuGUSTINE, De comsensu evangelistarum, 1, 34 sqq. (Corp. Ss. Eccl. Lat., voL. XL,
ed. F. Weihrich, Vienna 1904, pp. 32 £9q.). Some of the polemies accord with Lactantius's
statements mentioned above (see the notes to the edition cited). The concluding passage,
of great pregnancy, may be given in the original: “'‘Romani tamen, ‘qui non Saturno, sed Iovi
Capitolium condiderunt, vel aliae nationes, quae Iovem praccipue supra _c_e‘tems deos
colendum esse putaverunt, non hoc quod isti [sc. philosophi recennfzres .Piatomc}_- senserunt,
qui secundum istam suam novam opinionem et summas arces, si quicquam in his rebus
potestatis habuissent, Saturno potins dedicarent et mathematicos \?el gene;.t:‘.l{.accs maxime
delerent, qui Saturnum, quem sapientem [another reading: sapientum] efiectorem isti
dicerent, maleficum deum inter alia sidera constituerent.”

118 A striking example of this is Augustine's doctrine of ideas (e.g. Micxe, P. L., vor. xt col
20 sq.); cf. also E. PaANoFsKyY, Idea (Studien der Bibliothek Warburg, vor. v, 1024}, pp. 18 sqq,
and 81 sqq. ’

120 This radically hostile attitude is well illustrated by a passage from MaARTIN oF BRACARA'S
sermon to the peasants. Martin of Bracara regards the gods of.the days of the week as fallen
angels or demons, who observe the wickedness of men and give themselves out as godlcje.s
men of earlier times (Saturn, Jupiter, etc.). These demons persuade the ?EOpIc to worship
them under the names of these supposed persons. Hence Martin t@artny d!.sappro\'es of
naming the days of the week after the planets. "'Non tamen sine permissione de;In‘ocent. quia
deum habent iratum et non ex toto corde in fide Christi credunt. Sed sunt dubu in tantum,
ut nomina ipsa daemoniorum in singulos dies nominent, et appellent diem Martis et Mercun
et Tovis et Veneris et Saturni, qui nullum diem fecerunt, sed fuerunt homimes pessimi et
scelerati in gente Graecorum’ (De corvectione rusticorum, 8, ed. K. P. Caspan,"Chn:'namg
1883, pp. 11 and lxxviii) This work was written between A.D. 572 and 574. See Caspan
(ed.), op. cit., pp. cvii sqq., for its survival in the Middle Ages.
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seven. In a certain sense Ambrose had a predecessor in this,
Victorinus of Pettau, who in a magnificent survey had distributed
the seven gifts of the Holy Spirit among the seven heavenly
spheres. The seven heavens, according to Victorinus, corresponded
to the seven days of the creation. As witness thereof he quotes
the words of Psalm xxxir 6: “By the word of the Lord were
the heavens made: and all the host of them by the breath of his
mouth.” The heavens are seven spirits. Their names are the
names of those spirits which rested upon Christ, according to the
prophet Isaiah. The highest heaven is therefore the heaven of
wisdom, the second that of understanding, the third of counsel.
From them too the thunder roars and the lightning flashes, and
so ont2 Here, therefore, we encounter cosmological speculation
about the seven gifts. But it is characteristic of Victorinus not
to take any interest in fixing more precisely the position of these
spheres in the cosmos.

Ambrose rightly says that his treatise is written from a view-
point other than that of the Pythagoreans and the rest of the
philosophers. The comparison with Philo, used by him, shows
the boldness of Ambrosian symbolism, which did not hesitate
with the help of mystic numbers'** to relate the cosmic system
to the gifts of the Holy Spirit. Ambrose says: “The number
seven is good.’® Isaiah numbered seven main virtues of the
Holy Spirit. The Hebdomad, like the Trinity, is outside time or
measure: it is the author of numbers, not subject to their laws.

According to this sevenfold circle of spiritual virtues . . . we see created a
sevenfold ministration of the planets, by which this world is illumined.'*

11 Victorinus oF PETTAU, Tractaius de fabrica mundi, ch. 7 (ed. J. Haussleiter, Corp. Ss.
Eccl, Lat., voL. xL1x, Vienna, 1016, pp. 6 sqq.). For this passage see W, MacnoLz, Spuren
binitarischer Denhweise (dissertation, Halle-Wittenberg 1902), pp. 16 sqq. Victorinus of
Pettau follows Origen in the main. For Victorinus's attitude to Origen, cf. HIERONYMUS,
Epist. 61, 2, 4, and Vigilius. (Sancti E. Hievonymi epistulae, ed. J. Hilberg, Corp. Ss. Eccl. Lat,,
voL. Liv, Vienna 1910-12, pp. 557-8): “Taceo de Uictorino Petobionensi et ceteris, qui
Origenem in explanatione dumtaxat scripturarum secuti sunt et expresserunt”; also Epist.
84, 7. ad Pammachium el Oceanum (Hilberg (ed.), ibid., voL. Lv, pp. 130, 5qq.) : “'Nec disertiores
sumus Hilario nec fideliores Victorino, qui tractatus eius [scil. Origenis] non ut interpretes
sed ut auctores proprii operis transtulerunt. Nuper Ambrosius sic Exaemeron illius [scil.
Origenis] conpilavit, ut magis Hippolyti sententias Basiliique sequeretur’’; also HIERONYMUS,
Adversus libvos Rufini, 3, 14 (Micxg, P. L., VOL, XXIII, col. 467)-

122 ¥, Borr (''Die Lebensalter”, in Neue Jahrbilcher fiir das klassische Altertum, xvi (1913),
p. 126, note 3) was the first to point out the passage in Ambrose in this connexion. For
Philo, cf. K. StaenLe, Die Zahlenmysiik bei Philon von Alexandria, Leipzig 1931.

18 Cf, elvar Teheaddpoy dvrws Tov E83opov dpiludy in PuiLo, De opificio mundi, 106 (Opera, 1,
38, ed. L. Cohn, Berlin 1896).

1% AmprosE, Epist. ad Horontianum, 44. 3 (MignE, P. L., voL, xvi, cols. 1136 5qq.):
“"Bonus septimus numerus, quem non Pythagorico et ceterorum philosophorum more
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This viewpoint opened the way to Christian speculation concerning
the stars: the planets, at least to begin with, were not regarded
as distributors of spiritual gifts as in the Neoplatonic doctrine
of the soul's journeyings, but were nevertheless brought into
direct relation with Christian ethics.

(b)) Saturn in Later Medieval Speculation

(i) Saturn in Moral Theology

The doctrine of the seven gifts of the Holy Spirit had a particularly

profound significance in the Middle Ages.)* After St Augustine

had interpreted the seven gifts as a ladder, the highest rung of

which was wisdom, this doctrine had become merged with the

Neoplatonic notion of the soul’s ascension, and towards the end

lc;i thé} twelfth century it was further developed along cosmological
es.” "

Alexander Neckam, living at the time of the revival of
astrology, gave to Ambrose’s doctrine a specifically astrological
tinge. While, in Ambrose, the notion of a relationship between
tl_le planets and the seven gifts had arisen in connexion with a
disquisition on the Hebdomad, not concerned with astrology, in
Alexander Neckam the same notion appears in a chapter beginning
with the words'®®: “Seven are the planets which not only adorn
the world but exert their influence on things below, an influence
transmitted to them by the highest nature, which is God.” Even
with regard to the seven gifts he makes use of a purely astrological
turn of phrase when he speaks of the seven gifts “which adorn the
microcosm with bright ornament and exert their influence on the
natural faculties of the soul”.

It is therefore understandable that Neckam was not content
with general analogies but explored them in detail, bringing in

u§ct§mus. sed secundum formam et divisiones gratiae spiritalis; s i i

p.nnclpa.les sancti spiritus propheta Esaias complexus est (Isa.?all, X1, 2). m;ﬁﬁoﬁum
sine tempore, sine ordine, auctor numeri, non sub numeri lege devincta. Itaque sicut.a-.d.
acternae Trinitatis gratiam caelum, terra, maria formata, sicut sol, luna et stellae: ita etiam
ad illum septenarium virtutum spiritalivm circuitum atque orbem operationis divinae vigore
praestantem, septenarium quoddam ministerium planetarum creatum advertimus quoghic
mundus illuminatur.” According to J. A. Davis, op. cit., p. 187, Ambrose was h.era under

Origen's infl . In Hewxaem. li
m:gt; er in u-ence n H . lib., 4, § 17 (MiGNE, P. L., vor. x1v, col. 153) Ambrose adopted

135 Cf. K. BoeckL, Die sieben Gaben des heiligen Geisles in ihrer Bedewlu ir di
s S die Mysti
nach dar Tkeofo;g:s_ des 13. und 14. [ahrbunderis (Freiburg i.B. 1931), and ﬁef:;ticle "g:‘rzi
du Saint-Esprit” in Dictionnaire de Théologie Catholigue, voL. 1v (A. Gardeil).

126 De naturis rerum, ed. T, Wright, London 1863, pp. 39 sqq.

A
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astrological and astronomical elements.?®*” He describes the mode
of operation of the seven gifts in terms corresponding to the
Neoplatonic doctrine, transmitted by Macrobius, of the beneficent
gifts of the planets. For us, the main interest lies in the effects
this had on the notion of Saturn. The series of the seven gifts
in Tsaiah begins with wisdom and ends with the fear of the Lord.
Saturn, as the highest planet, could therefore be credited with
either the first or the last gift. Neckam credited him with wisdom
and gave the following reason for so doing: ““As the planet Saturn
takes a considerable time to complete his revolution, so wisdom
generates maturity from itself. Saturn is rightly described as
an old man by the philosophers for cld men are of mature judg-
ment.”"128

This description of Saturn, like the general notion of beneficent
planetary gifts, is Neoplatonic, for it was Neoplatonism which
celebrated Saturn as an old and wise god. In other words, the
very view which St Augustine had derided'® was now resuscitated
by Neckam and used in the development of his Christian
speculative system.

A friar, a popular preacher, as he described himself, Berthold
of Regensburg, who lived at a time of widespread astrological
belief, could hardly help including the planets and their influence
in his system of moral exhortation. “There are seven stars in
the sky. Thereby shall ye read and learn virtue, for if ye have
not virtue ye shall never enter into the promised land, and there-
fore God hath shown forth the seven virtues in the seven planets,
so that they shall show you the way to heaven.”’® Berthold

187 Here one must bear in mind the significant fact that Neckam, when introducing astrological
doctrines, always emphasises strongly that these are not to be considered as in any way limiting
free will; cf. De naturis rerum ed. Wright, op. cit.), pp. 40-41. See also below, p. 17§, note 161.

1 De naturis verum (ed. Wright), p. 41. The soul also acquires the following faculties:
from Jupiter "intellectus, qui providentiam creat et hebetudinem expellit”; from Mars
“donum consilii, quod praecipitationem renuit et cautelam procreat” (this, no doubt, because
of discretion being the better part of the soldierly virtue of valour); from Sol on the other
hand, “‘donum fortitudinis, quia . . . creat perseverantiam et fiduciam et magnanimitatem"';
from Venus “'scientia . . . quae in sanguineis vigere solet.” Mercury’s gift is connected with
the “‘pietatis donum,’” as “hominibus dulcis conversationis spirituale augmentem gratiae
ministrat’’; Luna’s gift is connected with “timor qui negligentiam expellit . . . et . .
humilitatem generat.” In Abailard we find a similar conception, namely that the planets are
spiritually illumined by God's grace which is described as sevenfold. (Opera, ed. V. Cousin,
Paris 1850, VoL.I1, p. 42).

118 See above, pp. 161 sqq. (text).

130 BErRTHOLD VON REGENSBURG, Sermons IV and LXI (F. Pfeiffer’s edition, voL. 1, Vienna
1862, pp. 48 sqq., voL. 1, Vienna 1380, pp. 233 s9q.).
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was no systematiser. He did not compare the seven gifts or any
other ready-made set of virtues with the planets, but based his
selection of virtues partly upon theological considerations, and
partly upon what seemed appropriate to him as a result of his
familiarity with cosmological and astrological doctrine. His set
of virtues bears some resemblance to a set which St Thomas
Aquinas had listed in quite another connexion.® The latter
attempted systematically to apportion the influence of the planets.
Accordingly, the influence of the three highest planets was con-
cerned with the existence of things. The four lesser planets
determined not so much the existence as the motions of things.
For this reason Saturn bestowed the highest gift, namely the
stability of existence itself (“ipsa stabilitas esse rei”’), Jupiter its

- completion, and Mars the power of survival and the strength to

keep existence from harm. Berthold adopted the attributes of
Saturn, and perhaps of Mars as well, from a series related to that
of St Thomas. Saturn bestowed “continuity”, Mars “‘combating
of sin”. The Thomist system, however, was of no importance
for Berthold’s purpose, which was to influence the plain man’s
morals. Somewhat banal in comparison with that of St Thomas,
his attribution of continuity to Saturn is founded on the fact
(known to the least educated of his audience) that the plal_'let
was so slow that it took thirty years to complete a single revolution
—in other words, on the same fact which had induced Neckam
to conneet Saturn with wisdom. But while the latter attribute
is specifically Neoplatonic, the connexion of Saturn with con-
tinuity was obviously established on the basis of those astrologlcal'
sources which had described the planet by the adjective “tenax’
and had considered it primarily as the ruler of earthly heaviness,
slowness and tenacity.’®

From the same reservoir of Saturn’s good qualities comes the
text of a German sermon which passed for Master Eckhart’s and
gave Ambrose’s notion a strongly mystical sense 13 The influences
of divine grace and consolation were to be bestowed on the
spiritual heaven of the soul. When the soul becomes a blessed

131 Tromas AQUINAS, In Metaphysicam Aristolelis Commentaria, ed. M.-R. Cathala, Turin
1926, p. 123, §§ 2560 5qq.

12 Cf, for instance the above (p. 145 text) mentioned correlation of BéBaov and ‘'tenacitas’’;
and below, p. Igo (text), Saturn’s characteristics according to Guido Bonatri.

133 MasTER ECKHART, Sermon rLxvir (ed. F. Pfeiffer, Leipzig 1857, pp. 212 sqq?. F.o:
this tradition cf. A. SPAMER in Beitrdage rur Geschichle dev deutschen Liferatur wnd Sprache,
XXXIV (1009), P. 324 D.2.
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spiritual heaven the Lord adorns her with spiritual stars. In
contrast to Berthold of Regensburg, the preacher returns to the
Ambrosian theme, though with a variant. He compares the seven
planets with the seven Beatitudes which theology had closely
associated with the seven gifts of the Holy Spirit. “So in the
heaven of the soul Saturn is a cleanser giving angelic purity
and brings about a vision of the godhead: as our Lord said,
‘blessed are the pure in heart, for they shall see God’.”3¢ The
Beatitudes begin with praise of the poor in spirit and end with
praise of those who suffer. The preacher had therefore altered
their biblical order so as to link Saturn, the first of the planets,
with the blessedness of angelic purity which occupied the sixth
place in the Gospel. In the preceding sentences he gives a brief
account of the astrological powers of the planets; for example,
“Jupiter is auspicious, Mars wrathful, Venus a lover, Mercury a
gainer, the moon a runner’—the usual characteristics of the
planets in Arabic and Latin authors. But he begins his series
with this—“the first star, Saturn, is a cleanser (‘ein fiirber’).”
In accordance with this characteristic, the author links Saturn
with the purity of the angels in the spiritual heaven of the soul.
Where can we find a parallel to this characteristic, which, in
contrast to those of all the other planets, is quite exceptional?
We have indeed encountered it in pagan authors, in Proclus and
the Neoplatonists, for whom Saturn signified purity of intellect.13
The Neoplatonic doctrine of the soul’s journeyings was, in the form
given it by Ambrose, adopted Dy writers as essentially different
as Neckam, Thomas Aquinas, Berthold of Regensburg, and the
author of the sermon attributed to Master Eckhart; and it is quite
striking to observe the way in which the figure of the Greek father
of the gods in his Neoplatonic, idealised form, is robbed of his
divinity and yet recognised throughout as an active force.

W4 [ oc. cit. ""Alsé wirt an dem himel der séle Saturnus [der fiirber] der engelischen
reinekeit unde bringet zu 1dne anschouwunge der gotheit . ..."”

135 The passages quoted above, pp. 153 5qq., can be adduced only as parallels, not as sources.
The other correspondences are: Jupiter: ‘‘Blessed are the meek, for they shall inherit the earth’
{ci. BerTHOLD VON REGENSBURG, ed. cit. I, p. 58: “miltekeit”; II, p. 236, also referring to
etymology: “iuvans pater”); Mars (with a curious inversion of his nature): ‘‘Blessed are
those who are persecuted for righteousness’ sake”; Sol (with a play on “Sol Iustitiae”);
*Blessed are they that hunger and thirst after righteousness”; Venus (the train of thought
leading to love, weeping, longing and consolation): ““Blessed are they that mourn, for they
shall be comforted”; Mercury (because of "des himelriches richeit'’): ‘“Blessed are the poor
in spirit, for theirs is the kingdom of Heaven.”
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A remarkable position was taken up also by William of
Auvergne, who insisted so decidedly, it will be remembered, on
the a:dvanta,ges of a melancholy temperament.’®® It is hardly
surprising that he too should have known of the series of beneficial
planetary gifts enumerated by Macrobius. When William declared
that according to the doctrine of the astronomers Saturn deter-
Irfined the “virtus intellectiva animae humanae”, and Mercury
directed and favoured the “virtus interpretiva”, he, too, referred
to the teaching transmitted by Macrobius.

Though William of Auvergne used the same material as the
moralists previously mentioned, his aim was a different one.
What he passionately sought to combat with all the power of his
scholarship was the idea that there could be stars which were
naturally evil. For a theologian following Ambrose such a notion
was a priori inconceivable, but by William of Auvergne’s time
astrology had again been practised for several generations, and
he took a keen interest in it. He therefore disputed with the
astrologers on their own ground. If earthly things depended on
the stars, how did evil arise? Through the evil influence of Saturn
and Mars? William replied to this in the spirit of Neoplatonism.,
For him, as for Tamblichus, the influence of the stars was entirely
good, and could turn to the opposite only through the incapacity
or.p'ervcrsion of the vessel receiving it. Besides this, however,
William discussed the influence of Saturn with an unmistakable
pa?rsonal bias until, just as in the case of melancholy, he ended
with a panegyric on the allegedly evil planet. Saturn, too, as he
accomplishes the divine will, is good in himself and can have
an ev'*il effect only through men’s misusing his gifts (“ad
Intentionem abusionis”), in the same way as even the blessed
sunlight could blind the careless. Saturn taken on his own merits
had the power to supply and direct intelligence, and if he led to
fraud, deceit, and the disease of melancholy, that was due only
to the‘k unworthiness which belonged to the human mind “a parte
matenz%e”. Saturn’s true purpose was directed to “‘enlightening
and guiding the ‘virtus intellectiva’ and leading it to knowledge
of what was right and useful, sometimes as far as the light of
Prophecy”. Here the echo of Saturn’s old ambivalence clearly
rmgs,_b‘ut in true Neoplatonic and yet true theological style, the
negative side is transferred from the realm of the active substance

18 See above, pp. 73 sqq. (text).
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to that of the recipient. Saturn’s true nature, as in Proclus and
Macrobius, was speculative thought.’®?

(i) Saturn tn Medieval Mythography

Another legitimate way in which the planetary gods could
come within the realm of medieval speculation—legitimate, that
is, in so far as it left the realm of faith quite untouched—was
broader and trodden more often than that indicated by the
Ambrosian interpretation. This was the recourse to the collections
and glosses made by scholars which dealt with the ancient gods
and heroes purely as objects of learning; and such procedure had
the double purpose of facilitating practical understanding of
classical authors and of bringing the ancient myths more into
line with the altered spirit of the age. The names of the gods and
heroes were explained etymologically, while their portraits repre-
sented them with all their attributes and were interpreted just as
allegorically as their actions and destinies; and finally, an attempt
was made to interpret each feature of the pagan myths on the
lines of entirely Christian conceptions.

The history of this tradition, always conscious of its origin
in the writings of Varro, Cicero, Virgil, Ovid, Pliny and other
pagan authors, has recently been clarified in several important
respects.®® We can see how the quantity of traditional material
was first collected and allegorised in Servius’s commentary on
the Aeneid, the Narrationes of pseudo-Lactantius, Fulg‘entius’s
Mythologiae, Hyginus's Fabulae, Macrobius’s Saturnalia and
Martianus Capella’s encyclopaedic didactic novel; and how during
this process the Fathers of the Church unwittingly acted as

3
137 WiLLIAM OF AUVERGNE, De universo, 1, 1, ch. 46, p. 619 in the Venice edn. of 1591, vor. 1,
P 655 in the Orleans edn. of 1674: *‘sed qui ponunt Saturno vel vim vel potentiam adinvandi
et dirigendi vim intellectivam humanam, nullo modo debent ei attribuere corruptiones aut
perversitates ipsius, neque inclinationem sive extorsionem eiusdem ad fraudes, dolos, astutias,
simulationes atque mendacia, sed haec omnia fieri in vi intellectiva per ineptitudinem . . .
et haec ineptitudo est ei a parte materiae, hoc est corporis . . . cum Saturnus secundum eos
[i.e. astronomos] intendat dirigere et illuminare virtutem intellectivam humanam ad ea
cognoscenda, quae recta et utilia, et interdum usque ad splendorem prophetiae: impeditur
haec intentio eius et operatio a parte corporis, quod animae illi coniunctum est.” With
this passage cf. K. WErRNER ‘‘Die Kosmologie und Naturlehre des scholastischen Mittelalters
mit specieller Beziehung auf Wilhelm von Conches”, in Sitzungsberichle der Raiserlichen
Akademie der Wissenschaften, Phil.-hist. Klasse, Lxxv (1873), Pp. 334 sqq.

138 Both the older and the recent literature has lately been admirably dealt with by F.
GaisaLBERTI, "L’ 'Ovidius moralizatus’ di Pierre Bersuire,'” in Studi romansi, voL. XXI11 (1933),

Pp. 5-136.
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intermediaries by their polemics}¥® We can see, too, how the
tradition penetrated into the medieval encyclopaedias of Isidore
and Rabanus Maurus and into the late medieval Catholica,
Repertoria, Thesauri and Specula, while at the same time it began
to form an independent species of literature of a purely
mythological character.

It appears that some idea of the nature of Saturn himself
survived in northern countries even during the first thousand
years after Christ. The author of the Old English dialogue Solomon
and Satwrn was certainly no humanist. Nevertheless, his work
is at bottom not so unclassical, for Saturn is made to begin the

debate with the words:

“Lo! of all the islands
I the books
have tasted, .
have thoroughly turned over the letters,
the wisdom have unlocked
of Libya and Greece,
also the history
of the Indian realm.
To me the teachers
showed the stories
in the great book.”4®

There we have before us Saturn the omniscient, just as we
have encountered him in numerous sources; and the fact that he
appears in the dialogue as King of the Chaldees is not at 3:11
unclassical either. This is clearly an echo of the Euhemeristic
tradition, according to which Saturn was a king who came out
of the east.

But we encounter this popular tradition of Saturn far less often
than the learned tradition taught continuously from Carolingian
times onward. Knowledge of it was transmitted to the Middle
Ages mainly by the fifth-century allegorical writers, who had
already divested the classical gods of their reiigious character.
From these authors the way obviously leads straight to Petrarch

13% A particularly interesting example of this kind (a corrupt passage from St Augustine,
as source of a pictorial motif in the Cybele fresco in the Palazzo Schifanoja, }‘él.'i'TE.lra.‘,l has
been brought to light by F. RoUGEMONT (A. Warburg, Ges. Schriften, voL. 11, Leipzig 1032,

p. 641.

10 We correct J. M. KEMBLE's translation, The Dialogue of Salomon and Saturnus, London
1848, p. 134. For the sources of the notion of Saturn in the O. E. dialogue, ci, A. vON
Vincents' “Die alt-englischen Dialoge von Solomon und Saturn”, in Misciner Befrage sur
romanischen und englischen Philologie, xxx1 (1904), Pp. 87-105.
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and Boccaccio. In the ninth century the most important
philosopher of the time, Johannes Scotus, had written a
commentary on Martianus Capella. He was followed by Remigius
of Auxerre who based his work on Scotus and other predecessors,
some of whom we do not know, as unfortunately he described
them only by their initials"!; and Remigius’s commentary became
of first-class importance for the Middle Ages.4* Together with
the usual ancient authors, Servius, Macrobius, Martianus Capella,
Fulgentius, Juvenal, Lucan, Cicero, and others, Remigius represents
the main source for the account of Saturn which was still accepted
by the great forerunners of the Italian humanists—that is to say,
the account of Saturn in the so-called Mythographus III.

A typical protagonist of that proto-humanism which is a
worthy counterpart of the early Italian and Provengal Renaissance
movement, 4 this author collected all the available material with
great scholarship and in a clear genealogical arrangement. He
praises the philosophers who took the view that all the various
pagan gods were only ‘‘varia vocabula”, different descriptions of
the different manifestations of God’s influence on the world.
He relates the myths and describes the portraits with all their
etymological and allegorical interpretations, and, in so far as
certain gods were also planetary rulers, added astrophysical and
(though with visible scepticism) astrological observations as

1 Doy M. Capruvys, Jean Scot Evigéne, Louvain 1933, pp. 75 5qq., and M. L. W. LAISTNER,
“Martianus Capella and his Ninth-Century Commentators”, in Bulletin of the John Rylands
Library, 1X (1925), pp. 130-8. Ci. R. KLieaNsKy, “The Rock of Parmenides," M.A.R.S.
1, 2 (1043), pp. 181-3.

12 For the commentary by Remigius, see Dom CAPPUYNS, op. cit.; also M. ManiTius,
“Zwei Remigiuskommentare”, in Neues Archiv fiir dlteve deuische Geschichtshunde, voL, XLIX
(1932), pp- 173-83. Substantial portions of the commentary were even translated into
German (by Notker Labeo); see KarL ScHULTE, Das Verhdlinis von Nothers Nuptiae Philologiae
el Mercurii sum ICommentar des Remigius Antissiodorensis, Miinster i.W. 1911.

1 For Neckam, see H. Ligsrscutizz, Fulgentius Metaforalis (Studien der Bibliothek
Warburg, voL. 1v, 1926), pp. 16 sqq., and Mario Esposito, in English Historical Review,
VoL, XXX (1015), p. 466. Mr R. W. Hunt's researches have shown that Neckam made exten-
sive use of Mythographus IIl for his commentary on Martianus Capella, but for this very
reason there is no question of his being himself the author. The true author, as Miss E.
Rathbone has shown, is Magister Albericus Londinensis, ¢. 1170; see Mediaeval and Renaissance
Studies, 1, 1 (1943), pp. 35 sqq. and pp. 39 sqq.

W Pyoemium; G. H. Bobpg, Scriptores verum mythicarum latini tves, Celle 1834, pp. 152,
16 sqq. He takes this Stoic doctrine from SERvVIUs's Comm. in Aenmeid., 1v, 638, and
Remicius's Comm, in Mart., ch. v; cf. R. RascHgg, De Alberico Mpythologo, Breslauer
philologische Abhandlungen, xLv (1913), p. 13. Even Nicnoras or Cusa devoted the whole
of ch. XXV of his De docta ignorantia to the idea that “‘Gentiles Deum varie nominabant
creaturarum respectu’’ (edd. E. Hoffmann and R. Klibansky, Leipzig 1932, pp. 52 sqq., and
the list of sources for that chapter).
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well 145 He states, for instance, that the rising of Saturn always
signified sadness, and that he caused harm and was called a
“malicious god”’; but he does not present arguments of his own,
and merely repeats the views of the “mathematici”, as well as
those of many others. He does not range the planetary gods
according to their sequence in the cosmic system but according to
a purely genealogical scheme, and he is still far from moralising
them along specifically Christian lines.

Both these things were done, however, in a mythographical
preface to the Latin Ovide moralisé, printed under the name of
Thomas Waleys but really written by the French theologian
Petrus Berchorius (Pierre Bersuire), the Metamorphosis Ovidiana
moraliter a magistro Thomas Waleys . . . explanata, an outstanding
example of the art of Christianising explanation (“literaliter”,
“naturaliter”, “historialiter”, “spiritualiter”’). Its tendency, later
sharply rebutted by the Counter-Reformation,% was to liberate
the pagan myths from the remoteness of the study, to reconcile
them with the Christian view, and even to make use of them in
sermons, a tendency shared by Robert Holcot’s approximately
contemporary Movalitates and John Ridewall’s more ancient
Fulgentius metaforalis, used by Berchorius. This new tendency
naturally did not prevent Berchorius from also taking parts of
his interpretation, often word for word, from the tradition going
back to the early medieval commentary on Martianus, transmitted
to him by Mythographus III.

Petrarch had already used some of the statements in
Mythographus III, together with various echoes of original
Roman poetry, for his descriptions of the gods in his Africa,
his borrowings were dictated by purely artistic motives and
moulded into classical hexameters™?; and if it is significant that
a great fourteenth-century Italian poet should have pictured the
gods of his Roman forefathers with the aid of a compendium
put together entirely from works of the early Eastern Empire

145 Cf. for instance the account of Servius quoted on p. 157, note 100, introducing which the
Mythographer says "Neu abhorreas, quod iuxta stellarum status prospera nobis vel adversa
dicantur ‘destinari; et fides catholica quod sane sentit, firmissime amplectatur. Gentilium
tamen opinio habet . . ."" (Mythographus, 111, 9, 7).

¢ As is well known, it was not Ovid's text, but the moralisations of Ovid which were placed
on the Tridentine Index (cf. Mefropolitan Musewm Studies, 1v (1933), pp. 276 sqq.).

W7 Cf. H. Liepescutrz, Fulgentius Metaforalis (Studien der Bibliothek Warburg, vor. 1v,
Leipzig 1926), pp. 16 and 41; and, for Petrarch’s principles of transformation, E. Panorsky,
Hercules am Scheidewege (Studien der Bibliothek Warburg, voL. xvi, Leipzig 1930).
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and from Carolingian sources, it is no less significant that a con-
temporary French theologian who by his own admission knew
‘t}xese magnificent, straightforward and in no way allegorical
lines, should yet have taken over the old elements from
Mythographus III and garbed them in the laborious prose of a
Christian allegory; for Berchorius borrowed various traits from
Petrarch’s descriptions, now scarcely recognisable among the
chaos of allegory.18

About 1400 the pictorial content was sifted from the rubble
and enriched with some fresh elements, whence emerged the
Libellus de imaginibus deorumM® often quoted as “Albricus”—an
unpretentious, but for that very reason unusually popular, hand-
book for “educated laymen”, and, more especially, for creative
artists. The text laid special emphasis on the astronomical
sequence of the planetary gods introduced by Berchorius.
Boccaccio’s Genealogia deorum, begun about 1350, retained the
genealogical arrangement of Mythographus I11; but it is significant
that despite all its associations with the medieval tradition and
attitude of mind, it was the first to put forward scientific claims.15
The material was “collated” and deliberately evaluated, rather
than merely collected; later sources were compared with one
another and, -if possible, measured against a “genuine ancient
core”—Boccaccio, not without pride, counted five authentic
Venuses and thirty-one authentic labours of Hercules, and he at
least aimed at re-establishing the link with Greek sources.!™
The chapter on Saturn was based mainly on such ancient sources
as we have already quoted (Lactantius, Virgil and the rest) and
on the medieval tradition, that is to say, on Mythographus III.
As well as these, he quoted a statement of Hermes Trismegistus,
that Saturn belonged to the completely wise, and he put forward
the highly peculiar theory of “Theodontius” concerning the stone
which was given to Saturn instead of Jupiter to devour. These

18 Cf. F. Guisarsertt, “L' ‘Ovidius moralizatus' di Pierre Bersuire', in Studi romanszi,
XXI1I1 (£933), pp. 30 sqq. and 6s.

1% Cf. the literature cited on p. 172, note 143.

1% Cf. the introductory chapter quoted by Liesescutrz, op. cit., p- 21, note 33: “Qui
primus apud gentiles deus habitus sit . . . Boccaccio deals with Saturn in ch. 1 of Book
vilt (pp. 197 $qq. in the Basle edition of 1532). For Boccaccio’s method of interpreting the
myths, see C. G. Oscoon, Boccaccio on Postry, Princeton 1930, PP. xvii sqq., and the excellent
monograph by Carro Lanp1i, Demogorgone, Palermo 1930.

*f‘ Cf. E. H. WiLxins, The University of Chicago MS of the Genealogia deorum (The Modern
Philology Monographs), Chicago 1927, ch. 11, ""The Greek quotations in the Genealogia';
also Lanp1, op. cit., pp. 22 sqq.
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pseudo-classical citations alone gave the chapter a new character.
But the decisive thing is that Boccaccio endeavoured to identify
with one another the two worlds which we have already observed
approaching one another to a certain extent. As far as we know,
Boccaccio was the first mythographer to declare that astrological
statements were worthy to be placed beside mythological state-
ments concerning Saturn. “But the fact that he is sad, aged,
with covered head, slow, dirty, and armed with a sickle, all applies
to the planet as well as to the person’ (Saturn is here a “person”
in the Euhemeristic sense).’® The features which, as we saw,
originally came from mythology and, with others, formed the
astrological picture, now reverted again to mythology. Thus it
is that Boccaccio comments on the predicates of Saturn taken from
Mythographus III (that is, from the Martianus tradition) with
sentences taken from Abii Ma%ar describing the nature of the
children of Saturn.

With the emergence of critical scholarship, the colourful world
of the Middle Ages vanished, though not in a moment. The
excellent studies of Schoell and Seznec have drawn attention to the
great importance of mythological handbooks such as the myvtho-
logies by Natale Conti and Vincenzo Cartari,’®® which are incon-
ceivable without their medieval predecessors. The old material
still survived, too, in emblems and collections of allegories.'® ut
from the moment L. G. Gyraldus’s mythological handbook
appeared (in which “Albricus’ was still quoted, though stigmatised
as “auctor proletarius”), % a model of serious scholarship was set,
compared with which all previous efforts seemed fantastic and
unscientific. Gyraldus was certainly conscious of his new attitude,
as is clearly shown in the polemic against Boccaccio in his preface.

132 Similarly (but leading from astrology to mythology, and not vice versal the passage
quoted in extenso on p. 187 (text) from Bartholomaeus Anglicus: “planeta malivolus
ponderosus, et ideo in fabulis senex depingitur.”

18 V. CARTARI, Le Imagini dz § dei degli antichi, Venice 1556. Later editions mentioned by
J. SeznEc, “Les manuels mythologiques italiens et leur diffusion en Angleterre’’, in Melanyes
d'Archéologie et d’Histoire, L (1933), p. 281. The Latin translation of Vercerius was un-
scrupulously used in JoAcHIM SANDRART'S [conologia deorum, Nuremberg 1680, For mytho-
logical handbooks, cf. F. L. ScroeLL, "Les mythologistes italiens de la Repaissance et [a
poésie Elisabéthaine”, in Revue de littérature comparée, 1v (1g24), pp. 5-25. and the same
author's Etudes sur I'h 1 inental en Angleterve & la fin de la Renaissence, Pans 1926
(Bibliothéque de la Revue de littérature comparée, VOL. XXIX).

15 Cf, Mar1o Praz, Studies in S, h-Century Imagery, voL. 1, London 193q, and I
Manpowsky, Ricerche intorno all’ Iconologia di Cesare Ripa (La Bibliofilia, xr1), Florence 1030.

185 L. G. GYRALDUS, De deis gentilium varia ef multiplex historia, Basle 135458, The passage
{from "“Albricus” in L. G. GyraLpus, Opera, Lyons 1696, voL. 1, col. 153.
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There Gvraldus speaks of Boccaccio with great respect as a mag
of diligence, intelligence and culture, a man of lfstters far ahea
of all other Italian prose writers. But Boccaccio was no Latin
scholar, let alone a Greek one. He, Gyraldus, could' not ur-lder-
stand how some people valued Boccaccio’§ Genealogia so lngh._ly
as to quote it as an authority or even to write comm?n;ta.nes on 13
On scientific grounds he disapproved of Boccaccio's profoun
speculations over the primeval god Demogorgon, who.se name
must not be known. Widely though he had sough_t, this Demct:
gorgon was nowhere to be found, “nowhere, I say, did he appe_::’l"
(“nusquam Demogorgon iste, nusquam, inquam, apparuit”’).
Gyraldus discovered the solution: ‘Demogorgon’ was only a
corruption of ‘Demiurgos’.}5 .

Tll;)is example is typical of the critical -tum which prra.ldus
gave to the history of mythography. It is true th.at his work
was fundamentally no more than an assern.’t:»l;r of views from 2
great variety of ancient authors concerning different gods, their
portraits, and their type of worship. Nowher‘e was an attfsmpt
made to build up these views into a general picture or to give 2
consecutive account of their development from the earliest authors
onwards. According to Cicero, for instance, Saturn was the son
of Coelus, but according to Fulgentius’® he was the son of Poll'ux;
and both statements appear side by side with no connexion.
But this very fact reveals Gyraldus as an author’on the thresh-old
of a new, philological and critical epoch in the history of ‘classxcal
studies. Men sought to avoid the short-circuits of earlier com-
binations and -to limit themselves to collecting only cl'assmal
material—Latin and, above all, Greek texts, or occaswn.ally
inscriptions—ignoring ‘‘Albricus” and the uncritical blunderings
of medieval commentators such as Berchorius.

This mythographical literature is particularly important fo_r
the history of the notion of Saturn; in the first place because }t
provided scholarly material for the rest of literature, and a ba.sxc
form for pictorial art; secondly, in that, being uncontr?versxal,
unsuperstitious, conservative and devoted to etymology, it repre-
sented Saturn without bias of any kind, handing down to posterity
a complete and variegated portrait.

6 Cf. CarLo Lanpi, Demogorgone, Palermo, 1930; also M. CasTeLAIN, “‘Démogorgon ou'
le barbarisme déifi¢"” in Bulletin de I' Association Guillawme Budé, 36, July 1932, PP- 22 8qQ-:
Boccaccto, Opera, pp. 118 sqq. in the 1565 edn.

157 FricenTivs, Mythologiae, 1, 34, ed. R. Helm, Leipzig 1898, pp. 17 599.
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In Fulgentius, Saturn was already the god of fruit and seed,
and his covered head, for instance, was explained by the fact
that fruits were shadowed by their leaves; he was also the god of
time devouring his children (as ‘“‘all-devouring” Time), while the
question was left open whether the sickle, too, because of its
circular shape, was a symbol of time or only a harvesting imple-
ment; and finally he was the Neoplatonic universal spirit which
made all things (in accordance with the later oft-repeated
etymology, “Saturnus quasi sacer-nus”). So it went on, with the
inclusion of more and more sources. In Mythographus III%®
Saturn is still the god of sowing, and of time; but as we have
seen, he was galso represented as a planet bringing cold and
moisture, and acting, “according to the ‘mathematici’,” as a
“malicious god”: the attribution to him of a sickle meant that
he, like a sickle, could cause harm only by a backward movement.
In fourteenth-century Christian interpretations the ancient rural
god could appear as “Prudentia” (as in Ridewall),’®® and as the
personification of a higher ecclesiastic grown grey in sin (as in
Berchorius); as well as this, a typical example of his polarity,
he could be taken as the model of a pious and upright prelate
who busied himself on the one hand with feeding the poor, on
the other with devouring his wicked children “by way of correcting
them”. Furthermore, still according to Berchorius, he was an
example of the tyrant who subjugated the state by guile or force,
a personification of the sin of greed, and finally a shocking example
of the inevitability of divine providence, since not even the
devouring of his children could shield him from the fate that
threatened him.!®® These were merely the ‘“spiritual” inter-
pretations, interpretations envisaging a strictly moral application-

158 Mythographus 111, 1, 3 sqq., in G. H. BopE, Scriplores rerum mythicarum latini lres,
Celle 1834, pp. 153 5qq.

1% Cf. H. Liesescalrz, Fulgentius Metaforalis (Studien der Bibliothek Warburg, voL. 1v,
1926), pp. 71 $qq.; cf. also F. Saxv in Festschrift filr Julius Schlosser, Ziirich 1926, pp. 104
sqq. Hence, the covered head of the ancient sages is interpreted here as a sign of the honour
they pay to intellect, and the sickle is intellect’s sceptre, being curved back upon itself to
show how the intelligent man “omnes ad se possit attrahere et panem potumque sapientiae
cunctis: largissime ministrare,” etc.

180 Metamorphosis Ovidiana, moraliter a Magistro Thoma Waleys . . . explanata, fols. iir
sqq. in the Paris edn. of 1515. In all these cases, of course, each individual trait has a
corresponding interpretation, castration, for instance, proving in the case of the “evil pastor"
that ““tbta voluptas eius in amaritudinem convertitur'; in the case of the “good pastor”
that “tgles boni prelati solent . . . ambitiosis subditis infestari"’; in the case of the “tyrant”
that like shall be rendered for like, and in the case of gluttony that this generates lust as
Saturn’s castrated member generated Venus, etc.
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Besides these, Berchorius, still interpreting every trait, dealt
with Saturn “literaliter” as a star, “‘naturaliter’” as time, and
“historialiter” as the exiled Cretan king of Euhemeristic belief.
In Gyraldus all this has vanished, with the exception of the
contradictory but untainted tradition which could be substantiated
from the classical authors.

(i) Saturn in Medieval Astrology: Astrological Elements adopted
by Scholastic Natural Philosophy

If, as we have seen, it was not till about 1200 that we again
come across Ambrose’s idea of associating the seven planets with
the gifts of the Holy Spirit, this is mainly due to the fact that not
until this time did a situation again arise comparable with that of
the Patristic epoch. Just as the Fathers had had to settle accounts
with a still virulent astrology, so the theologians of the twelfth and
thirteenth centuries had to take their stand against a revival of it;
and both Alexander Neckam and Berthold of Regensburg make
this position clear. Both protest with polemical clarity against
the view that the stars can determine the human will and therefore
human destiny (in the ethical sense), and they restrict this influence
to the world of natural phenomena. As Berthold of Regensburg
says:

They [the stars] have power over trees and over vineyards, over foliage
and grass, over plants and roots, over corn and all things that bear seed,
over the birds of the air and over the beasts of the field, and over the fish
of the sea and over the worms of the earth; over all this and over everything
which is under the sun, hath our Lord given the stars dominion, save over
one thing only; thereover hath no man dominion or power, neither star
nor root nor stock nor stone nor angel nor devil nor none save God alone;
He Himself will not either, He will have no power over it. That is, the
free will of man: thereover hath none power, save thee thyself.1s

Apart from a few exceptions,'®® the warfare of the early Church
had actuvally succeeded in reducing astrology for hundreds of

181 BERTHOLD VON REGENSBURG, Sermons, ed. F. Pfeiffer, vor. 1, Vienna 1862, p. s50.
Similarly in Neckam, De nafuris rerum, ed. cit., pp. 39 sqq: “Absit autem, ut ipsos aliquam
inevitabilis necessitatis legem in inferiora sortiri censeamus . . . Voluntas enim divina certissima
est rerum causa et primitiva, cui non solum planetae parent, sed et omnis natura creata.
Sciendum etiam est quod, licet superiora corpora effectus gquosdam compleant in inferioribus,
liberum tamen arbitrium animae non impellunt in ullam necessitatem hoc vel illud
exequendi . . . ."" See above, p. 166, note 127.

182 Cf, the decrees of Bishops Burchard of Worms and Ivo of Chartres (quoted in WEeDEL,
M.A.A., pp. 30 sqq.) against astrological practices cn occasions like marriages, agricultural
undertakings, etc.
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years to a state of complete unimportance in practical Church
politics, so that it merely formed a theme for theoretical discussions.

Between 1120 and 1180 a comprehensive body of astrological
doctrine of the later Empire and of the east became available
to the west through translations from the Arabic. But even
earlier, in the tenth century, there existed a copy-—now in Paris—
of the Liber Alchandri philosophi, which brought later Greek
doctrines back to the Latin west via the orient and was copied
continually until the fifteenth century, and later went into print.!s

In the tenth century at the latest, therefore, the notion of
children of Saturn came back to Europe with “Alchandrinus”.
Those born under Saturn were dark, broad-shouldered, round-
headed and sparsely bearded. They were thieves; they were
loquacious; they were persons who said one thing with their
mouth but thought another in their heart; they nourished resent-
ment, they were sons of the devil, they were miserly on their own
soil, rapacious abroad,’® and so on. Admittedly there were few
people in the early Middle Ages capable of making the observations
necessary for casting a horoscope (“cumque tamen a paucis hoc
iugiter possit observari”, says our author).!® For that reason
the early medieval doctrine was based on ascertaining the star
of birth from the numerical value of a person’s name—the name
was divided by seven, and if five remained the person was a child
of Saturn.

The revival of mythological elements had taken place early,
then, and astrological practice had become so simplified that these
elements could be used in foretelling the future. The theological
compromise with astrology, however, did not take place until the
twelfth century, when Spain and Southern Italy had familiarised
the west with the works of the great masters Ptolemy and Abu
MaSar. For men such as Adelard of Bath, who were in Spain
during the full bloom of this translating activity, “those higher
and divine beings [the planets] are both ‘principium’ and ‘causae’
of lower beings.”?% This thoroughgoing adoption of astrological

18 Cf, A. VAN DE VYVER, '‘Les plus anciennes traductions latines médiévales (X ez N1¢
sibcles) de traités d"astronomie et d’astrologie,” in Osiris 1 (1036), pp. 689-6o1. 1L Kl k
discovered Nicholas of Cusa’s copy of the Liber Alchandrs phiiosophi in London, Bri
Harleian MS 540z.

18 Paris, Bibl. Nat, MS lat. 17868 fol. 10°".

165 Paris, Bibl. Nat. MS. lat. 17868 fol. 5°.

166 H, WILLNER, "“Des Adelard von Bath Traktat '‘De eodem et diverse’ ', in Beitraze cur
Geschichie der Philosophie des Mittelalters, 1v, 1, Miinster 1903, p. 32, 10: ""Superiora quippe illa
divinaque animalia inferiorum naturarum et principium et causae sunt.”
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belief was criticised by Abailard and William of Conches.
Abailard’s criticism starts from the notion of the “accidental”, the
“contingens” of Boethius's commentary on Aristotle.’®” Anyone
who promised by means of astrology to acquire knowledge of
future contingent events, which were unknown even to Nature
herself, should be regarded not as an astronomer but as a servant
of the devil’® And it was not merely the logical consequence of
Abailard’s clearly-drawn distinction when Hugo of St Victor
distinguished between two types of astrology in his Didascaleion.
One, the natural kind, was concerned with the constitution of
earthly bodies which changed according to the heavenly bodies—
with (for example) health, sickness, good and bad weather,
fertility and barrenness. The other kind of astrology was con-
cerned with future contingent events and with matters of free
will, and this last type was superstitious.!®®

William of Conches's treatment of astrology was similar in
tendency but fundamentally different in method.™ He dis-
tinguished three ways of regarding the heavenly bodies: one
mythological (‘‘fabulosa”), concerning the names of the stars and
the fables associated with them; one astrological, concerned with
the motions of the heavenly bodies as they appear to the eye;
and one astronomical, which inquired not into the apparent, but
into the real motions of the heavenly bodies.*™ Without expressly
emphasising it, William of Conches made it clear in the course
of his exposition that these three methods were not mutually
exclusive, but might, properly understood, each express the same
truth in their several ways. Saturn, for instance, who was
discussed at greater length than the other planets, was charac-
terised from the astronomical point of view as the planet furthest
away and with the longest course—‘for that reason he is

17 "Contingens autem secundum Aristotelicam sententiam est, quodcumque aut casus
fert aut ex libero cuiuslibet arbitrio et propria voluntate venit aut i;acilitate naturae in
utramque partem redire possibile est, ut fiat scilicet et non fiat.” BorTnIus, Commeniarii
in librum Avistotelis Tlept éppyvelas, 2nd edn., 11, g, ed. C. Meiser, Leipzig 1880, p. 190,
1 5Q(q.

108 ApatLarD, Expositio in Hexasmeron, Opera, ed. V. Cousin, Paris 1849-59, VOL. I, . 649 5.

180 ApaILARD, loC. cit.

170 The historical context of William of Conches's natural philosophy will be more clearly
understood when his commentary on Plato’s Timaeus will be available in the Corpus Platonicum
Medii Aevi.

11 Philosophia, 11, 5 (MIGNE, P, L., voL. cLxxI1, col. 50A-B); Dragmaticon, m (“Dialogus de
substantiis physicis a Vuilhelmo Aneponymo,” Strasbourg 1567, pp. 70-71).
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represented in the myths as an old man.”'” The quality of cold
a.ttributed to him by the astrologers was based on their observa-
tlon.s, according to which the sun lost warmth when in a certain
conjunction with Saturn. From the cold resulted the quality of
harmfulness, especially prominent when he reversed his course
.a.nd this discovery again had found mythical expression in the;
image of his carrying a sickle!™ Here, as elsewhere, William
endeavoured, in a manner reminiscent of the Stoic interpretation
of the myths™ to sift the core of physical truth from both the
“fables” and the doctrines of the astrologers.

In connexion with the discussion on Saturn, William pro-
pounded a series of questions whose treatment was particularly
cha;acteristic of his attitude to astrology. In his Philosophia as
w?ll" as in tI}e I_Jragmatz'con written some twenty years later, he
raised the objection: “If stars are of a fiery nature how is it possible
that some can engender coldness?” In the earlier work he puts
forward at this point a theory of physics by means of which men
had previously attempted to resolve this difficulty. The nature
of fire comprehended two qualities, light and heat, of which the
'secon(:’t could manifest itself only through a medium, namely
‘density and moisture”. As evidence of this, the sun gives
more heat in valleys than on tops of mountains, where snow
does not melt—although the mountain-tops are nearer to the
sun. William does not immediately accept this explanation, but
endeavours to resolve the doubt by making a logical distim':tion
between different meanings of the statement. Saturn is called
cold not because he is inherently cold himself but because he causes
cold. As to the second question, how it was possible that a hot
or at any rate not-cold, star could generate cold, William Ieaves:
that unanswered in the Philosophia, as transcending the bounds

172 “Unde in fabulis senex fingitur,” Philosophia 11, 1
= ' , 17 (MiG~E, P. L., voL, cLxxi1t, col. 62 B
emended according to Oxford, Bodleian Library, MS Bodley 679); Dragmaticon !
(Strasbourg edn. of 1567, p. 99). = o e i

17 “Haec eadem stella ex frigiditate dicitur nociva,
unde in fabulis dicitur falcem c!l;efem", Philosophia, !;.e:';n:l?;::;n;; ql:.a?..do\r:it ?::'ONT
638); ‘cf, Dragmaticon, 1v (ed. cit,, p. 102). In L. THORNDIKE, ;l His;;ry o}" CM XI_I. 00”;
Experimental Science, voL. 11, London 1923, p. 57, the meaning of the sentence "Dicitu:g’ ; ?t
pn!:rem Saturnum expulisse, quia Saturno vicinior factus naturalem nocivitatem ei J“:" e
is madven-tcfntly reversed. For the special role which this astrological inhelpreuti:m“fert:
Saturn-Jupiter myth played in the Renaissance, see below, pp. 271 sq., 326 sqq. (text? )

Y4 Cf, esp. SErVIUS, Comment. in Vergil. Georgica, 1, 336 (Commentarii in Vergilii carmina,

voL. 111, edd. G. Thilo and H. Hagen, Leipzig 1878, p. zo1), whose i illiam mod
in a chgracteristic manner. P b R ified
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of his knowledge.!™ In his later work, however, he attempts to
solve this problem with the help of the physical theory, merely
mentioned in the Philosophia, of fire’s two qualities; but even
here his critical mind will not allow him to see more than a possible
hypothesis in this explanation. He now puts forward yet another
possible solution, also derived from the logical distinction between
the meanings of this statement: Saturn is credited with cold not
because he is cold in himself or because he causes cold, but because
he signifies cold.}?®
By this suggestion, even if so far only tentatively, another
factor was introduced, or rather revived, in medieval expositions
of astrology: as in Neoplatonism, the stars were not active torces
but symbols.
This view of the planets as symbols was forcibly expressed in
a recently discovered commentary on Macrobius’s explanation of
Cicero's Somnium Scipionis)™ based on William of Conches.
Quoting Plotinus, the writer states that the planets do not bring
men either good or ill fortune, but indicate that good or ill fortune
will come to them.?™ His real intention is to distinguish between
the domain of planetary influence and that of human free will.
- He parts company with Ptolemy, who had acknowledged the
dependence of some human actions on the stars, and he emphasises
strongly that though men’s predispositions come under the
influence of the stars, yet their various actions do not, for it is
left to their own free will to develop these predispositions for
good or evil'” The view “inclinant astra, non necessitant” is

15 Philosophia, 11, 17 (MigNE, P. L., voL. cLxxu, col. 63A).

176 Dragmaticon, 1v (Strasbourg edn., pp. 99-102). “Saturnus igitur, etsi non sit frigidus,
frigus tamen generat, Vel si Saturnum nec frigidum esse nec frigus facere contendis; dic,
quod frigus non facit sed significat. Unde propter illud quod significat, frigidus dicitur’”
(ed. cit., pp. 101-2, emended according to Oxford, Bodleian Library, Digby MS 1, fol. 25%).

177 This commentary, which appears in a series of MSS of the twelfth to fourteenth centuries
(e.g. Copenhagen, Gl. Kgl. S. 1910; Bamberg j 1v 21 = class. 40; Berne 266), will be the subject
of a special paper. R.K.

178 MS Berne 226 fol, 117: ", . . ut appareat, qualis est ratio Plotini, ponit eam; quae
talis est, quod planetae non conferunt hominibus prospera vel adversa, sed significant prospera
vel adversa hominibus eventura. Unde, quia utraque stella, Solis scilicet et Lunae, signum
est boni eventus, dicitur salutaris; stellae vero Saturni et Martis terribiles dicuntur, ideo
quia Soli coniunctae in aliquo signo sunt signum mali eventus.”

17 Thbid.: “'sic Ptolomaeus et eius sequaces volebant actus hominum provenire ex effectu
planetarum, non tamen omnes, quia actuum alii naturales, alii voluntarii, alii casuales . , ..
Volumus tamen actus hominum non provenire ex effectu planetarum, sed aptitudines actuum
et humanorum officiornm . . . . Nam minime volumus quod planetae conferant hominibus
scientiam, divitias, et huinsmodi, sed aptitudines ipsas.”

TR
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here clearly anticipated. The stars have dominion only over the
physical realm, the actions of men are outside their power.!%

William of Conches provides the metaphysical basis for this
division of spheres of influence by adopting Plato’s explanation,
according to which the formation of the body is left to the spirits
and stars “created” by God, the soul, on the contrary, being a
direct “creation” of God.'®!

This drew a new theological boundary, and though the intention
with which it was drawn was certainly hostile to astrology,'®* the
result meant a decisive victory for the new doctrine.

For all the scientific and astrological knowledge that reached
the west between Abailard and the later scholastics, theology had
altered very little in its attitude towards astrological fatalism.
Naturally the data were better differentiated than in the old days;
a whole fresh arsenal lacking to their predecessors was available
to thirteenth-century theologians for discussion pro and contra.
St Thomas Aquinas, for instance, considers it a possible result of
stellar influence that one doctor is more gifted than another, one
peasant better at growing things than another, or one warrior
better adapted to fighting (though the perfection of any sgch
aptitude was due to Grace).’¥ But though Thomas Aquinas him-
self thought he could go so far as to consider that the stars might
exert an indirect influence on the intellect® yet he, like his

100 Thid.: *“Namque planetae in terris et in aquis vi vel potestate operantuz, sed 1a actibus
hominum neque vi neque potestate aliquid operantur.”
1 ““Unde Plato . . . dicit Deum creatorem stellis et spiritibus a se creatis curam formand:

hominis iniecisse, ipsum vero animam fecisse''; Philosophia, 1v, 32 (MiGxE, P. L... VOL. CLXXIL,
col. 9Bc, emended according to MS Bodley 679, and the Basle edn. of 1531. “Philasophicarum
et astronomicarum institutionum Guilielmi Hirsaugiensis olim abbatis libri tres,” fol. a.37).

192 This trend is particularly noticeable if one compares William's writings ‘mh. the De
mundi constitutione, This cosmology, printed among Bede's works but really written by
one of William’s immediate predecessors (MiGNE, P. L., vor. xc, cols. 881 sqq., falsely
attributed to the ninth century by P. Dumem (Le systéme du monde, vor. nr, Pars 1913,
p. 81, and mistaken for an astrological extract from Martianus Capella by L. THORNDIKE
and P. Kiprg, 4 Catalogue of Incipits . . ., Cambridge, Mass., 1937, col. 421) adopts astro-
logical doctrines unreservedly.

188 The main references to stellar influences are: Summa Theol., BX 1, qu. 115, art. 3 and 4
Summa contra gentiles, Bx 111, 82 sqq.: "In quibus homo potest Iu:ite. utijil-\."l_l.f'.onnstf-'ﬂ:ln!
(Opusculum X VII, ed. P. Mandonnet, Paris 1927, VOL. IIL, Pp. 142 5Q.). & 1". LH?‘I_S,\“ARI).
S. Thomas d"Aquin et I'influence des astres, Paris 1926; G. GUSRELLT, ST d'A. el :.r.r?lufso
genetliaco delle stelle”, in Civilld Catlolica, v (1027), P. 303-316;. \\._Scuoucn, Der
anthropologische Sinn der astrologischen Schicksalsdentung . . . im Weltbild des Thomas von
Aquino”, in Philosophisches Jahrbuch dev Gérres-Gesellschaft, XL1x (1936}, pp. 124-37 The
passages quoted here are taken from book ITI, § 92 of the Summa conira gentiles.

18 Symma contra gentiles, BK 111, B4.
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successors, eventually comes to the conclusion that man’s will is
not subject to the stars. “For that reason,” St Thomas remarks,
“the astrologers themselves say that the wise man commands the
stars, in so far as he commands his passions,” and he exhorts
every Christian to regard it as quite certain that what depends
on man’s will is not subject to the exigencies of the stars.1®

Ve must now return once more to the development of the
idea of nature in the twelfth century, and introduce another
group of thinkers for the completion of our picture—namely,
admirers of astrology like Adelard of Bath. We have already
mentioned his doctrine, according to which the upper and divine
beings, that is, the stars, are both the principle and the cause of
lesser natures. The enthusiastic tone in which Adelard speaks
of the stars shows that he and his contemporaries have already
found a wayv back to the belief in the power of the stellar spirits.
Adelard’s English successor, Daniel of Morley, succumbs almost
completely to fatalism. He considers those who deny the power
and activity of the heavenly motions as impudent fools. Man
can foretell future adversity but cannot entirely escape it; never-
theless, he will bear his burden more easily if he knows of it in
advance.® Daniel of Morley and others linked the remains of
Latin tradition with the new Arabic doctrine,’¥? and so we find

15 Symona Theol., BK 1, qu. 115, art. 43 Opusculum XVII (cited above, note 183). The
sentence quoted e.g. in the Roman de la Itose: “*Sapiens homo dominatur asluis' is probably
based ultimately on a passage in Pseudo-Ptolemy (cf. Pseupo-PTOLEMY, Centiloguwium, 8:
“anima sapiens adiuvat opus stellarum”), according to which the learned astrologer can
perceive whether the stellar influences permit human counter-action or not (BBG, Sternglaube,
p. 16g). But for St Thomas the “"homo sapiens’’ was no longer the astrologer but the Christian
endowed with free will, who can therefore oppose any stellar influence with regard to matters
In Gower (see below, p. 194, note 207) he becomes the humble and devout
person who attempts to save himself by prayer, and in Renaissance authors, like Pico della
Mirandola, he becomes the man who, thanks to his inherent dignity, and independently of his
religious attitude, is above the power of the stars.

16 DaniEL OF MorLEY, Liber de naturis inferiorum ef superiorum, ed. K. Sudhoff (Archiv
fiir die Geschichte der Naturwissenschaft und der Technik, vint), Leipzig 1917, P- 34 For
the Ptolemaic background, cf. BBG, Sternglaube, p. 168.

17 Adelard of Bath was certainly one of the first to be familiar with the new material in
Arabic astrology; he himself worked on two astrological treatises by Arabic authors (cf.
C. H. HaskIns, Studies in the History of Medieval Science, 2nd edn. Cambridge 1927, pp.
22 and 30). In his own works, however, we have so far found no trace of the use of Arabic
astrological doctrines. Abd Ma'far was used in the south of France from about 1140 on-
wards (e.g. RAYMOND OF MARSEILLE, De cursu planetarum, Corpus Christi College, Oxford,
Cod. 243 fol. 50%); and extensive use both of this author and of other great astrologers like
Messahali is found in the main work written by Abfi Ma'3ar’s translator, HERMANNUS DALMATA,
De essentiis (for Saturn cf. Corpus Christi College, Oxford, Codex 243, fol. 105").

affecting his soul.
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in D_a.niel of Morley the familiar series of gifts: from Saturn men
receive slowness, from Jupiter moderation, from Mars anger, and
so on® But he also describes, “according to the Arabs"’ the
nature which those born under Saturn receive: correspondix;g to
the'nature of the god, it is dark, coarse and heavy, and so we
again come face to face with the familiar picture of Saturn’s
ch_J.ld;en, who are melancholy and miserly, and speak one thing
with their tongue and another with their heart; they are solitary;
they I.work the inheritance of their fathers and forefathers; thej;
are silent and dull, and when they know something they cio not
forget it easily—and so on.1®®

In the main work of one of the most important writers a
generation before Daniel of Morley, Bernardus Silvestris’s treatise
on Ma'lcrocosm and Microcosm, the vivid picturing of the planetary
divinities is carried still further. He goes so far in his belief in
the power of the stars that he includes not only the rule of Pope
Eugenius but even the Incarnation in the list of events announced
by the stars?® Bernardus’s description of Saturn is perhaps
the most vivid of all. Here Saturn appears as the wicked old
man, cruel and despicable, constantly watching over women in
labour so as mercilessly to devour the new-born infant. How
powerful the demoniac notion was can be seen by the fact that
the poet was able to give it a new image without in any way
d.epartmg from tradition. Saturn is here the reaper, whose sharp
sickle destroys all that is lovely and bears blossom: he lets no
roses or lilies flower, and cannot bear fructification. In onl
one respect is he worthy of veneration, in that he is the son o);
eternity, the father of timel®

Gilson has attempted to prove in a lucid and instructive essa
that Bernardus Silvestris’s cosmology conformed essentially tﬁ
tradition.® Bernardus certainly was not an arbitrary thinker
and the originality of his statements lay more in manner thaz;

% DamiEL oF MoRrLEY, op. cit., p. 38.

189 Ibld

1 BERNARDUS SILVESTRIS, De univ. mundi, edd, Barach and Wrobel, p. 16
1" BERNARDUS SILVESTRIS, De univ. mundi, ed. cit., pp. 41 sqq.

" E. Gison, La cosmologie de Bernardus Silvestris (Archives d’histoi i
littéraire du moyen 4ge, voL. 111, Paris 1928), pp. 5-24. In (hi.u end:v:ul:mt:o mﬂe d:: t];‘lﬂale ?t
work as essentially in the Christian tradition Gilson misunderstands its liariti e
muc.h‘a_s ?reﬁous scholars did when they emphasised the unchristian cl:::r.;cter :: ::St;-‘l
munds ufrwenitars. The peculiarity of this work (as a detailed analysis shows) lies h'3 e
the continual use of Hermetic doctrines combined with those of Plato-Chalcidi ‘mt‘ e
attempt to incorporate them in the structure of Christian cosmology. e and in the
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in matter. It was a powerful religious and tic imaginati
which f:ould regard Saturn as Deatil the Rear?:rﬁ and tiilnnsag?nx:
an antiquated demon into a medieval figure of dread.

. For that reason Bernardus’s work long retained its power of
dlrecif suggestion. Towards the end of the century Alanus ab
Insulis pamted. a picture of Saturn similar to Bernardus’s; and
_though det-ermmed mainly by the negative characteristics given
in _astrologlcal texts (cold, dryness, age, avarice, darkness, silence
pain, tf:-ars, injustice, horror and sorrow), it is remarkable anci
impressive for the antithetical language in which it is rendered
such language as is not found in the description of the other"
Plan?t_exry spheres. Consciously or not, the old contradictions
implicit in the notion of Saturn find poetic expression:

l{lterius progressa suos Prudentia gressus
dirigit ad superos, superans lovis atria cursu,
?atumique domos tractu maiore iacentes
intrat et algores hiemis brumaeque pruinas
horret et ignavum frigus miratur in aestu,
Illic fervet hiems, aestas algescit et aestus
friget, delirat splendor dum flamma tepescit.
"Hic tenebrae lucent, hic lux tenebrescit, et illic
nox cum luce viget, et lux cum nocte diescit.
Illic Saturnus spatium percurrit avaro

motu, progessuque gravi, longaque diaeta.

Hic algore suo praedatur gaudia veris,
furaturque decus pratis, et sidera florum,
algescitque calens, frigens fervescit, inundat
aridus, obscurus lucet, iuvenisque senescit.
Nec tamen a cantu sonus eius degener errat,
sed comitum voces vox praevenit huius adulto
Foncentu, quem non cantus obtusio reddit
insipidum, cui dat vocis dulcedo saporem.

Hic dolor et gemitus, lacrimae, discordia, terror,
tristities, pallor, planctus, iniuria regnant.1%

In the course of the twelfth century, then, astrological belief
wafs_gradually introduced into certain systems of scholastic natural
philosophy, and from then onwards it could develop both within
anq outside the sphere of philosophy proper. Even among the
Fnamly encyclopaedic authors we find a growing tendency to
include what is really astrological material. For thirteenth-
century writers such as Arnoldus Saxo, Vincent of Beauvais or

' ALanus aB INsuLis, daticlaudianus, 1v, 8 (MienE, P. L., voL. ccx, col. 528).
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Bartholomeus Anglicus, who quoted Ptolemy and made no
further attempt at moral or cosmological interpretation, it was
no longer risky to put forward the view that life, architecture
and doctrine were proper to Saturn, or that he signified trouble,
sorrow, lowliness and evil!* Vincent of Beauvais, too, con-
sidered him cold and dry, occasionally moist and earthy,
melancholy, leaden, dark, a lover of black clothing, tenacious,
pious and a countryman!® Bartholomeus Anglicus describes
Saturn as follows:

Saturnus est a saturando dictus. Cuius uxor Ops est dicta ab opulentia,
quam tribuit mortalibus, ut dicunt Isidorus et Martianus. De quo dicunt
fabulae quod ideo depingitur maestissimus, quia a filio suo fingitur castratus
fuisse, cuius virilia in mare proiecta Venerem ' creaverunt. Est autem
secundum Misael Saturnus planeta malivolus, frigidus et siccus, nocturnus
et ponderosus, et ideo in fabulis senex depingitur. Iste circuius a terra est
remotissimus, et tamen terrae est maxime nocivus. . . . In colore etiam
pallidus aut lividus sicut plumbum, quia duas habet qualitates mortiferas,
scilicet frigiditatem et siccitatem. Et ideo foetus sub ipsius dominio natus
et conceptus vel moritur vel pessimas consequitur qualitates. Nam
secundum Ptolomaeum in libro de iudiciis astrorum dat hominem esse
fuscum, turpem, iniqua operantem, pigrum, gravem, tristem, raro hilarem
seu ridentem. Unde dicit idem Ptolomaeus: “‘Subiecti Saturno . . . glauci
sunt coloris et lividi in capillis, et in toto corpore asperi et mculty, turpia €t
fetida non abhorrent vestimenta, animalia diligunt fetida et immunda, res
diligunt acidas et stipticas, quia in eorum complexione humor melancolicus
dominatur.’"%

Texts such as these, especially that of Bartholomeus Anglicus,
show at a glance how a source of material strange to older writers
but familiar to us has erupted into the current mythographical
and scientific tradition and brought about a fundamental change
of attitude. Throughout, the descriptions are detailed, and they
encompass man’s destiny, length of life, sickness, health, con-
stitution and character; they associate Saturn on principle with
“melancholica complexio”, just as they say that Jupiter “praeest
sanguini et sanguineae complexioni”” and that Mars “disponit ad
iram et animositatem et alias colericas passiones’; and they are

1% The encyclopaedia of ARNoOLDUS SaX0, 1, ‘De coelo et mundo' (ed. E. Stange, Beilage zum
Jahresbericht des Kgl. Gymnasiums zu Erfurt, 1904-05, p. 18): "'In libro de motibus plare-
tarum Ptolomeus . . . . Sub eo [sc. Saturno] continetur vita, edificium, doctrina et ocus
Frigidus est et siccus, et significat merorem, vilitatem, malum i

195 VINCENTIUS BELLOVACENSIS, Speculum naturae, 15. 44 599. (Bibl, mundi, 1. Douar 1024

col. 1119).
196 BARTHOLOMEUS AncGLICUS, De proprietatibus rerwm, Vill, 23, Strasbourg 1485, ol o 2
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overwhelmingly unfavourable. We find in fact that “Misael” is
quoted as an authority as well as Ptolemy, Isidore, and Martianus
Capella—and ““Misael” is none other than Messahala. In other
words, we can see here a complete acceptance of Arabic texts, and,
based on them, a western professional astrology whose robust
characteristics were bound to exert a far greater influence on the
general notion of the stars than could the idealising interpretations
of the mystics and moral philosophers; the moralising descriptions
of the mythographers, or the speculative reflections of the natural
philosophers. The popularity of this professional astrology
enabled the idea of Saturn as a malevolent figure of menace to
gain as decisive a victory over all other interpretations as had
been the case with melancholy, thanks to the medical tracts and
books on the four complexions.

Professional astrology, as it developed in the west after the
discovery of Arabic sources, had, like contemporary medicine, an
unusually conservative, not to say stationary character.

The Arabic astrologers, whose notion of Saturn we described
at the beginning of this chapter, did little more than collect and
classify the material available from later antiquity. Only two
facts have any real importance for our subject. Firstly, the
equation of certain planets with the four temperaments, and, in
particular, of Saturn with the melancholic—prepared but not
completed in late antiquity—was now explicitly formulated and
henceforward became a firm doctrine. Secondly, Saturn’s favour-
able characteristics, sporadically cited in the later Empire, such
as riches, might, talent for geometry and architecture, knowledge
of hidden things, and, above all, ““deep reflection” (this last perhaps
taken over from Neoplatonism), became stereotyped distinctions
constantly, though not always logically, incorporated in the
general picture, and handed down with it. Thus it is the
exhaustiveness of the data and the solidity of the system rather
than any originality of conception which gives importance to
Arabic astrology, the main works of which were available in
Latin translation by about 1200. Combined with the application
of scholastic speculation to science, and the reception of Aristotle
and of Galen’s medicine—also transmitted mainly by the Arabs—,
what really influenced both medieval and even modern thought
above all was the basic tenet of Arabic astrology that every
earthly event, and, in particular, human destiny, was “written
in the stars”.
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In this respect, the Arabs of the ninth, tenth and eleventh
centuries had a significance for the Middle Ages similar to that
of the “Chaldeans” for the Hellenistic world. In both cases one
can see how the general influence of astrology increased more
and more as a variety of “mystical” trends emerged alongside
the official creeds, and, in both cases, provided a parallel to belief
in the stars. This increase of fatalism was naturally accompanied
by sharp protests from philosophical, astronomical and, especially,
religious quarters, until finally the Renaissance made the
individual’s attitude to astrology a matter of conscience. Many
orthodox Catholics, especially the more active spirits among them,
could take astrology in their stride, whereas others, especially
those in the Augustinian tradition, rejected it. Pico della Miran-
dola’s ethical humanism no less than Leonardo da Vinci’s sceptical
free-thinking could lead to its rejection. Marsilio Ficino’s mystical
Neoplatonism finally reached a new solution, a somewhat precarious
compromise, which was later to degenerate into magic among his
successors, such as Agrippa of Nettesheim and Paracelsus.1%?

Western astrology produced texts which generally adhered
closely to translations from Arabic authors, and on the whole
provided a relatively unoriginal and uniform picture as far as
our problem is concerned. If we consult Guido Bonatti and
Michael Scot, the writers whom Dante lifted to the rank of
“fathers” of the movement, and banished to hell rather for their
“magic arts” than for their astrological activity'*®®—we find
scarcely anything not previously known to us from Arabic sources
(or at least deducible from them by a more detailed study), save
for an ever more frequent inclusion of individual traits from
medicine and humoralism. According to Guido Bonatti,*® for
instance, as in Alcabitius, Saturn is naturally cold and dry and
governs all that is heavy and old, especially fathers and fore-
fathers. Owing to his attributes of cold and dryness, Bonatti
says of him:

""" For Petrarch’s opposition to astrclogy in which anticipation of modern ironical
scepticism and reversion to the arguments of the early Fathers are curiously mixed, cf. WeDEL,
M. A. A., pp. 82 sq.; for the polemics of fourteenth-century astronomers, cf. H. PRUCKNER,
Studien zu_den astrologischen Schyiften des Heinrich von Langenstein (Studien der Bibliothek
Warburg vor. x1v), Leipzig 1033; for Ficino see below, text pp. 254 sqq.; for Agrippa of
Nettesheim, below, text pp. 35t sqq.; for Pico, R. W. Remg, Darstellung des Inhalis der
“"Disputationes in astrologiam' des Pico della Mirandola (Buch I--1I1), dissertation Hamburg
1933.

19 Infermo, xx, lines 115 sqq.

1" De Astronomia, 1, 3. We quote from the Basle edn. of 1550, col. 97 sqq. Minor
emendations of the text were made on the basis of earlier editions.
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' ]::‘,x humoribus significat melancholiam. Et ex complexionibus corporum
mgmﬁcat‘melancholiam, et fortassis erit illa melancholia cum admixtioné
phlegrqatls et cum ponderositate atque gravedine corporis nati, ita quod
non erit 'lews incessus, nec leviter saliens, nec addiscet natare vel similia
quae facmr_:t ad ostendendum levitatem corporis, et erit foetidus et mali
odoris, ac si saporet de foetore hircino, et facit homines multae comestionis.

These are all variations on familiar Arabic texts, especially
Johannes Hispalensis’s translations of Abli Ma‘$ar and Alcabitius.
The next sentence—

'E_t si _inciperet Satumi_nus diligere aliquem, quod raro contingit, diliget eum
dllectm::le vera. Et si incoeperit odire aliquem, quod pluries accidit, odiet
eum odio ultimato, et vix aut nunquam desistet ab odio illo,

—can be deduced in the main from Alcabitius’s “honesty . . . in
love”, but both in its special emphasis on the lasting quality of
Saturnine feelings, and in its choice of words, it corresponds so
clos.ely with the characteristics of the melancholic that a con-
nexion seems inevitable.?® The good and bad qua.litiés of the
“children” of Saturn according to the Arabs are then linked with
the good and bad positions of the planet.

_ Et‘ dixit Albumasar, quod si fuerit boni esse, significat profunditatem
sc!entla('!. et consilium bonum et profundum, tale quod vix aut;nunquam
sciet alius meliorare illud. Et ex magisteriis significat res antiquas et
labonosaf:s, et graves et preciosas, et opera aquatica vel quae fiunt prope
aquas, sicut sunt molendina . . . aedificationes domorum et maxime
domorum religiosorum induentium nigras vestes . . .

.At the end of the chapter the unfortunate qualities are listeds
“Si autem fuerit infortunatus et mali esse, significat res antiqua:
et V.IIES. . .. The description culminates in pointing out the
special talent of Saturn’s ‘“children” for leatherwork and
parchment-working, and in the following chapter this idea is
developed in entirely the same way as in Alcabitius. Here
Bonatti says that the conjunction of Saturn with one of the other
planets determines the special propriety of the finished “coria”
afld “pergamenta”, so that the child of Saturn and Jupiter is
gifted for the manufacture and working of parchments for religious,
astrological and juridical writings, the child of Saturn and Venus
for the manufacture of skins for drums, the child of Saturm and
Mercury for the production of parchments for business deeds,
and so on.

00 See above, p. 131, and p. 71, note 11,
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In general one may say that in practical astrological literature
of middle and late medieval times, Saturn’s redeeming features
were more and more buried beneath the mass of his evil qualities,
and that he became more of a purely unlucky planet than he had
been even according to Vettius Valens or Rhetorius.

This is plain from Michael Scot, Bonatti’s companion in
Dante’s hell. The attribute “‘cogitatio” is still included, but it
appears as a very inorganic part of the series ‘‘pavor, timor,
guerra, captivitas, carcer, lamentationes, tristitia, cogitatio,
pigritia, inimicitia, planctus”, and so on. Saturn is “worse than
the others’: he is “stella damnabilis, furiosa, odiosa, superba,
impia, crudelis, malivola, hebes, tarda, multis nociva, sterilis,
nutrix paupertatis, conservans malum, vitans bonum, dura,
senex et sine misericordia”’. He is “strong and powerful in
wickedness, always signifying evil and not good” and even when
auspicious stars counteract him he finds a means to impose his
wicked will.

Verum est, quod permutatur ab eius influentia secundum potentiam
alterius planetae ipsum superantis, et tamen, sl non potest operari suam
malitiam in alio quantum vellet, nocet omnibus quantum potest.

Hence children born under him are the poorest and most despicable
of men, including not only the usual grave-diggers and cleaners
of latrines, but also ‘“men who serve writs”—a realistic twist of
astrologers’ imagination given to the mythical attribute of
“imprisonment”. The Saturnine man is the worst of all men,
and his facial and temperamental peculiarities reflect the vileness
of his whole appearance. His skin is dark, brown, vellowish, or
almost greenish; his eyes are small and deep-set, but keen-sighted,
and seldom blinking; his voice is weak; his regard 1s bent on the
ground; his beard is scanty; his shoulders are bowed ; he 1s sexunally
weak and inclining to impotence, but has a good memory. his
understanding is crude, his mind sluggish, his brain slow of com-
prehension ; moreover, he is timid, depressed, thoughtful, seldom
Jaughing or even cheerful; lazy, envious, negligent in dress, boring
in speech, deceitful, rapacious, thievish, ungrateful, miserly and
misanthropic.*®

One can see that astrology was as hard on the notion of Satumn
as were medicine and the doctrine of temperaments on the notion
of the melancholic; so much so, indeed, that the description of

1 [ iber introduciorius, Oxford, MS Bodley 266, fols. 1507 sqq.
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the one corresponds with that of the other even down to the
choice of words. It is as though Michael Scot or his source had
incorporated whole sections of writings on the theory of the
complexions in his own list of Saturn’s characteristics, just as his
list in turn may have influenced later descriptions of the melan-
cholic. And as, in the case of melancholy, the purely negative
conception of it became the general rule, so it was the case of
Saturn and his children. Cecco d’Ascoli, who was burnt at the
stake in 1327, called Saturn “quella trista stella, tarda di corso €
di virti nemica, che mai suo raggio non f& cosa bella”,2? and
(to quote only one more professional astrologer) Bartolomeo da
Parma, in a chapter based entirely on Michael Scot, says “‘omnibus
nocet. nemini proficit; quare dicitur esse malus. Nocet enim
suis et alienis”.*®

This conception became ever more widespread, despite the
more or less meaningless preservation of a few favourable charac-
teristics. Here and there the child of Saturn is still granted
riches, wisdom, or the capacity, despite all his evil qualities, to
make himself “loved by noble people’”” and to become “the greatest
among his friends”* A Latin poem on the planets, of purely
literary inspiration, which is found in many late manuscripts,
contains sentences which are nothing but a paraphrase, occasionally
somewhat free, of Macrobius’s list, and of Saturn it even says,

2 Cecco p'Ascout, L'Acerba, 1, ed. A. Crespi, Ascoli Piceno 1927, p. 126.

20 [arToLOMEO DA Parms, ed. E. Narducci, in Bulletino di bibliografia ¢ di storia delle
ceipnze muatematiche ¢ fisiche, xvit (1884), p. 178 The author also gives a pictorial descrip-
tion of Saturn: ""Picturatar ¢nmim senex cum longa barba, macer in carne, brunus in pelle,
turpis in facie, displicibilis alteri et infortunatus multum; in manibus habens falcem elevatam
ad secandum pratum, sapam, badilem, nangam et zerlam ad cultum terre; scutum ad spallas,
helmum in capite, hensem eruginosam ad cincturam, et gladium eruginosum in vagina'',
which i< also based entirely on Scot (see below, p. 208, note 47). How the Florentine factions
made use of astrological notions in their propaganda can be seen from one of Coluccio Salutati’s
letters: “Saturnini et martiales, quales gebellinos volunt, mali, maliciosi, iracundi, superbi,
crudeles et irrequieti’ (Epistolario di Coluccio Salutati, ed. E. Novati, Rome 1893, voL. 11
p: 31).

201 Thus the MS of the Casscl Landesbibliothek, Cod. astron. I, zo, fol. 627. The passage
is interesting enough to warrant reproduction in an abridged form: *Dise ur Saturni ist . . .
nit gut, wann was man wil ubels tun, darzu is sy gerecht. Vand davon ist darynn nit gut fur
chinig und fiirsten geen . . .. Aberes ist dann gut gepew griinthen und anheben tzu pawen
die da lang sullen weren . . .. Man vindt auch geschriben wer in der ur Saturni geporn
wirt, der werd weis vnd geert, und der dann auch an einem tag vnd in seiner ur geporn
werd, der werd ciner hertten swartzen Complexen die da haissot colica und wirt geittig und
begert fremdes gutz und wird ein achter [= Geiichteter] und verritter und wurt doch [!]
von edeln lewtten lieb gehabt vnd der miichtigist vnder seinen freunden.”
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".dat_ animae virtutem discernendi et ratiocinandi.”?® But it is
mgmﬁczfnt that the verso of the page which is reminiscent of
Macrobius contains the following lines:

Annis viginti currit bis quinque Saturnus,

et homo, qui nascitur, dum Saturnus dominatur,
audax, urbanus, malus, antiquus, fur, avarus,
perfidus, ignarus, iracundus, nequitiosus.

In the later Middle Ages the notion of Saturn was determined
by f:la.ptrap such as this, and by excerpts from writings of pro-
fess_lor.lal astrologers, such as Michael Scot, quoted in debased
form in pop-ula,r almanacs. To such an extent was this the case
that even didactic and narrative verse which, in accordance with
tl}e -dual nature of available sources, used to draw a very clear
distinction between Saturn as a mythical figure and Saturn as a
planet, based the first of these notions on mythographical texts
but’ the Se-COnd on that “astrological vulgate”, the origin of which
we have just traced. In the Roman de la Rose, as in Lydgate
Gower and Chaucer, Saturn is on the one hand the god of time’
the Ruler of the Golden Age (generally held up as an example;
to the contemporary age), the King of Crete, the minter of gold
the founder of cities, the inventor of agriculture and so onm:
on the other hand, he is the cold, leaden, destructive planeta ‘
god who says of himself in the Canterbury Tales: =

My cours, that hath so wyde for to turne

Hath more power than wot any man. '

Myn is the drenching in the see so wan;

Myn is the prison in the derke cote;

Myn is the strangling and hanging by the throte;
The murmure, and the cherles rebelling;

The groyning, and the pryvee empoysoning:

I do vengeance and full correccioun,

Whyl I dwelle in the signe of the leoun.

Myn is the ruine of the hye halles,

o :
wdﬂ;l‘h“u:é csg‘; nt:;:u(:-fm;tgr?; Kyeser MS (Cod. philos. 63; cf. A. HAUBER, Planetenkinder-
s itiin o, S bou:g _19:6.. PP- 54 sqq.). Correspondingly Jupiter “Dat
o i m animae ."Ma.rs, ‘animositatem influit animae”; Sol, “'dat animae virtutem
"datoi? iet fe:mtnmndi ; Venus, “dat animae concupiscentiam et desiderium’': Mercury,
f imae virtutem gaudendi et delectandi'’; o i i : :
oo o e di"’; Luna, "dat animae virtutem vegetandi, quae
- i
iy (f]f IE; instance Roman de la Rose, ed. E. Langlois, Paris 1914, lines 5336 sqq.-and 20032
308; J. L DGATE, Reson and Sensuallyle, ed. E. Sieper, London 1901, lines 1289 sqq. and
Lo 5qq.; J. Lvoeate, Fall of Princes, ed. J. Bergen, Washington 1923, 1, lines 1401-
’ Vi, hl.'le.s 880 sqq. and 1153 sqq; JouN Gower, Confessio amantis, BK u; lines 2z sqq-:
an n?:. v, lines 845 sqq., ed. G. C. Macaulay, voL. 1, London 1900, ' . 3
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The fallyng of the toures and of the walles
Up-on the mynour or the carpenter.

I slow Sampsoun in shaking the piler:
And myne be the maladyes colde,

The derke tresons, and the castes olde;
My loking is the fader of pestilence.20?

Christine de Pisan’s Epitre d'Othéa claims all seven planets as
tutors for her “Bon Chevalier”, and can therefore attribute only
good qualities to them, but it is almost a solitary exception when
she holds up Saturn’s “‘slowness” to her hero as a prerequisite
for sound judgement and reflection.208 :

How the common man—and not only the common man—
regarded the nature and influence of Saturn from the late fifteenth
century until relatively modern times, can be illustrated by a
small selection from the innumerable “popular” texts.

Quicquid et infaustum, quicquid flagitiosum,
est Saturne tuum: nisi quam cerealia struas,2%®
The child of Saturn is a thief
And in him lieth much mischief;
Saturn is clever, cold and hard,
His child looks on with sad regard.
Faint-hearted and misunderstood
With shame he reaches elderhood.
Thief, spoiler, murderer, untrue

Blasphemer in all manner too,

Never in favour with woman or wife,
In drinking does he spend his life.?°

27 CHAUCER, Canterbury Tales, group A, lines 2454 sqq. (The Knightes Tale). Cf Jouw
GoweRr, Confessio amantis, B vi1, lines 935 sqq., ed. cit., voL. 11, London 1901:
“The heyeste and aboven alle
Stant that planete which men calle
Saturnus, whos complexion
Is cold, and his condicion
Causeth malice and crualte
To him the whos nativite
Is set under his governance.
For alle hise werkes ben grevance
And enemy to mannes hele,
In what degre that he schal dele.
His climat is in Orient,
WWher that he is most violent."

208 Onoted here from Gotha, Landesbibliothek, Cod. I, 119, fol. 22%. The "gloss'’ repeats the
“mythographical vulgate.” For the pictorial tradition resulting from this singular inter-
pretation, see below, text p. 205 sq. (PLATE 36).

20 Inscription on a fresco in the Palazzo Trinci at Foligno, dated before 1424, published
by M. Salmi, in Bolletino d'Arte, X111 (1919), p. 176.

20 From A. HAUBER, Planetenkinderbilder und Sternbilder, Strasbourg 1916, p. 75 (trans-
lated from the German). Similar verses appear e.g. in Brit. Mus.,, MS Add. 15697, fol. 27".
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Finally:

The planet Saturn is the highest and the greatest and the most worthless,
and is cold and dry and the slowest in his course. The planet is hostile to
our nature in every way and stands over to the east, and is a planet of
wicked and worthless men who are thin, dark and dry, and is a planet of
men who have no beard, and white hair, and who wear unclean garments.
Children who are born under Saturn are misshapen of body and dark with
black hair, and have hair on the skin, and little hair on the chin, and with
a narrow chest, and are malicious and worthless and sad, and like unclean
things, and would rather wear dirty linen than fine, and are unchaste and
do not like to walk with women and pass the time, and also have all evil
things by nature. The hour of Saturn is the hour of evil. In that hour
God was betrayed and delivered to death. ..

1 Schinspergerscher Kalender, Augsburg 1495 (translation from the German). For the
corresponding connexion between the traitor Judas and melancholy, see above, p. 121 ‘textl.
The connexion of such calendars (cf. e.g. Kalendarius teiitsch Maister Joannis Kiimgapovgers

Augsburg 1512, fols. Ff r*—nr) and related texts (e.g. PBrit. Mus., MS Add. 17937, f:«_:\m the
region of the Lake of Constance, dated 1446, fol. 50°%) with the Michael Scot tradition is
unmistakable.



CHAPTER 11
SATURN IN THE PICTORIAL TRADITION

The development of the notion of Saturn as described above is
reflected not only in literature but also in figurative art. The
pictorial tradition, however, as in all similar cases, follows its
own rules.

I. SATURN IN ANCIENT ART AND THE SURVIVAL OF THE
TRADITIONAL REPRESENTATION IN MEDIEVAL ART

The late type, developed under eastern influence, of Mithraic
Aion-Kronos who, with his wings and other attributes, fulfilled
a general cosmic function, in particular as the god of Time, was
known to the pre-Renaissance period only from literature and
not from art (PLATE g)! The ‘“Phoenician Kronos”, whose
cherubic form bore two wings on the head, and four on the
shoulders, and had two eyes open, two shut, survived on coins and
in a description by Eusebius.? Apart from this, ancient portraits
of Saturn, in so far as they concern us, fall into two classes, both of
which show the god as an old man and endow him with the
attributes of a sickle® and a cloak pulled over his head—a trait that
Saturn shares only with Asclepius, and one that gives him a strange
and somewhat sinister aspect from the start. The first type shows
the god in a general hieratical style, either as a bust, usually over
his zodiacal symbols (as on Antonine coins),* or else at full length,

1 F. CumonT, Texles ef monuments figurés relatifs aux mystéres de Mithra, Brussels 1896/q,
VOL. I, Pp. 74 599.; VOL. 11, p. 53. The Mythographus I1I (1, 6-8), significantly enough,
makes no mention of wings in his description of the Mithraic Aion.

* Eusepius, Praeparatio Evangelica, 1, 10, 39; see below, p. 213 (text). For the Phoenician
coins from Byblos, ef. F. IMHOOF-BLUMER, ""Monnaies grecques,” in Verhandelingen d.k.
Akademie van Wetenschapen Amsterdam, Afd. Letterkunde, X1v (1883), p. 442.

3 See the article "Kronos” in W, H. RoscHER, Ausfiihrliches Lexikon der griechischen und
vémischen Mythologie, Leipzig 1890-97, voL. 11, cols. 1549 sqq., by MAXIMILIAN MAYER;
and M. PouLEnz's article in PAULY-WIsSOWA, VOL. XI, 1922, cols. 2014 8qq. The sickle was
variously interpreted even by the ancients; according to some it symbolised Saturn's function
as Earth-god, according to others, the myth of Uranus's mutilation by Kronos.

¢ For this type and its oriental derivatives, cf. F. SAxy in Der Islam, vor. 11 (1912}, p. 163.
There is an analogous portrait of Venus above her zodiacal sign of the ram on a tessera from
Palmyra, published by M. 1. RosTovTZEFF in the Journal of Roman Studies, VvoL. xxu, p. 113,
Plate xxv1, 3 (without explanation of the picture).
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standing, but otherwise very similar in conception. The second
type shows him in the attitude of a thinker, seated, with his head
on his hand.

The first type is exemplified in an impressive mural in the
Casa dei Dioscuri at Pompeii (PLATE 10).® The god’s eyes are
frightening. The cloak hides all but the face, the feet, and one
hand holding a sickle somewhat awkwardly at one side. This
awkwardness is certamly deliberate, for the fresco is the work
of a great artist. The implement which the god holds is no
ordinary one, but is the symbol of the power of this severe god,
and appears to menace the faithful. The unusual rigidity and
somehow frenzied quality of the fresco may therefore be regarded
as the expression of an individual view on the part of a painter
during the golden age of Pompeian painting. For him, Saturn
was the awe-inspiring god of the eartl.

The second type, as we have said, is characterised by the
god’s being seated, with his arm resting on some object, a charac-
teristic which seemed so typical of the god that echoes of it survive
even in portraits where it is almost wholly out of place. For
instance, Saturn’s left hand is raised to his head in a picture of
the seene where he is given the stone which he is to devour instead
of the child.® The tomb of Cornutus in the Vatican (PLATE 13)
is the most important monument of this type, together with a
small bronze in the Museo Gregoriano? and a few fragments of
monumental statuary. Saturn here appears sadly reflecting, like
Attis on other tombs. His right hand does not hold the sickle
upright, as in the Pompeian fresco, but lets it rest wearily upon
his knee. His head is bent and rests upon his arm. For Cornutus,
who ordered this portrait to be placed on his own and his children’s
tomb, Saturn was symbolic of the sad tranquillity of death.
Ancient art therefore gave expression to the two sides of Saturn’s
nature, on the one hand as the awe-inspiring and beneficent god
of the earth, on the other as the destructive but at the same time
peace-giving ruler of the underworld. In early medieval art in
the west the latter type disappeared; the type of the thinker
was at first reserved in Christian art for the evangelists, apostles

* Now in Naples, Museo Nazionale. P, HERRMANN, Denkmdler der Malerei des Altertums,
Munich 1904-31, plate 122, text p. 168,

* Relief on the Ara Capitolina. G. W, HevLeic, Fithrer, 1, 3rd. ed., p. 48s. Repmduoed.in
S. REINACH, Répertoire des reliefs grecs et vomains, vor. 11, Paris 1912, 201.

" Reproduced in W. H. RoscHER, op. cit,, voL. 11, col. 1562,
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and prophets. Together with the busts, typical of the usual
collection of the five planets Saturn, Jupiter, Mars, Mercury and
Venus® in the Aratea manuscripts, there survived the solemn but
non-specific schema that we saw at Pompeii. In a Carolingian
picture of the planets (PLATE 15)° we find an exact reproduction
of Saturn as a full-length figure, with his sickle, and his cloak
pulled over his head. We can prove how this type came to be
handed down, for ancient manuscripts had already adapted the
monumental form to book illustration. The portrait of Saturn
in the Calendar of A.p. 354 (PLATE 11) shows the god in walking
posture, as at Pompeii!?; the cloak leaves the upper part of the
body free, the right hand holds the weapon. The illustrator of
the Carolingian manuscript must have had an example from later
antiquity in front of him, bearing in some ways more resemblance
to the classical fresco than did the picture in the Calendar.
Saturn’s outstretched arm with the weapon is a deviation which
the Carolingian picture shares with the Calendar, but as in the
ancient fresco he turns his head to the side as if looking at the
opponent whom he menaces with his weapon.

_The illustrations to Rabanus Maurus's encyclopaedia (PLATE 12)
are also largely based on the ancient pictorial tradition.* Here,
Saturn appears in very unmedieval form, half naked and in classical
dress, and his attitude in walking also goes back to an ancient
model. What, however, is new and surprising is the fact that the
god is holding not a sickle but the more modern scythe —a fact

* The Greek prototype survives in later copies in Vat graec. 1087 fol. 301 *; for this picture
in Latin MSS, cf. Georc TmeLE, Antike Himmelsbilder, Berlin 18¢8, pp. 130 sqq.

* Leiden, University Library, Cod. Voss. lat. q. 79.

10 J. StrzyGcowskl, “"Die Calenderbilder des Chronographen vom Jahre 354," in Jahrbuch
des kaiserlich dewtschen archdologischen Imstituts, Erginzungsheft 1, Berlin 1888, pl. x,
More recently (though not convincing with regard to the exclusion of an intermediate
Carolingian stage between the post-classical original and the surviving Renaissance copies),
of. C. NorpENFALK, Der Kalender vom Jahre 354 und die lateinische Buchmalerei des 4.
Jahrhunderts. (Goteborgs kungl. Vetenskaps- och Vitterhets-Samhilles Handlingar, 5. Foldjen,
Ser. A., VoL. v, No. 2 (1936), p. 25).

1 For the Germanicus Codex, Leiden, Voss, lat. q. 79, and the copy in Boulogne, Bibl,
Municip., MS 188, sce G. THIELE, Antike Himmelsbilder, pp. 138 sqq. A similar model.was used
by the miniaturist of Vat, Reg. lat. 123, reproduced in Saxv, Verzeichnis, voL. 1, plate 5, fig, 11.
The picture in Reg, lat. 123 which shows Saturn in medieval dress, with covered head and a
long scythe, is probably based primarily on descriptions, and not on pictorial tradition. But
that does not seem to exclude the possibility of vague reminiscences of ancient models being
present even in this portrait.

12 Minialure sacre ¢ profane dell’anno 1023 . . ., ed. A. M. Amelli, Montecassino 1896,
plate cvin; cf. Rasanus Maurus, De universo, Bk xv: "“Falcem tenet (inquiunt), propter
agriculturam significandam’ (Mione, P. L., vor. cxi, col. 428). N
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which owes its existence only to the interpretation of the eleventh-
century copyist.1®

Except in pictures of planets such as that mentioned above,'
portraits of Saturn appear in Byzantine art only in illustrations
to St Gregory of Nazianzus’ Homalies.

The oldest portrait of Saturn occurs in a ninth-century
manuscript in Milan®® It illustrates the first homily Confra
Julianum, and is conceived so exclusively in terms of the text,
which vehemently attacks the pagan gods, that the artist has fallen
into a ludicrous mistake. St Gregory says ironically that it is an
admirable way to make children love their parents, when one
reads how Kronos castrated Uranus, and how his son Zeus then
lay in wait for him and gave him tit for tat.’® But the illustrator
who took the word OUpavos as meaning not the god Uranus but
the sky itself, and who understood by Téwew not “to castrate”
but “to cut’” or ‘“‘to split”, shows us Saturn (‘O KPONOZ TON
OY(PAYNON TEMNO(N)) with a mighty axe cleaving the vaults of
heaven, while Zeus (‘O AIAZ KATA TOY KPON{OY) 'EMANISTAMENOZ)
threatens him with a similar axe from behind (PLATE 16).

But a later group of Gregory manuscripts, dating from the
eleventh and twelfth centuries (that is, from the peak of the
humanist movement starting in the tenth century), shows a sub-
stantially different picture. In these manuscripts'” the illustrations
of the pagan gods have been lifted from the homily Contra Juliaiiin
and added to those of the homily In sancta lumina. But the
cycle is now much richer and, what is more important, the repre-
sentations based on literary tradition (such as the “Birth of
Venus” from Saturn’s genitals thrown into the sea, which appears

1 Cf, E. PanorFsky and F. Saxy, in Metropolitan Musewm Studies, VOL. 1V, 2 (1033, p. 259,
note 3.

14 Cod. Vat. graec. 1087.

15 Milan, Biblioteca Ambrosiana, Cod. E. 40/50 inf, in A. MarTtixt and D. Bassi, Caf.
Cod. Gr. Bibl. Ambr., Milan 1906, VOL. 11, pp. 1084 sqq. We owe knowledge of this MS, as
well as of the Jerusalem MS mentioned below, to Professor A. M. Friend. The photographs
reproduced here were kindly placed at our disposal by Dr Kurt Weitzmann, Ci. A. GRABAR,
Les miniatures du Grégoire de Nazianze de I' Ambrosienne, Paris 1043, plate 71. K. WEITZMANN,
Greek Mythology in Byzantine Art, Princeton 1951, p. 38.

18 Migne, P. Gr., voL. xxxv, col. 660.

17 Paris, Bibl. Nat. MS Coislin 239 (cf. H. OmoNT, Les mmiatures dzs fFlus anciens minu-
scrits grecs de la Bibliothéque Nationale, 2nd edn., Paris 1929, plate cxvill, nos. I4 544
Jerusalem Bibl. Graec. Patr. Cod. Taphou 14, Athos Panteleimon, Cod. 6 (Prates 14 and
17). Of these the Athos MS is the earliest and best, without necessarily being neatest =0

the original type.
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otherwise only in later, western, art) are now reinforced by others
which, by contrast, were foreign to western art, and presuppose a
pictorial tradition derived from classical antiquity. Of this kind
is the “Cunning of Rhea”’, who gave her spouse a swaddled stone
to devour (cf. PLATE 14), and the musical assistance of the Curetes
and Corybantes, whose clamour drowned the cries of the infant
Zeus and protected him from discovery (PLATE 17). Where Rhea
is shown practising her deceit on Saturn we still encounter a type
of seated Saturn, similar to the Capitoline relief which we have
mentioned above.l® One can therefore assume that the illustra-
tions to these later Gregory manuscripts arose only partly as
translations of the text into pictures; and that in other cases they
followed a purely pictorial tradition derived from illustrated texts
of a secular nature which did not impinge on the theological cycle
till the tenth-century renaissance. This applies not only to the
scene of Saturn and Rhea and that of the Corybantes, but also to
those illustrating the birth of Athena, Cybele, and Orpheus. This
suspicion is made almost a certainty by the fact that the miniatures
of the Corybantes in the later Gregory manuscripts obviously
derive from the same model as was transmitted in the representa-
tions of this scene in the Oppian manuscripts.®

2. TEXT-ILLUSTRATION AND ORIENTAL INFLUENCE

The illustrations of Rabanus Maurus's work provided a stepping-
stone belween representations based on purcly pictorial tradition,
such as those in the Vossianus manuscript, and a new group of
western medieval works destined to be of far greater significance
for the general development, because they were not based on
any tradition formulated in classical art. In these works new
types appeared, partly because the artists started from texts
containing descriptions of the ancient gods, which the medieval
illustrators could adorn from their own imagination, partly because

18 For the scene of the stone being handed to Saturn, cf. above, p. 197 (text). For the scene
with the Corybantes, cf. S. REINACH, Répertoire des reliefs, Paris 1912, VOL. 11, p. 280, and vor.
11, p. zo1.  The miniature reproduced in OMonT, op. cit., fig. 14, too, shows the stone being
given to Saturn, not the infant Zeus being handed to a maidservant; the figure interpreted
by Omont as a maid was originally bearded.

i1» These are: Venice, Biblioteca Marciana, Cod. gr. 479; Paris, Bibl. Nat., MSS gr. 2736
and 2737 (cf. A. W. Byvanck, Mededeelingen van het Nederlandsche Histor. Instituut te Rome,
v (1925), pp- 34 sqq.). It is interesting to see that MS gr. 2737. fol. 35, written by Ange
Vergéce in 1554, fills the place of the Saturn missing in the Corybantes miniature (Paris
Bibl. Nat., MS gr. 2736, fol. 24) with one taken from a western model.
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they relied on models emanating from a different culture, that
1s to say, from that of the east. For both reasons the medieval
artist’s imagination was free to create really new types, nearer
to the contemporary mind. The best example of such an early
medieval Saturn is in a manuscript painted in Regensburg?®
(PLATE 18). This has nothing in common with classical models
but is one of those independent illustrations in the learned textsi
we spoke of in the previous chapter—texts which the Middle
Ages took over from late antiquity, where the descriptions of
the ancient gods were allegorically interpreted for philosophical
and moralistic purposes. In this illustration Saturn is endowed
with a multitude of attributes. His head is covered: in his left
hand he holds the sickle and—as already encountered in Rabanus’s
encyclopaedia—the scythe; in his right hand he holds the dragon
Time, which is biting its own tail and shows that Kronos must
also be interpreted as Chronos. The artist’s imagination has
given the old description a new, and typically medieval, vitality.2!

A-portrait such as that in the Regensburg manuscript, however
remained for a long time unique, for the Saturn here depicted:
Is at first only a graphic inventory of traits given in the text
made in a general way to resemble contemporary types. It stili
bore no relation or possibility of relation either to a real person or
to the. real surroundings of medieval men, for such a purely
‘itran\shterating" portrait lacked both the visual force of a
pictorial tradition and the vitality of a realistic representation
It is understandable, therefore, that a substantial pictoriai
revival of the ancient gods could only follow when the obsolete
tradition of antiquity had been replaced by a living one, which
would make it possible to proceed to a realistic new intérpreta—
tion of the gods here still represented in a purely “literary”” form
Tl?is was brought about when the west came into contact with
f)nental models, which represented the pagan gods admittedly
in somewhat exotic costume but none the less in more con-
temporary form, or at least in a form more capable of assimilation.
In the east, perhaps owing to a certain subterranean survival
of the old oriental notion of the planets, a series of pictorial types
had- developed whose particular characteristics had hitherto been
foreign to the west, but which could easily be translated into

0 Clm. 14271.

#u Cf. E. Panorsky and F, S in M. 2 .
and fig. 39. AXL, in Metropolitan Museum Studies, 1v, 2 (1933), PP- 253 5qq.
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contemporary terms. Jupiter and Mercury appeared with a book,
Venus with a lute, Mars with a sword and a head without a body,
and finally Saturn with spade and pick-axe (PLATES 23-5). From
the thirteenth century, at least, these types? began to influence
western representations, and in certain cases we can even follow
the process stage by stage. Here, the most important manuscripts
are those containing the illustrations to a text of Abii Ma‘ar,
which have come down to us in relatively large numbers.?® The
carliest manuscript of this group* contains portraits of the planets
obviously derived from oriental sources. As in the east, Mercury
appears with a book, Venus with a musical instrument, and Mars
with a beheaded man, while the Twins are joined to one another,
as we find them also in eastern copies. Here also do we find the
curious pictures of planets falling headlong downwards® (PLATES
19-22); but it is a western characteristic to show the planets as
reigning sovereigns (this occurs in manuscripts derived from the
Paris MS lat. 7330) and to supplement the two pictures of the rise
and the fall as shown in the east (PLATE 23) by a third, repre-
senting the “decline”. This significant enrichment by a middle
stage between the two extremes suggests that the idea of ascent
and depression was linked with the western notion of the Wheel
of Fortune, a link attested beyond doubt by the typical Wheel of
Fortune motif of the falling crowns. It is hardly surprising that
at the end of the Paris codex® we actually discover a picture of
the Wheel of Fortune spread over four leaves, that is to say,
dividing the usual sequence ‘“Regnabo, Regno, Regnavi, Sum
sine regno’’ into separate representations corresponding to the
different phases of the planets. In these manuscripts we‘find a
curious mixture of eastern and western elements, which alone
would indicate that they were first illustrated in southern Italy;
and this indication is reinforced, as we shall show elsewhere in
a more detailed analysis, by considerations of style.*”

¥ Cf. F. Saxv, in Der Islam, 111 (1912), pp. 15T sqq.
3 This example of the Abdi Ma'Sar MSS is not an isolated one. In a geomancy written
for King Richard II, Oxford, MS Bodley 581, we also find the oriental Saturn with a pickaxe.

* Paris, Bibl. Nat.,, MS lat. 7330 (mid-thirteenth century, but presupposing an older
twelfth-century model),

3 Cf. BBG, Sternglaube, p. 148. The Pierpont Morgan Library owns a Turkish MS of the
same group, MS 788,

% Fols. 74 5qq.

7 In F. Saxy, H. Meter, and H. BoBer, Catalogue of Astrological and Mythological Illumi-
naled Manuscripts of the Latin Middle Ages, voL. rit, Manuseripts in English Libraries, London
1953, pp. lxiii sqq.
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In the Paris codex 7330 Saturn appears in an entirely western
form, as a ruler with a sceptre and without any other attributes.
His zodiacal signs, too, the Water-Bearer as Ganymede, and the
Goat, are conceived in a purely western manner. But if we look
at later manuscripts of this group,®® we find to our surprise that
eastern influence has increased to such an extent that Saturn
is now given a spade, as in eastern manuscripts, and that the god
is shown in a peculiar attitude, standing with one foot on his chair.®
Here he retains nothing of the calm, regal aspect of the older
picture; the figure seems rather to resemble those of eastern
manuscripts in which a similarly agitated attitude is fopnd
(PLATE 25). After their journeyings in the east the ancient
gods could now become far more realistic figures, resembling in
their outward appearance late medieval scholars, peasants, or
nobles, standing in direct visual relationship to the mortals born
under them, and thus for the first time reawakening to powerful
vitality. Saturn, in particular, became in later medieval art more
and more the leader and representative of the poor and the
oppressed, which not only corresponded to the realistic tendencies
of late medieval art in general, but also, more specifically, to the
social upheaval of the epoch. As early asin the so-called Guariento
frescoes in the Church of the Eremitani at Padua® he appears
as what he was to remain until modern times, despite all humanistic
refinements—a ragged peasant, leaning on the tool of his trade.
In a North Italian manuscript, too, he appears as @ peasant,
with a scythe and a water-bottle at his waist, about 10 g0 10
the fields® (PLATE 26). Under eastern influence, the (Greek
harvest god and the Italian god of husbandry has himself become
a peasant. He remains a peasant even In a n13;thc-logzcai‘u:t:-nv_-
where he appears coupled with Philyra who was turned mio
a mare, as the Andalus de Nigro manuscripts show him (PLATE
27). He is the representative of the lowest rung of medieval
society, to whom all intellectual activity is a closed book, and

8 London, Brit. Mus., Sloane MS 3083 and New York, Pierpont Morgan Library, MS 785
(PLATE 24, painted in Bruges shortly before 1400).

2 In portraits of Luna, the oriental influence became so strong that while she is still rrg‘alre-
sented as Diana in Paris Bibl. Nat,, MS lat. 7330 (fols. 58° sqq.). she appears as a man, like
the ancient oriental Sin, in Brit. Mus., Sloane MS 3083 and its derivatives.

20 For the attribution of this to an assistant of Guariento, ¢f. L. CoLeTT1, "Studi sulia piitura
del Trecento a Padova,” in Rivista d’Arte, x11 (1930}, pp. 376 5qq.

311 Dorez, La canzone delle virtic delle scienze d: Bariolowmec di Tario:

Bergamo 1904, p. 84.

gx RBolegia
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who spends his life in wresting a meagre subsistence from the
soil.  The latter days of life, when man becomes sterile and when
his vital warmth diminishes so that he seeks only to crouch
by the fire—these days are proper to Saturn.

3. THE PICTURE OF SATURN AND HIS CHILDREN

The east gave to the west entirely new notions of the planetary
rulers, notions which no longer had anything in common with
the types evolved by classical art. More than that, it brought
to the west a hitherto unknown system of complicated designs
pictoriallv representing the relationship of the planets with those
men who come under their influence.

Fastern writers inform us that in pagan temples Saturn was
represented as an aged Indian, as a man riding on an elephant,
as a man meditating on ancient wisdom, as a man drawing a
bucket of water from a well, and so on. With few exceptions,3
these pictures are representations of the occupations attributed
to Saturn in the astrological texts dealt with in the previous
chapter, and we have therefore every reason to suppose that the
murals described by these writers were the predecessors of the
designs described by later historians of art as pictures of “planets’
children””. This belief is strengthened by the fact that such
pictures of ‘‘planets’ children” really are to be found in later
eastern manuscripts. In an Arabic manuscript® and its later
cousins® we find the “'trades of the planets” represented in eight
times seven pictures (PLATE 31). The first picture in each row
shows the planet itself, while each of the seven neighbouring
pictures shows one of its children. Saturn appears as a man with
a pick-axe (as in PLATE 25), with, next to him, trades like leather-
working, farming, and so on; Mercury is a scholar with a book,
associated with more refined occupations. The west must have
met with similar arrangements in the fourteenth century, for that
alone would account for the fact that the Salone at Padua®

1 The man with the water-bucket is obviously Aquarius, one of the “houses" of Saturn.
The fact that he was represented thus in the east can be seen, for instance, from the portrait
on the Islamic astronomical instrument in the possession of Prince Ottingen-Wallerstein,
reproduced in Der Islam, 11 (1912}, plate 7, fig. 13; ib., pp. 156 sq., the texts.

* Oxford, Bodl. MS Or. 133.

3¢ Such as Paris, Bibl. Nat., suppl. turc. 242, and New York, Pierpont Morgan  Library,
MS 788.

3 A, Barzox, I cieli ¢ la loro influenza negli affreschi del Salone in Padova, Padua 1924.
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contains, arranged in a very similar tabular form, a series of
images of “planets’ children” which we may describe as a monu-
mental western version of such “tables’” as are found, for example,
in the Bodleian Oriental manuscript 133. Saturn himself appears
in very unclassical form, as a man laying his hand on his mouth
to signify either silence or his sinister and ailing nature (PLATES
32-33). The “planets’ children”, too, underwent an ever greater
process of realistic ‘“modernisation’” in the west. Later ages
found the tabulated series of occupations (such as those which
the Salone at Padua had taken over from eastern manuscripts,
in the style of the Bodleian Oriental manuscript 133) too
monotonous in form, and too heterogeneous in content. They
sought a form which should group together the men ruled by the
planéts in a kind of lively “genre” picture which appeared socially
and psychologically more coherent. This involved, in the first
place, a reduction of the chaotic variety present in the original
“tables” to a limited number of inherently related types; secondly,
the assembling of these types in coherent surroundings and in the
same perspective. The picture of Jupiter must illustrate the
nature and way of life of men blessed with culture and property,
Mercury that of scholars and artists, Mars that of warriors, and
Saturn that of poor and oppressed peasants, beggars, cripples,
prisoners and criminals. At the same time, a wish was felt to
make immediately visible the fatal “influence” of each planet on
those subject to it, and so it is understandable that after a number
of hesitant attempts at modernising the schema in the Salone at
Padua, a solution was finally found in a design which had been
used in quite another sphere and in quite another sense to show
the “influence” of a heavenly power on earthly existence: the
design of Christ’s Ascension into heaven (or, to be more exact, the
risen Christ addressing those left on earth), of Judgement Day,
and, above all, of Pentecost and similar mysteries (PLATE 35).%¢
This new design first originated in the northern art of the
fifteenth century (PLATES 38, 40), as Kautzsch and Warburg
have shown,® and later affected Italian art (PLATE 39); despite
modification of individual traits, and shifting of emphasis, its
composition remained unaltered until the seventeenth and
eighteenth centuries (PLATE 53). We first meet with it as a
complete series in the illustrations to Christine de Pisan’s Epitre

3 E. Panorsky and F. Saxy, in Metropolitan Museum Studies, 1v, 2 (1933), p. 245.
37 A, WARBURG, Gesammelte Schriften, voL. 1, Leipzig 1932, pp. 86 and 331.
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d’Othéa. The planetary god sits on a cloud, a halo of stars about
him, like a true heavenly ruler, and beneath, on the earth, live
his ““children”—in the case of Venus, lovers holding up their
hearts as sacrifices, in the case of Saturn, wise men assembled in
council (PLATE 36). The phenomenon of such an adaptation of the
Pentecostal scene to secular purposes is not unique at this time.
In a late fourteenth-century miniature in the Vienna “Oracle
Book” (PLATE 37) we find a group of sages and patriarchs assembled
under a hemisphere containing the seven planets,® and the illustra-
tions drawn about 1400 for Boccaccio's De claris mulieribus show
Juno as a heavenly apparition hovering above her worshippers,
while Minerva forms with her artisan protégés something like a
mythology of the “Liberal Arts” (PLATE 34).3 A fusion of
the secularised Pentecostal design with this version of the “Liberal
Arts” picture makes further development easily comprehensible.
The use of a religious design in Christine de Pisan’s illustrations
was made easier by the fact that the planets are here purely of
good significance. Each of them represents a particular virtue,
so that the assimilation of these pictures to representations such
as that of Pentecost seems natural enough. Moreover, once this
adaptation was completed by fusion with the “Liberal Arts”
motif, the design could also embrace the very different content
of the usual astrological texts, and so create the form of the
“planets’ children” picture which remained in force for several
hundred years. Within the framework of this development there
were a number of elaborations and modifications. Thus, Saturn
was represented as an accountant and arithmetician (PLATE 43);
as the god of coffers, holding a key as well as a sickle (PLATE 28);
as a labourer digging; and also as a rider bearing not only the
grand star but also the humble sickle on his banner (PLATES 29, 41).
The scythe which he carries as well as, or instead of, the sickle,
may be turned into a spade or mattock, and these in turn can
become a crutch (PLaTES 30, 38, 57), and finally this god of the
humble and oppressed acquires a wooden leg. Perhaps the curious
leg posture, which was occasionally copied from certain oriental
sources, and even an unconscious memory of the myth of Kronos's

3 Cf. A. StancE, Deutsche Malerei dev Gotik, voL. 11, Berlin 1936, fig. 33. The date assumed
by Stange scems somewhat too early.

3 Cf. the portraits of Juno in Paris, Bibl. Nat., MS fr. 508, fol. 12; Paris, Bibl. Nat., MS
fr. 12420, fol. 11; Brussels, Bibl. Royale, MS g500, fol. 12*; of Minerva in Paris, Bibl. Nat.,
MS fr. 598, fol. 13; Paris, Bibl. Nat., MS fr. 12420, fol. 13°; Brussels, Bibl. Royale, MS
9509, fol. 15. For portraits of the arts, see below, pp. 306 sqq. (text).
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castration may have played a part in this last disfigurement.
But on the other hand, fifteenth-century artists had already begun
to paint Saturn in somewhat more heroic colours, especially in
Italy, as one would expect. The Florentine series of “planets’
children” pictures is in some ways analogous to the pictures of
“triumphs”, so popular after Petrarch: Saturn appears as King
Time with a scythe, in a chariot drawn by the “Dragons of Time"
which bite their own tails (PLATE 39). In the north, he appears
as a rider, like those in the pictures of tournaments. Finally, in
the Florentine Picture Chronicle he appears in true humanist
fashion as the Latin king who taught the Romans agriculture
and founded Sutrium (PLATE 44).4°

4. SATURN IN MYTHOGRAPHICAL ILLUSTRATIONS OF
THE LATE MIDDLE AGES

Meanwhile, however, the mythographical illustrations, of which
we saw an early but isolated example in the Munich manuscript,*
came to life again. With regard to content, the mythographical
texts of this time, that is to say, of the fourteenth and fifteenth
centuries, seem to have been completely “moralised’”: their
allegorical representation was interpreted in a Christian sense.
But their pictorial representation came under the sway of the
new ‘“‘realistic”’ tendency which favoured a contemporary setting
— astrological illustrations, as we saw, had already been affected
in this way in relation to their oriental models. Thus the author
of Fulgentius metaforalis** makes Saturn signify wisdom  But
in the illustrations to this text (PLATE 45) he appears as a reigning
monarch, his queen by his side, in fifteenth-century costume,
while about him are depicted the various scenes of his life—
which a sensitive mind generally finds offensive. The medieval
author could take even disgusting scenes as a subject for moral
exhortation, because for him the true significance lay not in the
picture itself but in its allegorical meaning**

The most important series of illustrations of this kind are the
fourteenth-century picture cycle in the French translation of

4 SipNEY CoLvIN, A Florentine Picture-Chronicle, London 1808, plate 3o.

4 Clm. 14271.

@ H. Liesescuirz, Fulgentius Metaforalis (Studien der Bibliothek Warbury wvor
Leipzig 1926, pp. 71 sqq.

© See A. WARBURG, Gesammelte Schriften, vou. 11, Leipzig 1932, pp. 527 squ.
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St Augustine’s Civitas Dei, and also—and these were more
fruitful—the illustrations in the Ovide moralisé. In both series
Saturn is endowed with attributes and brought into contexts
which had played, and could play, no part in astrology. In the
illustrations to the Cité de Dieu, Saturn, in remembrance of his
long and difficult voyage to Latium, appears as a dignified old man
with a ship or ship’s mast in his hand.# On the other hand, in
the first version of the French Ouvide moralisé, where portraits
of the great pagan gods appear as title vignettes to each book,
he is once more connected with the “Dragons of Time”#; above
all, the scene of Saturn devouring his children, never before
represented even in antiquity, is here shown in all its.crudity,
just as the birth of Venus from the castrated member is sho“.m
in the above-mentioned illustrations to Fulgentius metaforalis.
We see the god putting the child to his lips, sinking his teeth
into its arm, or even having already devoured its head (PLATES
46, 49, 52, 144). Here we see the ruthless wickedness of the god,
Moloch devouring his own children, and the unbearable starkness
of this is softened only by the accompanying text, which
endeavours to interpret the picture allegorically.

These motives are elaborated in the illustrations to Berchorius’s
introduction to the Latin Ovide moralisé, and also in those to the
Libellus de imaginibus deorum® which was taken from the same
introduction. The descriptions in this work later won a place in
countless representations in both north and south#” The

# (f A pE LABORDE, Les manuscrils & peintuves de la Cité de Diew, Paris 1909, voL. I,
pp. 198-9; voL. 11, pp. 322, 367, 385, and plate xx1v b.

® As in clm. 14271.

“ Cf. \. WARBURG, Gesammelle Schriften, VOL. 11, pp. 453 s99., 462, 471, 485 5qq.

47 The fantastic portraits of the planets in the Scotus MSS are a synthesis of astrological
and mythological pictorial tradition (the origin of this Saturn type, with shield and helmet,
is discussed in E. Panorsky and F. Saxy, in Metropolitan Museum Studies, 1v, 2 (1933),
p. 242 5qq.). The Scotus type of planetary portrait becomes the predominant form of illustra-
tion in astrological MSS from the fourteenth century onwards, save that in the fifteenth
century they become “humanistic” in a remarkable manner by the re-introduction of the style
of the Calendar of 354, transmitted by Carolingian models (cf. Darmstadt, Cod. 266,
reprodnced in PANOFsKY and Saxt (loc. cit.), p. 266; Salzburg, Cod. V 2 G 81/83; and Cod.
Vat. 1'al. lat. 1370). Similarly, we have the copies of Carolingian Rabanus Maurus MSS
made in the fifteenth century, the revival of interest in Carolingian illustrations of Terence
(also described by Panorsky and Saxw, loc. cit.), the copies of the Notilia dignilatum, etc.
A certain parallel to this proto-Renaissance in the north can perhaps be discerned in the fact
that planetary gods in northern fifteenth-century art appear as a rule as naked standing
figures, somewhat reminiscent of the classical type of Roman reliefs representing the Gods of
the Week, though no direct influence can be shown. In the high Middle Ages naked planctary
gods appear, for special reasons, in the exceptional case of the Provencal illustrations to
MatFrE ERMENGAUD's Breviari d'Amor (cf. e.g. the pictures of Saturn in Paris Bibl. Nat.,,
MS fr. 9219, fol. 33, or London, Brit. Mus., Harleian MS 4040, fol. 33).
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child-devouring motif passed from mythographical art into the
pictures of the planets and their “children” (in PLATE 47, even
combined with the castration motif!) and later became a character-
istic feature of such representations (PLATES 48 and 49).%

5. SATURN IN HUMANISM

The great diversity of types which arose from the fourteenth century
onwards shows that, after the almost complete stagnation of the
previous epoch, a real revival of the ancient gods had now begun,
and that a genuinely humanistic re-creation—that is to say, a
consciously ‘“‘classical” treatment of them-—was both possible
and to some extent called for. This was especially true of Saturn.
We shall see later the significance which this most sinister of the
gods was to attain in Italian humanism, but even here we can see
how the former portraits of the poor peasant, the wicked devourer
of children, the cunning arithmetician, or even the triumphal god
of Time or the worthy founder of cities, could not satisfy the
requirements of a culture in which the ancient gods again became
proper deities. The Italian Renaissance desired a picture of
Saturn comprising not only the two aspects of the Saturnine
nature, the wicked and the mournful as well as the sublime and
the profoundly contemplative, but also revealing that “ideal”
form which seemed attainable only by reverting to genuinely
classical examples. This humanistic rehabilitation of Saturn was
achieved about 1500 in one of the most remarkable centres of
Italian culture—the city that was the home of the ageing Bellini,
of the young Giorgione, and of Titian.

Humanism took time to reach Venetian art, but after the
later years of Jacopo Bellini a distinctly humanistic trend can be
observed. In the sketchbooks which Jacopo left to younger
generations we find a singular collection of archaeological drawings.
Jacopo Bellini not only drew sketches of works of antiquity,
which might serve one or another artist as a model or as an
inspiration for his own work, but he also preserved inscriptions
of no artistic or even historical significance, such as those on the
tomb of a seamstress.** There was therefore a general archaeo-

« _In tl-fe relief on the Campanile in Florence, Saturn, exactly as in the Ovide moralisé MS
(Paris, Bibl. Nat., MS fr. 19121), holds the child he is about to devour upright, but instead
of the dragon of Time he holds a wheel of Time, evidently a humanistic innovation.

“* C. Ricet, Jacopo Bellini e i suoi disegni, voL. 1, Florence 1908, plate s1. Corpus inscrip=-
tionum latinarum, voL. v, 2542).
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logical and humanist interest in antiquity, which enabled Jacopo's
son-in-law, Mantegna, at the beginning of his career, to use one
of the drawings in this sketchbook when painting the frescoes of
the Eremitani Chapel,® and reached the peak of its development
in Mantegna’s Triumph of Caesar. On the other hand, Jacopo
Bellini himself, the contemporary of Donatello, seems scarcely
to have been touched by classicism in those of his drawings and
paintings which do not have antiquity as their subject. He
remains a true later-Gothic painter, with a marked and quite
unhumanistic interest in the landscapes, trees, rivers, bridges,
birds and mountains of his own country. Thus the elder Bellini’s
work contains the two separate trends whose combination was to
give the works of the Venetian renaissance their special character
—works such as the young Titian’s reconstructions of Philostratic
pictures, which showed Bacchic figures and children of Venus in
an antique rhythm set in his native landscape, and depicting
statues of Venus in noblemen’s parks, combined archaeological
humanism with the contemporary Venetian manner. Titian's
paintings for Alfonso I of Ferrara represent the culmination of
this style.

Giulio Campagnola’s engraving of Saturn (PLATE 54) is another,
though modest, witness to this movement.® It is an early work
of the artist, who signs it with the scholarly name of “‘Antenoreus”,
as a successor to the Antenor who came from Troy to the province
of Venice and was said to have founded Padua. Perhaps because
this was the work of a less strong personality, it shows the
tendencies of the time in many respects particularly clearly.

In the foreground Saturn is lying on the ground, and next to
the figure are some curious rocks and the trunk of a tree. In the
middle distance to the right there is a small wood with high
branches and undergrowth. The background consists of a fortified
city by the sea on which a ship is sailing. It is striking how little
inner connexion the picture of the god in the foreground has
with the “modern” centre and background. Neither the back-
ground nor the tree trunk on the left are Campagnola’s own
invention, but are taken from two different engravings by Diirer.
But Campagnola might have been able to take these details from
Diirer and yet to relate them to the main figure in such a way

¥ See Ricci, op. cit,, p. 7o0.

¥ G. F. HartLaup, “Giorgione und der Mythos der Akademicn”, in Repertorivm fiir
Kunstwissenschaft, XxLvit (1927), pp. 253 sqq.
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that no disunity would be visible in the picture. It looks rather
as if he had actually intended a sort of dualism. For it was in
the historical tradition of Venetian art after Jacopo Bellini to
regard ancient monuments with archaeological detachment, while
placing them in a “modern” setting which underlined their
remoteness. The figure of the god is strange, so is his name, so
is the whole convention, yet he appears in the present, among
objects of everyday life. The body on the bare earth looks like a
statue, but the left hand reaches gently towards the reed like the
hand of a living man, his regard is turned reflectively to one side,
his brows are drawn together. There is certainly nothing statues-
que about the foot or the reed, but how remote from life th‘e com-
pletely rounded folds of the drapery appear, compared with the
stones on the ground! Perhaps the impression of this figure can
best be explained by saying that it looks like the apparition of a god
of antiquity in modern life. In this respect, Campagnola is a
typical fifteenth-century Venetian, who studied antiquity from
the archaeological point of view and related it to the present with-
out ever quite bringing it to life, as Titian was to do only a little
later on. It seems that we can even trace Campagnola’s actual
model, for his engraving obviously derives from the figure of the
river or sea god (the interpretation is not definitely settled) on the
triumphal arch at Benevento® (PLATE 55). Campagnola’s Saturn
shares with this god the sidelong glance and bent head, both of
which are really only explicable within the whole composition of
thearch. Even the tree stump is a visual memory of the somewhat
indistinct urn; the attribute of the reed may probably be explained
by the fact that in the relief the reeds growing behind .the figure
merge into the now unrecognisable symbol in the god’s right hand,
and, more important still, the Benevento god's billowing drapery
together with the singular headdress makes it look even to-day
as if his cloak were pulled over his head in the classical manner
of the “caput velatum”. This odd combination of seeming and
real peculiarities of the melancholic and Saturnine nature—
hand propped up, head apparently concealed by a cloak—might
very well have given the archaeologically-minded Campagnola
reason to interpret the figure on the Benevento arch as Saturn,
or at least to use the figure as Saturn. He certainly considered

#2 The arch may have become known to him through an engraving (or a r_lramm_z} l:k_e the
fifteenth-century engraving published by S. Remvacy, “La plus ancienne image gravée de
I'arc de Bénévent" in Mélanges Bertaux, Paris 1924, pp. 232-235, plate xivj: A. M, Hixp,
Early Italian Engraving, voL. 1, London 1038, p. 285.
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Qaturn as a divinity who, apart from his other attributes, stood
in some special relation to water: this is shown by the symbol
of a reed and by the seascape in the background. This conception,
moreover, may be based on those texts which describe Saturn as
“accidentaliter humidus”, call him a voyager over many seas,
and attribute to him the patronage of those who live by the sea,
and for which the best authority is the famous north Italian
astrologer, Guido Bonatti’® There was also the fact that since
the Middle Ages men had become accustomed to imagine Saturn
like this: in the Roman Mirabilia, one of the two ancient river
gods which stand in front of the Senatorial Palace was taken for
a statue of Saturn3 The special significance of the engraving
whose landscape, as we have said, makes full use of motives in
earlier Diirer engravings, lies not so much in its possible influence
on Diirer's Melencolia I (whose background landscape may well
have been inspired by Campagnola) as in the fact that here for
the first time, a new, humanist and idealised Saturn has been
created—so much so, in fact, that Campagnola’s immediate
successors reverted to the more usual conception, whether like
Girolamo da Santa Croce, forsaking antique motives but retaining
the general plan and dressing Saturn as an old peasant (PLATE 56),
or like Lorenzo Costa transforming the antique Saturn, in the
mournful attitude of a river god, into a Christian St Jerome deep
in meditation.?

Campagnola’s classically idealised form of Kronos, however,
could be translated into realms even more remote from reality,
in which the classically robed god was equipped with pinions;
and thus, as already on Orphic and Mithraic tombstones at the
end of classical times, he acquired the special nature of a god of
time. Out of Kronos, who possessed the character of a god of
time only incidentally, was reborn Chronos, whose main function
was the fatal destruction of all earthly things, combined with
the rescue of truth and the preservation of fame. In this last
metamorphosis he became an almost essential requisite for the
marble allegories on tombstones and for the didactic title-pieces

8 See above, p. 189 (text).

M \irabilia Romae, ed. G. Parthey, Berlin 1860, p. 24.

# See below, p. 288 sq. (text), p. 324, note 135.

% G. Frocco, “'1 pittori da Santacroce”, in L'Arfe, x1x (1916), p. 190.

# Formerly Berlin, Kaufmann Collection; reproduced in A. VENTURI, Storia dell’aric
ifaliana, voL. vii, 3, Milan 1914, p. 812, fig. 6oo.
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of many works dealing with the ruined and yet remembered past
(PLATE 59).% In outward appearance, too, portraits of this
resurrected Saturn-Chronos often resemble the Chronos, Aion or
Kairos of late antiquity®®; but it is doubtful whether he actually
derives from them. The figure of a winged Saturn seems rather
to have been formed at a point where a spontaneous connexion
could be established between the peasant-deity and the allegory
of Time: that is to say, in the illustrations to Petrarch’s Trionfo
del Tempo®™ (PLATE 57). Petrarch makes Time appear in con-
junction with the sun, but gives the illustrators no further
indications. The latter, therefore, in the representations of this
triumph, used Saturn, who is not mentioned in the text, as the
personification of Time and endeavoured to make his significance
clear by giving to Saturn the attribute of an hour-glass,® or,
occasionally, of a zodiac. Above all, however, they idealised the
traditional, pre-Renaissance form of the peasant god by giving
him wings. In this way they equipped him as a true personifica-
tion of time, completing his portrait by a new and, in medieval
opinion, quite un-Saturnine trait taken over from a purely
allegorical tradition in art—as seen, for instance, in an allegory
of Temps of about 1400 (PLATE 58).% This process is confirmed
by some fifteenth-century Italian illustrations to Petrarch, in
which Saturn, personifying time, stands, like the figure in the
French miniature, with arms hanging down symmetrically, and
is equipped with four wings which are to represent the four
seasons.” Once completed, this humanist reunion of Saturn and

® After the reprint made in Amsterdam, entitled Eigentlyke Afbeeldinge van Hondert
der Aldervermaerdste Statuen, of Antigue-Beelden, Staande binnen Romen, of a work by
Francois PERRIER which had appeared in Rome in 1638 with the remarkable title Segmenta
nobilitm signorum et statuarum gquae lemporis dentem inwidium [sic] euasere.

 For this, cf. A. GREIFENHAGEN, Die Antike, voL. x1, Berlin 1935, pp. 67 sqq.
# After PrINCE D'EsSLING and E. MO~Tz, Péfrarque . . ., Paris 1902, plate facing p. 148.

# This later found its way into Renaissance and Baroque portrayals of Death, and became
a symbol of impermanence and ‘“memento mori" in general.

* Cf-E. PanNorsky, Hercules am Scheidewege (Studien der Bibliothek Warburg, vor. xviu),
Leipzig 1030, p. 4, plate 5.

® Reproduced in Prince p'EssLing and E. MUNTz, Pétvarque . . , Paris xgoz, p. 167.
Later the motif of child-devouring or child-menacing penetrated into the illustrations to
Petrarch (cf. e.g. a tapestry from Madrid, described by Prince p’'EssLing and E. MUntz,
op. cit., p. 218, and an engraving by Jorg Pencz, reproduced in the same work, p. 262, as
well as a woodcut to II Petrarca con I'Espositione d’Alessandro Vellutello, Venice 1560, fol,
263%). Only rarely, however, use was made of the idea, suggested by the text, of identifying
Time with the sun; cf. Prince p’EssLinG and E. MUNTZ, op. cit., p. 210, or the woodcut to
Il Petrarcha con I'Espositione di M. G. Gesvaldo, Venice 1581, fol. 407—in which, however,
the winged god of time follows behind the sun's chariot.



214 SATURN IN THE PICTORIAL TRADITION

Chronos - led naturally to a reversion, a return to the ancient
figures of Chronos, Kairos and Aion. It produced the familiar
type of the naked god of Time, an idealised figure of an old man
with wings, which, though commonplace enough in later periods,
in fact owes its existence to a very complicated and varied series
of events.®

% Sometimes even reviving the winged feet characteristic of the classical Kairos (cf, e.g
F. Saxvy, “Veritas filia Temporis", in Philosophy and History, Essays presented to E. Cassirer,
edd. R. Klibansky and H, J. Paton, Oxford 1936, p. 197, fig. 4). A. GREIFENHAGEN, Die
Antike, vor. x1, Berlin 1935, pp. 67 sqq., discusses other Renaissance imitations of the ancient
Kairos and Chronos types, occasionally even evolved from the type of Cupid bound and
condemned to labour with a pickaxe, as in figs. 13 and 14, which, incidentally, are derived
from Cartari. As may be expected, this specifically middle- and late-Renaissance portrayal
is based throughout on the two-winged type. The only exception is the figure illustrated in
V. CArTARI, Le Imagini de 1 dei degli antichi, Padua 1603, p. 32, and Venice 1674, p. 19, which
has four wings on the shoulders and two on the head—and which, as Cartari expressly states,
was evolved from a description of the Phoenician Saturn in Eusebius (cf. above, text p. 106).

PART III

" Poetic Melancholy’" and
‘“Melancholia Generosa’’



CHAPTER I

POETIC MELANCHOLY! IN POST-MEDIEVAL
POETRY

I. MELANCHOLY AS A SUBJECTIVE MOOD IN LATE MEDIEVAL POETRY

There is a line of development in the history of the word
“melancholy” in which it has become a synonym for “sadness
without cause”. It has come to mean a temporary state of mind,
a feeling of depression independent of any pathological or physio-
logical circumstances, a feeling which Burton? (while protesting
against this extension of the word) calls a “transitory melancholy
disposition” as against the “melancholy habit” or the “melan-
choly disease”.

Thus one could say that someone was “melancholy to-day”—
something unthinkable in the Middle Ages; moreover, the predicate
“melancholy”” could be transferred from the person to the object
that gave rise to his mood, so that one could speak of melancholy
spaces, melancholy light, melancholy notes or melancholy land-
scapes.® Naturally this transformation was accomplished not in
medical or scientific writings but in the type of literature which
tended essentially to observe and to represent man’s sensibility
as having value in itself—that is in lyric, in narrative poetry, and
also in prose romances. The term “‘melancholy”, ever more widely
used in popular late medieval writings, was, specially in France,
eagerly adopted by writers of belles-lettres in order to lend colour to
mental tendencies and conditions. In doing this they gradually

1 Thus the title of a sonnet by W. HamiLtoN REeID in The Gentleman's Magazine, June
1791, p. 567.

3 Cf. RoBERT BURTON, Anatomy of Melancholy, Partition I, Section 1, Member i, sub-section
5: “Melancholy . . . is either in disposition, or habit. In disposition, is that transitory
melancholy which goes and comes upon every small occasion of sorrow, need, sickness, trouble,
fear, grief, passion or perturbntlon of themind . ... In which equivocal and improper sense
we call him melancholy that is dull, sad, sour, lumpuh ill-disposed, solmlry any way moved
or dispieased. And from these melancholy dispositions no man living is free . This
melancholy of which we are to treat is a habit, . . . a chronic or continuate dJsea.se a settled
humour, . . . not errant, but fixed."” For Burton cf. also JowATHAN WRIGHT, in Medical
Journal and Record, cxxx (1929), pp. 201 sqq. (in several instalments).

3 Cf. Shakespeare's enumeration in_Henry I'V, Pt 1, 1, ii, 82 3qq.
217
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altered and transferred the originally pathological meaning of this
notion in such a way that it became descriptive of a moreé or less
temporary “mood”. Parallel with its proper scientific and medical
usage, therefore, the word acquired another meaning which we
may call a specifically “poetic” one. This use of the word had a
history of its own, and, once fixed, was bound to affect everyday
usage more strongly than the terms of esoteric science could do.

Not, of course, that the two original notions of melancholy—
as a disease and as a temperament—disappeared entirely from
literature and common usage. In love lyrics, for instance,
“melancholy”” was still constantly used as a synonym for madness,*
and in portraits the description “melancholy” was used entirely
in the sense of a permanent disposition. But, except in scientific
literature, the traditional usage tended more and more towards
the subjective and transitory meaning, until at length it was so
overshadowed by the new “poetic” conception that this last
became the normal meaning in modern thought and speech.®

Even in Boccaccio (especially in his Ninfale Fiesolano) we find
expressions like

pella maninconia e pel dolore
ch'i’ sento, che m’offende dentro il core,

or )
ove quel giorno dal padre aspettato
era stato con gran maninconia,

or .
malinconoso e mal contento,

or

caendo la sua amante aspra e selvaggia
e che facea lni star malinconoso®

& Cf. the enamoured author's self-portrait in Les échecs amourewy (EmNsT SiEpEr, "Les

échecs amoureux", in Literarhistorische Forschungen, 1x (1898), p. 60): :

“*Ains me veist on sans demeure

Muer soubdainement coulour,

Muer de froidure en chalour. .. .

De sens en parfaitte folie,

De Raison en melancolie . . ..
Even Ficino reminds us in his commentary on the Symposium of the physicians' opinion
(see above, text p. 86) that love is ‘‘una specie di umore malinconico e di pazzia.”

¢ That naturally does not alter the fact that in poetic descriptions of the melancholy mood
the typical traits of the "‘morbus melancholicus” constantly reappear—in fact, this is the
rule wherever melancholy appears as a personification, as we shall see later. A particularly
instructive example is HAns Sacus's Gesprdch der Philosophia mit ei lancholischen,
betriibten [iingling (Bibliothek des literarischen Vereins Stuttgart, vorL. cv, 1870), pp. 141
sqq., in which even the medical term ““Uberschwanlk nehmen'' occurs.

% Boccaccro, Ninfale Fiesolano, ed. B. Wiese, in Sammlung romanischer Elementar-und
Handbiicher, series v, No. 3, Heidelberg 1913. The examples quoted are from stanza 331,
Wiese (ed.) op. cit., p. 75; stanza 71, ibid. p. 18; stanza jo, ibid. p. 17; stanza 55, ibid. p. 14.
Also (inter alia) stanza 244, ibid. p. 57, and stanza 276, ibid. p. 63.
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—all expressions in which melancholy is conceived neither as a
disease nor as an habitual disposition, but rather as a purely
mental, temporary mood. Only a little later, French literature
too began to use the “‘subjective’” notion of melancholy in the same
way, and here the noun “mélancolie” signified both the trouble
someone had and the trouble he caused others, while the verb
“mérencolier”” became a synonym for “attrister”’, and the adjective
“‘mélancolique’’ or, more commonly, “mélancolieux”, could already
be transferred from the person experiencing this feeling to the
circumstance that caused it. “Quant on s'endort en aucun
desplaisir ou mérencolie”,” for instance, appears in a story by
Louis XI, and love literature carried this meaning so far as to
speak of “petites mérencolies”, in the sense of “lovers’ quarrels”’.®
“Se mélancolier” meant “to become sad” or “to think sad
thoughts”,® and the adjective “mélancolieux’’ could describe
either the mood of someone sad or out of humour (“on I'a trouvé
mélancolieux et iré”, or “Alexandre mélancolieusement pensant
a ses pertes’19) or the look of a mad dog (‘“le chien enragé regarde
de travers et plus mélancholiquement que de coustume’™) as well
as the impression of night'® or the mood caused by any “sad”
object. “Je suis entrée en grant mérencolie”, sings one of
Christine de Pisan’s women in love, when she thinks that her
cavalier has changed his allegiance’; and the visionary dream, a
very common device in medieval narrative poetry—generally
introduced by the narrator finding himself in rural solitude —is

7 Quoted from F. GopEeFroY, Diclionnaire de I'ancienne langue frangaise, vor. v, 8, Paris
1888, pp. 221 5qq.

® “Et sachez, qu'elle fait a son amy cent chouses, et monstre des secrerz d'amours et fait
plusieurs petites merencolies que elle n'ouseroit faire ne montrer & son mary et de tant
qu'il T'aura plus chiere, de tant luy fera elle plus de melencolies pour lul dnnqe: Su‘u-_'-:‘s}‘
(quoted from GODEFROY, op. cit.; as early as 1389 we meet with an expression such as ‘apres
plusieurs courroux, desplaisances et mirencoulies”). In a sentence like "'vix possumus
respirare ex multis quaerimoniis et melancoliis, quibus non cessamus vexari” faccording to
pu CangE, Gl i1m diae et infi latinilatis, vor. v, Niort 1885. p. 3zo' the word

“melancholiae’’ is almost synonymous with “complaint’ or “lament”.

® "‘Lorsque le roy vyt que il n'en vendroit point aisicement a son intention, il se melenconia
et se party de euls’ (taken from GopEFROY, op. Cit. ibid.: “'et puis il se prenoit a penser sur
Ja table en se merencoliant”). In transitive form: "“dont plusieurs fois l'avoient melancoliet
et courouciet.” It is interesting that German Barogue should have re-introduced the verb
“‘melancholieren” (F. von Spee, Trutmachtigall, ed. G. Balke, Leipzig 1879, p. 79).

10 From GODEFROY, op. cit.
11 From GODEFROY, 0p. cit.
12 From GODEFROY, 0p. cit.

12 CHRISTINE DE PIsaN, Ceni Eallades d'Amant et de Dame, No SB. (Oswvves poeligues
vor. 111, ed. M. Roy, Société des anciens textes francais, Paris 1890, p. 205).
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now conjured up not by the writer's fatigue or sorrow, but by
his “melancholy”. Fifteenth-century poets fly to nature’s bosom

pour oblier merencolie
et pour faire plus chiere lie.™

Thus in all modern European literature the expression
“melancholy” (when not in a scientific context) lost the meaning
of a quality and acquired instead the meaning of a “mood” which
could forthwith be transferred to inanimate objects—sometimes
in a simple and serious sense, as when a Florentine patrician’s
widow speaks of the melancholy of her loneliness,” or when a
place is described as “lonely and melancholy’”®; sometimes in a
sentimental and emotional sense, as when Sannazzaro makes his
shepherds roam with melancholy brow and melancholy speech'’;
sometimes gaily and frivolously, as when Bojardo makes a
disappointed lady who has passed an eventless night with her
cavalier remain all day “malinconiosa e tacita’®; sometimes
coarsely and cynically, as when an invalid canon writes to his
friend, “But if anyone thinks I am at death’s door, let God try
me with a young girl, and see how soon with her help I shall
drive all melancholy away."?

2. “DAME MERENCOLYE"

Melancholy’s change of meaning was connected with a process
generally noticeable in the late Middle Ages when esoteric and

W ALAIN CHARTIER, Livre des Qualre Dames, in Oeuvres, ed. A. du Chesne, Paris 1617, p. 594;
cf. F. LAMEY, Romanische Handschriften (Die Handschriften der Grossherzoglichen Badischen
Landesbibliothek in Karlsruhe, Beilage 11, 1804, pp. 26 8qq.). Very similar, in DIRK PoTTER'S
Der Minnen loop: -

"By wilen so ginghe ic spasieren

Op eenre lopender rivieren,

Om te verdriven malancolye,

Des viel ic in een fantasie . . . .
(quoted in W. WaEgTzoLpt, Das Klassische Land, Leipzig 1927, p. 8. however, though it has
been shown that the poet went to Rome in 1411, there is no reason to assume an inspiration
on the bank of the Tiber as the source of this quite conventional introduction to a “dream
vision"’).

15 ALEsSANDRA MaciNGHI-STrozz1, Lettere ai figlioli, ed. S. Papini, Lanciano 1914, p. 42.

1% Quoted below, p. 386, note 34.

¥ ]. SaNNAzARO, Arcadia, ed. M. Scherillo, Turin 1888, e.g. p. 15, line 56; p. 131, line 5;
p- 154, lines 2 sqq.

18 M, M. Bojarpo, Orlando Innamorafo, 1, 24, 16,

18 “Lorenz Beheim an Willibald Pirckheimer”, ed. E. Reicke, in Forschungen zur Geschichle
Bayerns, xv1 (1906), p. 34; the above passages are also quoted by O. HaceN, in Kunstchronik,
voL. xxvit, Leipzig 1917, p. 454-
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scientific notions sank down to the level of popular thought and
speech. Similar tendencies transformed the seven deadly sins
into ‘“follies” or mere characteristics,”® made townsfolk senti-
mentally aware of the peasant’s toil and the trackless wilds of
nature, and led to the attempt at catching the reality of the
visible world in the mirage of perspective. Furthermore, melan-
choly, by acquiring the psychological content of notions originally
applying only to mental states, inherited also their pictorial form.
In other words, melancholy, understood in this new sense, appears
in fifteenth-century poetry both as an expression of speech and as
an active and speaking person who was even capable of being
portrayed.

Medieval didactic poetry, elaborating the methods inherited
from late Roman authors like Prudentius or Martianus Capella,
had personified nearly all objects of human thought and feeling.
Among these personifications were naturally to be found those
embodying mental pain—figures such as “Souci”, “Deffiance”,
“Désespoir”’, or, above all, “Tristesse”. And as common usage
tended more and more to describe the content of these notions
as “‘melancholy”,® it is not surprising that this expression too
was personified. In the Espérance ou Consolation des Trois Vertus
written in 1428 by Maistre Alain Chartier, Royal Notary and
Secretary to Charles VI,22 we find a “Dame Mérencolye” taking
over many of the functions, as well as much of the outward
appearance, of the “Tristesse” described nearly two hundred
years earlier in the Roman de la Rose.®® Like Guillaume de Lorris’s
“Tristesse”, Alain Chartier’s “Dame Mérencolye” is of terrifying
aspect, pale, lean, wrapped in poor or ragged garments; the same
can be said of the “Melencolie” in the romance Le Cuer @’ amours
espris, written by King René of Anjou (who died in 1480), for

1 See below, pp. 207 sqq. (text).

2t How greatly the notions of “‘acedia”, “tristitia” and "‘melancholia” mingled and inter-
penetratéd during the later Middle Ages can be seen, for instance, in the Italian tract Fiore
di Virti, in which “maninconia” is introduced as a sub-species of “tristitia’ (Rome edn.,
1749, p. 28); while on the other hand, in Cecco D'AscoLl’s Acerba, *'Accedia’ appears with
all the characteristics of the “Tristesse of the Roman de la Rose. (F. Rougemont kindly
informed us that in Florence, Biblioteca Laurenziana Cod. plut. XL, 52, fol. 31", “Accedia”
appears as a woman with torn raiment and flecks of blood on her breast.)

2 Cf, P. Caampion, Histoire podlique du XV* sidcle, Paris 1923, VOL. I, p. 135, with a list
of the more important MSS.

B GuiLLauMe DE Lorris and JeaN pE MEuNnG, Le Roman de la Rose, ed. E. Langlois,
voL. 11, Paris 1920, lines 203 sqq.
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here she appears as ‘“une grant vielle eschevelee, maigre, et ridee” 24
' {tdmittedly this “Dame Mérencolye” is not a mere copy of
‘Tns.tesse", but has been radically modified. “Tristesse” possessed
cert.am characteristic qualities which ‘“Dame Mérencolye’’ was
denied, and in the same way the latter possessed traits which had
been lacking in the former. For instance, the “Tristesse’ in the
Roman de la Rose—a figure by no means dulled and apathetic,
but- wild and despairing—bears a tear-stained and raddled visage,
while King René’s “mome et pensive” Melancholy warms herself
by a fire which “was so wretched that a cat could barely have
burnt its tail at it”, and is brooding so deeply that she can scarcely
tear herself away from her thoughts. Alain Chartier’s “Dame
Mére-:ncolye” is distinguished by her “leaden and earthy com-
plexion”, “halting speech”, “drooping lip” and ‘‘downward
reg'a:rd". Needless to say, in both cases the traits which “Melan-
colie” does not share with “Tristesse” have been taken over from
humoral pathology. Even the “wretched fire”, which is a familiar
touch of calendar illustrations, is nothing but an elaboration of the
common attribute of “frigiditas”’. Common usage had reduced
the idea of melancholy to that of a mere mood. But from the
moment when this subjective mood became personified, we may
say that melancholy regained all its essential characteristics as a
visible in}age of temperament and disease, standing out from
mere “Tristesse”’ (which King René significantly allows next to
her as “parente bien prochaine’”) as something more menacing
and at the same time more active. And this corresponds with
the dramatic and psychological function henceforth attributed to
the personified Melancholy in narrative contexts.
The general character of King René’s work (which seeks rather
to gi\te life to a given set of allegories than to clothe a personal
experience in allegory) is descriptive and unemotional. When

.’“ Cf. O. SmrtaL and E. WiNKLER, Herzog René von Anjou, Livre du Cuer d'amdrrs espris,
Vienna 1926, voL. 11, pp. 23sqq. and 49sqq. In fifteenth-century French lyrics, foo, it was
customary to treat 'Melancholie” almost as a living personage: -

"“Fermez luy 1'uis au visaige,

Mon cueur, a Merancolye,

Gardez qu'elle n'entre mye,

Pour gaster nostre mesnaige . . . ."— v
CuarLES D'ORLEANS, Poésies, ed. P. Champion, vol. 11, Paris 1927, p. 458. Cf. also a poem by
the same anthor with the refrain

*Alez-vous-ent, allez, alés,

Soussy, Soing et Merencolie”—
Champion (ed.) op. cit., p. 320. We owe both these references to Dr A. Heimann.
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the hero, “Le Cuer”, accompanied by his squire “Désir”, strays
into Melancholy’s wretched hut and asks for food and drink,
“Melencolie” contents herself with giving him a beaker of water
from the “Fleuve de Larme” and a crust of bread of “Dure Paine”
grain, and with pressing the same nourishment on him on a later
occasion; whereupon “Le Cuer” falls into “un pensement si tres
grief” that he would almost have died of sorrow had not the
recollection of his mistress “Espérance” fortified him a little.
Melancholy’s actions and influence are therefore not particularly
dramatic or terrifying, although, within the limitations of a
romance where “Dame Tristesse’ saddens the hero mainly by
the poor quality of her wine, the peculiar nature of a strictly
melancholy depression is none the less visible.

Alain Chartier’s unfinished poem, however, shows such intensity
of emotional experience, and such astounding capacity for finding
for this experience dramatic symbols and forms of speech, that
here, in complete contrast to King René's work, the poet’s verbal
images far excel the illustrator’s visual ones in power. On account
of their unemotional character, the static descriptions of René's
romance lent themselves easily to the contemporary style of
illustration, and the miniatures of the famous Vienna manuscript
with their enchanting lyrical atmosphere were their natural trans-
Jation into visual terms (PLATE 60).® Alain Chartier, on the
contrary, described his experience of melancholy with a dramatic
force far surpassing the possibilities not only of contemporary or
near-contemporary miniaturists (PLATE 64)* and wood engravers
(PLATE 61),”” but even of the increased powers of expression

15 O, SmitaL and E. WINKLER, Herzog Ilend von Anjon, Livee du Cuer d'astours cinvis
Vienna 1926, voL. 111, plate vir.
® Paris, Bibl. Nat.,, MS fr. 126, fol. 218, about 1435 (also reproduced in 1’ CrampioN

Histoire poétique du XV* sidcle, Paris 1923, voL. I, plate vit}. The third scene, where the
author, overcome by melancholy, lying on his sickbed, has to suffer the invective of “trows
femmes espouvantables”, “‘Deffiance”, “Indignation™, and “Désespérance ', as wel. as 12
the consoling words of the ladies ""Nature", “Foy", and “Espérance’’, is closely connected
with typical portraits of ““Accidia’ (see below, text pp. 300 sqq.). Very similar, in that the
seat of ““Accidia” is here, too, surrounded by personifications of mental faculties, three gond
and three evil—the “‘Desperatio” party naturally standing on the left of the main igure, the
“Fortitudo™ party on the right—is a tapestry in the collection of the Conde de Valencia de
Don Juan (Boleiin de la Sociedad Espanola de Escursiones, X1 {1903), p. 49; our I'LATE 60).

*7 Title-page of the printed edition Fais Maistre Alain Chartier, Panis 1455, th
which, unfortunately disfigured by many misprints, we have used for our transi
in the title-page woodcut a misunderstanding has crept in, for the word "I
should naturally occur on the blank banner of the vouth holding back the b
while the reclining man is of course the author. Incidentally it 1s interesting to oin
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Attained in the sixteenth century (PLATE 65).% This was because
his account is largely a psychiatric self-diagnosis translated into
terms of poetry, so that it echoes the often terrifying descriptions
of illness given in medical literature. The poet laments the mis-
fortunes of his country. The best are dead, the fields laid waste,
the cities ruined, and learning is destroyed; what is there left to
live for? The first chapter of this book which was “born of
sorrow” (“dont par douleur ay commencé ce livre”’) begins with

the words:

By this sad and painful thought which is ever present in my heart and
accompanies me, be it in rising or in going to my bed, making my nights
long and my life wearisome, I have so long exerted and tormented my poor
brain, so oppressed and encircled it by repugnant images, that I cannot
employ it on any matter which might bring me joy or consolation. . . . And
in this plight I saw an old woman draw near to me, quite disordered in her
clothing and yet indifferent to it, lean, dry, and withered, of a pale, leaden,
earthy complexion, with lowered glance, halting speech, and drooping lip.
Her head was covered with a soiled and. dusty kerchief, her body muffled
in a ceremonial cloak. As she drew near, suddenly, in silence, she seized
me in her arms and covered me from head to foot with her mantle of mis-
fortune, and she held me so fast in her arms that I felt my heart in my
breast crushed as in a vice; and with her hands she blinded my eyes and
blocked my ears so that I could neither see nor hear. And so she carried
roe, unconscious and in a swoon, to the house of Sickness and delivered me
into the jaws of Terror and Disease, Even my reason, that young and able
attendant®® who had followed me, sometimes from afar off, sometimes from
close at hand, according as God permitted me his company, even him did
she intoxicate with such strange and noxious drink, brewed in frenzy and
madness, that this good and clever youth, who for this purpose had

woodeut is closely connected with a type of representation dating from the beginning of the
fifteenth century showing Boethius in bed mourning and being consoled by **Philosophia’'—
even the curious seat on the left foreground is retained—(PLATE 63, from BoETmtus, De
consolationz Philosophiae, New York, Pierpont Morgan Library, MS 332, fol. 47). The style of
this MS probably dating from 1415-1420, resembles that of the workshop of the so-called
Master of Boucicaut, and in this circle the same type of picture was used for portraits of
rulers showing a prince giving audience from his bed (cf. H. MarTIN, La minialure frangaise
du 13* aw 15° sidcle, Paris 1923, plate 88, and C. Coupere, Album de portraits . . ., Paris 1927,
plates Lviir, 1 and LIX, z). It is possible that in the idea of such a "levée” as well as of the
“lit de justice” (certainly envisaged originally as a real bed) revived by Charles V, the notion
of a "“lectulum Salomonis” may have played a part, for in the later Middle Ages it was referred
to as a "'bed of wisdom" (cf. Rome, Cod. Casanat. 1404, fol. g*, and F, Saxt, in Festschrift
fiir Julius Schlosser, Zitrich 1927, p. 118).

» New York, Pierpont Morgan Library, MS 438, fols. 1 and 4. One can see that the
emotional Renaissance style of this pen drawing, probably dating from 1525-30, seems
more appropriate to poetic vision than does the fifteenth-century miniature style. (We
have to thank Miss Belle da Costa Green for this photograph.)

29 ““Bachelier'.
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accompanied me as far as my bed, now stood beside me tranced and as if
paralysed by lethargy. And I learned later that this old woman was
called Melancholy, who confuses the thought, dries up the body, poisons the
humours, weakens the perceptions and leads men to sickness and death.
Through her, according to Aristotle, the most sublime minds and under-
standings of profound and exceptional men were and are often confused and
darkened, when they have indulged in thoughts too deep and multufarious. . . .
So, straitly bound in body and soul, I was thrown upon the most wretched
couch, where I then lay for several days with stale mouth and without
appetite. And after great weakness, long fasting, bitter pain and blank-
ness in my brain, which Dame Melancholy oppressed with her hard hands, I
felt the organ located in the middle of the head, in the region of the imagir;a-
It:lc;zt(calléﬁ “phantasy” by some) open up and come into flux and move-

Despite its affinities with the conventional schema of scholastic
poetry, this description rises at times almost to a Dantesque
level. No more expressive symbol of the darkening of the spirit
can be imagined than the mantle of misfortune within whose
stifling darkness the unconscious man is “delivered into the jaws
of Terror and Disease”. This visionary parable of an over-
whe.lming attack of grief has completely absorbed the notion of
“Tristesse” expressed in the older poems; but it is also saturated
with the power of the traditional psychiatric descriptions of
melancho.ly and therefore preserves the whole of their substance.

Chartier’'s work comprises, therefore, a compact synthesis of
all _the traditional or diffused motifs of melancholy that were
a.vaq_a.ble to him. The emphatic quotation from Aristotle is
partfcularly remarkable, although here, in accordance with the
pmchcal_ view, the melancholy of “parfons et excellans hommes”
is conceived not as a condition of their talent but, on the contrary,
as a consequence of their thoughts “too deep and multifarious”.

This principle of synthesis continued to be active in contem-
porary rep.resentations of melancholy, by means of literary
personification. Wherever ‘“Dame Mérencolye” appears as a
person who speaks or is spoken to, she represents, as in the old
French romances, the contemporary modification of a notion

. 3 There now appear “‘on the left, dark side of the bed”’ the three awful fi " '
Indigna.'hon" and “‘Désespérance”, the last advising the unfortunate man f: mc:mn?liﬂ::::::ia:
:nd quoting the examples of Cato, Mithridates, Hannibal, Jugurtha, Nero, Lucretia and Dido
H!.a.l'med by :]:.is thought, “Nature” wakens ““Reason” (“Entendement”) from his s!oe'p'
e opens the “"Door of Memory”, through which two beautiful women, “Foy"’ and “Espémnce".
em?rg&—the Ah@ter shown with an anchor of hope and with a casket of cypress wood {ron;
:l:;::l} when 1:: is opeﬁed, t'l.wre arises an exquisite perfume of consoling prophecies; and'. after
whe: (:g\;epoe;:v:i:w.l?oy and “Entendement”, everything seems to be turning out well
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formed and transmitted by medical and scientific tradition, and it
is to this that she owes her resilient and vivid existence. The
beautiful monologue by the German baroque poet, Andreas
Tscherning, Melancholy speaks herself, is an example of such a
synthesis, in which, as in Maistre Alain Chartier, the whole content
of scientific tradition—from common fear to the wild hallucinations
of a man who thinks he is a glass vessel or fears the heavéns will
fall; from misanthropy, longing for death, and the ability to write
poetry while mad, to the “facies nigra” and the downward gaze—
is combined in one coherent picture, except that now a new motif
could be added, unfamiliar to a French poet of the early fifteenth
century: the humanist idea of divine frenzy or, to use Tscherning’s
words, ‘“des himmelischen Geistes” : ;
wann der sich in mir reget,
Entziind ich als ein Gott die Herzen schleunig an,

Da gehn sie ausser sich und suchen eine Bahn,
Die mehr als weltlich ist. . ., .3

What applies to personifications of melancholy in poetry
proper applies no less to those in that peculiar branch of literature
which described itself as ‘‘iconology”, whose aim it was
systematically to collect human “imagini di virtu, vitii, affetti,
passioni humane” and so on, and to elaborate and classify them
so that they could be used by ‘“‘speakers, preachers, poets, painters,
and draughtsmen”, for poetic or illustrative purposes. The most
famous and influential iconology, that of Cesare Ripa, contains
a ““Malinconia’” which can easily, even without demonstrable
proof, be recognised as a “Dame Mérencolye” of the same type
as Alain Chartier's or King René’s. Naturally it is suitably
modified, and is explained down to the last detail:

Donna vecchia, mesta, & dogliosa, di brutti panni vestita, senza alcun’
ornamento, stara a sedere sopra un sasso, con gomiti posati sopra i
ginbcchi, & ambe le mani sotto il mento, & vi sard a canto un’ albero senza
fronde, & fra i sassi.?®

This graphic description, stressing in its interpretation the
emotional, moral and intellectual aspects rather than the

2 A, TscHERMING, Vortrab des Sommers deutscher Getichte, Rostock 1655; printed in W.
Unvs, Die Deutsche Lyrik des Barock, Berlin 1922, p. 101. Cf. the book already mentioned
by W. Benjamin, Ursprung des deutschen Trauerspiels, Berlin 1928, p. 143, which is of
particular interest for this section. For the revival of the notion of divine frenzy, see below,
PP- 249 5q9., 355 5qq. (text). :

3 Not illustrated in the editions, Rome 1593 and 1603. For Ripa, cf. E. MALE, L'art
rveligieux aprés le concile de Trente, Paris 1932, pp. 383 sqq., and E. Manpowsky, '‘Ricerche
intorno al¥’ Iconologia di Cesare Ripa," La Bibliofilia, %11, Florence 1939. B
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physiological or pathological ones, made a considerable impression
on the poets and painters of the seventeenth century, and provided
an occasion for a fruitful exchange of ideas between the sister arts.
The illustration shows Melancholy as a single figure, and corre-
sponds exactly to the text (below, Fig. 5, p. 405). But for a real
“picture”’, baroque taste demanded some tension either of action
or speech, so that a painter such as Abraham Janssens found it best
to hark back to the familiar idea of a “syncrisis”’, and to contrast
““Malinconia’ with a personification of *“Joy”.?® He had only to
look up ““Allegrezza’ in Ripa’s Iconologia to find the appearance
of this protagonist described as exactly as he would wish; and in
fact the plump, garlanded maiden with the golden beaker and
jug of wine, who in 1623 appears on Janssens’s picture (PLATE 69)
representing ‘‘Allegrezza’, answers to Ripa’s description even
more exactly than Janssens’s limping, poorly-dressed old woman
with her “leafless tree” does to the description of “Malinconia”.
For in the latter figure Janssens has departed from Ripa at the
one point in which Ripa’s description differs from the traditional
pictorial type. Here Melancholy rests her head on one hand only,
instead of on both, as she does in the text. This is a good example
of the obstinate survival of pictorial tradition, for here it persists
even in direct contradiction to the very text that the picture
purports to illustrate.

The year 1665 provides a poetic counterpart to Janssens's
pictorial syncrisis—Filidor’s Debate between Melancholy and Mirth.*
Here too, in the introductory description of the two debating
personages, we find that their outward appearance is copied as
literally from Ripa as it was in Janssens's painting. “One
(Melancholy) is an old woman/dressed in filthy rags/with covered

33 This antithesis not only corresponds to general usage (cf. Michelangelo's poem mentioned
below, text p. 232), but Ripa himself alludes to it when he contrasts the “giovani allegri”
with the “vecchi malinconici’’ in designing his portrait of “Malinconia’, In an illustratzd
MS of about 1100 (Paris, Bibl. Nat., MS lat. 2077, cf. A. KATzZENELLENBOGEN, Alegories o f
the Virtues and Vices in Medieval Art, Studies of The Warburg Institute, voL. X, London 1939,
pp. 11 sqq.), the personifications of the corresponding faculties still appear under tije names
“Gaudium’ and *“Tristitia” ; in the Fiore di Virti, Rome edn, 1740, we read “'Tristizia [which
here includes “maninconia,” see above, text p. 221 note 21] si é contrario vizio d'Allegrezza.”
The same pair of opposites appears in the portiayals of “Democritus and Heraclitus”, first
occurring about 1500, but not really popular till the time of the Baroque {cf. W. WEISBACH.
in Jahrbuch der pn ischen Kunst lungen, XLIX (1928), pp. 141 5qq., and H. KaUFsMasy,
Oud Holland, voL. XxLvnr, Amsterdam 1931, p. 234)-

3 Cf. W. Benyamin, Ursprung des deutschen Trauerspiels, Berlin 1928, pp. 150 sqq. {though
without reference to any connexion with Ripa and Milton).
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head /who sits on a stone/under a leafless tree/her head bowed- on
her knees.” The dialogue proper, however, presupposes acqualflt—
ance with a far greater work written some thirty years earlier,
Milton's poems L'Allegro and Il Penseroso. o .
But here we arrive at a subject of such size and intricacy, Viz.
Melancholy in English literature, that a full account of it would
far exceed the scope of this book. A discussion of the SchoPl of
Nicht, for instance, would not only have been a vast task in itself
but would also have involved us in a history of its antecedents.
We are therefore limiting ourselves to a few strokes lmkmg th.e
English development with the tradition traced elsewhere in this

book.
3. MELANCHOLY AS HEIGHTENED SELF-AWARENESS

In Milton’s poems which, as the titles indicate, show .the
author’s complete familiarity with the Italian tradition, and which,
on the other hand, had a far-reaching influence on later writers,?
“Mirth” and ‘“Melancholy” are apostrophised by the two speakers,
the ““Joyful” and the “Thoughtful”, with such intensity of invec-
tive and praise that—although the temperaments are not them-
selves introduced as speaking characters—their individualities are
realised with the utmost vividness.*

% In fact they were the starting point of a literary genus. Cf. tl_m excellent monograph
by E. M. SickeLs (quoted above, p. 217) and the bibliography given t‘here. '_I'ho most
important books on the subject are: R. D. HAVENS, The Influence of Milton in Eug{lsﬁ Poetry,
1922; A. L. REep, The Background of Gray's Elegy, 1924. In E.:l1glnnd Milton’s poetlcgl
companion portraits were also represented in fine art (see RouNEY, “Mirth and Melancholy"’,
coll, Lady Leconfield, Petworth House, Sussex). In Germany where the cont’rast was,
characteristically, seen more from the point of view of humoral theory, }Pc disputation
between "‘Melancholicus” and ‘Sanguineus’” was even set to music, by Karl Philipp Emmanuel
Bach, in a trio whose last movement ended with a reconciliation of the two opponents (cf. H.

MEERSMANN, Bachjahrbuch X1v, 1917, PP- 37 599.)-
3 For the sake of comparison we quote the first lines of Filidor's disputation side by side
with those of Milton's L' Allegro (The Poetical Works, O.U.P., London 1938):

Milton Filidor
““Hence, loathed Melancholy, *Jetzt kenn ich dich/du Feindin
Of Cerberus and blackest Midnight born, meiner Freuden /Melankoley /
In Stygian cave forlorn, erzeugt im Tartarschlund/
'Mongst horrid shapes, and shrieks, and vom dreygeképfiten Hund. /

0, sollt ich dich in meiner

Gegend leiden 7/Nein, wahrlich, nein!
der kalte Stein/der blitterlose Strauch
muss ausgerottet seyn//und du,
Unholdin, auch”.

sights unholy,

Find out som uncouth cell, )

Where brooding Darkness spreads his
jealous wings

And the night-raven sings;

There under ebon shades, and low-brow'd
rocks,

As ragged as thy locks,

In dark Cimmerian desert ever dwell.”
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In spite of the wealth of new and magnificent connotations
which this poetry imparts to the descriptions (e.g. when Melancholy
is called daughter of Saturn and Vesta, or when she is compared
to the starr'd Ethiope Queen, Cassiopeia), there are a hundred
signs which connect his allegory with the tradition. As in Alain
Chartier, Melancholy is accompanied by personifications of
secondary rank and she herself recognizably shows features
familiar to us from scientific and medical literature: “facies nigra”
(Ore laid with black staid Wisdoms hue), rigidity (Forget thy self to
Marble . . ), the leaden eye fixing the ground (With a sad Leaden
downward cast), the love of lonely nocturnal studies (Or let my
lamp at midnight hour,|Be seen in some high lonely Towr), the
longing for a hermit’s life (And may at last my weary age/Find out
the peacefull hermitage, The Hairy Gown and Mossy Cell). However,
all this is filled with new meaning. The name “Penseroso”®’
(not “Melancolico” or Afflitto”") by which her advocate is intro-
duced indicates the positive and, as it were, spiritual value ascribed
to Melancholy and—according to the old rule governing poetic
disputations that “he who has the last word wins"’—Melancholy
is shown to be superior to the jovial enjoyment of life. While
the “Dame Mérencolye” of the French romances, like Ripa’s
““Malinconia”, had been a sort of nightmare, inspiring the reader
with even greater fear and repulsion, if that were possible, than
her ancestress ‘““Dame Tristesse,” Milton’s Melancholy is called
“divinest”, and celebrated as a ‘‘goddess sage and holy” and as
a “Pensive Nun, devout and pure”. While the former appeared
in poor and disordered clothing, or even in rags, the latter is clad

All in a robe of darkest grain,

. Flowing with majestick train.
While formerly her court was formed of the “‘grim women Deffiance,
Indignation and Désesperance”, she is now surrounded by “Peace”,
“Quiet”, “Leisure” and “Silence”, and is guided by the “Cherub
Contemplation” ?®* We shall deal in the next chapter with the

In showing that Milton's work belongs to a separate poetic and iconological tradition we can
discard Lord Conway's hypothesis that it had been inspired by Diirer's “Melencolia I"
(Festschrift der internationalen Diirerforschung, Cicerone 1928, pp. 29 sqq.). If a connection
with the visual arts has to be assumed, the influence of a picture imitating Ripa, such as that
by A. Janssens, PLATE 69, would be much more likely.

* In choosing this title, Milton may also have had in mind Michelangelo's statue of Lorenzo
de' Medici, which from the time of Vasari had been known under this name.

3 It is all the more significant that, in some of the poems on Melancholy from the second
quarter of the eighteenth century, in which the aim is again to produce an uncanny and
gloomy atmosphere, these pleasant personages are ousted by figures like “Despair” and
“Dejection'’; cf. SICKELS, op. cit., pp. 43 sq.
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consequences of this revaluation. It can also be observed to an
astonishing degree in the reinterpretation of Melancholy’s symptoms
proper. Her “facies nigra” is only an illusion of our weak senses,
which cannot stand the brilliance of her true aspect:

Whose saintly visage is too bright

To hit the sense of human sight;

And therfore to our weaker view,
Ore laid with black staid Wisdoms hue.3?

Her “Leaden downward cast” is only the sign of complete
absorption—nothing but the reverse side of a condition of ecstatic,
visionary trance.

And looks commercing with the skies,
Thy rapt soul sitting in thine eyes.*®

The Melancholic in his lonely tower may

. .. oft out-watch the Bear,

With thrice great Hermes, or unsphear
The spirit of Plato . . .

And of those Daemons that are found

In fire, air, flood, or under ground . . .

But as well as this, there are echoes of another world, a world of
neither prophetic ecstasy nor brooding meditation, but of
heightened sensibility where soft notes, sweet perfumes, dreams
and landscapes mingle with darkness, solitude and even' grief
itself, and by this bitter-sweet contradiction serve to heighten
self-awareness. The melancholic speaks of the pleasure of the
sight of the moon,

Like one that had bin led astray
Through the Heav’'ns wide pathles way.

O I hear the far-off Curfeu sound,

Over som wide-water’d shoar,

Swinging slow with sullen roar;

Or if the Ayr will not permit,

Som still removéd place will fit,

Where glowing embers through the room
Teach light to counterfeit a gloom,

Far from all resort of mirth,

Save the Cricket on the hearth,

Or the Belmans drousie charm . . .

3 SICKELS, Op. cit., p. 42, is obviously mistaken in interpreting these lines in the sense that
Milton had described his “Melancholy'’ "“‘as veiled in black to hide her too awful countenance”.

4 Cf, SICKELS, op. cit., pp. 44 sq., for parallels showing that Milton's formula became con-
ventional. Later poets, however, do not usually combine “downward cast” and “Heav'n-
ward eye'’, but choose the one or the other.
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Then there is Old Age, already mentioned, in “Hairy Gown and

Mossy Cell”, and, above all, the nightingale
In her sweetest, saddest plight,
Smoothing the rugged brow of night.

These things are ‘““most musical, most melancholy”.

What emerges here is the specifically “poetic’” melancholy
mood of the modern; a double-edged feeling constantly providing
its own nourishment, in which the soul enjoys its own loneliness,
but by this very pleasure becomes again more conscious of its
solitude, “‘the joy in grief”, “the mournful joy”, or ““the sad
luxury of woe”, to use the words of Milton’s successors. This
modern melancholy mood is essentially an, enhanced self-aware-
ness, since the ego is the pivot round which the sphere of joy and
grief revolves; and it has also an intimate relationship with music,
which is now made subservient to subjective emotions. “I can
suck melancholy from a song as a weasel sucks eggs”’, says Jaques.#!
For music, which used to be a specific against the melancholic
disease, was now felt to soothe and at the same time nourish this
ambiguous bitter-sweet mood.

Naturally, the fusion of the characters ‘““‘Melancholy’ and
“Tristesse’’ during the fifteenth century brought about not only
a modification of the notion of Melancholy, in the sense of giving
it a subjective vagueness, but also, vice versa, of the notion of
grief, giving it the connotations of brooding thoughtfulness and
quasi-pathological refinements. The outcome of this inter-
penetration could only be a singularly complex, affective condition
of the soul, in which the subjective and transitory emotion of mere
“grief” was combined with brooding withdrawal from the world
and with the gloom, verging on sickness, of melancholy in the
emphatic sense. During the same period the verbs “attrister”
and ‘‘s’attrister” tended to be replaced by “‘mérencolier” and
“se mérencolier’”’; and their derivatives, ‘‘mérencoliser’”’ and
“mélancomoyer”’, acquired the sense of “reflecting”’, or “falling into
a brown study”#? Moreover, all the ideas originally connected
with Melancholy and Saturn—unhappy love, and sickness and
death—were added to this mixture, so it is not surprising that
the new sentiment of Grief, born of a synthesis of “Tristesse’” and
‘““Mélancholie”, was destined to become a special kind of emotion,

W As You Like It, Act 11, sc. 5. The “katharsis’’ of pain through music also occurs, of
course, in earlier writers, cf. e.g. Chaucer’'s unhappy lover (Canterbury Tales, The Knightes
Tale, A 1367).

#2 See DU CawGE, loc. cit., p. 330.
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tragic through a heightened awareness of the Self (for this aware-
ness is but a correlation to the awareness of Death). This new
melancholy could either be didactically anatomized or be poured
out in Ivrical poetry or in music; it could rise to sublime renuncia-
tion of the world, or be dissipated in mere sentimentality.

An early fifteenth-century author had already revealed the link
between the notions Death, Melancholy and Self-Awareness in a
curious manner. ‘A la mesure que la cognoissance vient”, says
Jacques Legrand in his “‘Observations on Death and Judgement
Day”’, “le soucy croist, et 'omme se mérancolie plus et plus, selon
ce qu'il a de sa condicion plus vraie et parfaite cognoissance”.®
Some hundred years later this consciousness became so much a
part of self-awareness that there was scarcely a man of distinction
who was not either genuinely melancholic or at least considered
as such by himself and others. Even Raphael, whom we like to
imagine as, above all, a serenely happy man, was described by
a contemporary as “inclining to Melancholy, like all men of such
exceptional gifts”#; while with Michelangelo this feeling is
deepened and strengthened to a kind of self-conscious enjoyment,
though indeed a bitter one: “La mia allegrezz’ & la malinconia.”*

The point had not yet been reached, however, where anyone
could actually revel in the sweet self-sufficiency of the melancholy
mood, in the style of Milton’s poem, or even say, like Lessing’s
Knight Templar, half sad and half jesting, “What if I liked to
feel thus melancholy?’#® TUnder the appalling pressure of the
religious conflicts that filled the second half of the sixteenth
century, the lines of melancholy were not only graven deep in the

© Ouoted after P. CHaMmpron, Histoire poétique du XV* sidele, 1923, 1, p. 220.

# Report of the Ferrarese chargé d'affaires Pauluzzi, of 17 December 1519 (first printed in:
Camrort, ““Documents inédits sur Raphael”, Gazetle des Beaux-Arls 14, 1863, p. 452). But
these phenomena are already the result of the fusion of two lines of development: that of
“poetic melancholy” and that of the humanists' Neoplatonic theory of melancholy. This
latter will be the subject of the following chapter (pp. 249 sqq.).

 Die Dichtungen des Michelangiolo Buonarotti, ed. CArL Frzy, 1807, No. Lxxx1. According
to Lomazzo, Michelangelo had a "proportione saturnina” (cf. Scurosser, La letteratura
artistica, 1935, p. 387); above, p. 227 as well as p. 370, note 304 below.

4 LessiNG, Nathan der Weise, Act I, scene 5. The self-persiflage of Lessing’s Templar is a
late ironical echo of the feeling expressed in Michelangelo's passionate outburst. In the same
way, the humanists’ platonising theory of genius finds a more graceful echo in Goethe’s lines:

Zart Gedicht, wie Regenbogen,

Wird nur auf dunkeln Grund gezogen.
Darum behagt dem Dichtergenie

Das Element der Melancholie.
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face of poetry—one has only to mention Tasso or Samuel Danie]—
but actually determined the physiognomy of men living then, as
we can see in the forbidding, reserved, imperious and yet 'sad
features of “mannerist” portraits.#” In this transitional period
the very strength of the emotional pressure made Melancholia a
merciless reality, before whom men trembled as before a “cruel
plague” or a “melancholy demon”, and whom they tried in vain
to banish by_a thousand antidotes and consolatory treatises.48
It was as yet impossible for the imagination to transfigure it into
an 1(}(’.'..8.1 condition, inherently pleasurable, however painful—a
cond1t19n which by the continually renewed tension between
depression and exaltation, unhappiness and “apartness”, horror
of death and increased awareness of life, could impart a new
vitality to drama, poetry and art.

. Th.lS dynamic liberation first occurred in the Baroque period
Significantly enough, it achieved its fullest and most profounci
}*esults in the countries where the tension which was to bear fruit
in artistic achievement was at its most acute—in Cervantes’ Spain
where Baroque developed under the pressure of a particularlj;
harsh Catholicism, and still more in Shakespeare’s and Donne’s
England, where it asserted itself in the teeth of a proudly stressed
Protestantism.#* Both countries were and remained the true

4" E. PanoFsky, [dea, Stud. d. Bibl Warburg, v, 1924, P. 55 sq.

* Cf. above, p. 76. Concerning Germany in i ial i
in: M. Pavrus, Die Melancholic l’uf 16. jdr:umm::is:l?:;:g:hn: ;-:&La::: t:;:: fﬁl-l_nf
vom 4. Februar 1879, No. 18). However, this is a definitely tendentious essay. 'I‘l:el:m.‘.lll:a
is out to prove that the higher incidence of melancholy, both in the sense 'of de pssive
tendencies and of an actual mental illness, should be laid at the door of the Reform f.l;iu“s"m
that Protestants were much more liable to suffer from it than Catholics, tion and

A" As regards Spain, cf. A, FArINELLL, La Vila & un Sogno, 1916 (a typical exampl
Tirso de l_lutolin.u.'s play EI Melancolico, written in 161 I, in which the character of t£ ehm
Rogerio was generally held to have been drawn after Philip II). As for England, cf. o
others, G. B. Harrison, Essay on Elizabethan Melancholy (in the new edition o'f NI s
Bk}rou, Melancholike Humours, 1929). A book like Burron's dnat of M. ’CHC:I-:tS
which, as Harrison rightly remarks, does not stand at the beginning but r;ther at the eng

The City of Dreadful Night and Other Poems, No. xx1:

“"Anear the centre of that northern crest
Stands out a level upland bleak and bare,
From which the city east and south and west
Sinks gently in long waves; and throned there
An Image sits, stupendous, superhuman,

The bronze colossus of a winged Woman,
Upon a graded granite base foursquare,
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domain of this specifically modern, consciously cultivated melan-
choly—for a long time the “melancholy Spaniard” was as pro-
verbial as the ““splenetic Englishman”.3 Thegreat poetry in which
it found expression was produced during the same period that saw
the emergence of the specifically modern type of consciously
cultivated humour, an attitude which stands in obvious correla-
tion to melancholy. Melancholic and humorist both feed on the
metaphysical contradiction between finite and infinite, time and
eternity, or whatever one may choose to call it. Both share the
characteristic of achieving at the same time pleasure and sorrow
from the consciousness of this contradiction. The melancholic

primarily suffers from the contradiction between time and infinity,

Low-seated she leans forward massively,

With cheek on clenched left hand, the forearm’s might
Erect, its elbow on her rounded knee;

Across a clasped book in her lap the right

Upholds a pair of compasses; she gazes

With full set eyes, but wandering in thick mazes

Of sombre thought beholds no outward sight.

Words cannot picture her; but all men know
That solemn sketch the pure sad artist wronght
Three centuries and threescore years ago,

With phantasies of his peculiar thought:

The instruments of carpentry and science
Scattered about her feet, in strangs alliance
With the keen wolf-hound sleeping undistraught;

Scales, hour-glass, bell, and magic-square above;
The grave and solid infant perched beside,

With open winglets that might bear a dove,
Intent upon its tablets, heavy-eyed;

Her folded wings as of a mighty eagle,

But all too impotent to lift the regal

Robustness of her earth-born strength and pride;

And with those wings, and that light wreath which seems
To mock her grand head and the knotted frown

Of forehead charged with baleful thoughts and dreams,
The household bunch of keys, the house-wife's gown
Voluminous, indented and yet rigid,

As if a shell of burnished metal frigid,

The feet thick-shod to tread all weakness down;

The comet hanging o’er the waste dark seas,
The massy rainbow curved in front of it
Beyond the village with the masts and trees;
The snaky imp, dog-headed, from the Pit,
Bearing upon its batlike leathern pinions
Her name unfolded in the sun’s dominions,
The “Melencolia” that transcends all wit .

wCf. Fl. KaLxiurer, Die Natur des Spleen bei dem englischen S::hnﬂsu":m des 18
Jahrhunderts, Diss. Leipzig 1920. 3
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while at the same time giving a positive value to his own sorrow
“sub specie aeternitatis”, since he feels that through his very
melancholy he has a share in eternity. The humorist, however, is
primarily amused by the same contradiction, while at the same
time deprecating his own amusement ‘“‘sub specie aeternitatis”
since he recognises that he himself is fettered once and for all to
the temporal. Hence it can be understood how in modern man
“Humour”’, with its sense of the limitation of the Self, developed
alongside that Melancholy which had become a feeling of an
enhanced Self. Nay, one could be humorous about Melancholy
itself, and by so doing, bring out the tragic elements yet more
strongly. But it is also understandable that as soon as this new
form of Melancholy had become fixed, the shallow worldling should
have used it as a cheap means of concealing his own emptiness, and
by so doing have exposed himself to the fundamentally equally
cheap ridicule of the mere satirist.

Thus, alongside the tragic melancholic like Hamlet, there stood
from the beginning the comic “fashionable melancholic” like
Stephen in “Every Man in his Humour”, who wanted to “learn”
Melancholy as one learns a game or a dance—‘Have vou a stool
to be melancholy upon? . . . Cousin, is it well? Am I melancholy
enough?”’® But the most perfect synthesis of profound thought
and poetic wistfulness is achieved when true humour is deepened
by melancholy; or, to express it the opposite way, when true
melancholy is transfigured by humour—when a man whom at a
superficial gla.nce one would ]udge to be a comic, fashionable
melancholic is really a melancholic in the tragic sense, save that
he is wise enough to mock at his own Weltschmerz in public and
thus to forge an armour for his sensitivity.

Compared with Jaques's melancholy, the Miltonic “Penseroso”
is at once simpler and richer. Simpler, because Milton renounced
the profound and ingenious plan of concealing the tragic face
beneath a comic mask; richer, because, as we have seen, he

5L Every Man in his Humour, Act 111, sc. 1. Cf. C. A, Bieser, Der Melancholikertvpus

Shakespeares, 1913, Pp. 34 5qq. Also characteristic is Every Man onf of Ais Humow, Act. 1,
sc. 2, line 55 sq.: *'You must endeavour to feed cleanly at your ordinary, sit melancholy, and
pick your teeth when you cannot speak.”” What a long life "fashionable me lanchaly'’ had
in England, and how faithfully it was attended by the satirists, is shown, e.g. by Chure nill's
poem (quoted by SICKELS, op. cit.,, p. 39) of 1761:

““1f, in these hallowed times, when sober, sad

All gentlemen are melancholically mad,

When ‘tis not deemed so great a crime by half

To violate a vestal as to laugh . . ."
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combined all the aspects of the melancholic: the ecstatic and the
contemplative, the silent and Saturnine no less than the musical
and Apollinian, the gloomy prophet and the idyllic lover of
nature, and welded their manifoldness into a unified picture, mild
on the whole rather than menacing. The portrait could be
differentiated further, and this process of differentiation was
carried out, more especially in eighteenth-century English litera-
ture, with great speed and consistency.’ The “Odes to Melan-
choly”, the “Elegies” and the poetic glorification of the pleasures
of melancholy with all its minor forms and varieties like con-
templation, solitude and darkness, increased constantly from
Gray to Keats; we can follow. step by step how in this type of
literature new refinements and distinctions of the melancholic
sentiment evolved with regard to both quality and object. Corre-
sponding to the old contrast between natural melancholy and
melancholic disease, they distinguished “black melancholy” in
the sense of a morbid depression from “white melancholy” in the
sense of Goethe’s ““Selig, wer sich vor der Welt ohne Hass ver-
schliesst”. This latter form was expressed sometimes in philo-
sophic resignation, sometimes in elegiac sadness, sometimes
in melodramatic passion, finally drowning in a sea of sensibility.
The content of the poems varied according to the greater or
smaller importance given to the theme of “Withdrawal” or of
“Death”, or to the “Complaint of Life”, though in a work like
Gray’s “Elegy in a Country Churchyard”, where the basic emotion
is so singly and expressively sustained, these three themes could
very well be combined.® Finally, one can see how, in accordance

2 Outside England, Melancholy was no longer an important poetical subject in the eighteenth
century. The reasons for this'development are various: in the literature of Italy and France,
nations of more extrovert than introvert tendencies, the theme had never taken proper roots;
Spanish literature in the first half of the seventeenth century was more or less ‘n abeyance,
while in the second half it was under strong French influence; German poets valued melan-
choly not for its own sake, but only, as it were, as a subsidiary subject, more substantial
sorrows or sentiments affording the dominating theme (unhappy love in Goethe's Werther,
friendship in jeopardy in Klopstock's famous ode An Ebert).

® In distinguishing these three themes we follow REED, op. cit.,, pp. 38 sqq. As regards
Gray's Elegy, the title already indicates a combination of the three themes, “Elegy" pointing
to the general sentiment of Weltschmerz, “country” to the “retirement”, and "‘churchyard”
to the "death-theme”. The connection of these ideas with each other and with the idea of
infinity, which makes them more profoundly significant, is beautifully expressed by Balzac
in his Médecin de campagne: “Pourquoi les hommes ne regardent-ils point sans une émotion
profonde toutes les ruines, méme les plus humbles? Sans doute elles sont pour eux une imare
du malheur dont le poids est senti par eux si diversement . . . un village abandonné fait songer
aux peines de la vie; . . . les peines de la vie sont infinies. L’infini n'est-il pas le secret des
grandes mélancolies?"
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with the new aesthetic theories of “the Sublime”, Milton’s “smooth
shaven Green" and ‘“Waters murmuring”” were gradually ousted
by a “wild and romantic” landscape with dark forests, caves,
abysses and deserts. Thus the Gothic Revival with its love for
the Middle Ages enriched the poetic scene with so many Gothic
ruins, churchyards, night ravens, cypresses, yew trees, charnel
houses and ghosts—mostly of sad virgins—that a certain group of
poets was actually described as the “Graveyard School”.® The
“Poetic Calendar” for 1763 contained an anonymous satire entitled
“To a Gentleman who Desired Proper Materials for a Monody”,
in which all these ingredients were amusingly catalogued.®

This mockery is understandable, for in English literature of
the eighteenth century—a curious age, in which rationalism and
sensibility at once denied and evoked one another—poetic
expression of the melancholy mood did in fact become more and
more of a convention, while the feeling itself became more and
more emasculated.®® And yet, in proportion as the traditional
form and content lost their significance, either becoming con-
ventionally insipid or degenerating into sentimentality, so did
new and untraditional possibilities of expression arise to rescue
the serious and real meaning of melancholy. Therefore, true
melancholy, while it fled from the painted backcloths of ruins,
vaults and cloisters, is now found, e.g., in the bitter wit of Lessing’s
later letters, or in the deliberately fragmentary style of Sterne,
which was but a symbol of the eternal tragicomic incompleteness
of existence as such. It can be perceived in those regions of the
mind explored by Watteau and Mozart in which reality and
fantasy, fulfilment and renunciation, love and loneliness, desire
and death bear so close a likeness that the customary expression
of sorrow and pain can scarcely be used save in parody.5

# Ci. ReED, op. cit.; SicKELs, op. cit., p. 28 and passim. Admittedly, Milton already has
“The studious cloister's pale”’, and “The high embowed roof, With antick pillars massy
proof, And storied windows richly dight, Casting a dim religious light.” See KENNETH
CLaARK, The Gothic Revival, 1928, p. 176, where a passage is quoted from A. WeLsY PucIn,
An Apology for the revival of Christian Architectuve, London 1843, which is characteristic of
the connection between melancholy and gothic style: "It (i.e. the gothic style) is considered
suitable for some purposes—melancholy, and therefore fit for religious buildings.” (Author’s
italics).

# Printed by SickELSs, op. cit., p. 67.

 Cf. SickeLs, op. cit., p. 182 sq.

7 We are thinking of such passages with comic emphasis on the minor key as those in the
suicide aria of Papageno, and in Barbarina's “‘needle” aria in the Marriage of Figaro.
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At the beginning of the nineteenth century, however, a new
type of melancholy arose out of this strange dualism of a tradition
gone stale and the spontaneous and intensely personal utterance
of profound individual sorrow—namely, the “romantic” melan-
f:holy. This was essentially “boundless” in the sense both of
immeasurable and of indefinable, and for that very reason it was
not content to bask in self-contemplation, but sought once more
the solidity of direct apprehension and the exactness of a precise
language in order to ‘‘realise” itself. This harsh and alert
melancholy, whose very yearning for the eternal brought it in a
new sense nearer to reality, might be called a masculine form of
romantic Weltschmerz, in contrast to the far more common feminine
type which had become merely pointless sensibility. It is under-
standable, therefore, that Keats, in his “Ode on Melancholy”’,
Sh.()l'lld destroy the whole convention at a blow, rescuing the
original meaning of melancholy emotion by discovering it in a
sphere where convention had never thought of looking. Just as
Shakespeare in his famous sonnet “My Mistress’ eyes are nothing
like the sun . . . routs the hyperbolic comparisons of older love-
lyrics, to conclude :

And yet, by Heaven, I think my love as rare
As any she belied with false compare,

so, with an imperious gesture, Keats too scorns the familiar
inventory. Restless and ‘“‘wakeful” he feeds his melancholy
with all his mind and senses, making it embrace all the bright
splendour of created things, which he can then truly “discover”
and describe in a profusion of rich and varied terms, because the
thought of their transitoriness and the feeling of his own pain alone
enflble him to take possession of their living beauty. It is no
coincidence that this new melancholy, which discovers the
sanctuary of the Goddess of Melancholy “in the very temple of
Delight” returns once more to the antithetic precision®® and
mythological extravagance® of the great Elizabethans.

'.' CI. also the wonderful late sonnet (written into his copy of Shakespeare’s Poems) in
which the poet desires to be immortal as the star, but on condition that immortality does not
mean insensibility: “Awake for ever in a sweet unrest, Still, still to hear her tender-taken
breath, And so live ever—or else swoon to death’. It is consistent with this attitude that
Keats in his Ode on a Grecian Urn finds pure happiness existing only for the marble figures
whose feelings cannot die, just because they are caught for ever in the rigid marble.

* One might compare the new form of melancholy which scems to reveal itself in the slow
movem.ents of Beethoven's last Quartets and Sonatas, where he returns to a polyphonic style.
There is a great contrast between these late works and such movements as that entitled
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No, no! go not to Lethe, neither twist
Wolf's-bane, tight-rooted, for its poisonous wine;
Nor suffer thy pale forehead to be kiss'd

By nightshade, ruby grape of Proserpine;

Make not your rosary of yew-berries,

Nor let the beetle nor the death-moth be

Your mournful Psyche, nor the downy owl

A partner in your sorrow’s mysteries;

For shade to shade will come too drowsily,

And drown the wakeful anguish of the soul.

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

Or on the rainbow of the salt sand-wave,
Or on the wealth of globed peonies;

Or if thy mistress some rich anger shows,
Emprison her soft hand, and let her rave,
And feed deep, deep, upon her peerless eyes.

She dwells with Beauty—Beauty that must die;

And Joy, whose hand is ever at his lips

Bidding adieu, and aching Pleasure nigh

Turning to poison while the bee-mouth sips.

Ay, in the very temple of Delight

Veil'd Mclancholy has her sovran shrine,

Though seen of none save him whose strenucus tongne
Can burst Joy's grape against his palate fine;

His soul shall taste the sadness of her might.

And be among her cloudy trophies hung.

If the Weltschmerz at the beginning of the nineteenth century
contributed to the great and truly tragic poetry of that time
(the work of Hélderlin, for instance), the end of the century
brought with it the destructive Weltschmerz of the Decadents.
This was a morbid Weltschmerz, nourished by images taken more

“Malinconia” from the Quartet op. 18, No. 6 and the Largo of the Piano Sonata op. 10, No. 3,
explained by Beethoven himself as “‘description of the state of mind of a melancholic How-
ever beautiful these early works are, they still belong to the eighteenth-century convention
of melancholy.

0 A characteristic phrase is, e.g. “Nightshade, ruby grape of Proserpine’” which :
display of classical erudition, but makes an immediate impact by establishing th ior
between the great, distant, and, as it were, “‘black” goddess of death and the everv-day reality
of the “little ruby grape””. As the same time this reality is in itself 2 symbol, as the frut of
the vine bringing intoxication and joy is introduced in place of the poisonous iezhal berzy i
the nightshade.
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or less consciously from the past as seen with the eye of the
historian. In the beautiful poem prefacing Part II of this book,*
Verlaine explicitly cites the “sages d'autrefois” and “grimoires
anciens’, and in J. P. Jacobsen we find a fin-de-siécle, pleasure-
secking satiety actually attributed to Baroque times. ““They have
2 areater heart and more restless blood”, he says of the “secret
socicty”” which one might call the Fellowship of Melancholics.
“Theyv desirc and yearn for more, and their longing is a wilder
and more burning one than runs in common veins . . . but the
others, what do they know of delight amid grief or despair?”
“But why do vou call them melancholics, since joys and worldly
pleasures are all they think of?” ‘‘Because all earthly joy is so
fleeting and transitory, so false and incomplete . . . Do you still
ask why they are called melancholics, when all delight, as soon
as possessed, changes its aspect and turns to disgust . . . when all
beautv is a beauty that vanishes, all luck a luck that changes?"%

#1 See above, p. 120,

% ] P. Jacossex, Frau Marie Grubbe, ch. 11. The action of the novel takes place in the
seventeenth century, and the author tries to imitate the style and mode of feeling of the
baroque period.

CHAPTER 11
“MELANCHOLIA GENEROSA”

The Glorification of Melancholy and Saturn
in Florentine Neoplatonism
‘ and the Birth of the Modern Notion of Genius

I. THE INTELLECTUAL BACKGROUND OF THE NEW
DOCTRINE

The notion of ‘“poetic melancholy” outlined in the previous
section developed independently of the notion of melancholy as a
condition of creative achievement, and encountered it at only one,
though very important, point.

The decisive moment in the development of this notion was
reached when the “mérencolie mauvaise’’, which most fifteenth-
century authors and many of their successors had conceived merely
as evil, was first reckoned as a positive intellectual force. A new
viewpoint fundamentally altering the notions of the nature and
value of the melancholy state must have been arrived at, before
Raphael’s “melancholy” (described in a contemporary account)
could be regarded as a natural condition of his genius; before
Milton could represent melancholy as a tutelary goddess of poetic
and visionary ecstasy as well as of profound contemplation; and
before, lastly, the ‘“‘fashionable melancholic” could arise, who
affected the mask not only of melancholy but of profundity.

The elevation of melancholy to the rank of an intellectual force
obviously meant something quite different from its interpretation
as a subjective emotional condition. Both tendencies may com-
bine, in the sense that the emotional value of the sentimental,
pleasurable mood may be enriched by the intellectual value of
contemplative or artistically productive melancholy—but the one
could never have resulted from the other. They bear the same
relation to one another as, say, the tendencies of Italian humanism
bore: to those of the northern Reformation—tendencies, as has

241
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been rightly stressed, which were fundamentally connected! but
which stood, nevertheless, in marked contrast to one another.
Both were results of the desire for emancipation, which sought to
free and to stimulate not only the individual personality: but also
the, allegedly parallel, phenomenon of national personality; both
aimed at making this “personality” as far as possible independent
of the lashings of tradition and hierarchy by which it had been
supported as well as restrained: at enabling it to seek unaided its
individual approach to God and the world: and at allowing
it to find direct access to its own cultural past instead of relying
on the current of traditional opinion—and this was to be achieved
by the attempt to uncover the authentic sources of that past.
But whereas Protestantism carried out this emancipation and
reactivation of personality with an eye on an otherworldly goal
and by the employment of irrational faculties, the goal which
humanism set itself—in spite of perfect willingness to remain
within the bounds of Christian dogma-—was an earthly one, and
the method of attaining to it was rational. In the one case,
the sources of insight and morality to be restored were biblical
revelation -and Pauline doctrine: in the other, the intellectual
culture of classical antiquity and its conception of “virtus”.?
Justification was sought, in the one case, by faith; in the other,
by education and knowledge. And freedom was conceived of,
in the one case, as a Christian achievement based on a vigorous
but transcendent and irrational faith; in the other, as a human
privilege, founded on reason and will acting in this world.
Humanistic freedom might reveal itself in the virtues of a
philosopher, it might find secular expression in the impeccability
of the courtier or, finally, it might run wild in the absolute
despotism of a prince; but in every case the notion of ‘freedom
signified the flowering of the personality into a typical example of

! CL K. Borinsk1, Die dntike in Poetik und Kunsitheorie, vor. 11, Leipzig 1924, pp. 1 sqq-

* Cf. E. Panorsky, Hercules am Scheidewege (Studien der Bibliothek Warburg, vor. xvim),
Leipzig 1930, pp. 150 5qq. At that time the fact was overlooked that a fourteenth-century
author, Francesco Barberini, had noticed the lack of a pictorial type for virtue as such (as
against the individual virtues of the Middle Ages), and endeavoured to remedy this state of
affairs by an imaginative reconstruction of a portrait of virtue in general (cf. F. Ecipr, I
documenti d'amore di Francesco da Barberino, vov. 1, Rome 1905, pp. 66 sqq., and in Arte,
v (190z), pp. 1 sqq. and 78 $9q.). The basis of his invention, however (drte v (1goz), p. 8o),
was still the biblical representative of the original virtue “Fortezza’, namely, Samson, for
whom the Renaissance then substituted Hercules ; it is significant that Francesco's solution,
taken up by Ripa, should have been so far forgotten that Filarete (cf. PanoFsky, op. cit.,
PP- 192 s5qq.) had to formulate the whole problem all over again.
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a specific ideal of man, rather than the fulfilment of the individual
soul in its uniqueness.

The world of humanism was made to man’s measure: that is
to say, it was discovered, explored and classified by human reason;
at the very least it could be, in theory, discovered, explored and
classified in this way. And it provided an occasion for the flowering
of an ideal which the epoch described as the ““dignity of man”,
and which might perhaps also be called the sovereignty of the
human mind. Yet even long after the wave of the Italian
Renaissance had swept over the Alps, the most ardent humanists
of the north remained more individualistic and mystical than the
most ardent individualists and mystics of the south.

In the north one need only mention Erasmus, Pirckheimer,
or, above all, Albrecht Diirer, whose acknowledgement of the
incomprehensible God-given nature of artistic achievement
revealing itself in unique and incomparable men and works made
him constantly call in question the principles of the Italian theory
of art which he desired so passionately to make his own.3 In the
south one may mention Marsilio Ficino, among others, whose
intellectual life, despite its bias towards the eccentric and irrational,
was based fundamentally on classical culture and on the reasoned
arguments of philosophical problems, and implied the new aware-
ness of a certain human type rather than the longing of the
individual for salvation.

Ttalian humanism, therefore, reaffirmed an ideal which had
arisen in classical antiquity but which became blurred in the Middle
Ages; more than that, it exalted it into a criterion {or a funda-
mentally altered way of living. This was the ideal of} th
speculative life, in which the “sovereignty of the humap mind
seemed to be most nearly realised; for only the “vita con-
templativa” is based on the self-reliance and se]f—snﬁﬁcienc_\-'.of a
process of thought which is its own justification. The Mld_cile
Ages, it is true, had never forgotten the joys of the life of searc%nng.
and ‘knowing,* and even the expression “‘vita contemplativa’
continued to be held in regard; but what men meant by it was
different from the classical ideal of the “speculative life”". It was
different in so far as the value of the contemplative life for its

3 See below, pp. 361 sqq. (text).
4 Cf. F. Borr, “Vita Contemplativa”, in Sitzungsherichte der Heidelbercer Akadewie der
Wissenschaften, phil.-hist. Klasse, viir (1920), p. 17.
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own sake and without regard to its purpose was questioned.
The medieval thinker did not meditate in order to belong to him-
self. but in order to draw near to God, so that his meditation
found meaning and justification not in itself but in the establish-
ment of a relationship with the Deity; and if he was not “con-
templating”, but using his reason scientifically, he consciously
took up his position in the continuity of a tradition which
essentially, by its whole method, pointed beyond the individual;
his proper function was that of heir and transmitter, of critic
and mediator, of pupil and teacher, and he was not meant to be
the creator of an intellectual world centred in himself. He was
not very different, in fact, from the peasant or craftsman, who
also filled the place in the universal order given him by God:
the medieval scholar (as distinct from the “exclusive’” Renaissance
humanist, consciously withdrawn from the “vulgar” mob) did
not claim to be a different and superior being.® In both cases,
therefore, the medieval thinker belonged not to himself but to
God, whether directly, as in contemplation of Him, or indirectly,
as in the fulfilment of a service ordained by Him and traditionally
and hieratically regulated. If he fulfilled neither of these con-
ditions, he belonged to the devil, for whosoever neither meditated,
nor worked, fell a victim to the vice of “acedia’ or sloth, which
led to all manner of other sins. One might say that in the Middle
Ages the idea of leisure was lacking.® The classical “otium” had
a specific value, and could even produce values though (or perhaps
because) it was outwardly the same as inactivity; it was therefore
contrasted as ‘““different in kind” both with the labour of peasant
or soldier and with the useless hedonism of the idler. In the same
manner, the life of the classical philosopher whom the Renaissance

& Hence a relative lack of claims to originality distinguishes medieval from ancient or
modern philosophy; cf., among others, JoHANNES HESSEN, Augustinische und thomistische
Erkenntnislehre, Paderborn 1921, pp. 9 sqq. and 19 sqq. J

® It is apparently an almost isolated phenomenon when a man like Marbod of Rennes in

the twelfth century celebrates the leisure of his country life and closely following Horace,
Ep., 1, 14, composes a hymn in praise of completely self-sufficient meditation:

", .. Herba virens, et silva silens, et spiritus aurae

Lenis et festivus, et fons in gramine vivus

Defessam mentem recreant, et me mihi reddunt,

Et faciunt in me consistere . . .

Haec et plura mihi licet atque libet meditari,

Fronde sub agresti dum rure moror patrueli''—
Micng, P. L., voL. cLxx1, col. 1666; cf. W. GANZENMULLER, Das Naturgefiihl im Miltelaller,
Leipzig 1914, pp. 224 8qq.
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humanist strove to imitate, lay not between ‘“vita activa” and
““vita voluptuaria” but beyond either of them. To a certain
extent it lay beyond good and evil, very differently from the
God-directed course of medieval theologians and mystics, and we
can understand how the Renaissance, in order to separate the
rediscovered way of life of the classical “philosophus” from that
of the medieval “religiosus’’, abandoned the traditional expression
“vita contemplativa” (which had grown with the centuries to
mean purely and simply “‘contemplatio Dei”") and coined a new
term which, looking back across the Middle Ages, reasserted the
ancient notion of self-sufficient thought and research—vita
speculativa sive studiosa”, in contrast to ‘“vita contemplativa
sive monastica”.?

The new ideal found concrete expression in a type of man
foreign to the Middle Ages, the “homo literatus” or “Musarum
sacerdos’’,® who in public and private life was responsible only
to himself and to his own mind. A whole branch of literature was
devoted to the praises of the “vita speculativa”. It received the
devotion of Politian and Lorenzo de’ Medici and the homage of
Landino’s Camaldulensian Conversations, and was the mainspring
of Pico della Mirandola’s famous discourse On the Dignity of Man.
In Diirer’s work we can see how the medieval notion of the vicious
“accidia” was later overlaid, in Melencolia I, by the humanist
idea of a meditation not so much fleeing from activity as leaving
it behind.?

It is no coincidence that the German Renaissance should have
chosen “melancholy”, that is to say, awareness of life’s menace
and sufferings, “or its most convincing portrait of contemplation,
or that in the Camaldulensian Conversations the enthusiastic
glorification of the “‘vita speculativa” and the acknowledgement
of Saturn as patron of contemplation’® were coupled with the
sorrowful belief that grief and weariness are the constant com-
panions of profound speculation For in so far as the mental

7 With this, cf. A. von MArTIN, Mittelalievliche Well- und Lebensanschauung im Spiegel
der Sc{xriﬂan Coluccio Salutatis, Munich 1913, pp. 124 5qq.

® Thus Ficino, quoted below, p. 259, note 53.

' Ci. E. PANOFsKkY, in Miinchener Jahrbuch der bildemden Kunst, new series, viur (1931),
PP I 5qq. :

10 Disputatio 1v; Cristororo Lawpino, Libri Qualty (= Ci Idulensi disput. libvi
quattuor), Strasbourg edn. 1508, fol. K ii". The passage from Macrobius is quoted i extenso.

U Pointed out by E. WoLF, in Neue [ahvbiicher fiir das hlassische Alterium, 1 (1919), p. 457-
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sovereignty desired by humanism sought to fulfil itself within
the framework of a Christian culture, it meant danger as much as
frfaedom. A position in the “centre of the universe”, such as
Pico della Mirandola’s discourse had attributed to man, involved
.the .problem of a choice between innumerable directions, and
in his new dignity man appeared in an ambiguous light which was
soon to show an inherent danger. For in the measure in which
human reason insisted on its “god-like’” power, it was bound also
to become aware of its natural limits. It is significant that the
early Renaissance turned with real concern to the theme of ethical
choice, which the previous epoch had either ignored entirely, or
lgft to the province of the theological doctrine of grace; it fm'.md
visible expression in the picture of Hercules at the Crossroads.
Hercules makes an autonomous choice and thereby becomes
involved in the problems resulting from his freedom. And it is
equally significant that the early Renaissance began to g}asp the
Problern of astrology as a vital question of the human will affirming
its independence even of Providence. The late Middle Ages had
slurred over it by compromises such as “inclinant astra, non
necessitant”’ or “sapiens homo dominatur astris”. Writers of the
fourteenth century had already become curiously uneasy about
these questions, and in face of the almost continuous triumphal
progress of astrology had to a large extent retreated into a pre-
Thomist standpoint of marked intransigence. Even when the
burning of Cecco d’Ascoli is left out of account, it must be said
that even Chaucer’s and Petrarch’s polemics, like Luther’s later
on, were far more “patristic’ than “enlightened”® 1In the
fifteenth century, which now learned to proceed in a really
“enlightened” manner towards a new notion of human dignity,
we find neighbouring and crossing currents, the discrepancy
between which is due to the very loosening of medieval bonds.
There were those who, in the full enjoyment of their freshly found
liberty, bitterly disputed against all stellar influence.’® Next to
these there were others who, in a sort of “horror vacui moralis”
adopted an almost Islamic fatalism with regard to the stars, or

12 See above, pp. 159 5qq., and in particular WepEL, M. A. A, esp. pp. 82 sqq. and 148 5qq.

1 Thus Pico, according to whom the “freedom for good' has its obvious correlative in an
equally unlimited “'freedom for ill."  So, too, in King Lear, 1, ii, Edmund utterly refuses
credence to such stellar fatalism, but he realises that human nature binds a man, even though
the stars do not (King Lear, 1, i), so that he personally, despite his independence of the stars,
must choose “ill"". Nevertheless he is perfectly prepared to take the responsibility for this‘
because the force moving him comes from within. '
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practised the most obscure astral magic. There were those, too,
who attempted to find a way between that conviction of freedom
which was affirmed in theory but could not quite be realised n
practice, and that fear of the stars which had not been wholly
banished from practice although it was theoretically repudiated.
The “bondsman” of the Middle Ages (so to speak) was on the
whole immune from astrology, but the “free man” of Renaissance
times was obliged either to fight it or to fall its victim.
The birth of this new humanist awareness took place, therefore,
in an atmosphere of intellectual contradiction. As he took up
his position, the self-sufficient ““homo literatus” saw himself torn
between the extremes of self-affirmation, sometimes rising to
hubris, and self-doubt, sometimes sinking to despair; and the
experience of this dualism roused him to discover the new intellec-
tual pattern, which was a reflection of this tragic and heroic
disunity—the intellectual pattern of “‘modern genius”. At this
point we can see how the self-recognition of ‘“‘modern genius”
could only take place under the sign of Saturn and melancholy;
and how, on the other hand, a new intellectual distinction now
had to be conferred on the accepted notions of Saturn and melan-
choly. Only the humanism of the Italian Renaissance was able to
recognise in Saturn and in the melancholic this polarity, which
was, indeed, implicit from the beginning, but which only ‘Aristotle’s’
brilliant intuition, and St Augustine's eyes, sharpened by hatred,
had really seen. And the Italian humanists not only recognized
this polarity: they valued it, because they saw in 1t the mam
feature of the newly discovered “‘genius”. There was therefore
a double renaissance: firstly, of the Neoplatonic notion of Saturn,
according to which the highest of the planets embodied, and also
bestowed, the highest and noblest faculties of the soul. reason
and speculation; and secondly, of the ‘Aristotelian’ doctrine of
melancholy, according to which all great men were melancholics
(whence it followed logically that not to be melancholy was a
sign of insignificance). But this new acknowledgement of a
favourable view of Saturn and melancholy was accompanied-—or,
as we saw, conditioned—by an unprecedented consciousness of
their polarity, which lent a tragic colour to the optimistic view,
and thus gave a characteristic tension to the feeling of life experi-
enced by the men of the Renaissance.

M Thus Ficino, see below, pp. 256 sqq. (text).
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Petrarch, perhaps the first of a type of men who are conscious
of being men of genius, had himself experienced the contrast
between exultation and despair very poignantly indeed, and was
so conscious of it that he was able to describe both conditions in
literary form:

Quaedam divina poetis

vis animi est,
he says in his defence of poetry, which is also a paean on his
own coronation.

Insanire licet, fateor, mens concita; clarum,

seque super provecta, canet . ..
. . . subsistere nullum

censuit ingenium, nisi sit dementia mixta.’®

The same poet who describes so joyfully his own poetic ecstasies
was vet familiar with that state of empty depression and dull
grief which made him “see all life in black”’, and with a sadness
which drove him from company to solitude, and from solitude
to company once more.!$ But he still is far from describing this
sadness—which, to quote Lessing, gives his poems a “voluptuous
melancholy’?? as “‘melancholy”” itself. Rather he calls it by the
medieval name of ‘“‘acedia’’, which, however, as he uses it, seems
to hover half-way between sin and diseasel®; nor does it occur

4 PprrarcH, Epistola Metrica to Zoilus, 1, line 167 (Poemata minora, ed. D. de’ Rossetti,
voL. 11, Milan 1831, p. 230). The lines
. . subsistere nullum
Censuit ingenium, nisi sit dementia mixta”
are a quotation from SENECA, De franquillitate animi, 17, 10, which is quoted above, p. 33,
note 65.
18 Cf, A. Faringrilt, "'La malinconia del Petrarca,” in Rivisia d'Italia, v, 2 (1902), esp.

pp. 12 and 20.
11 G, E. LessinG, Briefe die neueste Literatur betreffend, Letter 332 (conclusion of the whole).

1 For Petrarch’s “"acedia”, cf. H. Cocuin, Le fréve de Pérarque, Paris 1903, Pp- 205 59q.,
and. more recent, H. Nacuop and P. STERN (edd.), Briefe des Francesco Petrarca, Berlin
1931, pp. 385 sqq. P. Stern’s polemic against the, as he says, generally held view equating
“acedia”” with mental disease or ‘“Weltschmerz" (instead of with the sin of sloth) seems to
us to miss the salient point; the fluidity or indeterminateness characteristic of every
aspect of Petrarch's historical position, which led some authors (e.g. A. VON MARTIN, in Archiv
fiir Kulturgeschichte, xviir (1928), pp. 57 sqq.) to interpret it as the outcome of his own
character, permits of no such alternative. When Augustine says to Petrarch in the
Secretum: “You are tormented by that destructive plague which the moderns [that is
Petrarch’s contemporaries] call ‘acedia’ but the ancients ‘aegritudo’ "', this sentence alone
makes it impossible to explain Petrarch’s “‘acedia” in theologico-moral terms. For him, the
sin of “acedia’ was equivalent to a sickness of the soul, although he had not yet called this
sickness by the name of melancholy. Hence, vice versa, FaringLL1 (op. cit,, p. 11) is not
altogether justified in translating “aegritudo’ as. “malinconia” in the passage just quoted.
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to him to describe the divine force of his poetic frenzy—which
he §n11 calls “insania” or “dementia”’—by the expression “furor”
which Cicero had coined, and which he had explicitly distinguisheci
fror_n the two former expressions.!®* The idea that intellectual
achn-s'vements are determined by the stars was completely foreign
to him. And above all, he had not, and indeed could not have
had, any notion of conceiving the two opposite conditions,
fiepression and enthusiasm, which he called “acedia’” and
‘fiementia", as different aspects of one and the same, essentially
bipolar, disposition.?

These conceptions matured in the next century during which
Petrarch’s way of thinking, still half linked with medieval notions,
was superseded by something new and different from the Middle
Ages,; while the opposites that he had perceived without being
ab%e to relate them together, were now grasped as an integral
unity. Not till the fifteenth century, as far as scholars are con-
cerned, was the still half-theological notion of “acedia” replaced
by . the purely humanistic “melancholy” in the emphatically
‘An:?totelian’ sense. Not till then did the expression “furor”
receive its solemn rehabilitation in the sense of Platonic “divine
’frenz‘y".21 Not till then was the ‘Aristotelian’ doctrine of the
ambivalence of the melancholy nature summed up in the formula:

quantum atra bilis, imo candida bilis eiusmodi quaerenda et nutrienda est
tanquam optima, tantum illam, quae contra se habet, ut diximus, tanquam
pessimam esse vitandam.?

—thus enabling a later writer to say of the melancholic that he

¥ Cricero, Tuscul disputationes, 111, 5, 2, quoted above, p. 43 (text).

* How far Petrarch still was from the notion of “ennobled” melancholy can be seen from
a letter to _[.F.el.ius, in which he excuses his boldness in contradicting Aristotle by a
relarmf.:.e to F:oem, who had dared to do as much: "“Quale est illud, quod cum Aristoteles
omnes mgemosos melancholicos esse dixisset, Cicero, cui dictum non placebat, iocans ait:
gratum sibi quod tardi esset ingenii, clare satis his verbis quid sentiret i.n'timans" (F.
z:mrge E?c'frotu, ed. ].. Fracassetti, Florence 1863, vor. 1, p. 50). Petrarch therefarc'
b ;s c:.;o d::st as a serious rebuttal of the Aristotelian notion of melancholy and approves

™ Leonardi Bruni Aretini Epistolarum libvi VIII, ed. L. Mehus, Florence 1741, voL. 11
PpP- 3\_5 sqq., e?;“vl, 1. Bruni answers the poet Marrasio’s challenge ' Indulgere velis ncusi:rol
Amfme iul:on. wi.th the controversial statement: “'Id alius forsan aliter, ego certa sic accipio
quasi I‘aud.ls .iumr sit, non vituperationis'’; and reinforces it with his famous exegesis of th;
Plfabomc notion of mania. For the problem of the modern notion of genius see also E. Zirser
é}u‘Entst.ehv_lg des Geniebegriffs, Tiibingen 1926, and H. TaUME, Beilrdge sur Geschichie m'

;nt;cbcgrgj"s in England, Halle 1927, and their bibliographies. To the particular significance
of the notions of Saf i i i
ot jusﬁo:s 0l turn and melancholy in this connexion, however, these authors have not
# Ficino, De v. tripl., 1, 6 (Opera, p. 499).
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was ‘faqt deus aut daemon”.?® Finally, not till then was the
equation of the Aristotelian melancholy with Platonic “divine
frenzy”—never clearly formulated by the ancients themselves—
exprefssly made.* Then—and not till then—did the modern age
conceive the modern notion of genius, reviving ancient conceptions
indeed, but filling them with a new meaning.

_ That Petrarch should have felt melancholy before he called
himself so, that he should have been conscious of both the ““divine”
and the “frenzied” nature of his poetic achievements before there
had been any revival of the orthodox notion of divine frenzy
and that he found both these aspects in his own experience before
he grgsped their unity—all this shows most plainly that for the
Renaissance the connexion of melancholy with genius was no
mere cultural reminiscence, but a reality which was experienced
lopg before its humanistic and literary formulation. Not that the
Middle Ages had entirely forgotten the good qualities of the
melancholic and Saturn’s auspicious influence; the rudiments of
s'uch a conception survived even in astrological and ‘medical
literature,® and scholastic writers like William of Auvergne even
m_a.de explicit attempts to rescue it, by contrasting the current
view with Aristotle’s doctrines, and with those of Neoplatonism.¢
But there was a fundamental difference between scholastic
attempts to find a theological and moral justification for
melancholy and for Saturn’s influence, and the humanists’
apotheosis of them, rooted and grounded in personal experience.
It was one thing, with the permission of supreme authority, to
try to find a place in a God-given world order for the connexion
between the melancholy disposition and intellectual pre-eminence
and for a similar link between Saturn and “intellectus’”; quite;
fmother to discover it in one’s own experience and, in affirming
it, to be driven by one’s own personal urge for intellectual self-
preservation. The argument was now, so to say, “ad hominem’%;

B Cf. T. WALKINGTON, The Optick Glasse of Humors, London 1607, i
A. T. TON, : s , P- 64 *: “The melancholick
man is said of the wise to be “aut Deus aut Daemon,’ either angel of heaven or a fiend of hell:
for in whqmsoem this humour hath dominion, the soule is either wrapt up into an Elysium
:;d’ pal.:adl:;‘to:t:)lesse b%' 1-: heavenly contemplation, or into a direfull hellish purgatory by a
nicall meditation."” is is followed, however, by an entirely unfavourable acco
of melancholy and of the influence of Saturn. ¥ ’ e Soth

* Thus Ficino, quoted below, p. 250 (text).
% See above, passim.
* See above, pp. 73 sqq., 169 sqq. (text).

* Note a letter from Filelfo to Lodovico Gonzaga, dated 1 ingi
\ i | . 457, on the method of b
up his son Federigo (Epistolae Francisci Philelfi, Pforzheim 1506, x1v, 1, fol. B8, rll:;j:i‘;g

T
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and it finally reached the point where the perception of the
dangerous instability of one’s own condition, the double aware-
ness of weakness and creative power, and the consciousness of
walking on the edge of a precipice, lent to the ‘Aristotelian’ and
Neoplatonic doctrines—hitherto accepted, if at all, merely as
theoretical propositions—a pathos which allowed them to merge
with the poetic sensation of melancholy.

The change of meaning in the notion of melancholy was by
no means confined to a mere revival of the ‘Aristotelian’ doctrine.
No more could the notion of Saturn be endowed with new meaning
merely by harking back to Plotinus, Proclus, or Macrobius.®
Saturn, too, was discovered in a new and personal sense by the
intellectual élite, who were indeed beginning to consider their
melancholy a jealously guarded privilege, as they became aware
both of the sublimity of Saturn’s intellectual gifts and the dangers
of his ambivalence. At first sight it would seem to refer more
to the idea of free will than to Saturn, when a fifteenth-century
astrological poet, Matteo Palmieri, attempts to solve the problem
of the relationship between free will and astral dependence by
fusing together the two contrasting interpretations of the journey-
ings of the soul into a sort of “choice of Hercules”, presenting
the soul in its descent with a choice between the ways of good
and evil in each planetary sphere, so that it may acquire the
fortunate or unfortunate characteristics of each of the planets.®
But it is of great importance that within this system (which had
to be dualistic in order to allow for freedom of choice)?® the complex

pointed out by F. Rougemont): *'Fredericus tuus est natura melancholicus. At melanchrlicos

omnes esse ingeniosos docet Aristoteles. Et ne id quidem mirum. . Ut igizur opera danda
est, ne fervens ingenium nimio ocio defrigescat, ita etiam studendum, ne trisuore consuetudine
se atrae omnino bili faciat obnoxium.” Here, as in other Renaissance authors (see following
notes), the wish to do justice to melancholy at all costs led to the transformation of Cicero's
quotation from Aristotle, “‘omnes ingeniosos melancholicos esse” (see above, text p. 33, note
65), into ‘‘omnes melancholicos ingeniosos esse.”

 The old etymology Saturn = “sacer nus’ (see above, p. 177) occurs again e.g 1n G
Bocecacclo, Genealogia Deorum, VIII, 1.

39 MarTeE0 Parmieri, La Citta di Vita, Florence, Biblioteca Laurenziana, Cod. plut. XL
53, published (with many misprints) by Margaret Rooke, in Smith College Studies of Modern
Languages, VOL. Vi, 1926-27; (the sphere of Saturn is described in 1, 12; Rook
pp- 56 5q9.). CI. B. SoLDATI, La poesia astrologica nel Quallrocento, Florence 1906, pp. 20C $qQq

30 This idea of the essentially dual influence of the planets (it occurs later e.g. in G 1
Lomazzo, Idea del tempio della pittwra, Milan 1590, ch. 26, p. 36: here Saturn means either
"gravitd” or “‘miseria”) occasionally found expression also in the north. Thus a MS bv a
certain LAZARUS SCHROTER, dated 1497, in \Volfenbiittel, Cod. 29, 14 Aug. 4° olim 27 Astron,
fols. 84 sqq., not only allots corresponding liberal arts, metals and davs of the week to the

e (ed.) op. cit
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manyv-sidedness of Saturn shrinks to a clear antithesis between
extreme intellectual disorder and extreme intellectual ability,
emphasising strongly the significance and the vulnerability of.the
latter. The two “valleys” open to the soul’s choice—one bright
but hard to discover, the other dark, into which “many more
spirits can enter”’, but which “changes and disturbs the min'd”
by its cold—meet in a wide space where the usual Saturnine
pi'c!fessions are assembled, from anonymous peasants, sailors, and
rich men, to architects and astronomers. Whosoever decides on
one of these Saturnine professions and not on a Jovial or Solar
one places himself, as far as his outward life is concerned, unde:r
the influence of his chosen patron. His inner life, however, 1s
determined by the road which he has chosen. Whosoever passes
through Saturn’s sphere by the broad but evil path of the many
is inclined to devious thinking, to anger, dullness, rage, sadness,
and envy, to a deceitful mind, and to cruelty, and at his worst
he can be overtaken by bestial raving; but whosoever chooses
the path of the few, has a mind illuminated by the “intelligenza
certa”—
Per darsi a quegli che sapran mostrare
Con ragion vera ben provata e sperta.

All the writers whose interest is directed to Saturn in particular
recognise more and more clearly his inherent contradictoriness as
his distinctive quality; and the contrast between the negative
definitions of current astrology and the laudatory predications
of the Neoplatonists becomes more and more acute.® An early
commentator on Dante, Jacopo della Lana, had contented himself
with the idea, based on natural science, that Saturn, through
his quality as an earthen, heavy, cold, and dry planet, produced
people in whom matter preponderated and who were suited only

plancts, but systematically endows each of them with one good mental pfoperty. and one
related evil one. Mercury, for instance (the text on Luna is missing), is credited with
‘Luterkeit” and “fresserey’’, Venus with *'. . . issikeit” and "Unkuscheit’, Mars with “Ubung"
and “Zorn”, the sun with “Gedultikeit' and “Hoffart”, Jupiter with “Miltikeit” and "Nid
und Hass,”" and Saturn with ""Demut’ and “Sittigkeit'—the last attribute, however, which
would otherwise upset the whole system, being obviously a misreading or misspelling, perhaps
originally of “Geitigkeit” (avarice) or “Hittigkeit" (malice).

3t It is therefore the more significant that LEoN pr PieTRo DaATI's commentary, also
preserved in the Laurenziana MS (kindly pointed out by F. Rougemont), should bring in .the
Neoplatonic theory of the soul’s journeyings when entering the sphere of Saturn !t.erzanma
12): “in qua secundum astrologos anima raciocinationem et intelligentiam acquirit . _
Fulgentius dicit Saturnum quasi Saturnumen, hoc est divinum sensum'’; and again terzan.m.a
21 (see note 27) he remarks that ‘“Melanconicos omnes ingeniosos se [sic!] esse scribit
Aristoteles . , . ."
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to hard work on the land; but through his position, as the highest
of the planets, he produced the most spiritual people, such as
“religiosi contemplativi”’, withdrawn from all worldly life.32 But
by the time of Cristoforo Landino the revived Neoplatonism is
already well established. In his commentary on Dante, Landino
refers' to the authority of Macrobius in order to contrast the
many base and evil things which astrology had attributed to the
influence of Saturn with “quella virti della mente, la quale i
Greci ,chiamon ‘theoreticon’.”?® Finally, a monumental formula
was evolved, expressly contrasting Saturn’s bipolarity with the
influence of the other planets, and, significantly enough, within a
few decades it had become a proverb. “Saturn seldom denotes
ordinary characters and destinies, but rather men who are set
apart from the others, divine or animal, joyous or bowed down
by the deepest grief’3*; or, as Bovillus says in his Proverbia
vulgaria, “‘sub Saturno nati aut optimi aut pessimi.”’%®

3 LuCIANO SCARABELLY, Comedia di Dante degli Allagherii, col commento di Jacopo della Lana,
Bologna 1866, voL. 111, p. 316: “si come si hae per Alcabizio e per gli altri libri d’astrologla’
Saturno universalmente si hae a significare due generazioni di genti, I'una tutta grossa e
materiale, sl come sono villani, agricoli e simile gente; 1'altra generazione & tutta estratta
dalle mondane occupazioni, si come sono religiosi contemplativi; e provasi di mostrarne
ragione in questo modo. La prima gente si ¢ di sua significazione seguendo sua complessione’
si come Saturno freddo e secco, che & complessione materiale e di terra, . . .. L'altra gente
che & sotto sua impressione, si sono contemplanti, com’é detto; questi seguono lo sito d:
Saturno, che sl come ello ¢ elevato sopra tutti li altri pianeti, cosl la contemplazione & elevata
sopra tutti li altri atti e operazioni."”

** Fol. celxvii® in the Venetian edn. of 1491 of Cristoforo Landino’'s commentary on Dante:
“el quale pianeto, quando & ben disposto nella nativith dell' huomo, lo fa investigatore delle
cose antiche et recondite; et inferisce acuta ratiocinatione et discorso di ragione. Et ancora
secondo Macrobio quella virta della mente, la quale i Greci chiamon ‘theoreticon,” i.e-
potentia di contemplare et speculare; la qual cosa induxe el poeta che rappresenti in questa
sphera 'anime speculatrici.’

¥ Ficivo, De v. tripl. 111, 2 (Opera, p. 533): “Saturnus non facile communem significat
humani generis qualitatem atque sortem, sed hominem ab aliis segregatum, divinum aut
brutum, beatum aut extrema miseria pressum. Mars, Luna, Venus, affectus et actus homini
cum caeteris animantibus aeque communes.”

3 C. BoviLLus, Proverbiorum vulgarium libri fres, Paris 1531, fol. 1097:

*Sub saturno nati aut optimi aut pessimi.
Qui soubz saturne sont nez sont tout bons ou tout mauluais.”
Similarly’ in LEoNaRDO DAT1's Sfera (we quote from MS 721 in the Pierpont Morgan
Library, New York):
;_ “Questo pianeta ci fa contemplanti
Et pensativi, casti e bene astuti,
Sottiglieza d’ingegno han tutti quanti,
Sono al ben fare si come al male acuti . ...
Again, LEoNE EBREO's attempt to combine all the variety of Saturn’s traditional traits into
a unified black and white picture (Dialoghi d’ Amore, Venice 1541, fol. 707-%) is particularly
interesting: "fa gli huomini, ne quali domina, malenconici, mesti, graui et tardi, et di color
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For .that very reason, however, the élite among the Italian
humanists turned to Saturn rather than to Jupiter. According
to Pico della Mirandola, the very possibility of becoming either a
god or a beast was what made man; and the very situation on
the narrow ridge between the two “chasms”, which was recognised
more and more clearly as the main characteristic of the Saturnine
and melancholy man, seemed to these elect persons, by its very
peril, to raise them above the secure but uneventful level of the
commonplace. Thus, out of the intellectual situation of humanism
—that is to say out of the awareness of freedom experienced with
a sense of tragedy—there arose the notion of a genius which ever
more urgently claimed to be emancipated in life and works from
the standards of “normal” morality and the common rules of art.
This notion arpse in close combination with the notion of a
melancholy both gracing and afflicting the ‘“Musarum sacerdos”
(just as, in ancient belief, the lightning both destroyed and
sanctified); and with the notion of a Saturn who despite all his
menace, was a “iuvans pater” of men of intellect?; because they
could honour in him both the ominous demon of destiny and a
type of the “insenescibilis intellectus”, or even the “intellectualis
deus” .37

2. MARSILIO FICINO

The new view was soon to gain universal acceptance, if by
this phrase one means the world of international intellectual
aristocracy of the “viri literati”, whose notions, naturally, were
conceived on a somewhat different level from those of the almanacs
and booklets for the use of barbers.®® It had received a powerful
impulse from Dante, who, himself “‘malinconico e pensoso” 3 had
thrown the whole weight of his opinion (constantly .operative
through his “epigoni’” and commentators) on the side of Macrobius,

di terra, inclinati all' agricultura, edificii et officii terreni . . . Da oltra questo grand’ ingegno,
profonda cogitatione, uera scientia, retti consegli, et constantia d'animo per la mistione della
natura del padre celeste con la terrena madre: et finalmente dalla parte del padre da la
diuinitd dell' anima, et dalla parte della madre la bruttezza, et ruina del corpo . . ."; the
purely mythological reasons for this polarity are also remarkable.

3 Ficivo, De v. tripl.,, 11, 22 (Opera, pp. 564 sqq.).

3 Cf. NicrorLas oF Cusa’s autograph marginal comments on the Latin translation of
ProcLus’s Theologia Platonis (Cues, Hospital, Cod. 185, fol. 26° and 166; further passages,
fol. 162%).

* The new doctrine did not leave even these entirely untouched, however; see above,
p- 118 (text), and below, pp. 304 sqq. (text).

» Boccaccio, Vita di Dante, ch. 8.
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and had thus from the outset helped the notion of Saturn as a star
of sublime contemplation to gain the day. In the twenty-first
canto of the Paradiso, it is the sphere of Saturn in which the
““anime speculatrici”’, led by Peter Damian and St Benedict, appear
to the poet; and from it the shining ladder of contemplation rises
to the vision of the Deity, in which Beatrice’s smile dies away,
and the nearness of the Absolute silences even the music of the
spheres—a curious reminiscence of the silence of the ancient god
Kronos.# The whole conception—here only hinted at and still
concealed behind general symbols, although later, as we have
seen, it was to include the personal experience of generations of
humanists—reached both its full systematic development, and its
psychological objectification, in an author from whose work we
have already quoted frequently when it was a matter of finding
the new doctrine of Saturn and melancholy “‘classically”
formulated. This was Marsilio Ficino, the translator of Plato and
Plotinus; or, as he described himself on the title page of his
translation of Plato, the ‘“Philosophus Platonicus, Medicus et
Theologus’”. Marsilio went far beyond the scattered remarks of
other authors® and devoted a complete monograph to the new
doctrine. He it was who really gave shape to the idea of the
melancholy man of genius and revealed it to the rest of Europe—
in particular, to the great Englishmen of the sixteenth and
seventeenth centuries—in the magic chiaroscuro of Christian
Neoplatonic mysticism.42 In him the subjective character of the

d "Tu hai I'udir mortal, si come il viso,

rispuose a me; onde qui non $ canta
per quel che Beatrice non hariso . . . .
For this, see the commentaries quoted above, p. 252 sq. (text)

41 For Guainerio, see above, pp. 05 sqq. (text).

4 An edition of Ficino's Libri de vita friplici was being prepared before the war by P'rofessor
E. Weil, Paris, to whom this section of the book owes several additions and rectifications.
hence we have limited ourselves here to very brief references and quotations. For other
aspects besides the general literature, sce F. FiorexTINO, [l risorgimenic fiosofico nel
Quaitrocento, Naples 1885; A. pELLA Torre, Storia dell' Accademia Platonica ot Firenze,
Florence 1902; E. CASSIRER, Individuum und Kosmos (Studien der Bibliothek Warburg,
voL. x), Leipzig 1927: and GienLow (1903-04); G. SA1TTA, La filosofia d@i Marstlio Ficino,
Messina 1923; H. BAron, “Willensfreiheit und Astrologie bei Ficino und Pico", in Jultur- e
Universalgeschichte, Walter Gotz ru seinem 60. Geburistage dargebracht . .. Leipmg 1027 [ Prsixo
{with additions by L. THORNDIKE) in Zeitschrift fiir Kirchengeschichte, 1925. pp. 504 sq0 .
W. DrEss, Die Mystik des Marsilio Ficino, Berlin 1929 (with important remarks on Ficino's
secret anthropocratism, esp. p. 79). For Ficino’s influence on the Elizabethans, c¢f F =
ScroeLL, “Etudes sur I'humanisme continental en Angleterre 4 la fin de la Renaissance
in Bibliothéque de la Revue de liltérature comparée, VoL, XX1X (1926}, pp. 2 sqq.. we may add
that BurToN too offers a detailed discussion of Ficino's theory of melancholy (Par: [, memb.
3, subs. 15).
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new doctrine becomes especially pronounced, for he himself was a
melancholic and a child of Saturn—the latter, indeed, in
particularly unfavourable circumstances, for in his horoscope the
dark star in whose influence he so unshakably believed®® stood
in the ascendant, and as it did so, moreover, it was in the sign
of the Aquarius, Saturn’s “night abode”# It is unusually
illuminating to see how Ficino’s notion of Saturn and melancholy
sprang from this personal, psychological foundation, for there
is no doubt that fundamentally, despite all his familiarity with
Dante and ancient Neoplatonism, he regarded Saturn as an
essentiallv unlucky star, and melancholy as an essentially unhappy
fate 4> so that he attempted to counter it in himself and others
by all the means of the medical art which he had learnt from
his father, perfected by his own training, and finally firmly based
on Neoplatonic astral magic.*® We can actually determine the
moment at which the views of Proclus and Aristotle began to
prevail in his mind against the views of Cecco d'Ascoli and
Constantinus Africanus. In a letter written between 1470 and

© Ticino can be counted among the opponents of astrology only with certain qualifications
{on this, see below, text pp. 265 sqq.). Itisat least understandable that the great astrologer
Lucas Gauricus, in a speech in praise and defence of his science, should have quoted him,
together with Ptolemy, Picatrix, Pietro d'Abano and the Archduke Leopold of Austria, as
one of the main representatives of “astrological magic” (Lucas Gauricus, Oratio de laudibus
astrologiae habita in Fevvariensi Achademia, printed in Sphere fractatus Joannis de Sacro Busto,
Venice 1531)

i For Ficino's horoscope see the letters to Cavalcanti quoted below, pp. 257 sqq. (text),
and the passage quoted from his introduction to the commentary on Plotinus; also his letter
to Nicholas of Bathor, Bishop of Waitzen in Hungary (Opera, VoL. I, P 884): “Me vero
patrias mutare sedes mirum fuerit, sive mutationem prohibeat Saturnus in Aquario nobis
ascendens, quod forte iudicabit Astrologus, seu . . . mens contemplationi semper intenta
quiescere iubeat.” Tt may be useful to explain that by “ascendant’’ astrologers meant the
point of the ecliptic rising above the horizon at a given moment, and also—not quite correctly
—the sign of the zodiac in which this point lay. The first thirty grades of the ecliptic
{counting from the ascendant point) are the first “place” (locus),—often also equated with the
relevant zodiacal sign—which signifies “life”. The planet located in this first “locus™ is
therefore the one governing the life of the man in question, and is really ""his"” star. When,
as in Ficino’s case, there is the added fact that the ascendant sign is also one of the “houses’’
of the planet in question (in which the planet in any case exerts its greatest might), then this
act of course increases the planet's influence still further.

i See also below, pp. 260 sqq. (text).

# For Ficino as a practising physician curing melancholy, see A. Corsint, "1l 'De vita' di
Marsilio Ficino", in Rivista di sioria crifica delle scienze mediche ¢ naturali, voL. X (1919),
pp. 5-13. This is based on Johannes Corsius's biography of Ficino edited by A. M. Bandini,
Pisa 1773, which tells us, among other things, how much attention Ficino paid to his own and
his friends’ health, frequently curing them free of charge; melancholy is mentioned in
particular: “Sed quod incredibile cumprimis, nonnullos atra bile vexatos medendi solertia non
sine omnium stupore curavit, eosque ad pristinam reduxit valetudinem."”
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1480 he wrote to his great friend, Giovanni Cavalcanti, as follows:

Nowadays, I do not know, so to say, what I want, or perhaps I do not
want what I know, and want what I do not know. The safety ensured you
by the benevolence of your Jupiter standing in the sign of the Fish is denied
me by the malevolence of my Saturn retrogressing in the sign of the Lion.4

But he received an indignant reply.#®* How could he, as a good
Christian Platonist, attribute an evil influence to the stars—he
who had every cause to venerate “‘that highest star” as a good
planet?

Did he not regard you, when you were born in Florence, under the same
aspect as he regarded the divine Plato, when he first saw the light in Athens 24

¥ Opera omnia, Basle 1576, voL. 1, pp. 731 (misprinted as 631 A i
temporibus quid velim quodammodo nescio. Forte et quod scio ngli)n::t qnogon::e:)u:rol::
Veruntf'n.men opinor tibi nunc Jovis tui in Piscibus directi benignitate constare, quae mihi
Satur!ll mei his diebus in Leone retrogradi malignitate non constant. Sed quo& frequenter
pr&edlca;.te solemus in omnibus agendae illi gratiae sunt, qui infinita bonitate sua omnia
convertit in bonum."” This conclusion bringing the whole of astrological paganism into
harmony with Christian faith is typical of Ficino and his epoch.

8 Opera, p. 732. The translation given here, as elsewhere, is free and considerably abridged.
The text runs as follows: “Nunquam ergo mihi amplius, mi Marsili, insimulabis malignitatem
Saturni. Nullum Hercle malum facere nobis possunt astra, nequeunt, inquam, nolunt.
Velle autem et posse est idem apud superos. Qua ratione autem nos summi I:;oni filios
Iaedmt.lt? Cum aliis, qui a summo bono solum originem suam trahunt, ducantur. Atque
ea omnino :v,ecundum boni ipsius rationem felicissimae illae mentes circumagant. Si tantum
quantum yldcmus et sciunt, qui experti sunt, suos diligit filios secundus et terrestris pater, qui
comparatione coelestis Patris, vix dicendus est pater, quantum nos primum et verum Pnf‘:ram
putemus amare ? Min:u'n in @Mum certe. Nunquam igitur laedemur ab iis, qui convivunt
in prospera domo Patris nostri. Cave igitur posthac transferas culpam tuam ad supremum
illud astrum, quod te forte innumeris atque maximis beneficiis accumulatum reddidit.
_Sed ne in singula frustra enumerare coner, nonne te missum ad florentem urbem ornandam
iam per te florentissimam effectam, volui<t> eodem aspicere aspectu, quo divum Platonen;
aspexit ad Athenas illustrandas euntem? Responde mihi quaeso, unde admirandum
ingenium, quo quid si <t> Saturnus intelligis, quod triginta annis suum iter peragat cognoscis,
quosve effectus in terris hoc in loco vel illo collocatus producat, non ignoras. Age, dic mihi-
unde ‘robustum illud et validum corpus, quo per devios et indomitos saltus ;.mivemr:;
Graeciam, peragrasti, atque in Aegyptum usque penetrasti, ad nos sapientissimos illos senes
super tuos humeros allaturus! Audax certe facinus! Pro quo tantum tibi posteri debebunt
quantum solvere difficile erit. Haud te tuum fefellit incoeptum. Tulisti certe eos, quos'
attingere est nemo, atque Occidentalibus regionibus ostendisti, quorum tantum prius nomina
acceperant, eaque tamen magnopere venerabuntur atque ab eis omnem obscuritatem quae
E‘.lrc:a_. cos u?t, a_mcwisti nostrosque oculos ab omni caligine abstersisti, ita ut etiam cor eorum
ll'f.Ep‘lCi possit, nisi penitus lippi simus. Denique per te eos inspexit haec aetas, quos nunquam
viderat Italia. Haec omnia tibi ab eodem donata sunt. Ad hoc etiam te respondere velim
u'ndo me‘:_uoria. illa tot rerum capacissima, quae adeo tenacissima est, ut quolibet moment;
sibi omnia adsmt quae unquam vidisti aut audisti, nec tantum res tenet, sed quibus eae gestae
:::;,m m;mumt temporum aothue locorum. Tu ne ergo Saturnum incusabis, qui te tantum

omines superare voluit, quantum ipse ceteros i
crede, est palinodia, quam si sap?s, quam plgx:.:mm map]::nem superat Ttaque opas, mibi

4 Cf. the letter to Pico della Mirandola (Opera 3
> . ., P- 888): “Sed nonne et magnum aliquid
!orelf decrevit Platonicorum documentorum copulam ab initio supernus ille Saturnus in ngtnll
utriusque ﬁgm dominus? Dominus et in figura Platonis . . .."" Ficino gives Plato’s alleged
horoscope in the long letter to Francesco Bandino (Opera, p. 763).
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- - - . Who gave you the strength to travel through Greece and reach
even the land of the Egyptians in order to bring back to us the wisdom
of that ancient people? Whence have you that comprehensive' memory, in
which all things are present in correct time and place? All these things
are gifts from Saturn. Therefore, do not complain of him, seeing that he
raised you as high above other men as he himself is above the other planets.
There is urgent need, believe me, of a palinode, and if you are wise you will
sing one as soon as possible.

Marsilio Ficino did sing a palinode. His answer was already
a recantation:

Because of that excessive timidity, which you occasionally charge me
with, I complain of my melancholy temperament, for to me it seems a very
bitter thing, and one that I can only ease and sweeten a little by much lute-
playing([!]; . . . Saturn methinks gave it me from the beginning, when in my
horoscope he stood in the ascendant in the sign of the Water-Bearer . . .
but where have I landed myself? I can see already that you will once
more, with some justice, oblige me to embark on a new palinode on Saturn.
So what shall T do? I will try to find a way out, and either I will say that
melancholy, if you must have it so, does not come from Saturn; or else, if
it necessarily comes from him, then I will agree with Aristotle, who described
it as a unique and divine gift.5
A few years later there appeared the three books De vita triplici,

on the therapy and symptoms of the Saturnine character st

8 Opera, p. 732: ""Tubes, mi loannes, ut Saturno, de quo superioribus diebus valde quaerebar,
palinodiam canam. Et justissime quidem: nemo enim iubet iustius, quam qui iusta iubens
facit ipse, quae iubet . , .. Palinodia igitur Marsilio tuo fuerit epistola tua, in qua laudes
illas in eum tuas hac conditione libenter accipit, ut partim ardentissimo amori in enm tuo
attribuantur, partim vero Saturni muneribus. Amoris autem, atque Saturni, et denique
omnium laudes omnes referantur in Deum, principium omnium atque finem. [C{. the concluding
passage of the letter quoted above, p. 257, note 47.] - . . quod vero circa. mala nimis
formidolosus sum, quod interdum in me reprehendis, complexionem quandam accuso
melancholiam, rem, ut mihi quidem videtur, amarissimam, nisi frequenti usu citharae nobis
quodam modo delinita dulcesceret, Quam mihi ab initio videtur impressisse Saturnus in
medio ferme Aquario ascendente meo constitutus, et in Aquario eodem recipiens Martem,
et Lunam in Capricorno, atque aspiciens ex quadratura Solem Mercuriumque in Scorpio,
novam coeli plagam occupantes. Huic forte nonnihil ad naturam melancholiam restiterunt
Venus in Libra, Iupiterque in Cancro. Sed quonam temere prolapsus sum? Coges me video
rursus non iniuria palinodiam alteram cantare Saturno! Quid igitur faciam? Equidem
tergiversabor, ac dicam, vel naturam eiusmodi [sc. melancholicam], si vis, ab illo non
proficisci, vel si ab illo proficisci necessarium fuerit, Aristoteli assentiar, hanc ipsam
singulare divinumque donum esse dicenti."

! This correspondence between Ficino and Cavalcanti cannot be dated with absolute
certainty, but as it was printed in Book III of the Epistolae, among many letters dated 1474
and 1476 (only the missive to King Matthias of Hungary at the beginning of the book, which
occupies a position of its own, bears the date 1480), while the remaining letters of 1480 do
not appear until Book VI, and letters after 1480 not until Book VII to XII, it is likely to date
from the mid-seventies. The first book of the De vifa triplici, however, was completed in 1482,
the second and third not till 1489 (cf. W. Kanr, Neue Jahsbiicher fiir das klassische Altertum,
Geschichte und deutsche Literatur und fiir Pddagogik, voL. 1x, 1906, p. 490). Even the chapters
in Book II devoted to the prolongation of life—and therefore, in particular, to dietetics for

T
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In this remarkable work, which embraces all the tendencies
which we have hitherto been able to follow only one by one,
Ficino chooses the second of the two ways open to him. Melancholy
comes from Saturn, but is in fact a “unique and divine gift”, even
as Saturn is now not only the mightiest star, but also the noblest.®
As far as we know, Ficino was the first writer to identify W}-‘lat
‘Aristotle’ had called the melancholy of intellectually outstand{ng
men with Plato’s “divine frenzy”.% It was the black bile which

obliges thought to penetrate and explore the centre of its (_)b]erfts, _beca'use
the black bile is itself akin to the centre of the earth}. Likewise it raises
thought to the comprehension of the highest, because it corresponds to the
highest of the planets.

Hence also those thinkers who indulge in the deepest speculation
and contemplation suffer most from melancholy.? "‘I?lanﬁtarum
altissimus”, Saturn “‘investigantem evehit ad altissima”, and
produces those outstanding philosophers whose mir}ds are so ‘far
withdrawn from outward stimuli, and even from their own bodies,
and so much drawn towards all that is transcendental, that they

old men—fit into the subject of the De vita triplici as a system of dietetics for, and a.lphcnomo‘
nology of, the Saturnine type. For, according to Ficino, old men, becau‘se of their age,.are.
as much under Saturn’s dominion as the “studiosi” because of their dlSpOSihOi‘E‘aﬂd occu panorj :
and even in his macrobiotic statements he is thinking primarily of scholars: _Demderar}t post
haec literati non tantum bene quandoque vivere, sed etiam bene valentes diu vivere

2 Frciwo, De v. tripl., 1m1, 22 (Opera, p. 565): "“Tu vero potestatem Saturni ac nrgéig:\s.
Hunc enim ferunt Arabes omnium potentissimum . . . . Est enim 1pse inter Pla::e‘:a:‘; 0'.'_..-\5
amplissimi caput”. See also the letter to Archbishop Rainald of Fiorence quoted below
P- 271, note 100.

& Ficino, De v. tripl., 1, 5 (Opera, p. 497): ""Hactenus quam ob causam .\Iusaitfm_sa\; ‘-:‘d-a::s
melancholici, vel sint ab initio, vel studio fiant, ratiom?ms primo caeleis‘.la.t..':,. s:;.u::;o
naturalibus, tertio humanis, ostendisse sit satis. Quod quidem confirmat in libro 1“1'::.0 e-
matum Aristoteles. Omnes enim, inquit, viros in quavis !acult:ztt: ?raesu_m.les me!an‘c...o.xcjos
extitisse. Qua in re Platonicum illud, quod in libro de Scientia scrl?:)ltu‘r. Cr.-nnrmill: (1:
ingeniosos videlicet plurimum concitatos furiososque esse solere. _Democntus quogque nu %
inquit, viros ingenio magnos, praeter illos, qui furore quoda.m perciti sunt, esse z;riq}:.a.m ?25; t
Quod quidem Plato noster in Phaedro probare vi‘detuf, .dlcens poeticas fores 'rdstm'a_a q’ s
furore pulsari. Etsi divinum furorem hic forte intelligi vu]tl, tamen neque .u:or elluzmi :{.
apud Physicos, aliis unquam ullis praeterquam melancholicts incitatur.”” See also ti
following note. ‘ ‘

8 Frcivo, De v. tripl., 1, 4 (Opera, p. 407): ""Maxime vero literatorum omr‘nurn..lu at:a. h1tf_,-
premuntur, qui sedulo philosophiae studio dediti.‘ m?r}tem a corpore reousa_t:e—.m::rng?‘r-:l-:
sevocant, incorporeisque coniungunt, tum quia dlﬂ‘lcilms_ admodum O.plj.s rr:a.r).: '11.;‘1—.1’
indiget mentis intentione, tum quia quatenus mentem incorporeae veritat: c-'mu.r__1
eatenus a corpore disiungere compelluntur, Hinc corpus eorum nonnunguam, quasi sem:
animum redditur atque melancholicum. Quod quidem Plato noster 1 T.lm_a.ff .s -
dicens: animum divina saepissime, et intensissime contemplantem, aflme:!‘_!:‘t'if.:l. 1-:-_.': i
adol e, potent evadere, ut corpus suum supra quam natura corporis patiatur
exuperet . . .."
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finally become instruments of things divine.® It is Saturn who
leads the mind to the contemplation of higher and more hidden
matters 5 and he himself, as Ficino says in more than one place,
signifies “‘divine contemplation” %

" But Ficino was too much bound up with the established
doctrines of medicine and astrology, and had suffered too much

* Ficixo, De v. tripl., 1, 6 (Opera, p. 498). See quotation in following note.

s Ficixo, De v. tripi., 1, 9 (Opera, p. 546, misprint for 545): “Unde ad secretiora et
aitiora contemplanda conducit.” Cf. also 111, 24 (Opera, p. 568): "Sed qui ad secretissima
ue curiosius perscrutanda penitus instigatur, sciat se non Mercurialem solum esse, sed
Gium  As 1o this latter statement, we may note that Mercury himself—as the "Epuys
Vet identited with the Egvptian Thot and the Babylonian god of scribes, Nebu—had
first ciatm to the patronage of intellectual professions; VETTIUS VALENS (Anthologiarum libri,
ed W, Kroll, Berlin 1008, 11, 16, p. 74) places geometry as well as philosophy under his care.

Neither did Icino wish to go against the principle that the common nature of all men gifted
for the sciences was Mercurial. “Quoniam vero de literarum studiosis loquor, recordari
unumquemqgue volo literarum amore captum inprimis se esse Mercurialem . . . . Atque

hace communis his omnibus est conditio.” But, within this general assumption, the various
types of "'viri literati" can be differentiated; thus the pleasant and witty, or dignified and
amiable, orator should acknowledge, beside Mercury, Apollo and Venus as his patrons; a
man engaged in law or “naturalis communisque philosophia™ should acknowledge Jupiter
beside Mercury; while—and this is the important point—the thinker rising to the greatest
heights and plumbing the greatest depths “sciat se non Mercurialem solum esse, sed
Saturnium.” Ficino's interest and sympathy, however, is really limited to this Saturnine
type of scholar, and moreover he recognises a particularly close relationship between Saturn
and Mercury, since the latter too, thanks to his dry nature, corresponds to the black bile
{cf. Fremvo, De v. tripl., 1, 4 and 1, 6 (Opera, pp. 496 and 498); also CLEMENTIUS CLEMENTINUS,
Lucubrationes, Basle 1535, p. 15: **Splenque bilem gignit, moestis Mercurius atram"). Mercury
too, like Saturn, signified philosophy (letter to Bindacius Recasolanus, Opera, p. 943) and,
according to Plato, resembled Saturn more than any other planet in light and colouring
(lettar to Filippo Carducci, Opera, pp. 948-949; ci. also the letters to Bernardo Bembo, Opera,
p. 798, and to Niccold Valori, Opera, p. 052). Thus in the end the Mercurial character gives
way completely to the Saturnine in the general picture of the “ingeniosus”, and the notion
of Mercury is, as it were, absorbed by the notion of Saturn; cf. for instance the characteristic
passage in Ficivo, De v. tripl., 1, 6 (Opera, p. 498), which first mentions Saturn and Mercury
together, but then refers to Saturn alone: “Congruit insuper [sc. atra bilis] cum Mercurio
atque Saturno, quorum alter omnium planetarum altissimus, investigantem evehit ad
altissima. Hinc philosophi Bingnlares evadunt, praesertim cum animus sic ab externis
motibus, atque corpore proprio sevocatus, et quam proximus divinis, divinorum instrumentum
efficiatur. Unde divinis influxibus, oraculisque ex alto repletus nova quaedam inusitataque
semper excogitat et futura praedicit.”

57 See the letter to the scholar, Jacopo Antiquario (Opera, p. 860): "Sane Platonici, cum
animam in tres praccipue distinguant vires, intelligendi videlicet et irascendi atque concupi-
scendi, primam partiuntur in duas, scilicet in mentem, vel contemplationi vel actioni praecipue
deditam. Mentem quidem contemplatricem nomine Saturni significant, mentem vero
actionibus occupatam nominant Iovem," etc. Cf. also Ficiwo, De v. tripl., 11, 22 (Opera,
p- 565), “qui ad divinam contemplationem ab ipso Saturno significatam . . . se conferunt.”
His sources were of course the Neoplatonists, Plotinus, Macrobius, and, above all, Proclus,
whose remarkable influence on the views of Italian humanism is becoming ever more apparent.
The general acceptance of this view among Florentine humanists can be seen, for instance,
from Cristororo Lanpino's C ldulensium disputati libri quatt (Strasbourg edn.
1508, fol. K ii") or Pico pDELLA MIRANDOLA, Opere di Girol, Benivieni . . . col C 1
dello 1il. S. Conte Gio. Pico Mirandolano, Venice 1522, 1, ch. 7—both referring to the journey-
ings of the soul in the manner of Macrobius and Proclus.
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from his own experience of the bitterness of melancholy and the
malevolence of Saturn,’® to rest content with these praises. The
remarks just quoted come from the very books De vita triplici
in which the extremity of the melancholy humour, and the
dangerous bipolarity of Saturn,® are so clearly delineated; and
the express purpose of his undertaking was to show the Saturnine
man some possibility of escaping the baneful influence of his
temperament (and its celestial patron), and of enjoying its
benefits.® Ficino is convinced that not only are children of
Saturn qualified for intellectual work but that, vice versa,
intellectual work reacts on men and places them under the
dominion of Saturn, creating a sort of selective affinity®® between
them:

Always remember that already by the inclinations and desires of our
mind and by the mere capacity of our “spiritus” we can come easily and
rapidly under the influence of those stars which denote these inclinations,
desires and capacities; hence, by withdrawal from earthly things, by leisure,
solitude, constancy, esoteric theology and philosophy, by superstition,
magic, agriculture, and grief, we come under the influence of Saturn.s?

Thus all “studiosi” are predestined to melancholy and subject
to Saturn; if not by their horoscope, then by their activity.
Obviously, it is only “melancholia naturalis” which can be a

* Beside the correspondence with Cavalcanti, quoted above, and several passages from
the De vifa friplici (esp. 11, 22), cf. esp. the letter to the Archbishop Rainald of Florence
(quoted below. p. 271, note 100); the letter to Bernardo Bembo (Opera, p. 771) alluding to the
“tarditas” of Saturn; the letter to Cardinal Raffael Riario (Opera, p. 80z: “'saevitia Martis
atque Saturni”); and, above all, the letter to the Cardinal of Aragon (Opera, p. 819): “Duo
potissimum inter planetas hominibus assidue pericula machinantur, Mars videlicet et Saturnus.”

* See above, PP- 33 and 158 sq. (text).

_" From this alone it is clear that GIEHLOW (1903, p. 36) is not altogether right in interpreting
Ficino's main aim as being to harmonise the melancholic’s good qualities, as seen by himself
and Aristotle, with "“the constantly baneful nature of Saturn”; for we have seen how the
Neoplatonic notion of Saturn had already won general recognition among Italian humanists.

® Thi$ notion of elective affinities with the planets, founded on the doctrine of the
“concinnity” of certain activities and certain stars, was elsewhere expressed by Ficino in
almost exactly the same terms; of. Frcivo, De v. tripl., 11, 22 (Opera, p. 566): “Expositos,
inquam {sc. the souls of men to the influence of heavenly bodies], non tam naturali quodam
pacto, quam electione arbitrii liberi, vel affectu.,”” This doctrine for which thinkers like
Matteo Palmieri (cf. above, text pp. 251 8qq.) had prepared the way, helped the Renaissance
thinkers to bring into harmony astrology and Christian-Neoplatonic ethics. See also Freno
De v. tripl;, 11, 12 (Opera, p. 548), where ** Albertus Magnus in Speculo” is called as main witnu;
for the possibility of such a harmonisation.

“ This remarkable sentence, which is followed by corresponding statements about the
other planets, and which recapitulates in its disparate list the whole confusion of the Saturn
complex found in late classical and Arabic writers, comes from Ficivo, De v, tripl., 111, 2
(Opera, p. 534).
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danger for the intellectual worker, for ‘“melancholia adusta”
can produce only the four well-known forms of weak-wittedness
or insanity®®; but even the former, owing to its instability, is
dangerous enough, and Ficino’s aim was directed to the practical
need of saving the melancholic “literati” from its dangers. De
studiosorum sanitate tuenda, sive eorum, qui literis operam navant,
bona valetudine conservanda: so runs the title of the first of the
three books De wita triplici. But in the course of development,
his work—as so often happens with imaginative writers—goes
far beyond its original purpose and intention.® It is in itself a
remarkable occurrence, and strikingly typical of the spirit of
humanism, that, instead of the usual treatises on healthy food
and a happy old age, a special work should be written on the
health and expectation of life of “viri literati”. But what became
of this collection of rules of health “for the use of scholars” in
Ficino’s hands was even more remarkable. In the general introduc-
tion to the De vita triplici, Ficino, son of a well-known physician,
and son by spiritual affinity of the elder Cosimo de’ Medici (which
provided an occasion for constant puns on ‘“Medici” and
“medicus’’) relates how, thanks to his “two fathers”, he was
consecrated to the two gods of his existence, to Galen, physician
of the body, through his real father, and to Plato, physician of
the soul, through his spiritual father. He endeavoured to pay
homage to the latter by his commentary on Plato and the eight
books of De immortalitate animarum, and to the former, by the
work now under consideration. But in truth even the'De vita
triplici burnt incense at both altars. It expanded and deepened
into something which might be ranked with the Theologia Platonica
as a Medicina Platonica, or else, in the words of a somewhat
later author, as a “speculum medicinale platonicum”.% The state-
ments of medical and scientific authorities were constantly com-
pared and measured against the sacrosanct doctrines of Plato and
the Platonists—from Hippocrates, Aristotle, and Galen, down to

% Even the chapter-heading of FiciNo, De v. tripl, 1, 4, is significant enough: "'Quot sint
causae, quibus literati melancholici sint, vel fiant."”

# As mentioned above, p. 258, note 51, there is a lapss of some seven years between the more
ar less practical dietetics of Book I and the more and more metaphysical and cosmological
viewpoint of the succeeding volumes.

® Thus SYMPHORIANUS CHAMPERIUS, in the title of his Symphonia Platonis cum Aristotele,
et Galeni cum Hippocrale; cf. WiLLiam OsreRr, Thomas Linacre, Cambridge 1908, p. 23. The
amusing woodcut on the title-page (Osler, op. cit., plate III) shows the four great men
playing a string quartet.
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Constantinus Africanus, Avicenna, Pietro d’Abano, and the
remarkable Arnaldus de Villanova, who somewhat resembled
Ficino in his. many-sidedness, and whose work De conservanda
iuventute was to some extent the pre-humanist forerunner of th.e
De vita triplici.® Furthermore, the whole of the third 'hook' is
based, as the author himself admits, on the Liber de favore coelitus
hauriendo of Plotinus.$” But, above all, the whole underfcalnng
turned into nothing less than an heroic attempt to reconcile .the
whole of school medicine, including astrological and purely magical
remedies, with Neoplatonism; and, indeed, not only with Ngo-
platonic cosmology, but—what was considerably hgrder—mth
Neoplatonic ethics, which fundamentally denied belief in astrology
and magic. This reconciliation was to be no mere putwa}rd
harmonisation. Rather it was to be an organic synthesis which
should not deny the barrier betiween the realms of ireedorfl and
necessity, but should establish it at a significant point. This was
made possible by the principle of the series,® which Ficino appears
to have discovered mainly from a fragment of Proclus known until
recently only by his translation.®® ‘ .
In accordance with the Platonic and Neoplatonic doc_trmc.
Ficino conceives the cosmos as a completely unified _orgamsm,"“
and defends himself hotly against those who see life in the most

& For ARNALDUS DE VILLANOVA (1234-1311), who, “'standing outfide the nni\'er?:ly glmlld,
prepared the way by his medical and chemical labours for a ‘renalssarj::e of 1'nm'i.'cu-n-t : e
was also a prophet, politician, social critic, diplomat, theologian and ) clericus ]:“;Ta u( )
cf. 1. BURDACH, Briefw. des Cola di Rienzo (Vom Milttelalter sur Reformation, 11. 1‘1. er‘ in 1 ;f;,
p. 146, with substantial bibliography. His De conservanda iuventile, a WOTK :: _funuamei a'
importance for Ficino, derives, according to E. WiTHINGTON {Roger Bazen Commemoralits
Essavs, ed. A. G. Little, Oxford 1914, P. 353), from Roger Bacon.

#7 Cf. the prooemium to Book III. The strange Latin title quoted h?re E;y»!-'i-:ujr:- rrf.i-. ..-D
Enneads, 1v, 4 (Tlept duyis dmopi@v B, 30-45) and Eﬂﬁ:c:ld's.. i, 3 (et -':u : nou.n'vc;— m;.f.x;‘
The difference between Ficino and Plotinus, however, lies in the facl'. that .h: at; iAc \t
this theory only hypothetically. (Even if all that were so—i.€. even :If. as the Stoics c‘-: leﬂ;‘;
all earthly things were determined by cosmic influence—man ufoulc! st |!l be free to turn to o
*Ev). In fact Plotinus, whom Ficino uses to reconcile free will .wnh iatromathematics, ;l :
even, in a certain sense, astrology, was quoted by the most convinced opponents of astrology
as the ancient philosopher who “illius vanitatem fa]aitaterm.;ue deprehendens tandem, ;a.n:
merito irrisit” (HIERONYMUS SAVONAROLA, Adversus divinatricem astronomiam, 11, 1, p. 50 1

the Florentine edn. of 1581).

# See above, pp. 151 sqq. (text). )

© D¢ sacrificio et magia; Ficino's translation edited by IW, I'(..l:oll, Ar‘mfrcra graeca, Wissen-
schaitliche Beilage zum Vorlesungsverzeichnis der Unfversztat Grerf_swaid. Ea{st;arg 1{ 92::
pp. 6 sqq.; the Greek original was discovered and pubhsh_ed by J. B!de.z_ in .a‘ adoj::‘. ‘.
manuscrils grecs, VOL. VI, Michel Psellus (Brussels 1028), with an Appendix entitle oclus
sur V'art hiératique, Tlepl s xar” "EMqvas leparucis 76075, PP- 148 sqq.

» Fremno, De v. tripl., 111, 2 (Opera, p. 534): cf. Prato, Timaeus, 3job.
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despised creature and lowest plant but refuse to recognise it in
the sky and in the cosmos, this “living being”.™ Hence, again
still in accordance with ‘Platonism’, he sees the earthly and heavenly
worlds linked by a constant interchange of forces, going far beyond
mere correspondences, emanating, through the “rays” or “in-
fluences”, from the stars™:

Heaven, the bridegroom of Earth, does not touch her, as is commonly
thought, nor does he embrace her; he regards [or illuminates?] her by the
mere ravs of his stars, which are, as it were, his eyes; and in regarding her he
fructifies her and so begets life.”

Thus all living things and beings in the world are in a peculiar
way saturated with the “‘qualities” of the stars, in which the life
force of the universe is concentrated in the same way as that of
a man is concentrated in his eyes™; nutmeg contains the quality
of the sun's rays, peppermint the combined qualities of the sun
and of Jupiter.” Yet not only inorganic and unconscious things,
whose properties are conditioned by the fact that they more or
less passively (though for that reason more directly) partake in
the “common life of all”, but also beings that are alive in the
higher sense are connected with the stars, and determined by the
universal forces concentrated and differentiated in them. In the
latter case, however, the influence of the general cosmic forces
has to deal with an individual consciousness, and in man, owing
to the special structure of his physical and psychological con-
stitution, an exactly definable limit is set to the scope of the
determining power.

As represented by-—among others—Nicholas of Cusa and Pico
della Mirandola,”® the anthropological theory held during the
Renaissance was that the two basic components of man’s nature,
“corpus” and ‘“‘anima’”, were connected by a third element
described as the “medium”, the “vinculum”, or the “copula’

™ Apologia (Opera, p. 573).

7 This doctrine is developed in Book III of the De vila triplici.

7 Apologia (Opera, p. 574).

" Ficino, De v. tripl., 111, 11 (Opera, p. 544).

™ Ficino, De v. tripl.,, 11, 13 (Opera, p. 519). The idea that earthly things were to some
extent reservoirs for stellar forces and could therefore be used—even in the form of amulets—
as instruments of entirely permissible “'natural” magic, is already found in Rocer Bacon
(Opis Matus, ed. ]J. H. Bridges, Oxford 1897, voL. 1, pp. 395 5qq., quoted by WEDEL, M. A. A.,
pPP. 72 5qq.), whose ideas in this respect come astonishingly close to Ficino's.

6 Cf. Pico DELLA MIraNDOLA, Heplaplus, 1v, 1 (Opera, Basle 1572, p. 30). With this,
cf. also A. Stbcky, Geschichte der Philosophie des Mittelalters, voL. 111, Mainz 1866, pp. 71, 176.
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between the other two. This was the “spiritus”, which was
regarded as a highly subtle fluid generated by, or even contained
in, the blood, but working only in the brain.”” Ficino also
naturally believed in the “spiritus”, which, in accordance with
its position between ‘“physis” and “psyche”, could influence
either part; and since the division of human nature into body,
soul and “‘spiritus humanus” corresponded to a similar division
of the universe into universal matter, universal mind and “spiritus
mundanus”, he imagined the influence of the stars upon men
to be of the following kind.

The stars send out rays which confer astral qualities on the
“‘spiritus mundanus” which then passes them on to its counterpart,
namely the “spiritus humanus”; the latter, thanks to its central
position, can pass them on to both body and soul. These now in
their turn—according to the principle of structural “concinnitas’’
which was the central tenet not only of primitive magic but also of
any cosmology based on something other than mechanical causality
—were determined by astral qualities. For body and soul either
“corresponded” to them from the beginning or else had attuned
themselves by special measures. The soul, however—and this is
the important consideration—was not quite subordinate to these
influences. According to the doctrine held by Ficino, the soul
possessed three distinct faculties forming a hierarchically ordered
whole: the “imaginatio” or imagination, “ratio” or discursive
reason, and "‘mens” or intuitive reason.’® Only man’s lower

" Ficivo, De v, tripl., 1m, 11 (Opera, p. 544: a characteristic sentence is quoted below,
P. 269, note 94). Cf. also the whole of ch. III, 22 (Opera, pp. 565 sqq.). For the “spiritus
humfmus” cf. 1, 2 (Opera, p. 406): “Instrumentum eiusmodi spiritus ipse est, qui apud
medicos vapor quidam sanguinis, purus, subtilis, calidus, et lucidus definitur. Atque ab ipso
cordis calore, ex subtiliori sanguine procreatus volat ad cerebrum, ibique animus ipso ad
sensus tam interiores, quam exteriores exercendos assidue utitur. Quamobrem sanguis
spiritui servit, spiritus sensibus, sensus denique rationi."”

™ This tripartite division, born of a fusion of Platonic and Stoic doctrines, is distinguished
f‘l:om _the more or less topographical division of the mental faculties within the brain,
‘imaginatio”, “ratio” and “memoria” (see above, text PP. 91 $qq.), mainly by the fact that
“‘mens” appears in place of “memoria”, which resultsina rising scale of values in the faculties
;su aluo‘.lbelow, text pp. 350 5qq.). The earliest and most important instance seems to occur
in BoETHIUS, De consolatione Philosophiae,v, 4 (M1GNE, P. L., vor. Lx111, col. 849), who includes
however, the “'sensus” standing below the “imaginatio” (between the latter and the purel};
material body a “spiritus” was later assumed), and calls the highest faculty not “mens”
but “intelligentia”: “Ipsum quoque hominem aliter sensus, aliter imaginatio, aliter ratio,
_ah'tet: in‘teiligentia contuetur. Sensus enim figuram in subiecta materia constitutarn:
imaginatio vero solam sine materia iudicat figuram. Ratio vero hane quoque transcendit
speciemque ipsam, quae singularibus inest, universali consideratione perpendit. Intelli-
g_ent:,?e vero celsior oculus existit. Supergressa namque universitatis ambitum, ipsam illam
simplicem formam pura mentis acie contuetur.” After PsEUDO-AuGUSTINUS, De spiritu
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faculties were to a certain extent subject to the influence of the
astral qualities; the faculties of the soul, especially the “mens”
were essentially free. ,

Out of this construction, magnificent of its kind, Ficino evolved
a system in which the whole method of traditional therapy could
be included—all metheds of treatment from sober dietetic
prescriptions to the superstitious practices of astral medicine or
“latromathematics” (which had already begun to play a role in
the writings of Pietro d’Abano, Arnaldus de Villanova and,
especially, in those of Ficino’s elder contemporary, Antonio
Guainerio).” They all were now endowed with a single cosmo-
logical significance, and hence with metaphysical justification.
It was a system which found room not only for the spells and
amulets of late Hellenistic and Arabic conjuring books, but also
for free will and freedom of thought; hence it fulfilled the ethical
and philosophic needs of the “Philosophus Platonicus et Theologus”
just as .well as those of the hypersensitive, the introspective or the
superstitious.

Corresponding to the three kinds of cause which predisposed
the highly gifted to melancholy,® the remedies against the disease
which Ficino put forward are of three categories. First dietetics,
mainly based on the well-tested prescriptions of Arabian and

et anima (MiGNE, P, L., voL. xL, col. 782), “intelligentia” was frequently split into “intelli-
gence” in the narrower sense, and “intellect”; cf. Isaac pE SterLa (d. 1169), Epistula de
anima (MiGNE, P. L., voL. cxciv, cols. 1180 sqq.); Araxus as Insvris (d. Y1202), Contra
haereticos, 1, 28 (MiGNE, P, L., voL, ccx, col, 330); ALaxus AB InsuLs, Distinctiones dictionum
theologicalium (MIGNE, P. L., voL. ccx, cols. 9228, 819D; DOMINICUS GUNDISSALINUS (c.
1150), De processione mundi (ed. G. Biilow, C. Baeumkers Beitrdge sur Geschichte dev Philosophie
des Mittelalteys, voL. XX1V, 3, 1025, P. 259).

" Cf, K. Supno¥r, latromathematiker, vornehmlich im 15. wnd 16. Jahrhundert (Abhand-
lungen zur Geschichte der Medizin, voL. 11), Breslau rgoz, loc, cit.

% Ficino, De v. tripl., 1, 4 (Opera, p. 496): “Ut autem literati sint melancholici, tres
potissimum causarum species faciunt, prima coelestis, secunda naturalis, tertia est
humana . ..."”" The celestial cause lies in the influence of the cold and dry planet Mercury,
and, especially, of Saturn. The natural cause lies in the fact that the searching mind con-
centrates, as it were, inwards (“tanquam a circumferentia quadam ad centrum sese recipere,
atque, dum speculatur, in ipso . . . hominis centro stabilissime permanere”), and is therefore
analogous to earth (“ad centrum vero a circamferentia se colligere, figique in centro, maxime
terrae ipsius est proprium’’), which in its turn is related to the black bile; while the black
bile, again, “mundi centro similis, ad centrum rerum singularum cogit investigandum,
evehitque ad altissima quaeque comprehendenda, quandoquidem cum Saturno maxime
congruit altissimo planetarum. Contemplatio quoque ipsa vicissim assidua quadam
collectione, et quasi compressione naturam atrae bili persimilem contrahit.” Finally, the
human cause lies in the purely physiological consequences of the life led by the scholar—
drying up of the brain, thickening of the blood. poor digestion, etc.
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Salernitan physicians; they were: avoidance of all intemperance,®
reasonable division of the day,® suitable dwelling-place®® and
nourishment,® walking,® proper digestion,® massage of head
and body,® and, above all, music.®® Next, medicaments,
principally prepared from plants of all kinds, to which may be
added fragrant inhalations.®® Finally, the astral magic of talis-
mans, which evoked the influence of the stars and ensured their
most concentrated effect.?

The system just described was to be nothing short of epoch-
making for medical and scientific thought, especially in the north;
without it, for instance, the thought of Paracelsus could never
have emerged.® But in it, the threefold division into dietetic,

81 Frcino, De v. tripl., 1, 3 (Opera, p. 406) and, in greater detail, 1, 7 {Opera, p. 499 5q.).
The way to truth and wisdom is “terra marique’ beset with peril: “‘mari,” the two mucilaginous
humours, ““phlegma sive pituita” and "noxia melancholia” lurk like Scylla and Charybdis;
“terra,” there lower, like three monsters, Venus, Bacchus and Ceres, and finally "'dusky
Hecate”. In less allegorical terms, the intellectual worker must avoid the pleasures of love,
excess in eating and drinking, and sleeping until late in the morning. It is remarkable that
with regard to " Venerei coitus™ the Platonist Ficino departs from the views of the clinicians—
to which, in this respect, even Hildegard of Bingen subscribed—and associates himself with
the ascetic advice given by authors of a monastic and theological tendency {see above, text
p. 77 and passim).

# Frcino, De v. tripl, 1, 7 (Opera, p. 500) and 1, 8 (Opera, p. 501}, The day is meant for
work, the night for repose; evening or nocturnal work is harmful and unproductive. There-
fore the scholar should begin his work of meditation at sunrise, if possible—but not immedi-
ately on rising: the first half-hour belongs to “expurgatio’'—and continue, with intervals,
until noon. ‘The remaining hours of the day are ‘“‘veteribus alienisque legendis potius, quam
novis propiisque excogitandis accommodatae.” He should, however, relax once an hour.

& Frcino, De v. tripl., 1, 9 (Opera, p. 501): “"Habitatio alta a gravi nubiloque aere remotis-
sima, tum ignis tum calidi odoris usu humiditas expellenda.”

8¢ Frcino, De v, tripl., 1, 10 and 11 (Opera, pp. 501 sqq.). Here, Ficino's agreement with
school medicine appears particularly clearly; he brought little of s own to the usual
prescriptions for eating and drinking (cf. also Ficixo, De v, tripl, 11, 6 and 7 Opera, o 513
$qq-)-

s Frcixo, De v. tripl., ur, 11 (Opera, p. 544)-

% Cf. esp. Ficivo, De v. tripl., 1, 7 (Opera. p. 500} and 1, 22 (Opera, p. 507, with the special
recommendation of oily clysters.

87 Fremwo, De v. tripl., 1, 8 (Opera, p. 501): "Sed antequam e lecto surgas, perfrica parumper
suaviterque palmis corpus totum primo, deinde caput unguibus''; and “'Deinde remittes
parumper mentis intentionem, atque interim eburneo pectine diligenter et moderate pectes
caput a fronte cervicem versus quadragies pectine ducto. Tum cervicem panno asperion

perfrica . . .."”
& For quotations, see above, p. 85 and below, p. 268 (text) and note o3.
® Frcivo, De v. tripl., 1, o (Opera, p. 502) to1, 25; also 11, 8 (Opera, p. 5161 to 11, 19
% Book 111 (Opera, pp. 531 sqq.) is devoted to their use and application.

91 FrIEDRICH GUNDOLF's fine book on Paracelsus (Berlin 1927, pp. 79 sqq.) does not pay
)m

enough attention to this background. If Paracelsus "was serious in endvaveunng to fath

this presupposed co-operation between the All and Man," and “strove Ly means of
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pharmaceutic and iatromathematical methods—a division, inci-
dentally, which differed from the threefold classical partition of
medicine only in one respect, the substitution of iatromathematics
for surgery®*—was resolved in a higher unity. In the last resort,
Ficino considered that the efficacy even of those remedies which
were regarded as purely medical was based on the very same
cosmic relationship as that which caused the power of amulets
or spells. For him there was no clearly-defined line between
what people commonly thought they could distinguish as ‘‘natural”
and "magic” arts. The effects emanating from earthly things,
the healing power of drugs, the varied influences of the scents
of plants, the psychological effect of colours, and even the power
of music—all these are not in reality to be ascribed to the things
themselves, but come merely from the fact that the employment
of certain materials, or the practice of certain activities, “‘exposes”
us (to use Ficino’s words) to those stars with whose qualities the
material in question is saturated, or to whose nature the relevant

activity is adjusted.

Quoniam vero coelum est harmonica ratione compositum moveturque
harmonice, . . . merito per harmoniam solam non solum homines, sed
inferiora haec omnia pro viribus ad capienda coelestia praeparantur.
Harmoniam vero capacem superiorum per septem rerum gradus in
superioribus distribuimus. Per imagines videlicet (ut putant) harmonice
constitutas. Per medicinas sua quadam consonantia temperatas. Per
vapores odoresque, simili concinnitate confectos. Per cantus musicos, atque
sonos.  Ad quorum ordinem vimque referri gestus corporis, saltusque, et
tripudia volumus, per imaginationis conceptus, motusque concinnos, per
congruas rationis discursiones, per tranquillas mentis contemplationes.*

Thus, when physicians heal, they are really practising magic,
for by means of the remedies they use they are exposing the body

and collation to apply the whole breadth of heavenly and earthly forces to the purposes of
medicine”, this macrocosmic (as Gundolf would say) view of medicine was by no means
reactionary or a reversion to the Middle Ages, but, on the contrary, a Renaissance phenomenon
—a reversion to Plato, Plotinus and Proclus as against Galen, the Arabs and the medieval
phvsicians, and it was Ficino’s Medicina Plafonica alone which made such a reversion possible
for the northerner—transmitted to him as it was, in the main, by Agrippa of Nettesheim
(see below, text pp. 351 sqq.).

** According to Celsus, medicine includes dietetics, pharmaceutics, and surgery,; cf. H.
S1GER1sT, Antike Heilkunde, Munich 1927, p. 31.

 Ficino, De v. tripl., 111, 22 (Opera, p. 564). With regard to music we may also mention
chapter 111, 2 (Opera, p. 534); although music in general belongs to Venus, this should strictly
speaking only be the case with joyous music; serious music belongs to the Sun and to Jupiter,
and neutral (significantly enough) to Mercury ; cf. also Ficivo, De v. #ripl., 111, 11.  The general
law accounting for the healing effect of music on the human organism—which, of course, is
also a cosmic law—is explained in a letter to Antonio Canigiani (Opera, pp. 650 sqq.).
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and soul of the patient to the corresponding occult astral forces.
According to Ficino the real point of a walk in the fresh air, which
Constantinus Africanus considered a purely dietetic measure, and
which to-day we generally regard as essentially an aesthetic
experience, lies in the fact that ““the rays of the sun and of the
stars reach us from all parts in free and unhindered fashion, and
fill our soul with the ‘spiritus mundanus’ which flows more
copiously from these rays.”* And when, in order to obtain a
talisman for a long life, magicians choose the hour of Saturn to
engrave a picture of an old man with covered head upon a
sapphire,® they are after all only employing “natural” arts—that
is to say, they are only availing themselves of general cosmic
laws in order to effect appropriate results, in much the same way
as a peasant changes milk into butter by the deliberate use of
mechanical force.®® From this point of view, Ficino is fully
justified in clearly distinguishing between the “‘natural magic”
of those who ‘“suitably submit natural substances to natural
causes”’, and the “unholy magic” of the godless conjurers of
demons, and in describing the former as no less harmless and
legitimate than medicine or agriculture. ‘‘Natural magic” was a
“link between astrology and medicine”.%7

™ Ficivo, De v. tripl., 11, 11 (Opera, p. 544): “Inter haec diutissime diurno tempore sub
divo versaberis, quatenus tuto vel commode fieri potest [!], in regionibus altis et serenis atque
temperatis. Sic enim Solis stellarumque radii expeditius puriusque undique te contingunt,
spiritumque tuum complent mundi spiritu per radios uberius emicante.” The corresponding
prescription in CONSTANTINUS AFRICANUS (Upera, Basle 1536, p. 295) is: ""Melancholici
assuescant ad pedum exercitia aliquantulum, apparente aurora, per loca spatiosa, ac plana,

arenosa, et saporosa!™

* Ficino, De v. tripl,, 11, 18 (Opera, pp. 556 sqq.): ‘Saturni veteres imaginem ad vitae
longitudinem faciebant in lapide Feyrizech, id est Saphyro, hora Saturni, ipso ascendente
atque feliciter constituto. Forma erat: homo senex in altiore cathedra sedens, vel dracone,
caput tactus panno quodam lineo fusco, manus supra caput erigens, falcem manu tenens aut
pisces, fusca indutus veste." This description is derived from the circle of Picatrix.

* Cf. H. Rirrer, “Picatrix, ein arabisches Handbuch hellenistischer Magie”, in Vorfrige
der Bibliothek Warburg, voL. 1 (1921-22), passim.

¥ Apdlogia (Opera, p. 573): "Denique duo sunt magiae genera. Unum quidem eorum,
qui certo quodam cultu daemonas sibi conciliant, quorum opera freti fabricant saepe portenta.
Hoc autem penitus explosum est, quando princeps huius mundi eiectus est foras. Alterum
vero eorum qui naturales materias opportune causis subiiciunt naturalibus, mira quadam
ratione formandas.” Of the latter, too, there are two sorts, “‘magia curiosa,” which applies
these natural magic powers only to unnecessary, or even harmful, ends, and ‘‘magia
necessaria,” with the aid of which cures are brought about, “cum Astrologia copulans
Medicinam." Further: “Quae sane facultas tam concedenda videtur ingeniis legitime
utentibus, quam medicina et agricultura iure conceditur, tantoque etiam magis, quanto
perfectior est industria terrenis coelestia copulans.” Only with regard to figurate talismans
(“imagines"), Ficino is obviously not certain whether these do not belong to the realm of
demonology; he never fails to qualify his statements concerning them by an “ut putant,”
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Such was the view contained in Ficino's system, and while it
facilitated the recognition of astrological medicine—and in fact
attributed an astrological and magical significance to all thera-
peutic measures—at the same time, it strictly denied astrology
the power of determining man’s thoughts and actions. Astrological
prognostications were regarded as valuable only in so far as the
recognition of the constellation at birth, or of the ‘““daemon
geniturae”, showed the way to iatromathematical treatment of
each individual case.®®* Man as an active and thinking being was
fundamentally free, and could even, thanks to this freedom,
harness the forces of the stars by consciously and willingly
exposing himself to the influence of a certain star; he could
call such an influence down upon himself not only by employing
the manifold outward means, but also (more effectually) by a
sort of psychological autotherapy, a deliberate ordering of his
own reason and imagination:

Imaginationis conceptus motusque concinnos, congruas rationis dis-
cursiones, tranquillas mentis contemplationes.®®

Thus Ficino’s system—and this was perhaps its greatest, achieve-
ment—contrived to give Saturn’s ‘“immanent contradiction”

“ut opinantur”, or “‘veteres faciebant"” (cf. e.g. the passage quoted above, note g¢5), and
formally safeguards himself several times against the views put forward being considered
his own discoveries, or even his own serious opinion. Thus, too, in the Apologia, loc. cit.:
**. . . curiosis ingeniis respondeto, magiam vel imagines non probari quidem a Marsilio, sed
narrari’; and again in the introduction to Book III: “Denique si non probas imagines
astronomicas, alioguin pro valetudine mortalium adinventas, quas et ego non tam probo,
quam narro, has utique me concedente ac etiam si vis consulente dimittito” (Opera, p. 530).
Despite these reservations which clearly do not come entirely from the heart (and which,
as Dr Weil kindly points out, are lacking in the Florence, Biblioteca Laurenziana, Cod. plut.
LXX111, 139, being, for obvious reasons, only added in print), Ficino himself made considerable
use of figurate amulets,

# Ficivo, De v. tripl., ui, 23 (Opera, p. 567): "'Nos autem optare praeteﬁta'supervacnnm
arbitrati, monemus easdem plagas, quas illi pro daemonibus fortunisque optabant, observari
pro Planetis et stellis ad opus efficiendum accomodandis . . . ."

# Cf. the passage quoted p. 268, Ficino, De v. tripl., 111, 22. 1t is understandable that those
who attempted to defend astrology in the traditional or “plebeian” (as the Florentine
Platonists scornfully said) sense found the Platonist attitude exceedingly vulnerable. These
defenders, naturally ignoring the subtleties of Ficino's doctrine of freedom, could even, with
some show of justification, maintain that, in fact, the Florentines rated the influence of the
stars higher than did the real astrologers, ‘‘quia contendunt omnia in coelo fieri, nedum ad corpus
sed ad animam pertinentia.” The most interesting polemic of this sort, whence the sentence
quoted above is taken, comes from a Milanese, GABrIEL PtrovANUS, De astronmomiae veritate
opus absolutissimum (first edn. 1507, reprinted in Basle, 1554, together with a similar apologia
by Lucius Bellantius). According to him, when the Platonists state that the planets influence
our souls by their emanations, and call Saturn “intelligentiae ducem’ who leads them up to
the “intellectus primus” and finally to ““Ipsum Bonum”, they make the planets the mediators
between man and God, and that is a heresy such as not even the most ardent professional
astrologer would have dared to propagate.

T
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redemptive power: the highly gifted melancholic—who suffered
under Saturn, in so far as the latter tormented the body and the
lower faculties with grief, fear and depression—might save himself
by the very act of turning voluntarily towards that very same
Saturn. The melancholic should, in other words, apply himself
of his own accord to that activity which is the particular domain
of the sublime star of speculation, and which the planet promotes
just as powerfully as it hinders and harms the ordinary functions
of body and soul—that is to say, to creative contemplation,
which takes place in the “mens”, and only there. As enemy
and oppressor of all life in any way subject to the present world,
Saturn generates melancholy; but as the friend and protector of
a higher and purely intellectual existence he can also cure it.
Admittedly, the Saturnine melancholic must take every pre-
caution to counteract the astral danger to his health, and in
particular must invoke the influence of Jupiter, who was always
reckoned as an auspicious planet, and particularly as an aid against
Saturn. (“What Saturn doth wrong”, as a popular motto said,
“Jove righteth ere long’.)!® But in the last resort Ficino con-
siders all these as mere palliatives.!® Ultimately the Saturnine man
can do nothing else—and certainly nothing better—than embrace
his fate, and resign himself heart and soul to the will of his star:
Within the soul (“anima’’) 1ét us assume there are "‘imaginatio”, “ratio”

and “mens”. ‘Imaginatio”, whether by the nature or movement of the
“spiritus’’, or by choice, or both, can be so attuned to Mars or the Sun that

100 Cf. GIEHLOW (1904), Pp- 10 5qq. For the doctrine of Jupiter as “temperator Saturm’”
see above, pp. 140; 181, note 173. Beside the main passage in FrciNo (De ¢ fipl 111 22
Opera, p. 564) we may also mention 111, 12 (Opera, p. 547), and (with an allusion to the
mythological connexion) a letter to Archbishop Rainald of Florence (Opera p 261 "Sed
deinde in mentem rediit, quod’ antiqui sapientes non absque summa ratione de Saturno e
Iove, Marteque et Venere fabulantur. Martem videlicet a Venere, Saturnum ab [ove
ligari. Hoc autem nihil alind significat, quam quod Saturni Martisque malignitatem
benignitas Jovis Venerisque coercet . In guo autem omnem lovis efigiem. vim. dotes
agnoscam, praeter te in praesentia Florentiae invenio neminem.” In this Florentine circle,
belief in the stars was often treated with a certain laughing self-irony, which, however, at
east as far as Ficino was concerned, concealed the seriousness of the attitude, rather than
questioned it. Thus, in an equally elegant, half jesting form we find a reference to ancient
mythology in a letter to Matteo da Forli (Opera, p. 861): "Tradunt poetae Iovem Saturno
patri quondam imperium abstulisse, ego vero arbitror Martem his temporibus quasi Saturn
vindicem sibi lovis regnum usurpavisse, etenim (ut aiunt Astronomi) religios: viri ab love
significantur atque reguntur . ...” Later, cf. ANTOINE Mi1zauLp of Montlugon, Plarneto-
logia, Lyons 1551, pp. 29 sqq., or LeoNE EBREO, Dialoghs d'Amore, Venice 1541, ol ao”
“Ancora Juppiter con Saturno guardandosi con buono aspetto, fa cose diuine, alte et buone
lontane dalla sensualitd; ancora Juppiter fortunato corregge la durezza di Saturno

101 Freino, De v, tripl., 11, 16 (Opera, p. 523) is very instructive, enjoiming caution in
employing anti-Saturnine influences; the greatest contrast exists between Saturn and Venus
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it can become in very truth a vessel for solar and Martial influences. In
the same way, whether through “imaginatio” and the “spiritus”, or through
“deliberatio”’, or both, ‘‘ratio”” by way of a certain imitation can come SO
to resemble Jupiter that, being more dignified and more akin, it receives
more of Jupiter and his gifts than do “imaginatio” or the ‘“‘spiritus” (as,
for the same reason, ‘'imaginatio’” and the “‘spiritus’ receive a greater share
of celestial gifts than any lower things or materials). Finally, the contempla-
tive “mens’, which withdraws itself not only from what we generally
perceive but also from what we generally imagine or express in our human
customs and which in desire, ambition and life tends towards the ideas,
exposes itself in a certain measure to Saturn. To this faculty alone is
Saturn propitious. For just as the sun is hostile to nocturnal animals but
friendly to those which are active in daylight, so is Saturn an enemy of
those men who overtly lead a commonplace life, or who, though they flee
the company of vulgar people, yet do not lay aside their vulgar thoughts.
For he resigned common life to Jupiter, but retained the sequestered and
divine life for himself. Men whose minds are truly withdrawn from the
world are. to some extent, his kin and in him they find a friend. For
Saturn himself is (to speak in Platonic terms) a Jupiter to those souls who
inhabit the sublime spheres, in the same way as Jupiter is a “iuvans pater”
to those who lead an ordinary life. He is most inimical of all, however, to
those whose contemplative life is a mere pretence and no reality. Saturn
will not acknowledge them as his, neither will Jupiter, tamer of Saturn,
support them, because they violate the ordinary customs and morals of
men. . . . Jupiter arms us against Saturn’s influence, which is generally
foreign to, and somehow unsuitable for, mankind: firstly, by his natural
properties; then, undoubtedly, by his nourishment and medicines, and also,
it is believed, by number-talismans; and finally, by the customs, the
occupations, the studies, and all things in general which of their nature
belong to him. DBut those who escape the bancful influence of Saturn, and
enjov his benevolent influence, are not only those who flee to Jupiter but
also those who give themselves over with heart and soul to divine contempla-
tion, which gains distinction from the example of Saturn himself.1*® Instead

but it would be wrong to endeavour to cure a man labouring under Saturn by Venereal means
(or, vice versa, a man too much given over to Venus by Saturnine means): “Hinc rursus
efficitur ut si quem Saturnia, vel contemplatione niminum occupatum, vel cura pressum, levars
interim et aliter consolari velimus, per venereos actus, ludos, iocos [among which, therefore,
according to 111, 2, excessively gay music must also be reckoned], tentantes tanquam per
remedia longe distantia, frustra atque etiam cum iactura conemur, Atque vicissim si quem
venereo vel opere perditum, vel ludo jocoque solutum moderari velimus, per Saturni severitatem
emendare non facile valeamus. Optima vero disciplina est, per quaedam Phoebi Tovisque,
qui inter Saturnum Veneremque sunt medii, studia similiaque remedia homines ad alterutrum
declinantes ad medium revocare."”

12 Frcixo, De v. tripl., 1, 22 (Opera, pp. 564 sqq.). KarL BORINSKI (Die Ratsel Michel-
angelos, Munich 1908, p. 36) mentions a parallel passage in Pico della Mirandola: “Saturno. ..
significativo della natura intellettuale . . . fa li huomini contemplativi; Giove che & I'anima
del mondo . . . da loro principati, governi . . . perché la vita attiva & circa le cose inferiori.”
The subtle thought that Saturn did not harm "*his own" {exemplified, further on, by the long-
lived Indians, who, according to the Arabs, were under Saturn's dominion, became a firm
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of earthly life, from which he is himself cut off, Saturn confers heavenly and
eternal life on you.1%

~ Thus, despite his lingering fear of the sinister ancient demon,'®
Ficino’s work finally culminates in a glorification of Saturn. The
aged god who had given up dominion for wisdom, and life in
Olympus for an existence divided between the highest sphere of
heaven and the innermost depths of the earth, eventually became
the chief patron of the Platonic Academy at Florence. Just as
the “Platonici” made their eponymous hero a child of Saturn, so,
within their own circle, there was a smaller circle of ‘“Saturnines”,
who felt themselves bound not only to one another, but also to
the divine Plato, in a very special relationship—a circle which
called Lorenzo himself its head'® and which included men like
Lorenzo’s physician, Pierleoni® as well as Ficino. Even the

part of Ficino's view of Saturn’s relationship to “intellectual workers" after the great change
which he‘underwaut in the seventies. Beside the passage just quoted, see also the letter to
the Cardinal of Aragon (Opera, p. 819, the opening sentence of which has already been
quoted): “Duo potissimum inter Planetas hominibus assidue pericula machinantur, Mars
videlice"t et Saturnus. Uterque tamen, sicut vos docet experientia, plerunque parci't suis,
Saturniis inquam Saturnus, Mars similiter Martiis, ut plorimum nescit obesse.” Cf., on the
wntx?ry, JorxN oF Sarissury, who says: “Omnibus igitur inimicus, vix suis etiam scolasticis
parcit” (Policraticus, 11, 19, Leyden 1595, p. 76; ed. C. C. 1. Webb, Oxford 1909, 1, 108).

% Fxcm‘o, De v. tripl., 11, 15 (Opera, p. 522): "Saturnus autem pro vita terrena, a qua
separatus ipse te denique separat, coelestem reddit atque sempiternam."

1% The late sixteenth-century *‘Mascherate’” and “Intermezzi” still frequently omitted
Saturn from the series of planets as an unlucky star, or replaced him by a more harmless
ﬁgure_. In the Florentine State Archives, for instance (Carteggio Universale, fa. 80z, c. 463)
Dr Blfig found a petition addressed to the Grand Duke Ferdinand I by a certain Baccio
Bac_:elh. dated 20 December, 1588, in which he suggests a masque of the planets, “lasciando
indietro Sa.tn.mo. che per essere di mala constellatione non conviene in cose allegre’”. In
the fourth {ntermezzo of Guarino's Paslor Fido all the planets lay down their gifts in an urn,
but Saturn is replaced by a less menacing divinity of wisdom, namely Pallas Athena (VitToRrI1O
Rosst, Baftista Guarini ed il Pastor Fido, Turin, 1886, p. 312).

105 Letter to Pico della Mirandola (Opera, p. 888 sq.) ““. .. Sed nonne et magnum aliquid
(ore_ decrevit Platonicorum documentorum copulam ab initio supernus ille Saturnus in natali
utnus;que dominus. Dominus et in figura Platonis, horum itaque copulam Saturnii daemones
praecipue regunt. Sed hanc interea dissolvere passim Martiales daemones machinantur . . . .
Ta.nh.}m denigue copula haec destinata . . . adversarios superabit, quanto Saturnus est Marte
superior . . . huc tendit (ut arbitror) Laurentius inter Saturnios praestantissimus, et me tuetur,
et Picum ad Florentem revocat urbem . .. ."” '

‘ 198 Letter to Pierleoni (Opera, p. 928): “Vide igitur Pierleone mi alter ego, quam similem
in plerisque sortem nacti sumus, disciplinae Medicem [this should clearly read “disciplinam
medicam’’] in coelestibus eundem, ut coniecto, Saturnum, ducem quoque Platonem, Patronum
rursus eundem Laurentium Medicem . . . ." Cf. also Opera, 11, p. 1537 {intmdur:tion to the
commentary on Plotinus): “Divinitus profecto videtur effectum, ut dum Plato -quasi
renascu_etnr, natur Picus heros sub Saturno Aquarium possidente: sub quo et ego similiter
anno prius tngmmo natus fueram, ac perveniens Florentiam, quo die Plato noster est editus
antiquum illud de Plotino herois Cosmi votum mihi prorsus occultum, sed sibi ooelitu;
inspiratumg; idem et mihi mirabiliter inspiraverit.”
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fearless Pico della Mirandola, who often smiled at his good teacher’s
astrological belief in Saturn,®?’ was not displeased when, in
reference to the constellation that presided over his birth, and
with a typically humanistic play upon his name% he heard
himself described as a “‘son of the sublime Saturn’®®; nor was
he displeased when the elegant jest was directed at him that he
devoured “libri” as his divine father did “liberi”, even though
he did not, like the earthly fire, turn them to ashes, but rather,
like the heavenly fire, to light.10 '3

107 Letter from Pico to Ficino (Opera, p. 88g): "'Salve pater Platonicae familize! Jam extra
omnem controversiam, et noxium atque infaustum esse Saturni sydus, et te, mi Ficini, et
si tuo fortasse bono, meo certe malo Saturnium esse natum. Ut enim ille est plurimum
regradarius, sic et tu quoque simili praeditus ingenio iam bis ad me veniens regradarius factus
bis retro retulisti pedem . . .. Sed dic, amabo, quid fuit in causa iteratae retrocessionis?
An tuus Saturnus? An potius saturi nos? Sed guicquid illud fuit, quod te mihi, id est me
mihi abstulit, fac, quaeso, in posterum, ut non seiungat nos, qui nos olim coniunxit [for Pico
is also a child of Saturn], nec te unquam credas ad me saturum accessurum, qui te, solatium
meae vitae, meae mentis delitias, institutorem morum, disciplinae magistrum, et esurio
semper et sitio. Vale et veni, ut tuus Saturnus, id est tuus saturus vefs me quoque saturum
reddat.”

108 According to late classical mythology (Ovid, Mel. x1v, 320), Picus was the son of Saturn,
and grandfather of Latinus. i

108 Letter to Pico della Mirandola (Opera, p. gor): "Picum sublimis Saturni filium."

ue L etter to Francesco Gaddi (Opera, p. 892): "Picus Saturno natus, ceu Saturnus ille

liberos, sic ipse grandes quotidie libros integros devorat, quos quidem non in cinerem redigat,
ot noster ignis, sed ut coelestis in lucem.”

PART IV

Direr
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CHAPTER 1
MELANCHOLY IN CONRAD CELTES

Diirer’s Woodcut on the Title-page of
Celtes’s “Quattuor Libri Amorum”
The Doctrine of Temperaments in Diirer’s Writings

Ficino’s correspondence, whence the facts just set out were taken,
was published in 1497 by Diirer’s godfather, Koberger, barely
three, years after the publication, in Florence, of the first edition;
and the De vita triplici also had become known in Germany by
the end of the fifteenth century.! But it would be wrong to assume
that the new notion of melancholy forthwith gained unchallenged
supremacy. It is obvious that, until well on in modern times, the
popular notion of the temperaments was conditioned far more
by the medical tradition than by the new revolutionary meta-
physical theories, which affected popular ideas only gradually, after
the views of the Florentine Neoplatonists had become a part of
general culture. But even the humanists themselves were held
too fast in the grip of traditional humoralism and astrology for
the new doctrine to become established without opposition.
Even in Italy, where the rehabilitation of Saturn and melancholy
really originated, and where men like Gioviano Pontano, Caelius
Rhodiginus, and Francesco Giorgio (for the most part making use
of Ficino’s own words) unreservedly acknowledged the new

VCf. W. KasL, Newe [ahrbiicher fiir das hlassische Allertum, Geschichte und deutsche
Literatur und fiir Pddagogie, voL. 1X (1906), p. 490, and GIEHLOW (1903), p. 54 (which contains
the information that the young Willibald Pirckheimer had to procure a copy of the De vita
triplici in Padua for his father), and, more recently, H. RuppricH, Willibald Pirckheimer und
die erste Reise Diivers nach Italien, Vienna 1930, pp. 15 sqq. The first, very faulty, translation
(by Adelphus Muelich) appeared in HizroNyMUS BRAUNSCHWEIG's Liber de arte distillandi
simplicia et composita, Das Niiw Buch der rechten Kunst zu distillieren, fols. cxxxxi sqq.,
Strasbourg 1505, and contains only the first two books, as do the later reprints. As for the
third (fol. clxxiv®): “Vnd das dritte buch sagt von dem leben von himel herab als von
hymelischen Dingen zu vberkommen. Das gar hoch zu verston, ist hie vas gelon.”

277
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gosp?l,z the idea still persisted that Saturn was a purely in-
an§p1cious planet® and could engender great talent only if, like a
poison, correctly tempered with other planets. In the north
especially, where the third book of the De wita triplici first seemed
“incomprehensible’” * it was only Agrippa of Nettesheim who fully
adopted Ficino’s views. The other German humanists of the
first generation occasionally quoted ‘Aristotle’s’ Problem XXX, 15
though without special emphasis, or else made the usual concession
that Saturn in combination with Jupiter “excellenter ingenium
auget et quarundam artium inventorem facit’’®; but even Conrad
Celtes, generally of so hnmanistic a turn of mind, seems not to
have been influenced at all by the Florentine conceptions. With
regard to melancholy, he identified himself completely with the
customary views of school medicine,” and Saturn was for him
nothing but a mischief-maker who produced sad, labouring, and
“monkish” men, and who had to be implored to let his ‘““morbosas
sagittas’ lie idle in the quiver.® '

* Jovianus PonTANUS, De rebus coelestibus, v .6, pp. 1261 5qq. in Opera, Basle 1556, VOL.
111; CAELIUS RHODIGINUS, in Siculi antiguarum lecti; tarios 1 al olim vindex
Cesefms,‘tm num:. eosdem . , . reparavil . . . , 1X, 29, Venice 1516, p. 455; Fraxciscus GEoRrGIUS,
Harmonia mundi totius, Venice 1525, fols. xlvii®, xlix* and cxvi®. -

2 Also in Diirer's own horoscope, cast by the Bamberg canon, Lorenz Beheim, in 1507,
Saturn was mentioned only briefly as a disturbing element against the influence of Venu;
(E. Reicke in Festschrift des Vereins [filr Geschichte der Stadt Niirnberg zur goojdhrigen
G_cdxfch!m’:fcicr Albrecht Diivers 1528-1928, Nuremberg 1928, p. 367). Jovianus Pontanus
hn::_n?edi' gives elsewhere a description of Saturn (Urania, lib. 1, p. 2907 in voL. 1v of the Basle
cl.hh)ou quoted above) which barely differs from that, say, of Chaucer (see above, text pp. 103
£qq.).

¢ See above, p. 277, note 1.

% Thus CoNnrAD PEUTINGER, in his statement, discovered by GienLow (1go3),.pp. 29 sqq.,
ab_out a coin from Thasos with Hercules on it.  All the same, Peutinger was familiar with the
fmginal text of Ficino's De vita triplici, as can be proved, and even made practical use of
it when a fall had given him a headache. Cf. clm. 4o11, fols. 87, 27, 36"-37°, 38'-° 39°,
407, 417,

¢ Thus JoHANNES AB INDAGINE, Introd. apotel, t. in Chy t.,, vi, quoted in GIEBLOW
(1904), p. r0. Moreover, he is convinced that Saturn is the “pessimus planeta” and
m.elancholy the “pessima complexio”, and that when the melancholic, already equipped
with every bad quality, is in addition subject to a particularly strong influence from Saturn
the latter “omnia haec mala conduplicat'! Similarly Jonann TAisNIER, Opus ma!hemnrs'sum:
Cologne 1562, p. 532. For Melanchthon's theory of conjunctions, see below, p. 330, note 158,

7 See the verses by his pupil Longinus at the beginning of the Libri amorum (printed in
GrenLow (1904), p. 7).

. ® Passages ip, GIeHLOW (1904), Pp. 9 sqq. The most bitter is from Libri amorum, 1, 1:

Saturnus, totiens qui mihi damna tulit”. Giehlow endeavoured to interpret the fact that
Celtes connected old age with knowledge, wisdom and philosophy as evidence of a fairly
favourable attitude to melancholy and Saturn, as Saturn was a “senex’’ and melancholy was
the temperament proper to old age. But one is hardly justified in deducing any such fact
m_ere!y from the natural respect for the wisdom of old age, least of all here, where it contrasts
with such unambiguous statements.

Lo s rr————y

-
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If in the north even the humanists either could not break
away from the medieval tradition at all, or only gradually and
half reluctantly, we must, a priori, expect as much of a German
artist like Diirer, the more so as he first came to grips with the
problem of the four complexions in a woodcut which served the
same Celtes as title-page to his Libri amorum, published in 1502
(PLATE 83); and, in fact, the content of this woodcut shows no
influence whatsoever of the new doctrine. He uses a scheme of
composition which can be traced from the classical pictures of
the four winds, as in the Tabula Bianchini, via the medieval
representations of Christ surrounded by the symbols of the four
evangelists,® down to the didactic pictures of the later scholastics,
a scheme which others before him had used for the four tempera-
ments!® Enthroned in the middle, he represents Philosophy,
crowned, and (in accordance with Boethius) equipped with a
“scala artium”’ 1! Philosophy is surrounded by a garland composed
of sprays of four different types of plant, which are linked by
medallions containing busts of philosophers; while the corners
of the page are filled by the heads of the four winds. Each of the
four winds is carefully differentiated both in age and in character;
and (as may be seen both from older sources and from Celtes's
text) each symbolises one of the four elements and one of the four
temperaments as well as one of the four seasons. Zephyrus, the
west wind, whose youthful, idealised head emerges from the
clouds, and from whose mouth flowers blossom forth, signifies
air, spring, and the “sanguine” man. Eurus, the east wind, a
man’s head surrounded by flames, signifies fire, summer, and the
“choleric” man. Auster, the south wind, represented by a bloated
older man, floating amid waves and showers of rain, signifies
water, autumn, and the “phlegmatic” man. Finally Boreas, the
north wind, a lean, bald-headed old man, signifies earth, winter
(hence the icicles), and the “‘melancholic” man.

» C{f., on the one hand, philosophical allegories like that reproduced in L. Dorez, La canzone
delle virtis e delle scienze . . ., Bergamo 1904, fol. 6° (cf. also SAXL, Verzetichnis, VOL, U1, P. 34}
and, on the other hand, cosmological representations in which the heads of the four winds
(sometimes already equated with the seasons, elements, etc.) occupy the corners of the picture.
See the numerous plates in E. WICKERSHEIMER, Jamus, voL. X1x (1914}, PP- 157 $4q.; and,
further, the picture of annus from Zwiefalten (K. LOFFLER, Schwdbische Buchmalere:, Augsburg
1928, plate 22), or Vienna, Nationalbibliothek, Cod. lat. 364, fol. 4%; cf. also C. SINGER, From
Magic to Science, London 1928, pp. 141 5qq.

1 For further discussion, see below, pp. 370 sqq. (text).

1 According to BorTrIUS, De consolatione Philosophiae, 1, 1, the scale should rise {from p?
to theta (from practice to theory); Diirer has a phi instead of the pi. Did he think of an
ascent from philosophy to theology?
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The cosmological schema underlying this woodcut is as old
as the schema of its composition, and comparison with the order
given, say, by Antiochus of Athens,’? shows that it has merely
been adapted to suit time and place—Boreas and Auster have
exchanged their parts. Autumn, cold and dry in the south and
hence allocated in classical sources to Boreas, earth, and the black
bile, seemed in the north to suit the cold and damp nature of
Auster, water, and the phlegm, far better; while winter, in northern
countries more frosty than rainy, as in the south (the “hiems
aquosa’ cf. Eclogue X, 1, 66), seemed to correspond to Boreas,
earth, and the melancholic.®® Thus Boreas, in his new position, has
become the senior member of the cycle, and for us he is the first
evidence of Diirer’s notion of the melancholy state. This notion
does not differ at all from that of medieval tradition; in the hollow
eyes and wrinkled features of this bald, sharp-nosed, lean, old man,
there is more of misanthropic peevishness and petty cunning than
of sublime sadness and brooding reflexion; and these qualities
are contrasted with the well-nourished good-humour of the
phlegmatic man, the hot-blooded strength of the choleric, and
the youthful freshness of the sanguine, in a manner familiar to
us from hundreds of popular texts on the complexions.

Milencolique a triste face,
conuoiteux et plain d’avarice,

'on ne luy doit demander grace,

a nul bien faire n’est propice,
barat le bailla a nourrisse

a tricherie et a fallace

de bien dire nul temps n’est chiche
mais querez ailleurs qui le face.!

It is not surprising that a doctrine of the four temperaments
popularised in so many texts, pictures, and verses, should have
seemed as obvious and obligatory to a man of the sixteenth
century as, say, the pre-Einstein notion of the universe to men
of more recent times; and in fact Diirer never expressly repudiated
it. Even in the Four Books of Human Proportion, after he had

12 See above, p. 10 (text).

13 The equation completed in the last “‘novenarium” gives the textual explanation of this
variant: Melancholicus = Earth = Night = North Wind = Cold = Blueish white =
Capricorn = Winter = Old Age (cf. GIEHLOW (1904), PP. 65qq.)- Apart from this one variant
the schema in Diirer's woodcut is still identical with the ancient system such as it is preserved
in, say, Munich, MS graec. 287 (Cat. astr. Gr., V11, D. 104).

14 Paris, Bibl. Nat., MS fr. 19994, fol. 137 Cf. also the extracts given above, pp. 113 sqq.
text).

MELANCHOLY IN CONRAD CELTES 281

long been familiar with the notion of melancholy propounded by
Florentine Neoplatonism, he characterised the picture of a
Saturnine man as ‘“‘unfaithful” (whereas the child "of Venus
“should look sweet and gracious”’)'®; and his further remarks on
the complexions differ little from what could be deduced from
any popular notion of the temperaments, namely that the
individual differences between men depended, if not entirely,
then at least for the most part, on their belonging to one of the
four complexions,’® and that these for their part were equivalent
to a “fiery, airy, watery or earthy’” nature, and were conditioned
by the influence of the planets. Diirer’s remarks go beyond the
content of the customary texts only in this, that, although he
does not omit descriptive and expressive characteristics, yet, in
this theory of proportion he subordinates them to characteristics
of proportion, and even goes so far as to say that the whole variety
of “elementally” and planetarily conditioned differences can be
visibly distinguished by mere measurements:

So if one should come to you and want a treacherous Saturnine picture
or a Martial one or one that indicates the child of Venus that should be sweet
and gracious, so you should easily know, from the aforementioned teachings,
provided you have practised them, what measure and manner you should
use for it. For by outward proportions all conditions of men can be
described, whether of a fiery, airy, watery or earthy nature. For the power
of art, as we have said, masters all things?

After Diirer's second journey to Italy, he drafted the
programme for his comprehensive book on painting, embracing
far more than perspective and proportion; but even here we
need *not presuppose acquaintanceship with Ficino’s De vifa
triplici, or with the new notion of melancholy. Formerly such an
influence was suspected,’® because Diirer stipulated that in the
choice and education of the painters’ apprentices, attention should

& LF, Nachlass, p. 228, 28,

o 'I:he drafts of 151213 actually say: “Wir haben mincherlei Gestalt der Menschen, Ursach
der vier Complexen.” LF, Nachlass, pp. 209, 23; 303, 9; 306, 12).

17 Thus the printed version of 1528; LF, Nachlass, pp. 228, 25 sqq. For this, see the
preliminary drafts, certainly also dating from the 'twenties, LF, Nachlass, p. 247, 7: “'Item,
If thou shouldst diligently make use of the thing of which I have written above, then canst
thou very easily portray all manner of men, be they of what complexion they will, melancholics,
?hlegmatit:;, cholerics or sanguinics. For one can very well make a picture which is a true
image of Saturn or Venus, and especially in painting by means of the colours, but also with
other things too”'; and LF, Nachlass, p. 364, 21 (almost identical with the printed edition).

1 GienLow (1904), pp- 63 sqq-
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be paid to their complexion,'® and because he specified the general
requirements as follows: "

First, one must pay attention to the youth’s birth, discovering under
what sign he was born, with some explanations. Pray God for a fortunate
hour. Next, one must observe his figure and limbs, with some explana-
tions. . . . Fifthly, the youth must be kept eager to learn and not be made
tired of it. Sixthly, see that the youth does not practise too much, where-
by melancholy might get the upper hand of him; see that he learns to
distract himself by pleasant airs on the lute, to delight his blood.2®

But we now know that the view according to which mental
exertion caused an ascendancy of black bile*! and thereby a morbid
depressive reluctance to all activity, had, since Rufus of Ephesus,
been as universal a principle in medieval school medicine as belief
in the healing powers of “pleasant airs on the lute”, whose anti-
melancholic effect we first find illustrated not in the woodcuts
to Muelich’s translation of Ficino, but in certain miniatures as
early as the thirteenth century (see PLATES 67 and %0).22 Even
the demand that the education of the young pupil be regulated
in accordance with his horoscope and his temperament (conditioned
by his horoscope) is not as modern as it appears. The De disciplina
scholarium, attributed to Boethius but really written by an
otherwise unknown “Conradus”, was known everywhere after the
first half of the thirteenth century and translated into French
and German; and it describes at great length how the young
scholar’s lodging, his feeding, and his general way of lifc should
be regulated according to his constitution—sanguine, phlegmatic,
choleric, or melancholy—and his constitution should, if necessary,
be determined by experts.® And Diirer had only to transfer these
principles from the sphere of the school and the university to the

¥ LF, Nachlass, p. 282, 9-12: "'Item, the first part shall be of how the boy is'to be chosen,
and of how attention is to be paid to the aptness of his complexion, This can be done in
six ways."”

* LK, Nachlass, pp. 283, 14-284, 2. These six points are nothing but a more detailed
elaboration of what was described as the contents of the “first part'’ of the introduction in
the sentence quoted in the previous note. The sentence in LF, Nachlass, p. 284, 3-19 bears
the same relationship to p, 282, 13-17 and so do pp. 284, 20-285, 6 to p. 282, 18-20.

2 The expression '‘liberhandnehmen’ is a literal translation of the Greek dmepfdMew, or
the Latin “‘superexcedere’’; just as “urdriitzig"” corresponds to the Latin "taedium” or
“'pertaesus’’.

*2 Nuremberg, Stadtbibliothek, Cod. Cent. V. 50, fol. 231"; London, Brit. Mus., Sloane
MS 2435, fol. 10%; Paris, Bibl. Nat., MS lat. 11226, fol. 107".

= Migng, P. L, voL. Lx1v, col. 1230: “Omnia siquidem superius expedita de scholarium
informatione sunt infixa. Nunc de eorum sagaci provisione breviter est tractandum. Cum
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painter’s workshop—which, it is true, would never have occurred
to his teacher Wolgemut—and to combine the notions of the
doctrine of complexions with those of astrology in a manner
quite familiar to the fifteenth and sixteenth centuries, to have his
“latromathematical” programme of education ready to hand.

ergo humani corporis complexio phlegmate, sanguine, cholera et melancholia consistat
suffulta, ab aliquo praedictorum necesse est quemlibet elicere praeeminentiam.

“Melancholico vero pigritiei timorique subiecto, locis secretis et angulosis strepituque
carentibus, lucisque parum recipientibus, studere est opportunum saturitatemque declivem
serasque coenas praecavere, potibusque mediocribus gaudere ad naturae studium, prout
studii desiccatio exegerit; plenaria potus receptione ad mensuram confover:, ne mmi studi
protervitas phtisim generet, anhelam thoracisque strictitudinem.

“Phlegmaticus vero licet strepitu vigentibus aedibus, lucisque capacissimis praeceptis
studiis potest informari; poculis plenioribus potest sustentari, cibariis omnigenisque con foveri,
venereogue accessu, si fas est dicere, mensurnus permolliri deberet.

“Sanguineus autem, cuius complexionis favorabilior est compago, emnibus aedibus vel
locis potest adaptari, quem Indendo saepius novimus confoveri gravissima quaestione, quam
si obliquantibus hirquis parietes solus occillaret. Tamen in hoc semper non est confidendum,
hunc cibariis levioribus potibusque gratissimis decet hilaran.

“’Cholericus vero pallidae effigiei plerumque subiectus solitudini supponatur, ne nuni
strepitus auditu bilem infundat in totam cohortem, sicque magistratus vener;biiem laledat
maiestatem. O quam magistratus laesio vitanda est! Hunc coena grandior: novimus
sustentari, potuque fortiori deliniri. Cavendum est autem, ne litis horror potus admini-
stratione istius rabidis mentibus extrahatur.

““Si antem qualitates assignare ignorans sit societas, theoricos consulat seque sic cognoscar
...." For this work, already mentioned in 1247, see PAUL LEnMaANY (10 whom we owe the
discovery of the author’s name, Conrad), Pseudoantike Literalur des Muttelalters 'Studien der
Bibliothek Warburg, voL. x111) Leipzig 1027, pp. 27 5qq. and 101.



CHAPTER II

THE ENGRAVING “MELENCOLIA I”

Ii, despite these negative conclusions, we can still assert that
Diirer’s elaborately prepared engraving® owes a debt to the notion
of melancholy propagated by Ficino, and would, in fact, have
been quite impossible but for this influence, the proof of this
assertion can be based only on internal evidence from the engraving

itself.
1. THE HISTORICAL BACKGROUND OF ‘“MELENCOLIA 1"

(@) Traditional Motifs

(1) The Purse and the Keys

All that Diirer tells us of his engraving is an inscription on-a
sketch of the “putto” (PLATE 8) giving the meaning of the purse

and bundle of keys which hang from Melancholy’s belt: “The key

signifies power, the purse riches.”? This phrase, brief though it
is, has some importance in that it establishes one point of what
would in any case have been a likely suspicion: namely, that
Diirer’s engraving was somehow connected with the astrological
and humoral tradition of the Middle Ages. It at once reveals
two essential traits of the traditional character, which, for Diirer
as for all his contemporaries, was typical both of the melancholic
man and of the Saturnine?

Among the medieval descriptions of the melancholic there
was none in which he did not appear as avaricious and miserly,
and hence, implicitly, as rich; according to Nicholas of Cusa,
the melancholic’s ability to attain “great riches’ even by dishonest
means was actually a symptom of “‘avaritiosa melancholia”.# If,

! The preliminary sketches have been discussed by H. TieTze and E. TiETZE-CONRAT,
Kritisches Verzeichnis der Werke A. Diirers, voL. 11, 1, Basle 1937, Nos. 582-587; cf. also
E. Paxorsky, Albrecht Diirer, Princeton 1943, VOL. 11, p. 26.

* LF, Nachlass, p. 394, 5; cf. also GiIerLow (1g904), p. 76.

3 This is obvious, even withont the remarks quoted above, text p. 281 (with which cf.
GieHLOW (1904), p. 67).

! See above, p. 120 (text).
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in these descriptions of the melancholic, “power”’—naturally
associated with property, and here symbolised by the keys which
we may take to open the treasure-chest—was a mere adjunct to
“riches”, both characteristics were expressly united in the
traditional descriptions of Saturn and his children. For, just as
the mythological Kronos-Saturn, who combined with all his other
characteristics the attributes of a distributor and guardian of
wealth, was in antiquity not only the guardian of the treasury
and the inventor of coin-minting, but also the ruler of the Golden
Age, so, too, Saturn was worshipped as ruler and as king; and
accordingly, not only did he fill the role of treasurer, and author
of prosperity, in the planetary hierarchy, but also, as in Babylon,
he was feared and honoured as the “mightiest”’; and then, as
always happens in astrology, all these properties were transmitted
to those who came under his dominion. In an antithesis worthy
of Saturn himself, astrological sources inform us that together
with the poor and humble, the slaves, the grave-robbers, Saturn
governs not only the wealthy and the avaricious (“Saturnus est
significator divitum”, says AbG Ma%ar in his Flores astrologiae)
but also “those who rule and subdue others to their sway”; and
we read in the Cassel manuscript that the child of Saturn is a
“villain and traitor” but is also “beloved of noble people, and
counts the mightiest among his friends” .

It is not surprising, therefore, that in turning from the texts
to the pictures we find the combination of the two symbols
interpreted by Diirer as signs of “power” and “riches” less
commonly in pictures of melancholics than in pictures of Saturn.
In one early fifteenth-century manuscript (PLATE 28), Saturn
not only carries a purse at his waist, but is holding two enormous
keys, which obviously belong to the chests, some open, some
still closed, on the ground beside his feet.® But Diirer’s purse
appears frequently in pictures of melancholics, for as an age-long
symbol of riches and avarice it had become a constant feature
of the?_e pictures by the fifteenth century. One of the two corner

* See above, p. 192, note 204.

® Rome, Bibl. Vat.,, Cod. Urb. lat. 1398, fol. 11, Saturn reckoning and counting his
gold in Cod. Pal. lat. 1369, fol. 144 (PLATE 43) belongs to this realm of ideas (though this time
without the key), and so does the remarkable figure in the top left-hand corner of the portrait
of Saturn in Tiibingen MS Md. 2 (PLATE 40), a seated king counting gold pieces on top of a
large treasure chest with his right hand, but raising a goblet with his left (derived from a
combination of the carousing King Janus with the reckoning Saturn, who rules January no
less than December).
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figures in the picture of Saturn in the Erfurt manuscript (PLATE 42)
is n?miniscent of the Saturn in manuscripts at Tiibingen and the
Vatican (PLATES 40 and 43), being placed in front of a coffer
covered with large coins; and in the Tiibingen manuscript (PLATE
73) the melancholic’s similarity to his planetary patron goes so far
that he is leaning on his spade in an attitude characteristic of the
god of agriculture, about to bury his treasure-chest.” But in the
second melancholic in the Erfurt manuscript, riches and avarice
are symbolised no longer by a treasure-chest, but by a purse, and
from now on this attribute becomes so typical that fifteenth-
cen‘tury examples of it are innumerable (PLATES 77, 78, 80 and 81),8
while Cesare Ripa’s Iconologia, which was still used in the period
of the Baroque, would never have pictured the melancholic
without his purse (PLATE 68).° This is the motif which induced
the worthy Appelius to consider the apostle Judas a melancholic:
“Melancholics, whose most noticeable feature is avarice, are well
adapted to household matters and management of money. Judas
carried the purse,’0

(i) The Motif of the Drooping Head

A considerable proportion of the above-mentioned portraits
of melancholics have a further motif in common with Diirer’s
Melencolia, which, to the modern observer, seems too obvious
to require a study of its historical derivation; but Diirer's own
preliminary design for the engraving, which deviates in this very
particular,’® shows that it does not simply owe its origin to the
ol.)servation of the melancholic’s attitude but emerges from a
pictorial tradition, in this case dating back thousands of years.
'ljhis is the motif of the cheek resting on one hand. The primary
significance of this age-old gesture, which appeared even in the
mourners in reliefs on Egyptian sarcophagi, is grief, but it may

¥ The caption explains the point of this comparison: I trust no-one”. In K. W. RAMLER'S
.ﬁ'. urzgefasste Mythologie (p. 456 in the 4th edn., Berlin 1820) the melancholic is still equipped
with a treasure-chest as well as a dagger, rope and hat (see below, text p. 323).

® In one case the purse motif is even combined with the treasure-chest motif,

* Cesare Rira, Iconologia (1st edn.,, Rome 1593), s.v. “Complessioni’’.. The woodcut
first appeared in the 1603 edition.

18 See above, pp. 121 sqq. (text).

nj. Lmoz.zt's Allegory of Avarice (H. Vos, Die Malerei der Spitrenaissance in Rom und
Flovenz, Berlin, 1920, voL, 11, plate 165) with its purse, treasure-chest and hand on'chin could
equally well stand for “Melancholy” were it not for the remaining motifs. '

“. F. Haack (in Zeitschrift fiir bildende Kunst, vor. LX (1926-27), supplement, p. 121) has
again shown that it really was a preliminary study.
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also mean fatigue or creative thought. To mention medieval
types alone, it represents not only St John’s grief at the Cross,
and the sorrow of the “anima tristis’’ of the psalmist (PLATE 62),®
but also the heavy sleep of the apostles on the Mount of Olives,
or the dreaming monk in the illustrations to the Pélerinage de la
Vie Humaine; the concentrated thought of a statesman® the
prophetic contemplation of poets, philosophers, evangelists, and
Church Fathers (PLATES 61 and 63)'%; or even the meditative
rest of God the Father on the seventh day.’®* No wonder, then,
that such a gesture should spring to the artist’s mind when it was
a question of representing a configuration which combined in an
almost unique fashion the triad grief, fatigue, and meditation;
that is to say, when representing Saturn and the melancholy
under his dominion. In fact, the veiled head of the classical
Kronos!” (PLATE 13) rests as sadly and as thoughtfully on his
hand as does the head of the melancholy Hercules on his in some
ancient representations.)® In medieval portraits of Saturn and
melancholy, which had almost lost any direct links with ancient
pictorial tradition,!® this motif frequently receded into the back-
ground, but even then it was never quite forgotten®; see, for
instance, the description of Saturn in King Alfonso’s Book of
Chess as a sad old man, “la mano ala mexiella como omne
cuyerdadoso”.® It was therefore the easier for it to regain its
typical significance in the fifteenth and sixteenth centuries, and

B According to Ernest T. pE WaLp, The Stutlgart Psalter, Princeton 1930, fol. 55 (for
Psalm 42, 7: ““Quare tristis es, anima mea”). Similar types occur in the same work, fol. 58
(for Psalm 45) and fol. 141 (for Psalm 118).

U See the examples mentioned above, p. 224, note 27.

1 The prototype of this extremely widespread design of the “contemplative” person is,
of course, the ancient portrait of philosopher or poet, the adoption of which for medieval
portraits of the evangelists has been studied in detail by A. M. FRIEND (in A»f Studies. voL
v (1927), pp. 115 5q9q., plate XVI being particularly instructive).

18 Paris, Bibl. Mazarine, MS 19, fol. 3".
17 See above, pp. 197 sqq. (text).

18 Reproduced in W. H. Roscuer, Ausfihrliches Lexikon der gricchisciien wnd yomischen
Mythologie, Leipzig 1884, voL. 1, col. 2160.

1* For pictures of Saturn, see above, text pp. 200 sqq.; of melancholics, below, pp. 200 sqq.
{text).

0 Cf, e.g. Modena, Biblioteca Estense, Cod. 697; for this MS and the Guariento frescoes in the
Eremitani Chapel, Padua, cf. A. VENTURI, in Arte, VOL. XVII (1914}, Pp. 40 sqq.. though the
connexion between them is not quite correctly stated.

1 F, Saxt, in Reperforium fiir Kunstwissenschaft, voL. xrut (rg22), p. 233.
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to undergo a renaissance® which sprang, indeed, from very different
impulses in the north and in the south. In thf: north, an ever-
orowing interest in the life-like portraying of certain psycho}ogxcally
distinctive types of men revived this gesture of .the drooping hfaad
in pictures of melancholics, though it was omitted for the time
being from portraits of Saturn. In ﬁfteenth—c.entury Italy, where
pum:aits of the four temperaments were practically unknown (the
only example known to us is a copy of a nor.them cycle: of t}_le
u'p'e shown in Prates 77 and 78, but s.hghtly mod.tﬁ'ed in
accordance with the classical tradition)® it was a desire ‘Fo
characterise distinctive individuals rather than .types, and, in
particular, a desire to revive the ideal world of classical mythology,
that led to the restitution of this classical gesture of Sa.turp.
The melancholic resting his head on his hand, as he appears in
German manuscripts and prints, is matched in Italy on the one
hand by the figure of Heraclitus in Raphael’s School of Athens,
and on the other by the Saturn in the engraving B4 by CampagT}ola.
(PLATE 54)—the majestic embodiment of a god’s contempl_atlofl,
which only later influenced portraits of human contemplation in
neral > .

¥ Whether he was influenced by the northern portraits oé
Melancholy, or by Italian models such as Campagnola’s engraving,

% How greatly the propped-up head was later considered a s],.:eciﬁc alti‘tm?e of th; mellan-
cholic can be seen, for instance, from the fact that Diirer's drawmg. l.'I'Q4 (in 1tslelf a l:nrn; e!ss
study for a portrait) appeared in an old inventory as the "Pl:ustplid of a.nlo‘ c! l‘ne Kclol'
woman (cf. G. GLUCK,in Jahrbuch der khunsthistorischen 5 gen des aller aise
hauses, VOL. XXVIIL {1909-1910), p. 4). The paper by UrsuLa H_orr guotet_.'- below {p.i3fh2;
note 54) contains an interesting collection of ‘‘melancholy” portraits with this gesture o
head-on-hand.

2 The miniatures are illustrations to the above-quoted verses (p. 116, note 148) by LIONARDO
Dati in Rome, Bibl. Vat,, God. Chis. M. VII, 148, fols. 117 594. (abuutl: 14‘6o—7o]. Only the
choleric is much altered ; he has been transformed from a med‘mval warrior into a Roman one,
The sanguinic is carrying a laurel-wreath instead of a hawk's hood .

* For Campagnola's engraving of Saturn, ¢f. HARTLAUB, Geheimnis, esp. P. 53 and plate 23,
and the same author in Reperforium fiir Kunstwissenschaft, voL. XLvIIl (1927).' PP- 233 5qq.
For its relation to a river god on the triumphal arch at Benevento, as well as its mtemtmg‘
transformations into (1) a peasant Saturn in a picture by Girolan?o da santa Croce (PLATE 56)
and (2) into a St Jerome in a portrait by Lorenzo Costa (published in Arfe, \rmf.‘ v (:igt:‘.;‘).
p. 206) see above, text p. 212. Campagnola himself some years later transiorme , e
philosophical - type of Saturn into a purely h.un.lan.‘ and, so to speak, a:::n;;rous eyp:{
(engraving P1z, reproduced in HARTLAUB, Geheimnis, p. 24). .In the north, the ty]:
Saturn resuscitated by Campagnola was not generally adopted ‘unhl the late sixteenth cen i:ll.lriy.
and even then, significantly enough, not under his mythological name but as a melancholic
(PLaTE 126, for which cf. text, p. 370). ‘

 Hartlaub may be right in stating that pictures such as t‘he‘eng'ravmg B4 may have be]::
directly familiar to Diirer (for a possible connexion between Diirer and (.:ampagmfla.. r.;c a
below, p. 324, note 135), but the supposed dependence of Campa_lgnols. s engraving lzBon
Giorgione seems to us as little susceptible of proof as the assumption that the engraving Brg
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Diirer was in any case obeying pictorial tradition when he replaced
the lethargically hanging hands which characterise the seated
woman in the preliminary study—a typical symptom of melancholy
illness, according to medical authorities®—by the thoughtful
gesture of the hand supporting the cheek in the final engraving.

(i) The Clenched Fist and the Black Face

In one respect, it is true, Diirer’s portrait differs fundamentally
from those previously mentioned. The hand, which generally lies
softly and loosely against the cheek, is here a clenched fist. But
even this motif, apparently quite original, was not so much
invented by Diirer as given artistic expression by him, for the
clenched fist had always been considered a sign of the typical
avarice of the melancholy temperament,? as well as a specific
medical symptom of certain melancholy delusions.?® In this
sense, in fact, it had not been completely foreign to medieval
portraits of the melancholic (PLATE 72).2 But comparison with
such a type of medical illustration merely emphasises the fact
that similarity of motif and similarity of meaning are two very
different things; what Diirer intended to (and did) express by
this clenched fist has little more in common with what it meant
in the cauterisation charts than the rather elusive nuance of
rendering a spasmodic tension. This, however, is not the place
to describe what Diirer made of the tradition, but merely to list
the elements which he found in it and judged fit to incorporate
in his work.30

by the “master of 1515" represents a figure of Melancholy. The figure inspiring the astrologer
is more likely to be the Muse Urania, or, more probably still, a personification of Astrology—
of whom, for instance, Ripa expressly states that she is to have wings "per dimostrar che
ella sta sempre con il pensiero levata in alto per sapere et intendere le cose celesti."”

* It is difficult to prove that the drawing L79 was a study of Diirer’s wife; but even if it
were, the artist could have observed her in a genuinely depressed state.

# In DANTE's Inferno, for instance (Canto vii, 56), we read of the avaricious man that
“Questi resurgeranno del sepulcro, Col pugno chiuso, e questi coi crin mozzi"; according to
CAELIUS CALCAGNINUS (Jahrbuch der hunsthistorischen Sammlungen des allerhichsten Kaiser-
hauses, voL. xxx11 (1915), p. 16g), “manus dextra expansa [denotes] liberalitatem, manus
sinistra compressa tenacitatem.” The originator of this conceit, which still persisted in
Sandrart’s ITronology, seems to have been Dioporus SicuLus: 9 8 ededwupos ovinypédvn ripmaw
xal gvdaxiy ypnudrav (111, 4, 3 ed. F. Vogel, Leipzig 1888, p. 272).

* For quotations, see above, p. 55 (text).
* Erfurt, Wissenschaftliche Bibliothek, Cod. Amplon. Q. 185, fol. 247" (cf. K. SupnoFF,
Beitrage zur Geschichte der Chirurgie im Mittelalter, voL. 1, Leipzig 1914, plate XXX).

% For the change by Diirer in the expressive value of these traditional motifs, see below,
PP: 317 sqq. (text).
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O_ne last motif, perhaps of still greater importance for the
emotional meaning of the engraving, should be mentioned, in
view not of its quite untraditional significance, but of its traditional
origin. This is the motif of the shadowed countenance, from which
Melencolia gazes forth in an almost ghostly stare. We may
remember that this “black face” was a far more frequently cited
trait in tradition than was the clenched fist. Both the child of
Saturn and the melancholic—whether melancholy through illness
or by temperament—were by the ancients reckoned swarthy and
black of countenance® ; and this notion was as common in medieval
fnedical literature as in astrological writings on the planets and
In popular treatises on the four complexions. ‘Facies nigra
propter melancholiam” 32 “nigri”3 “mud-coloured” “corpus
niger sicut lutum’’ 35 “luteique coloris’ 3 these are all phrases
that Diirer may have read in the traditional texts, as many
before him might have done; but, as also in the case of the clenched
fist, he was the first to realise that what was there described as a
temperamental characteristic, or even as a pathological symptom,
coulq, by an artist, be turned to good account in expressing an
emotion or in communicating a mood.

(6) Traditional Images in the Composition of
the Engraving

Written in his own hand, Diirer’s explanation of the sjr;nbolism
of the purse and keys called our attention to various singlfa motifs.
We should now ask ourselves whether the picture as a whole
also has its roots in the tradition of pictorial types. ‘

(1) Illustrations of Disease .

Medical illustrations proper, that is, representations of the
melancholic as an insane person, had, as far as we know, neither

* For quotations, see above, pp. 50 sqq. (text).
3 Thus Ibn Esra.

** Thus Albertus Magnus, quoted on p. 71, note 12.

3 Thus e.g. the translation of the Salernitan verses in the work De conservanda bona
valetudine, ed. Johannes Curio, Frankfurt 1559, fol. 2 37°: "Ir farb fast schwartz vnd erdfarb
ist" ("thqir colour is almost black and earthy'). In view of the contradictory nature of this
type _o_f literature, and the contrasts inherent in the notion of melancholy itself, it is not
surprising to find the melancholic occasionally described as “pale” in other writings on the
complexions, e.g. in the verses on PLATE 81.

* Thus Johann von Neuhaus, quoted on p. 115 sq. (text).
3 Thus the Salernitan verses, quoted on p. 115 (text).
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evolved nor attempted to evolve a characteristic melancholy type.
When there was an illustration at all, it was more a question of
showing certain therapeutic or even surgical measures than of
working out a general conception of the psycho-physical state.

The most common illustrations of this kind were the so-called
“cauterisation charts”, of which one (PraTe 72) has already
been mentioned. They were to show how and where the various
insane persons were to be cauterised, or trepanned. In the
melancholic’s case, the grisly operation was to be carried out
“in medio vertice”’. He is shown, therefore, with a round hole
in the top of his head, frequently as a single standing figure,
sometimes sitting on the operating chair, occasionally, even
stretched out on a kind of rack®; but only very seldom is some
better than average illustrator ambitious enough to characterise
the patient psychologically, that is to say, to distinguish him by
specifically melancholy gestures.

As well as these cauterisation diagrams, there are also pictures
of cures by means of flogging or by music (PLATES 67, 70 and 71)%8:
but even these (some of them quite attractive miniatures) could
not be the starting point for a more general line of development,
since they created no new types, but endeavoured to treat their
theme by adopting forms of composition that were already fullv
developed (Saul and David, the scourging of Christ, the flogging
of martyrs, and so on).

(ii) Prcture Cycles of the Four Temperaments. I: Descriplive
Single Figures (the Four Temperaments and the Four Ages
of Man)—II1: Dramatic Groups: Temperaments and Vices

On the other hand, an attempt at precise characterisation
seems to have been made in portraits of the melancholic in the
context of the four temperaments. It is true that here, too, no
completely new types were coined; nor was this to be expected,
since the problem of illustrating the complexions arose com-
paratively late. But, through the deliberate use of analogies at
relevant points, these pictures grew at length into solid and
striking portraits of character types.

8? Cf. K. SunHOFF, Beitrdge zur Geschichte der Chirwergie im Mittelalier, voL. 1, plate NX XV
in some cases the physician operating is also shown, e.g. Rome, Cod. Casanat. 1332 (SUDHOFF,
op. cit.,, plate XXV) and above, pp. 55, 04.

3 With PLATES 67, 70 cf. e.g. the pictures of Saul and David; with PLaTE 71 ci. a miniature
like Berlin, Staatsbibliothek, Cod. Hamilton 390, fol. 197: “Iste verberat uxorem suam’
(for this codex, see below, text p. 208).
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Some late representations of the temperaments simply adopt
the characteristics of the corresponding planet or children of a
planet—a striking instance of this is the picture in the Tiibingen
manuscript of a miser burying his treasure (PLATE 73).%* In
certain isclated cases the melancholic follows the pose—familiar
enough in a different context—of a writing evangelist or a scholar,
with the mere addition of a treasure-chest!; a case in point is a
sequence of miniatures dating from about 1480. If we leave these
two exceptions aside, the pictures representing the four tempera-
ments in a set or sequence can be divided into two main groups:
those showing each temperament as a single figure, more or less
inactive and distinguished mainly by age, physique, expression,
costume, and attributes; and those in which several figures,
preferably a man and a woman, meet in order to enact a scene
typical of their particular temperament. Sets of the first group
are very numerous; those of the second are fewer in number but
more momentous in view of later developments.

The first example of a set of single figures—linked, as it were,
with the old schema of the four winds in Diirer’s woodcut
illustrating Celtes’s work—occurs in a crude outline drawing
belonging to an eleventh- or twelfth-century treatise on the
Tetrad, preserved in Cambridge (PLATE 75).# The quadrants of
a circle contain four seated figures which, according to the caption,
represent the “four ages of human life”** and are therefore all
female. In addition to the caption, however, there are marginal
notes which inform us that these figures represent also the four

3 Also the two men with wooden legs, in a woodcut series of the vices (which will be dealt
with later, text pp. 300 sqq.) from the Curio edition (quoted above, note 34), fol. 239°%, our
PLATE 74. For the Swiss drawing on PLATE 130, and the De Gheyn engraving on PLATE 143,
where the assimilation of the melancholic to the Saturnine type takes place on a new,
humanistic basis, see below, pp. 393, 398 (text).

4 Berlin, Cod. germ. fol. 1191, fol. 63%, now in Marburg; cf. Beschreibendes Verzeichnis der
Mimatur-Handschriften der Preussischen Staatsbibliothek, voL. v, ed. H. Wegener, Berlin 1928,
pp. 72 sqa. Here the sanguinics are playing the lute, the cholerics wrestling, and the
phlegmatic is seated in a depressed attitude generally characteristic of the melancholic; on
this, sce below, p. 319, note 117.

# Cambridge, Caius College, MS 428, fol. 277, ef. M. R. Jamgs, Descriptive Catalogue of the
Manuscripts in the Library of Gonville and Caius College, Cambridge 1008, p. 500. Pictures
like those discussed here can casily be accounted for as a synthesis of the abstract tetradic
systems occurring from the ninth century onwards, first in Isidore MSS and then in illustra-
tions to cosmological treatises (cf. E. WICKERSHEIMER in Janus, VOL. XI1X (1914), Pp- 157 599,
and C. S1NGER, From Magic fo Science, London 1928, pp. 211 sqq. and plate XIV), with cognate
figure representations from Graeco-Roman times, like the Chebba mosaics, etc. .

“Quatuor aetates velut hic patet atque videtur
Humanae vitae spatium conplere iubentur."”
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complexions, or, more precisely, that they personify the humours
preppndt?rating in them. ““Childhood” represents also the phlegm,
sha.rm'g in the elemental qualities cold and damp; warm and
moist “Youth” represents the blood: warm and dry “Manhood”
represents the yellow bile; and finally, cold and dry, “Decline”
represents the black bile#8 In later centuries there will be sets
of pictures representing, primarily, the four temperaments, and
only secondarily the four seasons, the four ages of man, and the
fopr_ points of the compass; but these figures in the Cambridge
miniature are meant primarily as portraits of the four ages of
man, and in them the representation of the four humours is only
of secondary interest, 4

This is not surprising, at a time when the terms “phlegmaticus”
and so on had not yet been coined for the notion of men governed
by_ the phlegm and the various humours.4 Nevertheless, with
this reservation, the Cambridge cycle of four may be considered
the earliest known picture of the temperaments: and so the
question arises, from which source did the draftsman take the
types which he embodies in his design? The answer is that these
humorally characterised pictures of the four temperaments
e.volved from classical representations of the seasons and occupa-
tions.** But while a connexion made in antiquity was adopted, it
was at the same time revised in the sense of its original—in this

% The series in this list is based (a) on the rule applying almost throughout to all systems
whetiter they begin with “'sanguis”, or, as here, with "'phlegma’—namely, that the "cholor:;
rubra” precedes the “cholera nigra”, and {b) on the verbal usage whereby 'decxepu:as denotes
a greater age than “semectus”. This, however, is contradicted by the pictorial sequence
(whlle,‘e.g., tht? cycle of cardinal points shown on fol. 217 of the same MS shou!ds?; read
:::’lockwwf. sta.rpng from the top, the sequence here is irregular), and by the fact that

Dct‘:r‘epltas" is still spinning while “'Senectus” is already winding the wool. The ancient
tradition following the less customary system beginning with the “phlegma’ (see above
text p. 19) was obviously largely eclipsed; fol. 22* shows a circular schema analogous to the'
two just mentioned, in which the sequence, though normal, begins from the bottom and
runs anticlockwise (top, ‘‘cholera rubra” = warm and dry; right, “sanguis” = warm :ﬁd
moist; below, “aqua™ == cold and moist; left, “"terra” = cold and dry). It is also highl
:.:nusual to describe the warm and dry “choleric” age as “‘senectus’’ ax;d to call the : j“t:
b;o{“ira::r sg:y as t;ompa;ed with the “warm and moist” east. In éhe examples collect?d

ic eimer the cycle alwa i 3 iR
i gra, “phie rza". ys runs in the usual sequence: “sanguis”, “cholera rubra®,

‘“.Espet:ia.lly in these tetradic cycles it is not uncommon to find a double or even treble
;;Ern;g?ance i:; each figure. Cf. the examples cited on P. 292, note 41, and the Rivers of
ise on the Rostock baptismal font of 1291 (which, according to the i ipti
represent the four elements). . e
‘8 See above, p. 103 5q. (text).

aIelea.l portra als of the four ages of man seem 1n i rom
48 3 v m. fact to have GVD]VE(I mdl.mct]y i
representations of the f i y by
wo Py Our seasons, these be!ng linlr.ed with a.nthuit by a continuous p:ctoria.l
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case, abstract—form. Tor at first the seasons in classical pictures
were distinguished only by attributes; in the mosaics of Lambaesis
and. Chebba*” they had become girls and women differentiated
according to their ages—and thereby individualized. The Cam-
bridge artist reverts once more from the differentiation by natural,
biological, signs of age to the differentiation by conventional
attributes. Youth (blood), who in accordance with her youthful
age is the only standing figure, is exactly like the well-known
figure of the garland-laden Spring; which, in turn, is identical
with Maius (May) in the cycles of the months.#8  In contrast
with carefree youth, Decline (black bile) has to work, and (in
accordance with her advanced age, and the cold season) she
is holding a distaff*; while Old Age (red bile) is winding the spun
wool. Orily Childhood (phlegm) has to make do without attributes:
she is characterised merely by legs crossed in a typical attitude of
rest, which is probably meant to indicate the physical and mental
indifference of both the phlegmatic temperament and.the age
of childhood: els #fomoriav &ypnoos. :

This attempt to illustrate the notion of the complexions,
hitherto transmitted only in literature, by interpreting certain
forms of pictures of seasons and occupations as pictures of the
four ages of man, and then including in these the notion of the
four humours, set a precedent for the future. By the fifteenth
century (unfortunately we have no example of the intermediate
period), when what we may call the orthodox pictures of the
complexions had been evolved, the combination of the: ages of
man with his various occupations—a combination unskilfully
drafted in the Cambridge miniature—had only to be further
modernised in order to produce, as it were, automatically a series
of those “single-figure” pictures of the temperaments which form,
as we have said, the first and larger group. ;

4 F. Boit, "“Die Lebensalter”, in Newe fahrbiicher fiir das hlassische Altertum, vor, xvi
(1913), p. 103, plate 1, 2.

4 For this type of representation of Spring we need only refer to theabove-mentioned Chebba
mosaic or the Chronicon Zwifaltense mentioned above, p. 279, note 9. The corresponding
representations of May are innumerable; the earliest example is the well-known Salzburg
calendar of BiB (our PLATR ¢7). That ““May™ and “Spring” could be vsed synonymously in
literature as well can be seen from the caption to the portrait of the sanguinic in Furrn 78:
“das wirket mey und Jupiter”, !

© In the fully developed allegory of the ages of man, the distaff denotes the fifth stage in
the cycle of seven, and the seventh decade in the hundred-year cycle (W.. Morsnorr,
Christlicha Symbolik der mittelalterlichen Kunst, Leipzig 1926, Nos. 114z and 1143). Apart
from this, spinning is the characteristic form of female activity, and the Cambridge miniature
is concerned only with feminine occupations. a .
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Since -this further development aimed at a transformation of
the abstract scientific diagram into the picture of a concrete
character, the singularities both of the different ages and of the
corresponding temperaments were now depicted with modern
realism. Physique, dress and occupation were painted in livelier
colours, sometimes almost in the style of a genre picture. The
sanguine man generally appears as a fashionably-dressed youth
going falconing; the choleric as an armed warrior; the melancholic
as a sedate middle-aged gentleman; the phlegmatic as a long-
bearded old man, sometimes leaning on a crutch. The
psychological attitude is shown partly by the addition of distin-
guishing attributes. but mainly by mimetic means, such as the
morose expression and the head-on-hand attitude of the
melancholic, or the grimace of rage on the face of the choleric,
who draws his sword or even hurls chairs about® TIf the Cam-
bridge drawing had already represented the four humours in the
guise of the four ages of man, it must have been even easier in the
fifteenth century for the two sets of illustrations to be more
closely associated; for by that time the four ages had preceded
the temperaments in the realistic development of single types.
A French cycle of about 1300 (PLATE 76)™ is content to differentiate
the various ages by reference rather to physiological than to
psychological or occupational characteristics: but in the French
miniature (PLATE 58) of the Wheel of Life a hundred years later,

.youth is shown as a young falconer, and the penultimate age

of man as a thinker with his head on his hand®?; and in two closely
connected German designs, the older dated 1461 (PraTE 79), the
representatives of the middle four of the seven ages are identical
tvfth the current types of the four temperaments—a fa.lcor}er, a
knight in armour, an older man counting money or holding a
purse, and a frail old man. The only points in which the fifteenth-
century pictures of the four complexions—in so far as they belong
to the descriptive, single-figure type-—differ from the contemporary
series of pictures representing the four ages, are the inclusion of

v

s® Broadsheet, Ziirich, Zentralbibliothel (Schreiber 1922 m.); P. Hrirz, Einblattdruche des
15. Jahrhunderts, Vor. v, No. 4.

5t Tondon, Brit. Mus., Sloane MS 2435, fol. 31".

52 F, Boir, “Die Lebensalter”, in Neue Jahrbiicher fir das hlassische Allerism, VOL. XV1
{(1913), plate 11, 3 and 4. It is obviously an error when, on p. 129, Boll says that the falconer
is hoiding “a dove,. the creature sacred to Venus.”
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the four elements (the sanguine man stands on clouds, the choleric
in flames, the melancholic on the earth); and, in certain repre-
sentations (for example, in PLATE 82), the addition of a symbolic
beast, an ape for the sanguine, a lion for the choleric, a boar for the
melancholic, and a sheep for the phlegmatic.®

Moreover, the form of these pictures shows little variation
throughout the fifteenth century; the various types became so
well established that, once defined, they intruded upon the
illustrations of the “children” of the planets in astrological
manuscripts®; and could even be included in illustrations to
Aristotle’s Problems (PLATE 77), the fourteenth chapter of which
had nothing to do with the late medieval doctrine of the tempera-
ments, but which is headed &oa wepl xpiwes, OF, in the French
translation, “Qui ont regart a la complexion”.® Even where the
representatives of the four temperaments appear on horseback
(PLaTE 81), by analogy with a certain planetary type first occurring
in the well-known Kyeser manuscripts they remaiu falconers,

© For animal symbolism as applied to the four temperaments, sce above, text p. 102 5q.
The works here in question (The Shepherds’ Calsndar in French and English, the latter edited
by O. H. Sommer, 189z, and the printed Books of Hours by Simon Vostre and Thomas Kherver)
form = special regional group derived from a single prototype, and distinguished by the fact
that the phlegmatic, who occupics the third place, is characterised by a purse, while the
melanchclic, relegated to fourth place, has a crutch—perhaps becanse of a mistake which,
once made, became 4raditional. The meiancholic is also given fourth place in-a few other
cycles, though the relevant texts expressly correlate antumn with him (see also above, text
p. 280).

s Cf. the corner-figures in the picture of Saturn in the Erfurt MS, our PLaTE 42; in the
picture of the sen in the same MS (A. HAuBER, Planetenkinderbilder und Sternbilder, Strasbourg
1916, plate XXIV) the “sanguine” falconer occupies the corresponding position.

s Paris, Bibl. Nat., MS nouy. acq. r. 3371. A special instance, apparently, without analogy,
but of some interest because of ite early date, appears in a MS dated 1408 by JOMANNES DE
Yoxion, Liber cosmographiae {Cambridge, Trinity College, MS 943, fols. 127 sqq.). Here
the four temperaments appear as naked men, described as “prima ymago™ etc., with the
Salernitan couplets as superseriptions, and in the odd sequence sanguinic, phlegmatic,
melancholic, choleric, though the phlegmatic is clearly the oldest. The choice of attributes,
too, is somewhat singular. The choleric, as usual, is girded with & sword, but this stands
out in odd contrast to his nakedpess; the sanguinic, too, is brandishing 2 sword in his right
hand, and lholding a goblet in his left. The melancholic is holding a raven in his right hand
(this, according to the Fiore di Virtls, is the companion of “tristizia’) while with his left
hand—as in portraits of “Tra" or "Desperatio”—he plunges a dagger into his breast (probably
a reference to his suicidal leanings); and the phlegmatic, rather drastically shown as
‘sputamine plenus”, is standing with a book, his head on his hand. Moreover, the sanguinic
is further distinguished by a plant across his chest, and a dove sitting on his right arm, and
the choleric by a flower emerging from his mouth. No definite interpretation of these details
has yet been arrived at—some of them were no doubt taken over from the pictorial types of
the deadly sins; nor are the physiognomical descriptions, in each case appearing in the left-
hand margin, comprehensible as they stand, ’ -
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men in armour and so on®; and even the series of single figures
representing the complexions in the middle and late Renaissance
with which we shall deal later, preserves in many respects a;
recollection of the fifteenth-century types.

The second group (that in which the different temperaments
are represented by means of a scene in which several figures take
part) has a very different character. The series so far discussed
evolved from, and in combination with, illustrations of the four
ages of man, which in their turn could be traced back to classical
representations of seasons and occupations. It is therefore under-
standable that they should emphasise differences of age and
occupation, while psychological traits such as the melancholic’s
avarice and depression, or the choleric’s rage, only gradually
appear, and then seem to be based as much on the respective
ages to which they are allotted as on the respective types of
temperament.

In the dramatic representations of the temperaments, on the
other hand, difference in age fades as much into the background
as difference in occupation or situation. Here, from the beginning,
interest is centred so entirely on the humorally-given traits of
character that the scene is limited to actions and situations
‘revea{ljng these traits: everything else is neglected; and only the
nftrf:nduction of the four elements (also lacking occasionally)
distinguishes works of this type from morality paintings or
illustrations to novels.

_ Thls difference in artistic intention corresponds to the difference
in .hJSL?riaﬂ origin, The historical study of pictorial types—
which s just as necessary and just as possible for the dramatic
comp:omtiOns as for the static single descriptive figures—takes us,
not into the world of “speculum naturale”, but into that of
“specylum morale”, not into the realm of the pictures of the
frfur ages but into that of the illustrations of virtues—or rather,
vices; for this realm was almost the only one.in which (though
under".'thc menacing aspect of ecclesiastical moral theology) the

# Clm, %;394. Prate 81, alter a broadsheet in the Gotha Museum 22 0;
Hei1z, Einblattdrucke des 15. Jahrhunderis, vor. Lxiv, No. 8). For rep:éssx:’,:;;:fz;l:;ef;
on htfrsel:‘»_ar:k (probably based on a convention in jousting and tournaments), cf. Saxt
Verssichnis, vot, 1, p. 114. A curious connection between these riders and the Shepherd.': d
Cnl_endarg :_'a.r?d Books of Hours can be seen in the Horas B. V. Marias printed by Marcus
Reinbart, Iirchheim about 1490 (Schreiber 4573, Proctor 3209), fol 1. FHere the choleric
appears as the Wild Huntsman, the sanguinics as a pair of lovers, also on horseback—the
phlegmatic, however, as a simple standing figure with a sheep, and the melancholic (in the
fourth place) as a standing figure with a pig.
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undesirable, and therefore psychologically significant, charac-
teristics of men were shown in brief, sharply defined ;scenes.

A curiously early example of the dramatic type—which,
however, apparently remained quite isolated—may be seen in
a famous Hamilton Codex in Berlin, compiled before 1300 in
North Italy, which includes also the sayings of Dionysius Cato,
the misogynistic outpourings of thc “proverbia quae dicuntur
super naturam feminarum”, a moralised bestiary, and other
writings of a similar trend, and endeavours to enliven all of these
by innumerable small border miniatures, partly moral, partly
didactic. The Salernitan verses on the complexions—with many
mistakes in the text—are illustrated in the same style and with
the same intention (PLATE 84).57 The miniaturist introduces
auxiliary figures for the purpose of coupling them with the repre-
sentative of each temperament in a joint action which is designed
to reveal the main characteristics listed in each couplet, and in
general resembles closely the other illustrations in the manuscript.
The sangume is, above all, the generous man ["la.rgus") -and his
generosity is shown by his handing a purse to a minor ﬁgure
kneeling before him.®® The choleric—angry (“irascens’ )-——1,5 giving
his partrier a blow on the head with a club, which is exactly what
the married man on another page, exasperated by contradiction,
is doing to his wife. % The sleepy man (" somnolentus"} of the
phlegmatic’s verses is illustrated by a sleeper being: rudely
awakened by a second man. Finally, the melancholic—envious
and sad (“invidus et tristis”")—is turning away with a gesture of
contempt from a loving couple, and this figure too has its model
(and its explanation) in an illustration at the very beginning of
the codex, entitled ‘“He shuns love-making" ("Iste fugit
meretricem’’).%

These little miniatures are too idiosyncratic and the circum-
stances which gave them birth too exceptional, for them to have
had any influence. In Italy, as already mentioned, no special
interest was taken anyhow in pictures of the temperaments and,
as far as we know, this was changed only under the influence of

5 Berlin, Staatsbibliothek, Cod. Hamilton 390, fol. 83" )
o For this group, cf. e.g. the illustration on fol. zo* to Cato's epigram * Dnhge denarlum sed
parce'’.

8 Fol, 148°: “Hisque repugnando maior et ira furit'.

% Fol. 4+ The composition of the pair of lovers reappears in a similar form on fols xo4*

and 139%. The round object which the loving couple are holding up is difficult to iutm‘p.rat.
By analogy with fol. 113", one might think it some sort of ornament.
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mannerism, with its northern connotations. North of the Alps—
apart from the fact that the Hamilton Codex could hardly have
been known there—the conditions for the development and
diffusion of scenic and dramatic pictures of the four complexions
were not available until the birth of an artistic style which was
to be realistic in expression and psychological in intent. The
designs in the Hamilton manuscript, therefore, remained an
interesting exception. The standard type did not arise until the
middle of the fifteenth century, and then apparently in Germany.

The original sequence, which was to become almost canonical,
arose in illustrated manuscripts,® imposed itself on the majority
of almanac illustrations (PLATES 85, 87, 894, 898),%* and underwent
its first superficial modernisation as late as about 1500
(PLaTES @0A-D).% It consisted of the following scenes:
“sanguineus”’—a pair of lovers embracing; “colericus”—a man
beating his wife; ‘“melencolicus”’—a woman fallen asleep over
her distaff,®* and a man (in the background) also asleep, generally
at a table but occasionally in bed; and “phlegmaticus”—a couple
making music. The proverbial indifference of the phlegmatic
was made the harder to illustrate by the fact that the motif of
exhausted slumber had to be reserved for the melancholics, so
that illustrators were forced to be content with a neutral group
of musicians.%® Hence as soon as in the sixteenth century the
sleepy melancholic had been replaced by one doing intellectual
work the now unemployed slumber-motif naturally reverted to

8 Zirich, Zentralbibliothek, Cod. C 54/719, fols. 34°-36".

@ The first German Calendar, Augsburg, about 1480. The same woodculs reappear in
later ones, e.g. Augsburg, Schonsperger 1490 (published in facsimile by K. Phister, Munich
1922), 1495, etc.

s Strasbourg Calendar about rsoo; Rostock Calendar for 1523. As one can see, the
sanguine lovers are generally on horseback and going hawking; the representation is derived
from a model like the pseudo-Diirer drawing in the Berlin Print Room (Izv. 2593, reproduced
in H. Trerze and E. Tietze-CoNraT, Der junge Direr, Augsburg 1928, p. 229, and eisewhere),
while the portrait of the phlegmatics seems based on an engraving by E. S. (Lebrs 203; this
observation was made by M. L. Friedlinder). The scene of the choleric’s cudgelling is now
enriched by a horrified female onlooker; and a long-bearded monk, a figure which the average
mind would probably still associate with the “vita contemplativa™, enters the room of the
two melancholics.

# Thus the Zirich MS, fol. 357. Here, as in a few other cases, a weakening of the original
idea has resulted in the spinstress, so far from sleeping, being actually engaged in work.

& The choice of this motif, which in itself would snit the sanguine temperament far better
(cf. PLaTes 119 and 124, as well as the usual characteristics of ‘Voluptas™ in the pictures of
Hercules at the Crossroads), may have been bnsed on the view that the phlegmauc dullness
might be a little animated by "citharae sono” (cf. Melanchthon's account, quoted above.

text p. 89 sq.).
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the phlegmatic.®® Apart from the phlegmatics, however, we may
say that these scenes are nothing but pictures of vices which,
having been taken out of their theological context, have been
applied to the profane illustration of the temperaments; and
some of these pictures of vices were directly related to the noble
tradition of classical Gothic cathedral decoration. In order to
see the connexion we need only compare the scene of the sanguine
lovers (PLATE 85) with the relief of “Luxuria” in the western
porch of Amiens Cathedral (PLATE 86), or the married discord
of the choleric with the relief of “Discordia” in the same series
(PLATES 87 and 88), or even, because of the knee-motif, with the
relief of “Dureté” in the western fagade of Notre Dame.”’

But where is the prototype of the melancholic, who interests
us most? (cf. PLATE 8gB.) We have several times remarked
that the Middle Ages equated melancholy with the sin of
“acedia’™®®: but this particular sin was not represented in the
great cathedrals. This leads us to a closer examination of the
illustrated tracts dealing with the theme of the virtues and vices,
of which the best-known example was the Somme le Roi of 1279,
which was translated into almost every language and gained an
extraordinarily wide dissemination.®® And we do in fact discover
“Accide, cest a dire peresce et anui de bien faire,” illustrated

% ] .e., in the work De da bona valetudine disseminated in many Frankiurt editions,
as cditors signing, first, Eobanus Hesse and then Curio and Crellius. The complexion-
sequence (1551: fols. 118 sqq.; 1553 fols. 116 sqq.; 1554: fols. 152 5qq.) is something of &
patchwork. The portraits of the sanguinic and the choleric are taken from older cycles;
the melancholic and "the phlegmatic, however, are new, and very rough, the former a geo-
metrician at a writing desk (see text figure 2, cf. text p. 305 £q.), the latter a pot-bellied man
asleep in an armchair. A similar instance occurs in the Berlin Cod. germ. fol. 1191, now in
Marburg, where the melancholic is shown as a scholar reading (though also, as a miser) while
the phiegmatic appears as “homo acediosus’. One can see that whenever the portrait of
sloth or dulluess is not used for the melancholic, it falls to the phlegmatic, as in the Hamllton
Codex, PLATE 84, and, mufatis mutandis, in the Cambridge Foxton MS.

¢ The Amiens cycle of virtues and vices and the similar ones in Chartres {southern transept)
and Paris {base of the western fagade and the rose) form, of course, & group of their
own. Moreover the complexi ] are by no means the only profane cycles derived
from the types of vices; the “‘Luxuria’ group, for instance, became a constant part of the
astrological picture of Venus, just as, vice versa, the originally courtly picture of the couple
hunting on horseback, which occasionaily replaces the simple couple embracing, can appear
in a moralising connexion (e.g. in a representation of the devotees of “Voluptas' in the Berlin
Cassone picture of Hercules at the Crossroads, reproduced in E. Panorsky, Hercules am
Scheidewege, {Studien der Bibliothek Warburg, vor. xviu), Leipzig 1930.

© See above, p. 78 (text) and p. 223, note 26.

©Ci. D. C. TinperceN, Des Coniny Sumsme, Bibliotheek van Middelnederlaudsche
Letterkunde, Groningen 1goo-o3, with bibliography; also H. MartiN in Les trédsors des
bibliothégues de France, voL. 1, Faris 1926, pp. 43 $q9. -
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in a manner which proves almost beyond doubt the derivation
of our picture of the melancholic from this series. Among the
many sins included in the notion of “accidie”, it was a question
of choosing the one most suited to illustration, and this was the
neglect of one’s duty to work and to pray. The illustrations to
the Somme le Roi, therefore, show a ploughman asleep with his
head on ]115. hand, having left his plough in the middle of the field
or le:t!:mg his team graze unwatched in the field; while in con’crast'
to hm_1_.;:there is an eager sower—the image of “work” (PLATE gr).%
And _§1;ch.a human being, “sleeping the sleep of the unjust”
(modlfied_ in many ways, according to estate and occupation—or‘
r_athe;_ lack of occupation) became the typical representative of
smful:_'sloth. A pictorial sequence of virtues and vices in the
Antwerp Museum, dating from 1480 or 1490 and wrongly attributed
to Bpsgh, represents sloth by a sleeping citizen who, instead of
praying before his crucifix, has fallen asleep on his soft pillow
(“Ledicheyt is des duivels oorkussen”, says a Dutch proverb)
a_nd. tlgefrf:fore comes under the sway of the devil (PLATE g3 closelj;
similar -in type to a tapestry showing “acedia” in ,person
PLaTE 6_,?):'1 The woodcut illustrating the chapter on “Sloth and
Ifl{cness in the 1494 edition of Brant’s Ship of Fools, retains the
thgent_:'sc?wer of the Somsme le Roi as a virtuous contrast, but for
the sleeping ploughman it substitutes the familiar slpimxing—
woman,™ a figure already used on a broadsheet (probably from
Nuremberg) which, thanks to its full text, presents itself, as it
were, as a Somme le Roi for the plain man (PraTe gz).“; The
ﬁg_ure is here expressly called “Acedia” and can be explained
pqn?uﬂy by the wish for a female personification. In the Latin
ed}tzon of the Ship of Fools of 1572 we even find the now traditional
spinstress combined in one picture with the sleeping ploughman
of thfa Somme le Roi as a double example of the sin of sloth
differing from our pictures of melancholics merely by the circum:
stance that emphasis is laid on morality rather than on

7 Cf. MARTIN op. cit., p. 54 and Ia ; i
ARTIY, Op. . P plate XI; later manuscripts, ¢.g. Brussels, Bibl
.MS ka.;zg: (Van den F;hsyll}, fol. 88¢ (dated 1415), repeat this type ia.itfful.ly. 01.;1- repr‘odR;’;.?i:
is from Brassels, Bibl. Royale, MS 2294 (Van den Gheyn), fol. 51,

1 See ahjove, P. 223, note 26.
™ Ch. 07 fol. T. iii. The rather ina iat i )
St o e ppropmawbodﬁ:eamldztthenalunllaudmlniu
o “Vnd ist so triig, das jm verbrennt
Syn schyenbeyn, ee er sich verwennt."

W L
P, Hn{r._;._, Einblattdrucke des 15. Jahrh., voL, x1, Strasb. 1908, plate 17 (about 1490),
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characterisation.” Ithasbeen stated elsewhere that Diiret’s engrav-
ing B76, the so-called Doctor’s Dream (PLATE g6), is nothing but an
allegory of sloth, original in conception but as a type clearly
derivable from illustrations such as the Antwerp sequence of virtues
and vices and the woodcut to the Skip of Fools of 1494, and to be
interpreted, if one likes, as a moralising and satirical predeccssor of
Melencolia 1.7

If, therefore, the sanguine pair in the dramatic senes of the
complexions appeared to be modelled on the “typus Luxuriae”
and the choleric pair on the “typus Discordiae” or “Duritiae”,
the melancholics were nothing but the “Acediosi”, whose‘outward
appearance, as was natural, closely resembled that of certain
children of Saturn. It may well be no coincidence that the rhymes
attached to the pictures of melancholics in the almanacs, in which
the type here in question was mainly represented, were also related
to the morality tracts and, above all, to the Low Germa.n version
of the Somme le Roi.

Vnser complexion ist von erden reych,
Darumb seyn wir schwaermuetigkeyt gleich..
or;

Dat vierde [i.e. the sin of sloth] is swaerheit, dat een miensce also

swaermoedich is, dat hem gheens dinghes en lust, dan te legghen rusten.

of slapen . ... v,

This, then, was the way in which the two main types of
illustration of the four temperaments arose. Portraits of characters
were created in which either the personifications of certain ages
of man, or the representatives of certain sins forbidden by the

™ Stullifera navis, Basle (lIenricpetri) 1572, p. 194.

¥ Cf. E. PANOFSKY, in Miinchner Jahrbuch der bildenden Kunsi, new series, w;_t.; vt (1931},
Pp. 1 8qq. See also ANprE CHAsTEL, “La Tentation de St Antoine, ou le songe du mélan-
cholique, in Gazetle des Beaux-Arts, voL. Lxxvit (1936), pp. 218 sqg. We may mention
that on the title engraving of the Bericht von der Melancholia Hypochondria, by Dr JoRanNES
Fravrac (Frankfurt 1644), the "hypochondriac melancholy' successfully overcome by the
gallant physician is still shown as a sleeping woman with head propped on hand, into whose
brain & bat-winged demon is blowing delusions by means of bellows, the delrmiuns being
symbolised by swarming insects. "

D, C. TinBerceN, Des Coninry Summe, Bibliotheek van bﬁddelnederlnndscha Letter-
kunde, Groningen 19oc—03, p. 253. This passage confirms—if confirmation is needed--the
fact that in the Calendar verses the expression “*Schwermiitigkeit” does not mean the purely
mental mood of depression, as it does in modern usage, but a very material heaviness of mind
and body which might today be best described as indolence. The choice of the word, too
confirms, on the linguistic level, the deeply-rooted connexion between the scenic representa-
tions of the temperaments and the portrayals of the vices (as does the term "high-stomached™
applied to the sanguinic).
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Church, were so far given concrete shape and individuality that
they came to represent “real life” and, although still seen in a
speculative framework, they tended to become self-sufficient.
In the case of the illustrations of the ages of man, this process
involved merely a transition from a schematic to a naturalistic
type of picture, and an emphasis on the humoral aspect at the
expense of the purely biological. In the case of the illustrations
of the vices, however—and these of course were the illustrations
which produced the infinitely more striking types—it also involved
a transition from a moral and theological realm to a profane one.
The sculptured or painted sermon against sin became a description
of character which not only cancelled the former moral estimate
but replaced it in part by another, almost an amoral one—for
luxury is at least as immoral as sloth, but the “sanguine” figure
which represents the luxurious type has “the noblest complexion”.
Out of the variety of human sins described in such detail merely
as a warning, there emerged a variety of human characteristics
worthy of interest purely as such. In this sense the development
of the dramatic series acquires an almost symptomatic significance ;
many other examples could be cited to show how many astonishing
achievements of modern realism can be put down to the very fact
that medieval morality became secularised. It has, for instance,
been suggested that Chaucer’s penetrating and subtle charac-
terisation, no less than the modest little illustrations of the
complexions, evolved mainly from the descriptions of*virtues and
vices in sermons of the twelfth and thirteenth centuries.”

If from all these pictures depicting temperaments we turn
to Melencolia I, we receive the strong impression—an impression
that is justified, moreover, by the form of wording in the legends—
that Diirer’s engraving signifies a fundamentally different level
of allegory, and one, moreover, furidamentally new to the north.
The figure of Decline in the Cambridge miniature, mainly charac-
terised by a distaff, is a personification of the “black bile”; the
figures of Weariness and Sloth in the fifteenth-century pictures

2 H. R. Parcn in Modern Language Noles, VoL, XL (1925), Pp. I sqq. The medieval
representations of virtues and vices served as a basis for representations of the "Five Senses”,
so popular in the later sixteenth and, especially, the seventeenth century, as Hans Kaufimann
emphasises in his informative review of W. R. Valentiner's book on Pieter de Hooch (Dzwische
Literaturzeitung, 1030, pp 8orx sqq) Th: birth of this type of the "Five Senses” denotes
as it were, a second in tion: the originally moralistic representations. first
transformed into objechve and cosmological representations of the temperaments, were now
drawn into the sphere of the subjective, sensual perception.
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xamples of the “melancholic man”; but Diirer's woman,

:'r}?os{;:‘\ignI:gs alone distinguisthel:r frgu;_ a’1'1 other representations,
is a symbolic realisation of “Melanchohia . o .
N 1’1‘33 speak more precisely: the Ca.n}brldge miniature ef;:b'oaiz:;
an abstract and impersonal notion in a ‘human figure i
pictures of the complexion-series exemplify an . a.bstrax]::) A a.l:'s
impersonal notion by means of human figures: Sl():;l nuoﬁon
engraving is the image of an abstract and imper e
symbolised in a human figure. In‘ the first case, the 351;: o
fully retains its universal validity; it cannot, howev_er, 1?e 11) len =
with the actual picture but can only be equated with it by me ‘t
of an intellectual process—hence only the legend, or our fanuhart 1 i
with iconographic convention, informs us that the figure in ques ;«; :
is meant to represent the “black bile"’. In t?le second case, -
representation is directly and visibly L]nked with the baﬁc m;l i
(tor any one can see that the choleric is angry, or the m af.n: b
idle or sad), but by this the IlOtlQIl}OSES its universality, o{1 e
shown in a special example which is only one of ‘many, an X
hence be recognised forthwith as the picture of. an mdan ;rl
sad man, but not as the representation of the choleric or m 1c oly
temperament. Here, too, a caption is necessary, but it };1];: ’?ngsi
says to us, “imagine that this neutral figure s black e,i thel
“in this slothful couple you have 2 typical exampllel oh .
melancholy temperament”. In the th.ll‘-d case, on tl}c ot_ ert and,
the basic idea is translated in its entirety into pictorial terms,
without thereby losing its universality and without leavnﬁ% t::.ny
doubt as to the allegorical significance of the figure, whic ; 1:5
nevertheless entirely concrete. Here, and here_ al?r-:e, cant. n‘?
visible representation completely answer to t%le mvxslbledno e]io ;
here, and here alone, the legend (which at t}%ls stage ?f deve op;
ment begins to be superfluous) says to us nelt-her this 115 mfcr:;e
to represent the black bile,” nor “this is a typ{cal_te.xaml_: tig
melancholy temperament,” but ‘“‘melancholy is like this.

i 2 i med
™ Tlie function of such hiwman figures in “standing for ,::; _n:czttons?‘:: ::i :;“:;1 b:; ::::a .
inani jec i the conditions
imals, plants or inanimate objects without g
]:zr?ol:aliﬁcatiur; needing to be altered. In certain circumstances ‘E]"I.? pomeg_m,.:mt;:i':pfzsenr;;l‘s:g
}:he‘ notion of “concord” fuifils the same function as a human Concordia’, while i y
it may appear simply as one of her attributes.

1 The classification of allegorical forms of representation hc:'a atlam}:rfcfl. :\éu;llcn;:ltu;a::i
leaves out many mixed or borderline cases, ta.lnes: the tem:: a!lengry ;,rt:e e
&Ma dyopedery as i generic notion including Fha “'symbolic” as wi{o as sl 8
(esp. the “personifying’’) and the “paradigmatic” form of repm?enhl ln. orkirk areinad
called allegory {in its narrower sensc) is merely a more complicated form :
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Admittedly it was French fifteenth-century art that created
the book illustrations in which, instead of the merely paradigmatic
melancholic of the temperament-series, or the merely personified
figure of the “black bile” in the Cambridge manuscript, the figure
of Dame Mérencolye herself first appeared.’® These French
illustrations seem therefore to have anticipated the symbolic
representation of Melancholy in Diirer’s engraving (PLATES 60,
61, 64). They do certainly surpass any pre-Diirer designs in so
far as they combine, to a certain extent, personification with
exemplification; for if they share with the Cambridge manuscript
the ‘desire to represent the notion of melancholy in all its
universality, yet they also share with the temperament-series
the power of making an invisible notion visible. The main
difference between them and Diirer’s work lies in the fact that
this combination did not as yet represent a synthesis, but merely
a contact of the other two possibilities—in other words, the
significance actually visible in these French figures does not
really coincide, as yet, with the general notion of melancholy.
What we see there, and what are really presented to us with more
or less advanced realism, are lean and badly dressed old women
in the context of a more or less dramatic scene, from which, at
best; we receive the impression of a certain mournful atmosphere ;
but that these figures are meant to represent melancholy, or
indeed anything except mournful old women, is as little expressed
visibly, and can hence as little be suspected without knowledge
of the literary texts as, say, the fact that we are expected to
recognise a knight as “Burning Desire”” and the page riding towards
him as a messenger of “Love”. _ :

The figures in such romance illustrations, therefore, are not
in the least degree “symbolic representations”, but rather, in
the term already used, they are still merely “personifications”.
In accordance with fifteenth-century style, these personifications
are depicted with such a strong sense of reality that they function
also as “paradigmata”; but, as yet, the contradiction between
paradigm and personification is not resolved by any higher form
of allegory. What is actually visible is still a single occurrence:

more complicated, in that several personifications (i.e. living beings or objects denoting ideas)
meet in a scene or a spatial relationship illustrating the connexion between various abstract
notions.. A typical example is Diirer's Triumph of Mazimilian, or Goltzius's allegory (cited

below, p. 343, note 202) of the relationship between “Ars” and “"Usus”,

- Fortthe special problems connected with the poctic personification of melancholy (and
its pictorial illustration) see above, pp. 221 sqq. (text).
i .
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anything that lies beyond remains “in the text”. It is; in fact,
quite literally in the text, as the curiously indeterminate character
of these illustrations shows. It is actually due to the fact that
the texts illustrated had already anticipated pictorial art in its
function of allegorical translation. In these romances such
general psychological notions as ‘“‘mistrust”, "underst;@ntling",
“honour”, “swect reward”, “long hope” and even “melancholy”,
had already become, in the poet’s own mind, so mdlvuiuahsed
and so concrete—so much progress along the road from the
abstract to the visual had already been made—that the illustrator
had only to translate the concrete particular figure or event
described in the text into pictorial terms; and that the;‘e was,
in his pictures, not the slightest reason for the spectator to revert
in his turn from the particular to the underlying general concept.
Situations which in literary form are already well-sustained
allegories, that is to say, which provide dramatic connexions
between personifications, are bound to become genre or history
pictures if the attempt is made to illustrate them hterﬂl’y in all
their details.

(i) Portraits of the Liberal Aris

It is therefore a fact that Diirer was the first artist north of .

the Alps to raise the portrayal of melancholy to the dignity of
a symbol, in which there appears a powerfully compelling con-
cordance between the abstract notion and the concrete image.
As may be readily understood from the foregoing, truly symbolic
forms of representation were evolved by artists of the Italian
Renaissance. For it was their achievement to express the ideal
in terms of naturalistic art and the transcendental in terms of a
rational world order; and (as for instance in Giovanni Bellini's
allegories) to discover—or rather, to rediscover in the art of
classical antiquity—the means of sublimation which Diirer also
used, wings for the chief ﬁg'ure, the “putti”, and so on.® If we
looked for an earlier work of art in which the principle of symbolic

8 On a plaque by Bertoldo, which has not as yet been fully explained, we even find a putio
takmg part with a child's carnestness in the adalts” occupation (W. Bopg, Berfoldo und
Lovenzo dei Medici, Freiburg, i.B. 1925, p.82). The putto seems to be modelling something,
while the old man on the left is not, as Bode states, busied with measuring instruments, but
is carving an elaborate piece of furniture; Mercury is working with plummet and compasses,
the female figure with a triangle. Whether the pa.rtly illegiblc letters ahoqul'l_'mlly be
interpreted as abbreviations of “‘Mathematica,” “Ars”, “Ludus" and “Usus" remains

an open question; such an interpretation would be in consonance with contemporary ideas

(see also below, text pp. 339 sqq.). R

.
F
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representation was applied to the subject of melancholy, an analogy
would be found, not in the illustrations to French romances, but
in a lost painting by Mantegna, which Diirer may possibly have
known. Unfortunately we know practically nothing about it:
but we do know that it bore the title ‘“Malancolia”, and that it
contained sixteen putti dancing and making music.®

All this naturally does not exclude the possibility that the
general conception of Melencolia I-—as soon as we look at it in
the light of the history of pictorial types rather than in the light
of a theory of allegorical forms -may also be related to the northern
tradition- of pictorial allegory; indeed, we may even be led to
think that a connexion between the two is absolutely essential
to Diirer’s engraving. But the first stages are not to be found
in the pictures of Dame Mérencolye. Despite their connexion
with scientific and medical notions of melancholy, as far as artistic
form was concemned, these led, as we have seen, their own life,
and they developed according to their own laws. Quite apart
from that, they could hardly have become known to Diirer.®® The
first stages are to be sought rather in a group of allegorical pictures
representing the “Liberal Arts”. These pictures have nothing in
common, as regards content, with the pictures representing
diseases and temperaments; however, in design they readily lend
themselves to Diirer's own particular artistic intentions, the
novelty of which they in fact underline. Among them, we are here
concerned particularly with those which illustrate the fifth of the
“Liberal Arts”: that is to say, Geometry.

Art in classical Greece had almost completely neglected the
realm of manual labour, and Hellenistic art had dealt with it in the

"8 “Un quadro su l'ascia di mano del Mantegna con 16 fanciulli, che suopano ¢ ballano,
sopra scrittovi Malancolia, con cornice dorata, alta on. 14, larga on. 203" (G. CadPORI,
Rarcolta di Cataloghi ed Inventarii inediti, Modena 1870, p. 328; ci. Gresrow (1903}, p. 40).
Giehlow is no doubt correct in saying that these playing and dancing putti should be inter-
preted as humanistic symbols of the musical and theatrical entertainments recommended as
antidotes to melancholy. But of course it need not have been Ficino who transmitted the
knowledge of this (at the time) obvious remedy to Mantegna. Moreover, one can say even
less about Mantegna's picture, since from Campori’s description it js not even certain that
“Melancholy” ‘was there in person, In all essentials we must fail back on Cranach’s picture
{(PLATE 130), which scems to reflect Mantegna's composition (see below, text p. 384); recently
the Diirer drawing L623 has come to light, which might confirm Diirer's knowledge of the
lost picture (cf. H. Trerze and E. TIETZE-CONRAT, Krilisches Verzeichnis der Werke A. Dilrers,
vor. 1, Augsburg 1928, p. 21).

¥ The one iconographical trait in which the "“Molancolia" of Melencolia I agrees with
“Dame Mérencolye” (and then only in King René's romance) js in her dishevelled (escheveié)
hair, and even this sign of a desolate state of mind is too general a motif to justify the
assumption of a connexion.
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way of sentimental genre-painting of the pathetic poor or the hard-
working peasants, rather than as a factual and natural portrait of
reality.® Roman antiquity evolved from it, however, an almost
inexhaustible variety of pictorial types.® Next to the purely
descriptive pictures of trades, which remain firmly wedded to
reality in a typically Roman manner and show us peasants and
artisans at their daily work, there are the Hellenistic representa-
tions which playfully mythologise this concrete reality by making
putti do the work; and there are, finally, countless tombstones, on
which the occupation of the deceased is depicted by showing not
the gestures, but, emblematically, the tools, of the trade in question
(PLATE 50).%¢ Sometimes these emblems of labour can be re-
formed into the processes of labour, as is shown by a gilt glass, on
which the figure of a ship-owner is surrounded by small scenes
from the shipyard.®” Sometimes, too, though not often, we
encounter representations which really “personify”’ a trade, such
as the Etruscan mirror (closely related to the emblematic tomb-
stones) which shows a winged Eros surrounded by joiner’s tools—
as it were, “‘the spirit of joinery” (PLATE 51).% _
Only the first of these types, the descriptive pictures of real
workaday scenes, were handed down fo the Middle Ages by
direct pictorial tradition. In the almanacs and encyclopaedias

 The Hellenistic representations of the life of city populace, peasants, or even beasts are
distinguished from the specifically Roman ones Ly an emotional emphasis arising from a
keen sensitivity in regard to the unfamiliar. It may reflect a horror of degradation, as in
the case of the Drunhken Old Woman; or a sentimental interest in fellow-creatures or nature,
as in the case of the Black Boy making Music, or the Dam suchling her Young; or, finally, a
longing for the idyllic as in the case of the “peasant type” proper. In exactly the same
manner Hellenistic portraityre contrasts with Roman by reason of its excitement and sense
of triumph or suffecing. The “holy sobriety' of the Latin artistic spirit, which, in educated
circles, was often concealed under 2 mask of Hellenism, but revealed itself the more clearly in
popular works, or in what we call provincial art, harked back, despite classicism and Hellenism,
to the utter objectivity of the ancient Egyptian occupational portraits.

® Orro Jauy, “Darstellungen des Handwerks und Handelsverkehrs avf Vasenbildern”,
in Bericht iiber die Verhandlungen der sichsischen Geselischaft der Wissenschaften, phil.-hist.
Hlasse, xix (1867), p. 75-113. CL H. Gummerus, “Darstellungen aus dem Handwerk anf
rim. Grab- und Votivsteinen in Italien’, in Jahvinech des kaiserlich dewtschen archdologischen
Insiituts, xxvur (1o13), p. 63-126). More recenily P. Branot, Schaffende Arbeit und
Pildende Kunst, Leipzig 1927-1928 (two volumes with numerous plates).

% Qccupational emblems could either be added to the figure of the deceased (this was the
usual pagan custom, as in our PLA1E 50), or replace it altogether {this naturally being 2
particularly popular form in the Christian catacombs).

1 R. Garvccl, Sloria dell' Arle cristiana, VOL. 111, 202, 3 = CasroL-LEcLERCg, Diclionnaire
d'avchéologie chréticnne ¢! liturgie, 1, 2, col. 2018 (with more detail). -

st . Geauanp, Etruskische Spiegel, Berlin 1843-67, Plate 330, 1.

T v
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we can see these scenes from Roman moruments adopted almost
without alteration®®; only in the later course of development
were they modified and brought up to date. The personification
of the Seven Liberal Arts, however, had still to be created—or
rathé}-, translated from Martianus Capella’s lively and vivid
description® into pictorially impressive terms—before they could
assume the forms in which we so frequently see them in the
great cathedrals and in illustrated manuscripts. There, they
are often accompanied by a particular historical figure ,repre-
senting thern—just as, in the mosaic pavements of late antiquity,
the mine Muses are sometimes accompanied by representa.tivé
practitioners of the nine arts—Calliope by Homer, Urania by
Ara__:tus,"l and so on. Figures also of the Seven Mechanical Arts
represented mostly by paradigm rather than by personiflcation'
still had to be evolved.** And, without borrowing from antiquity‘
b_y @ process of spontaneous re-creation, there arose a type o%
picture in which the skill of a man or of an allegorical being was
indicated merely by the inclusion of a distinctive tool of his trade

gltlanturies before the conscious reversion to the Roman typé
of monument for artisans or architects took place during the
Ren_z_izlsance.” the background of the archivolt reliefs showing

) ** To illustrate the continuity of this tradition we brin, ther on I ; ;
ptctug? of Lhe months from the Salzburg Calendar-of g&:gs?(; Swmz:v::sl g?Diig.'SeE:t}bs:-rm
Ma!fm_l, Leipzig 1913, Pp. I3 5qq. and plate VII; H. J. HErRMANN, Die ih‘u;uim'crm Haf;i
;?\:E::’g der Nc:hom{h&homsk in Wien, voL. 1, Leipzig 1923, p. 148), namely May holding
Ram. Jg:; pt‘mgh.mg. and ‘;\ugnst feapfng: (b) the three corresponding pictures from the
M“nin‘u;‘ ex :;;::f:”: ?ﬁsm'a: copled ”::‘ 1023 from a Carolingian model (A. M. AmELL

ve . . . Enciclopedia medioevale di R i '
plate LIII); (¢} « Roman figure in relief of the type on‘ial;.:hn?:;:;tu\:;&baﬁsdm?&:m'
san_:ophagus}. The pictures in the Rabanus Codex retain the indications of ground fo :ﬂn
which have already lapsed in the Carolingian calendars, though the disposition of tl:wnz8 -
would gl_ema.nd_ ?hem here too.  Hence it follows that the Rabanus pictures {(for which gfur::
i(:(;:.nscgmrr,i util l;:lﬂrd’ga der Bibliothek Warburg, VoL. 11, 10231924, pp. 215 s.qqt; .a.rs‘

e ent o i i -

o of:nthe o &:c c:nm :;.urg Calendar and are based directly on pictorial sources dating from

% Nuptine Philologiae et Mercwrii, B 11 . of - :
avehéologiqus, 1801, pp. 343 304, . 5qq.; cf. E. MALE, “Les arts libéraux”, in Revue

" In these instances, therefore 3 i i
' I , personifications and paradigmata meet i
::'mllxll a.'{ew" c_enturies later, could even be united in a single scene {::f. I: ga S:alﬂawne
& 1:‘: m;_t;:::z mDGmg;?:; Ruiscu, Margarita philosophica, Strasbourg 1504, well repwdtﬁ::
. R , Der Gelehrte in der dewischen Ver, enfieit S
Kunstgeschichte, vor, vir), Leipzig 1900, plate ‘s.ﬂﬂg DEmapRphlissi Snadun
%2 Ci. E. MALE, “Les arts libéraux”, in Revue arc i
- ALE, N héologigus, 1891, pp. 5
Scurosser, in Jahrbuch der kunsthistorischen Sammiungen des ﬂgkﬁiﬁk?qf;':?gfy{ rses,
voL. Xxvii (1896), pp. 13 sqq. e
¥ Cf.¢.g. ANDREA BrEGNG'S epitaph in Santa Maria so, ;
. ¢ o's pra Minerva (H, EGGER, in Fi J
fur fu:{ul_.;s von Schlosser, Ziirich 1927, plate 57) and the cotresponding German n:;‘r:;;:f '

[

#
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the historical representatives of the seven arts had been furnished
with a ruler on a nail and a board with pen, sponge and so on
(PLATE 100); and architects’ monuments show the profession of
the dead master by compasses and set-square.” Oné’ typical
example of this is the monument of the great Hugues de Libergier,
which, incidentally, is also a wonderful witness to the veneration
which in Late Gothic times (in some ways, at least emotionally,
very much like the Renaissance) could be accorded to a brilliant
architect. But there can be no doubt that the writing implements
in the Chartres archivolts are meant to be realistic, while the tools
on the tombstone of the Master of St Nicaise have the same
purely emblematic significance as in the Roman monuments,
These were the two roots of the new iconography. It arose
when fourteenth-century art-—charged with contradiction as

always—developed a highly abstract symbolism which was ideo- .

graphic rather than representational, while at the same time it
laid the foundations of naturalistic perspective. Thus, there could
develop, on the one hand, those workshop-interiors of the reliefs
on the Campanile in Florence which almost look like scenes from
ordinary life; on the other, such abstract representatmng as the
miniature of 1376 in which the Aristotelian Téyvn appears sur-
rounded by the tools of the various mechanical arts, with small
figures of a farmer and a shepherd at her feet (PLATE 101),% or
the strange pictures of the “Observance of the Sabbath”, m which

obviously later in date, discussed in P. BrannT, Sdaﬁmae Arbeit und Bildende Kmm Leipzig
1027-1928, voL. 11, pp. 137 5qq. The type of "Eros Carpenter”, too, underwent 2 revival in
the period of humauism, though with an intellectual and satirical refinement of meaning; cf.
the putto surrounded by occupational symbols and striving to fiy heavenwards, but hindered
by terrestrial needs, which often appears in editions by Rivius, but is already mﬂueucod by
Diirer's Melencolia I. That it was so influenced is shown by a comparison with :t_s model in
Alclato's Emblemata, which is still withont any occupational symbols (ef. L. Vorkmans,
Bilderschriften der Renaissance, Leipzig 1923, p. 44). Of the use of implements to denote an
occupation there are, of course, conntless examples in emblem-books; they can rep!aoe long
narratives or biographies. As a good example, cf. the reverse of the medallion for Tomasso
Ruggieri, reproduced in G. Hawvrou, Die Medallien der ilalienischen Renaissance, Stuttgart
1922, plate LXX, 4.

% Cf. E. Moreau-NEraton, La Cathédrale de Reims, Paris nd., p. 33.

% The Hague, Mus, Meermanno-Westreenianum, MS 10 D 1 (the “small"” Aristotle-Oresme
MS of Charles V), fol. 1107 (cf. A. Byvanck, Les principaux ils & peintures de la
Bibliothiyue Royals et du Musée Meermanno-Westreenianum 4 le Haye, Paris 1024, p. 114;
replicas in J. Meuraey, Les principaux ils & peint du Musée Condé & Chantilly,
Publications de la Société frangaise de reproductions de manuscrits & peintures, vorL. xin-
x1v, Paris 1930, plate LII and pp. 46 sqq., with bibliography). On the left, next to "Art",
is “'Science”, reading; on the right is the three-headed “Prudence' (for the motif of the
three heads, cf. E, Pavorsky, Hercules am Scheidemwege (Studien der Bibliothek Warburg,

.‘4

voL. xvin), Leipzig 1930, pp. 1 5qq.; it is remarkable, however, that here the three are’
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the “‘arma Christi” of the contemporary representations of the
Man of Sorrow are replaced by implements of various crafts.®

Thanks to the progress of naturalistic perspective in the course
of the fifteenth century, the distinctions observed in portraits of the
arts between “‘personification”, “paradigm” and “emblem” became
less and less sharp. On the one hand, there were certain historical
figures, such as Cicero, Euclid or Pythagoras, who had originally
been added to the personifications of the various arts as their
““paradigmatic” representatives. These portraits now became so
independent, and were at the same time elaborated into pictures
of professional activities which seemed so completely realistic,
that the personified figure of the art could be dropped, and the
individual portrait of a Pythagoras, a Euclid, or a Cicero, could
illustrate at one and the same time both an actual activity and
the general notion of the art in question. On the other hand,
abstract personifications (on the lines of, for example, the Hague
miniature) could now become so realistic that they, too, bear
the appearance of genre pictures of an occupational activity.
In either case the minor figures, and implements that in earlier
pictures had been purely emblematic, could be turned into
illustrative elements and unite themselves in the three-dimensional
space of the picture—both with “Pythagoras” or “Cicero” (now
raised to the level of general significance), and with “Rhetoric”
or “Music” (now partxculansed to the extent of resembling a
concrete genre scene)

Thus, to give an example of the first possibility, a German
manuscript of the third quarter of the fifteenth century® illustrates
the notion “Geometry” by means of a figure of Euclid sitting,
accompanied by an assistant, at a table laden with measuring
instruments, and holding a pair of compasses and a set-square,
while in a special strip along the bottom another assistant is
taking soundings (PLATE 102). In this subsidiary scene we have
a sort of half-way house between the purely emblematic use of
minor figures, as in the Hague miniature, and their inclusion in
a common space with the main figure (as in PLATE 104).

death's-heads); below are “Entendement” in a pensive attitude, and “Sapience”, illumined
by the direct vision of God the Father and his angels, Dr B. Martens Lindly brought this
miniature to our notice. “Ars" as a smith appears in the Brussels Aristotle-Oresme MS
9505, fol. 1757, which is related to this both in time and manner.

# Cf. E. Brerrenpaca and T. Huwmanw, Anzeiger fiir schweiterische Altertuwmskunde,
voL. XxxX1x (1937), PP- 23 599.

# London, Brit. Mus., Add. MS 15692 (De seplem arlibus libzralibus), fol. 297
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On the other hand, in a group of somewhz:.t Iater_ French
manuscripts real personifications appear, representing notions such
as “Déduccion loable”.%8 These person-lﬁcatmns, mmden?:ally, arlz
metaphorical as well as allegorical, su}c?_actual worl_ung too
could only be attributed to such a sub-division of rht.at_onc 'tfecausc
the text credited it with so strengthening the logical edLﬁf:e of
thought “que rient n’y reste trou ne fente.”®? Armed'vnth a
set-square, ‘“Déduccion loable” sits in a room, overlooking tw}o
unfinished houses and filled with joists, beams, apd menters
tools that are entirely realistic. Here we can .exther‘ interpret
the various instruments as emblems around which a room has
been built, or regard the whole as a workshop and dwelling-room
in which the emblems are distributed (PLATE 103).

After these examples we are in a position to unfierstaud a
certain portrait of “Geometry” which is of the grea.test, importance
for our subject, namely, a woodcut from Gregor Remc& s M. arga.nffz
philosophica, Strasbourg, 1504 (I.’LA‘I‘E 104) 10 Geo:rrfelna-,
once again a real personification, sits at a tab.le full of planimetric
and stercometric figures, her hands busied with compasses and a

# Nunich, Staatsbibliothek, Cod. gall. 15. On this, cf. E:o?u'x-nz Ros.}usu, : ?!utic?!s:}:
Les Douze Dames de Rhétorique” (from MS fr. 1174 of the B:'blmthuque Nationale), in H;t st ; "
de la Sociéle frangaise do reproductions de » .'.'.,'d peintures, voL.”xm (1929). In o
history of types these ladies (and also, for instance "Dame Eloquence”) come very near
Durer's *'Melencolia®. o

# A similar "“metaphorical” or ““double" allegory aiso occurs in the "Ar_bes' series pr:‘l:.bly
from Alsace (Scrrriser, Manuel, No, 1874, reproduced in P. le-:z. Embtaﬂ:‘.’nmkc i nh:‘_r;
Jahvhunderts, vov. Lxiv, No. 6, and in E. RBICKE, Der Geichrie in der'dsuuohg cria?gmum.
Leipzig 1900, figs. 27-29). These portraits, despite their abstract'htles su ac; m‘mdeed'
etc. are, regarded as types, fully realistic ucuupau.ona.l’ repr?sentahans-—- 80 mu‘ﬁ t:::r, vm“;
that with one exception they show us not the paraflx_gmntxc repusenta‘mres :d b
sciences, but simple prasants and artisans, whose aclivity refers to the _l.lbeufa.l :;rts r;rﬁ bid
way of metaphor (as in the case of Déduccion loable), or eise by alluding to_ w(;};m —
application. Arithmetic alone is represented by a man actually countﬁ. o ({u;
Thetoric and Logic, on the other hand, are :eprcaem:ed by a sower, a m:J.l_er and a - :
Aristotle made bread out of the seed which Pri.w.m had sown a:fd C.I.Cbl;) lgroun Yo ar:, .
Astronomy by a painter, a figure known from the p'uct.ums of tlnf children o ercury rgr N
Luke's Madonna, except that bere he is painting stars in thc sky: (.-eomef:ry. however, is prw
sented not by a geometrician but by an “appacellleur” who is measuring a stone on a site,
and the accompanying couplet runs

“Ich kan pawen vnd wol messen,

Darumb will ich Eclides (sic) nit vergessen.”
The diflerence, in comparison with Déduccion loabls, is, as in ?ther cases, that there r:izdy
easily recognisable as a personification is sittin.g ina carpenter’s shop, whereas here ol ry
pcas.';u]ts and workmen are really sowing, milling and baking. -

109 Reproduced in O. LAUFFER, Deutsche Altertimer im Rak dewtscher Siite, Lelpzig
1918, plate 5,
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spheére® She is surrounded by scenes of activity, of which the
smaller scale contrasts sharply both with the perspective of the
picture as a whole, and with the size of the main figure. They
are ‘subordinated to it as dependent notions rather than co-
ordinated with it as objects in a coherent space; that is to say,
the relation of the tools to the main figure is something like that
of the small occupational scenes in the Hague miniature to the
figure of “Art”, or those on the gilt glass already mentioned to
the figure of the deceased ship-owner. Like these, they may be
regarded as dramatised trade emblems. In an organisational
sense; the toil of the ship-builders sawing and planing is “governed”’
by the ship-owner; and in an intellectual sense the activities shown
here are “subordinated” to “Geometria”; for all the work that
is going on is merely a practical application of her theoretical
discoveries, On the ground floor of the house under construction
(a huge block of stone is still suspended from a crane) the ceiling
is being vaulted; hammer, ruler and moulding plane are lying
on the ground; a kneeling man is drawing a plan with the help
of a set-square; another is dividing a very naturalistic map into
“iugera”; and with the help of a sextant and astrolabe two young
astronomers are studying the night sky, in which, despite heavy
cloud, the moon and stars are brightly shining 12

No one whose historical sense can bridge the gulf between a
didactic picture and a great work of art can deny that this “typus
Geometriac™® is extraordinarily akin to Melencolia I. - We must

191 Cf. MarTIANUS CAPELLA, Nupliae Philologiae et Mercurii, vi, 575 sqq., esp. s8o-Br
(pp- 286 sqq. in A. Dick’s edition, Leipzig 1925). Geometry's serving women are here carrying
a “mensula” covered with a greenish dust, “'depingendis designandisque opportuna formis™;
the author describes the lady herself as “feminam lucuolentam, radium dextera, altera sphaeram
solidam gestitantem."

102 The: groundwork for all this bad already been laid by Martianns Capella’s description.
Geometry is wearing a “peplum”, “in quo siderum magnitudines et meatus, circulorum
mmrae conexionesque vel formae, umbra etiam telluris in caelum quogque perveniens vel
lunae orbes ac solis auratos caliganti murice decolorans inter sidera videbatur”; and “in
usum germanae ipsius Astronomiae crebrius commodatum, reliqua vero versis illitum
diversitatibus numerorum, goomonum stilis, interstitiorum, pondernm  mensurarumque
formis diversitate colornm variegata renidebat” (A. Dick (ed.), p. 2B9). Such a garment
could niturally be dispensed with by our artist, as astral phenomena could be directly
represented, though the peacock's feather in Geometria’s cap is not without allegorical
sigrificance; the peacock according to Ripa, under the heading Notte, seconda parte (quoting
Fierio V;a“latiano], signifies "la notte chiara, e stellata, vedendosi nella sua coda tanti occhi,
come tante stelle nel Cielo".

1% Alréady in the 1512 edition of GREGor REisca’s Margarita philosophica (fol. o 17) the
portrait is simplified along these lines; Geometria is holding the sextant herself, and is
measuring a barrel with a pair of compasses {a remarkable anticipation of Kepler's Stercometria
doliorusm); while a rule lies on the ground, and a ship is sailing in the distance,
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not forget that, as has been frequently pointed out, trade tools
fmd trade scenes are constantly interchanged, and, in certain
instances, even combined. We are therefore justified in imagining
that the illustrator of Gregor Reisch’s book might have repre-
sented the tools as emblems instead of showing their application
in the minor scenes'™; and we have then only to add to them the
implements that are in fact seen scattered about on the table
and on the ground in the woodcut in order to be aware of an
astonishing measure of agreement in the inventory of both designs.
Diirer, too, still in accordance with Martianus Capella, shows a
figure with a sphere and a pair of compasses engaged in con-
struction; here, as in the woodcut, there are hammer, moulding
plane and set-square on the ground. In the woodcut, Geometria
has writing materials beside her on the table; in Diirer’s eh‘éra.ving,
also, there are writing materials on the ground near the sphere!®s;

1 Thus in the miniature, PLATE 103, 3

165 There is no reason to doubt that this object is in reality nothing but a portible writing
compendium, consisting of a lockable inkwell with a pen-casc attached to it.by a leather
strap but enfortunatcly truncated by the left-hand margin of the picture. And yet after
1. A. Enpres ‘(D= christliche Kunst, voL. 1x (1913), several instalments), had interpreted
it as a spinning top, and F. A. Nacet (Der Kristall auf Diirer's Melancholie, Nuremberg 1922)
as a plummet, W. BUurer in (Mifteilungen der Gesellschaft fiir vervielfdliigende’ Kunst, 1925,
PP- 44 59q.) called it a paint-jar with a stick and with a thread wound round it in spirals to
facilitate the drawing of a straight line (whercas these spiral efiects are nothing but plaited
leather, such as occurs not only on other pen-cases but even on knife-sheaths, cf. e.g Breughel's
drawing, Tolnai No. 77); while according to P. BrawoT (in Die Umschau in Wis,sén.s-chaﬂ und
Technik, voL, xxxi1 (1928), pp. 276 sqq.) it was even meant to be a cone-shaped plummet,
with a case for the line standing on a sancer! To set all doubt at rest we may mention the
analogous cases in Diirer's own works already pointed out by Giehlow and‘llso by F.
Hoxecker (in Zeilschrift filr christliche Kusnst, vor. xxvi {1913), col. 323)—the woodent
Bé6o and the prayer book of Maximilian I, plate 14, both representing St John on Patmos,
and the woodcut Br13 of St Jerome—and add 2 few others which might easily Ue multiplied:
(1) the vision of St John by the brothers Limburg in Chantilly (Les frés riches heures de. fean
de France, ed. P. Durrieu, Paris 1904, fol. 17", plate 14); (2} the vision of St John in the
Coburg Bible; (3) Diirer's woodeut Bjo; (4) the Ruggieri medal already mentioned above,
P- 310, note 93; (5) a portrait of St Augustine, dating from ¢. 1450, in a MS at Utrecht of his
Confessions (reproduced by A. W. Byvanck and G. J. HooGEWERFF, La miniafure hollandaise
ot les manuscrils illuslyés du 14" au 16* sidcles aux Pays-Bas septentrionaux, vor, 11, The Hague,
1923, plate 187); (6) a satirical woodcut in GEILER von KEISERSPERG'S Siinden des Munds,
Strasbourg 1518 (reproduced in E. REickr, Der Gelehrie, fig. 00); (7) Ghirlandaio’s St Jerome
in Ognissanti; {8} Hans Déring's woodcut (see below, text p. 335 sq. and PLATE 107) which is all
the more important since he tool the whole of his instrumentarivm directly from Diirer's
engraving. Giehlow's explanation (Giexrow (1904), p. 76) of the inlkwell as a hieroglyph
symbolising the sacred writings of the Egyptians does not seem to us tenablé because the
hieroglyph for the “sacrae litterae Aegyptiorum" (cf. Jakrbuch der hunsthistorischen Samm-
lungen des allevkdcksien Kaiserhauses, VoL. XXX1 {1915), p. 195} is not composed merely of the
pen or of the inkwell alone, but of inkwell, stilograph and sieve, the accompanying text laying
at least as much emphasis on the Jast component as on the other two: “Aegypciacasostendentes
litteras sacrasve aut finem, atramentum et cribrum calamum quoque effigiant, Litteras
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while the relatively simple stereometric objects with which
Geometria is busied find their more complicated counterpart in
Diirer’s much-discussed rhomboid.2*® When one adds that the
clouds, the moon and the stars that are shown in the woodcut
have their counterpart in Diirer’s engraving, and that the putto
scribbling on his slate was originally, in the preparatory sketch
(PLATE 8), to have been working with a sextant like the boy (1)
on the left of Geometria, one is bound to consider the connexion
as more than probable. We may even consider as a possibility
that the ladder should be interpreted as the implement of a
building under construction. The Margarita philosophica was one
of the most widely known encyclopaedias of the time; it even
appeared in an ltalian translation as late as 1600: and the con-
nexion with Diirer’s engraving is not invalidated by the fact that
the latter also took over characteristics from non-allegorical
representations of occupations--the less so as they Dbelong to the
iconography of portraits of scholars, who were at the same time
the liberal arts personified. Thus, regarded historically, the
sleeping dog is simply a descendant of the poodle or Pomeranian
so often seen in the scholars’ studies!®?; the wreath is a constant
attribute of the “homo literatus”, and Diirer himself (for we
think that it was he) had crowned the young Terence with it1%
while it distinguishes both Jacob Locher the poet,'®* and Marsilio
Ficino the philosopher.10

equidem, quoniam apud Aegypcios omnia scripta cum his perficiantur. Calamo etenim ac
nulla alia re scribunt. Cribrum vero, quoniam cribrum principale vas conficiendi pams ex
calamis fieri soleat. Ostendunt itaque, quemadmodum omnis, cui victus suppeditat, litteras
discere potest, qui vero illo caret, alia arte utatur necesse est.  Quam ob rem apud ipsos
disciplina "sbo’ vecatur, quod interpretari potest victus abundancia. Sacras vero litteras,
quoniam cribrum vitam ac mortem discernit.” It is highly improbable that anyone who
intended making a hieroglyphic translation of certain notions should so arbitrarily have
modified the symbols handed down by Horapollo. (From Vienna, Nationalbibl., MS 3255.
fol. 477.)

105 Appendix I, pp. 400 8qq.

107 Cf. Diirer’s own engraving of St Jerome, the Darmstadt miniature of Petrarch repro-
duced in J. ScHLosSER, Oberitalienische Trecentister, Leipzig 1921, plate 11}, the woodent in
B. Corio’s Chronicle of Milan of 1503 (reproduced in E. Re1cke, Der Gelehrle in der dewtschen
Vergangenheit, Leipzig 1900, fig. 55) or the illustration of medical study in 3. BRAUNSCHEWEIG'S
Liber de arte distillandi, Steasbourg 1512 {reproduced in RRiCKE, op. cit., fig- 46).

10t Cf, E. Romzr, in Jahrbuch der preussischen Kunstsammlungen, VOL. XLV {1020], plate T,
p- 136.

10 Woodeut in JacoB LocRER, Panegyrici ad rogem . . ., Strasbourg 1497 {reissued in H.
BRrAUNSCHWEIG's Medicinarius, 1505, fol. cxxxi¥), reproduced in E. Reicke, Der Gelehrie in
der deutschen Vergangenheil, Leipzig 1900, plate 66.

10 11, BrauNscAWEIG, Medicinarius, 1505, fol. cxxxii®.
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With regard to composition, an astronomical picture such as
the woodcut on the title page of Johannes Angelus’s Astrolabium
planum may also have had some influence; it was published
just at the time of Diirer's first visit to Venice, and in more than
one direction it seems generally to prepare the ground for the
spatial scheme of the engraving (PLATE 94) 1 However that
may be, it cannot possibly be a coincidence that so many of
Diirer’s occupational symbols correspond with those in the “typus
Geometriae’’, and that, as we shall shortly show, even those
details that are lacking in the balder woodcut can be subsumed,
almost completely, under the notion of geometry.

Is Diirer's “Melencolia” then really a “Geometria”? Yes and
no. For if she shares the circumstances of her occupation with
the lady with the peacock’s feather in the woodcut, she shares
the manner of her occupation, or, rather of her lack of occupation,
with the portraits of melancholics in the German almanacs.
While in the Strasbourg illustration all is energetic and joyous
activity—the little figures drawing and measuring, observing
and experimenting, and the patroness eagerly encompassing her
sphere—the essential characteristic of Diirer’s “Melencolia’™ is
that she is doing nothing with any of these tools for mind or

hand, and that the things on which her eye might rest simply,

do not exist for her. The saw lies idly at her feet; the grindstone
with its chipped edge®® leans uselessly against the wall; the book
lies in her lap with closed clasps; the rhomboid and the astral
phenomena are ignored; the sphere has rolled to the ground;
and the compasses are “‘spoiling for want of occupation”.®® There

is no doubt that in spite of cverything this failure to employ

things that are there to be used, this disregard of what is there
to be seen, do link Melencolia I with the slothful melancholy
represented by the spinstress asleep or lost in idle depression.
The “Acedia” in the broadsheet (PLATE gz) with her head resting
on her left hand, and her spindle lying idle in her lap, is the dull-

111 JGHANNES ANGELUS, Astrolabitem planum, Venice 1494 (lacking in the 1st edition of
1488). Cf, in a contrary sense, esp. the relationship of the figure to the plane of the pictare
and the diagonal composition of the whole as conditioned by this; even the attitude of the head,
with one eye cut into by the outline of the profile, scems familiar. The same scheme, though
with the figure given heightened activity and emotional expression, in typical Renaissance
fashion, appears in the woodcut to Cecco p'Ascort’s Acerba, Venice 1524 (reproduced in
HarTLAUEB, Geheimmnis, p. 38).

12 For the significance of this, see below, p. 329 {text).

© M. WoLreLey, Die Kunst Albvechi Diivers, 5th edition, Munich 1926, p- 253.
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Iwittcd_ '_sistcr of Diirer’s “"Melencolia”; and we know how familiar
Diirer was with this lower type of melancholy, from the fact
that he accorded it a place in Maximilian I's prayer book.4

) Fr?m the standpoint, therefore, of the history of types alone, -
Diirer's engraving is made up in its details of certain traditional
Melancholy or Saturn motifs (keys and purse, head on hand
dark face, clenched fist): but, taken as a whole, it can only be
understood if it is regarded as a symbolic synthesis of the “typus
Acec}'i‘:a,\le”_ (the pupul-ar exemplar of melancholy inactivity) with
:ll:z “1?1:5::1 : Sretoslzlftnae" (the scholastic personification of one of

©' 2. THE NEW MEANING OF “MELENCOLIA 1"

(a) The new Form of Expression

The idea behind Diirer’s engraving, defined in terms of the history
of types, might be that of Geometria surrendering to melancholy
or.of Melancholy with a taste for geometry. But this picloria.i
union of two figures, one embodying the allegorised ideal of a
creatlv;:_ mental faculty, the other a terrifying image of a
destructive state of mind, means far more than a mere fusion
of two.types; in fact, it establishes a completely new meaning
and one that as far as the two starting points are concemec{
arf:-tounts almost to a twofold inversion of meaning. When
Purer fused the portrait of an ‘“‘ars geometrica” with that of a
!mmo -melancholicus”—an act equal to the merging of two
dllf{erent worlds of thought and feeling—he endowed the one
with a soul, the other with a mind. He was bold enough to bring
down the timeless knowledge and method of a liberal art into
th.e sphere of human striving and failure, bold enough, too, to
raise t}le animal heaviness of a "‘sad, earthy” tempera.mcn£ to
the height of a struggle with intellectual problems. Geometria’s
workshop has changed from a cosmos of clearly ranged and
purposga_‘fully employed tools ifito a chaos of unused things; their
casual * ﬁgtribution reflects a psychological unconcern.m’ But
Melanc}_mha.'s inactivity has changed from the idler’s lethargy
and th?l'sleepcr‘s unconsciousness to the compulsive preoccupation

m Pra}'ér-‘Bonk fol. 48%. TFor the i
2 - , fol. 48°. presence of the figure in the German Ship of Faols to
the illustrations of which Diirer probably contributed, sce above, p. 301 (tcxl].P 'f ’

WE H. WOLPFLIN, Die Kunst Albrecht Diivers, p. 255.
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of the highly-strung. Both are idle, Diirer’s wreathed and énnobled
“Melencolia”, with her mechanically-held compasses,: and the
dowdy “Melancholica” of the calendar illustrations with her
useless spindle; but the latter is doing ngthing becausé.'she has
fallen asleep out of sloth, the former because her mind is pre-
occupied with interior visions, so that to toil with practical tools
seems meaningless to her. The ‘““idleness” in one case is below
the level of outward activity; in the other, above it. -If Diirer
was the first to raise the allegorical figure of Melancholy to the
Plane of a symbol, ¢ this change appears now as the. means—
or perhaps the result—of a change in significance: the notion of
a “Melencolia” in whose nature the intellectual distinction of a
liberal art was combined with a human soul’s capacity for suffering
could only take the form of a winged genius. :”

The creative power which generated this new conception
naturally informs also the traditional details. Set pieces that
seem to be entirely conventional play a curious part in producing
that impression of casualness so typical of the engraving; the
purse, for instance, instead of being attached to the belt by
ribbons, has slipped carelessly to the ground, the keys hang
crookedly -in their twisted ring—very different from the house-

wifely chatelaine of the Madonna at the Wall. And when even ,

these inanimate details become éloquent, when the sleeping dog
{which in the usual picture of scholars is enjoying the quiet of the
study and the warmth of the stove) has become a half-starved
wretch, curled up, dead-tired, and shivering on the cold earth, then
how striking and how new those things appear which have always
been significant in a specifically human sense. We know now
that the motif of the clenched fist was a traditional one, already
used here and there before Diirer (PLATE 72). For a medieval
illustrator, the clenched fist was the sign of certain delusions,
and he conceived it as an inevitable adjunct of the figure in
question, as inevitable as the knife which St Bartholomew always
carries. But in Diirer’'s Melencolia I the clenched hand also
supports the head; it thereby visibly approaches the seat of
thought, and, by ceasing to be an isolated attribute, merges with

1# These stages of development, discussed above from a systematic point of view, can be
shown in the example of Melencolia I to have been stages in an actual historical :p&ocess; for
the “symbolic” form of the engraving did in fact evolve from the combination of a purely
“‘personifying” representation (i.e, the “typus Geometrine™) with a purely “paradigmatic”
one (i e. the portrait of 2 melancholic as in the calendars). i -
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the thoughtful face into one area of compressed power, containing
not only the strongest contrasts of light and shade, but also
absorbing all there is, in the otherwise motionless figure, of
physical and mental life. Moreover, the clenched left hand is
in striking contrast to the lethargically sinking right hand; it
is the hand no longer of an unfortunate madman who “thinks",
as one text puts it, “‘that he holds a great treasure, or the whole
world, in his hand”; but of a completely reasonable being, intent
on creative work—and sharing none the less the same fate as the
poor madman in not being able either to grasp or to release an
imaginary something. The gesture of the clenched fist, hitherto
a mere symptom of disease, now symbolises the fanatical con-
centration of a mind which has truly grasped a problem, but which
at the same moment feels itself incapable either of solving or of
dismissing it.

The clenched fist tells the same story as the gaze directed
towards an empty distance. How different it is from the downcast
eye formerly attributed to the melancholic or child of Saturn!17?
Melencolia’s eyes stare into the realm of the invisible with the
same vain intensity as that with which her hand grasps the
impalpable. Her gaze owes its uncanny expressiveness not only
to the upward look, the unfocussed eyes typical of hard thinking,
but also, above all, to the fact that the whites of her eyes,

particularly prominent in such a gaze, shine forth from a dark

face, that “dark face’” which, as we know, was also a constant
trait of the traditional picture of Melancholy, but in Diirer's

17 Cf. Rufus’ xarpdeic (above, text p. 50), probably to be understood as a psychological
term, and numerous later texts, in which certainly the pose is intended as a means of expression::
¢.g. Raimundus Lullus: “Et naturaliter erga terram respiciunt’’; Berlin, Cod. germ. fol. 1391,
now in Marburg: “Sin [e.g. the melancholic’s] Antlitz czu der Erden gekart™; also the text on
Saturn printed in A. HAUBER, Planelenkinderbilder und Sternbilder, Strasbourg 1916, p. 23°
"Sin [e.g. Saturn’s child] angesicht alles geneiget zu der erden.” It says something for the
power of suggestion of such a tradition that a description of Diirer's engraving (Piciura
Melancholiae) by Melanchthon—admittedly known to us only at second hand—says in obvious
contradiction to the visible fact: **Vultu severo, qui in magna consideratione nusquam aspicit,
sed palpebris dejectis humum intuetur.” Thus Berlin, MS theol. lat. qu. 97, now in
Tiibingen, a composite MS which a certain Sebastian Redlich copied from notes by Conrad
Cordatus, fol. zgo (rather poorly edited by H, Wrampelmeyer, Ungedruckie Schriften Philipp
Melanchthons, Beilage zum Jahresbericht des Kgl. Gymnasiums zu Clausthal, Easter 1911,
p. 8. No. 62). This description, an illuminating one in many ways {“"Albertus Durerus,
artificiosissimus pictor, melancholici pictaram ita expressit . . ."} is a mixture of minute
observation and subtle psychological interpretation, and of pure fantasy, At the end, for
instance, the author says “Cernere etiam est . . . ad fenestram aranearum tela”, although
neither a spider’s web nor even a window is present. Here Melanchthon was probabiy thinking
of another portrait of melancholy (¢f. our PLATE 139 and p. 393 5q.) or of an engraving such
as G. Pencz's Tactus (Brog).
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portrait denotes something entirely new. Here too, representing
the “dark face” less as dark-skinned than as darkly shadowed,®
he transformed the physiognomic or pathological fact into an
expression, almost an atmosphere. Like the motif of the clenched
fist, that of the dark face was taken over from the sphere of medical
semeiology; but the discoloration becomes, literally, an over-
shadowing, which we understand not as the result of a physical
condition, but as the expression of a state of mind. In this
picture, dusk (signified by a bat)? is magically illumined by the
glow of heavenly phenomena, which cause the sea in the back-
ground to glow with phosphorescence, while the foreground seems
to be lit by a moon standing high in the sky and casting deep
shadows® This highly fantastic and literal “twilight” of the
whole picture is not so much based on the natural conditions of
a certain time of day: it denotes the uncanny twilight of a mind,
which can neither cast its thoughts away into the darkmess mor
“bring them to the light”. Thus, Diirer’s Melencolia (it is un-
necessary to add that the upright figure in the preliminary study
has been deliberately changed to a drooping ome) sits in front
of her unfinished building, surrounded by the instruments of
creative work, but sadly brooding with a feeling that she is
achieving nothing.*® With hair hanging down unkempt, and her
gaze, thoughtful and sad, fixed on a point in the distance, she
keeps watch, withdrawn from the world, under a darkening sky,
while the bat begins its circling flight. “A genius with wings

M8 This fact was questioned by W. BUuier (in Mitteilungen der Gesellschaft fiv verviel-
Jaltigende Kunst, 1925, pp. 44 5qq.) as the globe, the fist and the putto's face appear lighter,
though they are in the same light.  But these objects of comparison seem lighter only because
they are merely partly in skadow, while Melancholy’s face, turned much further to the left
than the putto’s, is fully in shadow, and should therefore be compared only with the shadowed
portion of the objects named by Bithler (or perhaps with the right half of the collar round her
shoulder).

Y0 Ripa expressly describes this as an attribute of the “Crepusculo deila Sera”. Moreover,
we know (see above, p. 11, note 24 and passim) that the third quarter of the day, i.c. the time
between 3 p.m. and g p.n., is praper to melancholy.

19 [L seems hitherto to have been ignored that the sun could not possibly stand so high
at the time of day indicated by the sky and the bat, as to cast, for instance, the hour-glass's
shadow. The scene, therefore, if indeed such a realistic interpretation is desired, was imagined
as by moonlight, once more in significant contrast to the sun-drenched interior in the St
Jerome engraving (see below, p. 364, note 276).

121 In Melanchthon's analysis, just quoted, the ladder motif in particular is interpreted in
this sense, i.e. as 2 symbol of an all-embracing but often ineffectual, if not absurd, mental
search; "'ut autem indicaret nibil non talibus ab ingeniis comprehendi solere, et quam eadem
saepe in absurda deferrentur, ante illam scalas in nubes eduxit, per quarum gradus quadratum
saxum veluti ascensionem moliri fecit.”

T SPU——
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th_at she will not unfold, with a key that she will not use to unlock
with Jaurels on her brow, but with no smile of victory.”122 '

Diirer defined and enhanced this impression of an essentially
human tragedy in two ways by the addition of auxiliary figures,
The._ dozing of the tired and hungry dog (the former owner of the
pre]m_nnary drawing—see PraTe 4—rightly called it “canis
dorm}tans”, making use of the intensive form, rather than “canis
domuian_s”) signifies the dull sadness of a creature entirely given
over to its unconscious comfort or discomfort®: while the industry

of the writing putto signifies the careless equanimity of a being
that has o_nly just learnt the contentment of activity, even when
unproductive, and does not yet know the torment of thought,
even when productive; it is not yet capable of sadness, because it
has not ye.t attained human stature. The conscious sorrow of a
human ?Dcmg wrestling with problems is enhanced both by the
unconscious suffering of the sleeping dog and by the happy unself-
consciousness of the busy child,

: (b)) The New Notional Content
:I‘he new meaning expressed in Diirer’s engraving communicates
itself to eye and mind with the same directness as that with which
the outward appearance of a man approaching us reveals his
chareggter and mood; and it is in fact the distinction of a great
work: of art, that whether it represents a bunch of asparagus or
a suBtie allegory it can, on one particular level, be understood by
:‘.he naive observer and the scientific analyst alike. Indeed, the
Impression which we have just attempted to describe will probably
‘?;: shared, to a c}e:rtain extent, by almost everybody who looks at
¢ engraving, though in i i

diﬁer@ﬂy, ng g words they may express their feelings

But just as there are works of art whose interpretation is
exhausted in the communication of directly experienced im-
pressions, Pecause their intention is satisfied merely by the
representation of a “first-order” (in this case purely visual) world
of o'p]:acts,m so there are others whose composition embraces a

1 Luowic B 3 ing, pri
o~ :;)w G DARTNING, Worte der Evinnsrung an Adolf Barining, privately printed, Hamburg
'™ Thus, too, in Melanchthon's description: *“Jacet autem
hus ) : prope hanc ad pedes ipsius,
contracta corporis parte, parte etiam porrecta, canis, cuiu i i ia i 1'111:.id.i¢:opm >
8. C s smodi solet
esse, languida ¢t sominiculosa ot perturbari in guiete." o s bestia n

¥ Cf. E. PANOFSKY, in Logos, VoL, Xx1 (x932), pp. 103 sqq.
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“second-order” body of elements, based on a cultural mherlta.nce
and expressing, therefore, a notional content as well. That
Melencolia I belongs to the latter group is demonstrated not
only by Diirer's note, which attributes a definite allegorical
meaning even to the innocent appurtenances of a housewife’s
wardrobe,!* but, above all, by the evidence--just adduced—that
Diirer’s engraving is the result of a synthesis of certain allegorical
pictures of melancholy and the arts, whose notional content, no
less than their expressive significance, did indeed change, but
could hardly be altogether lost. It is hence inherently probable
that the characteristic motifs of the engraving should be explained
either as symbols of Saturn (or Melancholy), or as syxﬁbols of
‘Geometry. i

(1) Symbols of Saturn or Melancholy s

We have discussed first the motifs 'lssomated w1th Saturn
(or Melancholy)—the propped-up head, the purse and keys, the
clenched fist, the dark. face'®—because they belonged:to the
personal characteristics of the melancholic, and because, with
varying degrees of completeness, they had all been evolved in
the pre-Diirer tradition. Besides these motifs there are others
which are not so much essential properties as extraneous trappings
of the figures represented, and some of them are forelgn to the
older pictorial tradition.

The first of these auxiliary motifs is the dog, which in itself
belonged to the typical portraits of scholars. Its inclusion and
the inversion of meaning by which it becomes a fellow-sufferer
with Melencolia can, however, be justified by several considera-
tions. Not only is it mentioned in several astrological sources as
a typical beast of Saturn,®*? but, in the Horapollo (the introduction
to the Mysteries of the Egypiian Alphabet which the humanists
worshipped almost idolatrously} it is associated with.the dis-
position of melancholics in general, and of scholars and prophcts
in partlcular In 1512, Pirckheimer had finished a translation

1 See above, pp. 284 sqq. (text). Among Diirer’s unallegorical works showing ﬁguras with
a purse and keys, we may mention the engravings B4o, B4 and go; the woodceuts B3, 8o, 84,
88, 92; and, above all, the costume picture L463 with the caption “also gett man in Hewsern
Normerck.” A purse and keys also characterise the old nurse in the p:ctum of Danae by
Titian (Prado) and Rembrandt (Hermitage).

1% See above, pp 289 3qq. (text).
1% E.g. in Ibn Esra the ‘'canes nigri”, and, in a Greek MS, dogs in general {Ca: asir. Gr.,

v, I, p. 182, 10} quoted by W. GURDEL in Gromon, VoL. IT {1926), p. 299, and B'BG Stern-.

glaube, p. 114).
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of the Horapollo from the Greek, and Diirer himself had supplied
it with illustrations; and curiously enough, of this jointly produced
codex, there survives the very page (Diirer’s drawing L83) on which
it is written that the hieroglyph of a dog signifies among other
things the spleen, prophets, and “sacras literas”—all notions
which, since the time of Aristotle, had been closely linked with the
melancholic—, and that the dog, more gifted and sensitive than
other beasts, has a very serious nature and can fall a victim
to madness, and like deep thinkers is inclined to be always on the
hunt, smelling things out, and sticking to them.’?® “The best
dog”, says a contemporary hieroglyphist, is therefore the one
“qui faciem magis, ut vulgo aiunt, melancholicam prae se ferat’"12
—which could be said with all justice 6f the dog in Diirer’s
engraving.

~ The bat motif is quite independent of pictures. In fact, its
invention is due purely to a textual tradition; and even in Ramler’s
Shorter Mythology it is still cited as the animal symbolic of
melancholics.®® It is mentioned, too, in the Horapollo as a
sign of “homo aegrotans et incontinens” 13 Turther, it served
the Renaissance lumanists (for better or worse) as an example
of night vigil or nightly work. According to Agrippa of Nettesheim
its outstanding characteristic is “vigilantia"#?; according to
Ficino it is a warmning example of the ruinous and destructive
effect of night study™?; and (most remarkable of all, perhaps)

122 On this cf. Giearow from whose works we have frequently quoted, and to whom the
credit belongs for having discovered the whole system of Renaissance hieroglyphics 2nd for
collecting all the most important material; cf. also L. VoLrMANN, Bilderschrifien der Renais-
sance, Leipzig 1923, passim. G, LEiDINGER (in Sifrungsberichie der Bayerischen Akadzmie
der Wissenschaflen, philol.-hist. Klasse, 1929) has shown that Diirer knew, and even owned, the
Hypnerotomackia Poliphili.

12 Thus Pierio Valeriano, quoted in Gierrow (1904), p. 72.

70 K. RaMLER, Kurzgefassie Mythologie, 4th edn., Berlin 1820, p, 456: “Some make bats
Alutter about him."

3 K, Grenrow, in Jakrbuch der kunsthistorischen Sammliungen des allerhdchsien Kaiserhauses,
voL. ¥xxit (1915), p. 167.

11 AgripPa OF NETTESHEIM, Occulta philosophia, in the autograph of 1510 discovered by
Dr.Hans Meier, Wiirzburg, Univ. Bibl., Cod. Q. 50 (for this, see below, text pp. 351 sqq.),
fol. or. Hence a bat's heart was a talisman against sleepiness.

13 Fremvo, De v. tripl, 1, 7 (Opera, vol. 1, p. 500): “Spiritus fatigatione diurna, praesertim
subtilissimi quique denique resolvuntur. Nocte igitur pauci crassique supersunt . . . , ut
non aliter mancis horum fretum alis ingenium volare possit, quam vespertiliones atque
bubones.” Moreover Agrippa of Nettesheim mentions the bat as among Satura’s beasts:
“Saturnalia sunt . . . animalia reptilia scgregata, solitaria, nocturna, tristia, contemplativa
vel penitus lenta, avara, timida, melancolica, multi laboris et tardi motus, ut bubo, talpa,
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in ancient times its membranes were actually used for writing,
particularly in setting down spells against sleeplessness.*

Finally, the seascape with the little ships can also be fitted
into the context of Saturn and Melancholy. By classical and
Arabian astrologers the god who fled across the sea to Latium
was reckoned “lord of the sea and of seafarers”’, so that his children
liked to live near water and to make a living by such trades%
Nor is this all. Saturn—and, more particularly, any comet
belonging to him—was also held responsible for floods and high
tides: and it can safely be said that any comet which figures in
a picture of Melancholy must be one of these ““Saturnine comets”,
of which it is expressly stated that they threaten the world with
the *‘dominium melancholiae” . 3*¢ It is, then, scarcely a coincidence
that a rainbow shines above Diirer's sea, and that. the water
has so flooded the flat beach that it is lapping round the trees
between the two bright peninsulas; for even in Babylonian
cuneiform texts it had been considered a definite fact that a

basiliscus, vespertilio” (the Wiirzburg MS, fol. 17%; from the printed edition also mentioned
by W. GuNDEL, in Gnomon, VOL. I1 {1926), p. 290, and BBG, Sternglaube, p. 1t 5). According
to this, any incense offered to Saturn should contain bat's blood {the Wiirzburg MS, fol. 25
from the printed edition quoted by GUNDEL, loc. cit). In addition to these direct mentions
there are indirect ones, crediting Saturn with pight birds in general (ra Tis vukrds werewd,
“omnia, quae noctu vagantur”): Caf. asir. Gr., 1v, 122 (quoted by GumpEL, loc. cit.) and
Ranzovius, Traclalus astrologicws, Frankfurt 1609, p. 47. The sixty-second emblem in
Alciato’s famous collection of emblemata is of particular interest:
- “*Vespertilio.

Vespere quae tantum volitat, quae lumine lusca est,

Quae cum alas gestet, caetera muris habet;

‘Ad res diversas trahitur: mala nomina primum

Signat, quae latitant, ludiciumque timent.

Inde et Philosophos, qui dum caclestia quacrunt,

Caligant oculis, falsaque sola vident . . . 7
These lines read like a list of the characteristics of the Saturnine and melancholy mind.  The
reference to a certain type of philosopher is sigaificant.

12 T, Dawt, Die Buchrolle in der Kunst, Leipzig 1907, PP- 286 sqq. (with references).

15 See aliove, pp. 139, 138, 143 5qq. (text). LEONEARD REYNMANN's Nativifet-Kalender of
1515, too, states that the children of Saturn “deal with watery things” (fol. D. ii).
Campagnola’s engraving of Saturn, mentioned above, pp. zIo fL (text), may have given
Diirer the actual impulse to adopt the sea motif. This engraving, influenced in its turn by
earlier Diirer engravings, can hardly have been unknown to the mature artist.

1¢ f. BartoLoMEO DA Parsa, ed. E. Narducci, in Bullstino di Bibliografia & di Sloria
dellz Sciemze Matematiche ¢ Fisiche, Xvul (1884), p. 156. Correlating individual comets to
individual planets dates back to Nechepso-Petosiris; cf. BBG, Sternglaube, pp- 51 and 129, and
\V. GUNDEL in PauLY-Wissows, s.v. "Kometen”, and in Hessische Bldtter fiir Volkskunde, vl
(1908}, pp. 109 sqq. (The planet bequeathes its properties to the comet, “tanquam filio™;
of. A. MizaLpus, Comelographia, Paris 1549, p. 91, the same author says (pp- 177 and 180)
that Saturn’s comet canses “melancholicos morbos” and floods, etc., and is particularly
dangerous to the children of Saturn.) i '

§z] THE NEW MEANING OF ‘“MELENCOLIA I”’ 325

conféle-zlt: wil:ht 1i]'cs h:lad towards the earth pointed to high water;
and it was the melancholic i i ’
e e e in particular who was able to foresee
- However, these phenomena, partly sad, partly menacing, are
countered by two other motifs®*® signifying palliatives agz'tinst
Saturn and against Melancholy. One is the wreath which the
woman has bound round her brow. Although, in the history of
types, this wreath is traceable to the adornment of the “homo
literatus” and therefore proclaims Melencolia's intellectual
powers,® nevertheless it must also be reckoned as an antidote
to f:nelancholy, because it is made up of the leaves of two plants
w};}ch are both of a watery nature and therefore counteract the
edrthy drynmess of the melancholy temperament; these plants are
wa}_f_.eg parsley (Ranunculus aquaticus)—which Diirer had alread
ﬂs_s:pcmte(-i with the combination of “Auster”, “Phlegma” ang
Aqua” in his woodcut? illustrating the work of Conrad Celtes
(PLATE 83)—and the common watercress (Nasturtium officinale). 4
Tf'i(? other antidote is the square of the number four, appamtit..ly
engraved on metal: thanks to Giehlow’s pioneer research work
there can 1o longer be any doubt that this is intended not only
as a sign of the arithmetical side of the melancholy genius but
al:__gove :111, as a “magic square” in the original sense of tha'é
express;on.m It is a talisman to attract the healing. influence
of Jupiter; it is the non-pictorial, mathematical substitute for -

#7.Cf. BBG, Sternglaube, p. 114 and below, pp. 357 sqq. (text).

1 For & . xn i
=R no::c: :\::;ect which has formerly been interpreted erroneously as a clyster, see below,

3 See above, p. 315 (text).

140 Bx30.

W According to Giehlow's unpublished notes, in the sixteenth i
was :a:prefsly advised to place damp (i.c. naturaily damp) herbs on hi:m Hitiﬂelanclml:?
The identification as water parsley, of the plant appearing in Melencolia’s vt:reath an}:ila'sm .
woo«?cut Br3o, is given by W. BUHLER, in Mitleslungen der Gesellschaft fiir m.idjill:‘nmtze
Kunst, 1925, pp. 44 5qq., and E. Bocs, in Die medizinische Welt, voL. viz (1g33), No. z 4 6 )
Mrs Eleanor Marquand, Princeton, whose help we gratefully acknowledge pui‘nts t; t I;: .
ever, that Melencolia’s wreath consists not of one plant but of two, the seoon.d bein, utcl: s
!{nl. e, (; Benrnam, Handbook of the Bvitish Flova, London :86;]. Apart from gw:ac;“u:s
ft establishes correctly an important detail, the discovery has a methodological s‘w 'ﬁcan.cei-:
3.1 Darer made up the wreath of two plants having nothing in common save tiat tbzgm h

watery” plants, this was not mere coincidence or purely aesthetic preference: theyt'::n i]:m}l
these two plants must bave been based on a conscious symbolic intention, whi';h ‘ustiﬁ:m o
in:zetmg every detail in the engraving from the point of view of this symbnlii: inbnnsli‘:;r

1 Grucow (x904), pp. 16 sgq. W. AHRENS's counte i 1 i fis
b‘ddcnd’c Kunst, ¥. s, VoL. XXv1 (x915), pp. 291 5qq.) were bas::iiut‘:cm:;ug:nphi;:u:kh?f; {::
siuce been decisively disproved, that the astro-magical significance of the plane g
cam;ft be fonnd in western sources before 1531 (see below, text p. 326 sqi; Lo

-
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those images of astral deities which were recommended by Ficino,
Agrippa and all the other teachers of white magic. Qf this
“mensula. Jovis”, which comprised within itself all the beneficent
powers of the “temperator Saturni”, one fourteenth-century
author wrote: “If a man wears it his bad luck will turn into good,
good into better luck”3; and in Paracelsus we read: ‘“This symbol
makes its bearer fortunate in all his dealings and drives away
all cares and fears.”'* Diirer was not an arithmetician, but he was
thoroughly familiar with the significance of the magic. square
in iatromathematics, and that is perhaps the only aspect of this
curious combination of numbers which could have attracted his
attention and engaged his interest. This indeed is cléar, not
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Ficure 1. The magical square of Mars.
From a Spanish manuscript of about
1300, Bibl. Vat.,, Cod. Reg. lat 1283

only because the squares had been recognised as syrnbolé ‘of the
various planets at a time when the arithmetical problems inyolved
in them had not been gone into at all X but also because, as it
was recently discovered, one man with whom Diirer probably

18 Vienna, Nationalbibliothek, Cod. 5230, fol. 147*: “Et si quis portaunerit eari, qui sit”
infortunatus fortunabitur, de bono in melius efficiet [sic]'" quoted in A. WarBURG, Hlidnisch-
antike Weissagung in Wort und Bild zw Luthers Zeilen, in Gesammelie Schrifien, voL. 11, Leipzig
1932, P. 528).

W8 dyreoli Philippi Theophrasti Paracelsi Opera omnia, Geneva 1658, VOL. II, pp. 716.
"“Stgillum hoc si gestetur, gratiam, armorem et favorem apud universos conciliat . . .'gestorem-
que suum in omnibus negotiis felicem facit, et abigit curas omnes, metumgue.”” It was this
constant depression due to worry and ungovernable anxiety (cf. Constantinus Africanus,
“fimor de re non timenda”, and Ficino, “quod circa mala nimis formidolosus snm'') that
formed one of the worst and most significant symptoms of melancholy. ’

14 The planetary squares were shown by A. Warsurc (Heidnisch-antike Weissagung in
Wort und Bild zu Luthers Zeiten, in Gesammelle Schriften, vou, 11, Leipzig 1932, pp. 516 5qq.)
to be in evidence as early as Cod. Reg. lat. y283 (about 1300, from which Fic. 1 w.:.a.s taken),
also in Vienna, Nationalbibliothek, Cod. 5239 (fourteenth century), and Wolfenbilttel, Cod. 17,
8. Aug. 4% In the East they could no doubt be found considerably earlier. '

KT
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came into personal contact was familiar with the planetary
squares—Luca Pacioli, whom Diirer may easily have met at
Bologna, even if he did not go there specially for the sake of
meeting him. In 1500, Pacioli had in fact written a short treatise
on the symbols of the planets. In it he cites Arabic sources;
and a version of Jupiter’s square is given which has the same—
and by no means the only possible"*®—disposition of numbers as
that which appears in Diirer's Melencolia 147

But all these antidotes are merely a weak makeshift in the
face of the real destiny of the melancholy person. Just as Ficino
had already realised that selfless and unconditional surrender to
the will of Saturn was after all not only the “ultima” but also the
“optima ratio” for the intellectual man, so, too, Diirer {as we
can see from the dark face and clenched fist) creates a Melencolia
whose sad but sublime destiny cannot, and perhaps should not,
be averted by palliatives, whether natural or magical. If the
cosmic conflict between Saturn and Jupiter® ever came to a
final decision, it could for Diirer not end in victory for Jupiter.

(i) Geometrical Symbols
The motifs not yet accounted for are, as we have already

-hinted, geometrical symbols.

That applies without reservation to the tools and objects
shown in the portrait of Geometria in the Margarita philosophica

148 The square with 16 cells and the sum 34 can appear in 1232 different variations, cf.
K. H. pE Haas, Frénicle’s 830 Basic Magic Squares af 4 X 4 ¢glls . . ., Rotterdam 1935.

7 I yca PacioLt's remarks on the seven planetary squares, written about 1500 (Bologna,
Bibl, Univ. Cod. 250, fols. 178-122) were discovered by AMADEO AcosTiNI, who emphasises
the likely connexion with Diirer: Bolletino dell'unione imalematica italiana, 11, z (1923}, p. 2
(cf. W. WWIELRITNER, in Mitleilungen zur Geschichie der Medizin amd der Naturwissenschafter,
voL. XXIf (1923), p- 125, and VoL, xxv (3926), p- 8). It is remarkable that Pacioli deals
with the squarcs simply as a mathematical “jeu d'esprit”, and merely mentions their astro-
‘ogical and magical significance without going into it: he therefore completely ignore.s_ any
falismanic virtnes of the various squares: “Ie quali figure cosi numerose non senza misteri
gli 'ano acomodata . . . . Le quali figure in guesto nostro compendio ho ucluto inserere acio
con epse ale uolte possi formar qualche ligiadro salazo . . . ."” Agrippa of Nettesheim's
works contain the planctary squares only in the printed edition {r1, 22); they were lacking
in the original version.

18 Cf. A, WarnurG, Heidnisch-antike Weissagung in Wort und Bild zu Luthers Zeilen, in
Gesammelte Schriften, voL. 1i, Leipzig 1032, p. 520. However, we can associate ourselves
with his description only with many reservations, since we cannot imagine the ""demoniac
conflict”” between Saturn and Jupiter ending in a victory for the latter; nor can we accord it
that prime significance for the interpretation of Direr’s ergraving, which Warburg atributes
toit. The "mensula Jovis”, after all, is only one of many motifs, and by no means the most
important. Despite Gichlow's and Warburg's acute arguments, the relevance of the
engraving for Maximilian I cannot be proved; and even if it conld, Melencolia I would have
been a warning rather than a consclation to him.
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(PLATE 104)—that is to say, the stars in heaven, the unfinished
building, the block of stone, the sphere, the compasses, .th‘?
moulding plane and set-square, the ha.mm?r, the writing materials;
for the pictorial history of all these‘ thlﬂgs shows them to be
symbols of an occupation which practises “the art of measuring”,
cither as an end in itself, or as a means to other ends, all more
or less practical. The compasses in Melencolia’s pand symbolise,
as it were, the unifying intellectual purpose whm.h governs the.:
great diversity of tools and objects by which she is surrounde?d,
and if we want to subdivide, we may say that, togf:thFr with
the sphere and the writing materials, the compasses signify pure
geometry; that the building under cons:tnfctmn, the mouldn_'xg~
plane, the set-square, and the hammer signify geometry al?phcd
to handicraft and building; that the astral pht'anomena. unglﬂy
geometry employed for astronomical or meteorological purposes’s®;
and then, lastly, that the polyhedron represents descriptive
geometry: for here, as in many other contemporary representa-
tions, it is both a problem and a symbol of geometrically defined
optics—more particularly, of perspective (PLATE g5).}%

12 The reason why Diirer gave the notion of nz‘;tmlogy a meteorological turn kl.’o e::ﬂ::}?::
below, text pp. 353 59q. (For the combination of rambowa_ndsta.rs, cf.eg. Dem’im:fE :dm o
licher Afetzarologie (Neudrucke von Schriften und Karten iiber Meteoro‘logie und . ml_i.él‘netthjs
mus, ed. G. Hellmaon, vo.. xv), Berlin 1r9o4, p. 267.) It may be in connmout\;i o
deviation that the sextant originally allotted to the putto (PLaTe 8) was not a:llop n“|I -
final version, for this was & specific symbol of asttonom)r_; cf. our PLaTEs ?4 and 104, as Dv.; :
as the portrait of Ptolemy in the Margarita philosophica, reproduced in E. REICKE,
Gelente in der dewtschen Vergangenheit, Leipzig 1900, plate 44.

15e Cf. also the title woodcut to PETRUS APranus's Ins_!r_utnmubwh. I?golstadt 1533,] anf!
his Iuscriptiones sacrosanclas Velustatis, Ingolstadt 1534, initial fol. A, 17, P’-‘f‘"f 9:},! : 1:1\-::
Flitner's title woodcut to VitELLIo's Ilepi omrunids, Nl}rcmberg 1535 (used again in t'v Uo;
Vitruvius Teutsch, Nuremberg -1 548, fol. cxcviii®). It is well known l.hat the oonst;'uc |otl; o
absolutely regular or half-regular polyhedrons formed almost the main Fmblmvfu prac s::”
geometry during the Renaissance. The finest oxa.mple. next to Direr's own Ncg’:!cubcrg
der Messung is probably WenzeL _]nmv:'rzr.a:'s Perspectiva oorpamm ngulc.:rm?t, al:“ m! . 1:
1548 and 1568, where the five Platonic bodics are brought into perspective :nn: g::s: 5
permutations. Ever Jan Boeckhorst's Geomelria is mtcd on a polyhedron like m: ;
which is the more remarkable since for the rest the figure is m.odelled rather ‘m1 theaiwo?dmf o
Doni's I Marmi, Venice 1552 (PLaTR 131) or its engraved replica (see below); the painting is in
- ecum, No. 14, our PLATE 132, )
thz‘f:::crt:::l;s:i:‘:nm of the p:iyhedrun, which Niemann described as a truncated rl‘wmb;ld
{ci. Appendix 1, p. 400), and which is certainly not a truflr:.ated cubf {thus F. At;.Nt::m,, u:
Kristall aswf Dirers Melancholie, Nuremberg 1922) g.aw: rise, some h}ne ago, tan:“ . :con =
versy amoeng Dutch scholars (H. A. Nasan and K. H. pE Haas, in Nisuwe ;'u mm.s
Cowran!, Avondblad, 26 April, 29 April and § July :93z}.. Wh.tle Nabar oonﬁml:sh em}n 5
reconstruction and merely adds that the thomboids are distinguished by a rerna.:.:ka regu u;n Y
(angies 60° and 120°), de Haas considers the suriaces of the‘ polyhedron shghtly_' irregu nl.‘rs
This we <o not belicve, as the perspectival phenomena on ?t'iuch de Hans baazua l;.ls rvz‘.m.;l
contradict one another; but we may wéll leave this question, which for us is of secondary
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But all the other objects, too, can be easily associated with
the “typus Geometriae” as shown in the Strasbourg woodcut.
Plane-and saw, nails and pincers, and perbaps the almost hidden
object, which is generally called a clyster,” but is more likely to
be a pair of bellows—all these objects serve simply to swell the
inventory of builders, joiners, and carpenters, who use also the
grindstone, rounded and smoothed by the stone-mason2 Some .
have even wished to attribute to them the crucible with the little
tongs, ¥ but we prefer to attribute these to the more delicate art
of the goldsmith,™ or to alchemy, the black art connected, not
with geometry, but with Saturnine melancholy.® The book

importance, to the mathematicians, 1. H. pe Haas's attempt (Albrecht Diiver's mset-
hundige bouw van Reuter en Melencolia I, Rotterdam 1932) to trace the composition of
both these engravings baclk to a detailed system of planimetric surface division s completely

is a “"block still to be chiselted into regularity”, and therefore, like the free-masons’ “rough
block,” represents didactically “the human task of moral improvement” (thus HARTLAUN,
Goheimnis, p. 78). Diirec's Polyhedron, whatever its stereometric nature, is as carefully
chisclled as possible, with its very exact surfaces, while the “rough block”, like Michelangelo's
Pielra alpestra e viva, must be imagined as a still amorphous mass yet to be shaped (cf, also
E. PANorsKy, Idsa (Studien der Bibliothek Warburg, vov. v), Leipzig 1924, pp. 64 and 119).

! This interpretation, according to which the instrument in question is to be counted a2mong
the antidotes to melancholy (“purgatio ulvi” was to some extent the alpha and omega of
anti-melancholy dietetics) has lately been challenged by Bithler, though without very good
reason, for the disc- or bulb-like termination also appears in H. S. Beham's well-known wood-
cut, the Fountain of Youth (Pauli 1120; M, GrisBERG, Der deuische Einblatt-Holzschnilt, vor.
Xx11, 14) where a clyster is certainly intended. Moreover, though all the attempts at inter-
pretation made so far must be rejected, for the colour spray which Nagel (op. cit,) sees in it
occurs nowhere else, and a nail remover such as Buhler (op. cit.) suggests doss not oceur
until the oineteenth century, we too now think that the mysterious object is more likely to
belong to the class of occupational tools than to that of antidotes to melancholy, It may
be cither a glass-blower's pipe (such as is illustrated in G. AGRICOLA's famous work Des ye
melallica, Basle 1556, new German edn. 1928, p. 507 —this suggestion comes from Dr
Schimangk, Hamburg), or, more probably, a pair of bellows: for this latter interpretation
could bring to its supporta contemporary pictorial statement, namely Hans Diring's woodcut
(of which ‘yve shall speak in more detail later), which borrows its whole insfrumentarium from
Mdn:coft"a';f and includes, in fact, & pair of bellows (cf. PLate 107, and our text PP- 335 sqq.).

** On former occasions we left the question open as to whether it was a millstone or a
kaife-grinder's stone, though in view of the Salone frescoes (see above, text p. 204) we inclined
to the latter interpretation. We are glad to find that P. Branor (in Die Umschau in
Wissenschaft und Technid, voL. xxxu (1928}, pp. 276 sqq.) and, quite independently of any
technical literature, W. BrumenreLp (in Idealistische Philologie, vor,, 11 {1927-28), pp, 154
8qq.) now ageept this,

1 &ccu'l"f.l-_ing to Biihler it served to melt the lead with which the joints were soldered.

¥ Cf. Schongauer's engraving, Bor, or Jost AMMAN's Eygentliche Beschreibung aller Stande
auff Erden, Frankfurt 1568—new edition Munich 1896—fol. Hz.

¥ The main argument (originally Giehlow's) in favour of connecting it with alchemical
operations is still based on the fact that later masters, such as Beham (PLATE 115), the
Master “F:'B." (Pratg 116) and M. de Vos (PLATE 140) endowed Melancholy with un-
mistaknbly.’slchemistic attributes, and that later on, the personification of “Alcymia”
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expands the symbolism of com :

ds t _ mpasses, sphere,. and writi

gatenaiis, in the sense that it emphasises the theory, rather t}ll:fl
e application, of geometry; and it is obvious that, as instruments

for measuring time and weight, the scales and the Hourglass (with

}'té attenc_la’x,lt bell)’® also belong to the general picture of
B eomgtna . Macrobius had already defined time as a ‘“‘certa
imensio, quac ex caeli conversione colligitur” (thus showing its
counexion \'!:Flth astronomy)®?; and with regard to wei hirlg i
‘a pel:lod which had not yet developed the notion of expfnmg;ltz
: phys:Fs, that was so positively accounted as one of geometry's
functions that a famous mnemonic for the sevén liberal yi:
quoted “ponderare” as Geometry’s main task: o

Gram loquitur, Dia vera docet, Rhe verba colorat
Mus canit, Ar numerat, Geo ponderat, As colit a.st't'a.m

We know, too, from his own li irer himse

, too, : ps, that Diirer himself considered
the purely manual activity of the minor crafts to be appli:d
geometry, in exactly the same way as did the tradition represented

t;;:::;;‘an;:::dhcld a pair of coal-tongs (e.g. the title woodcut to C. GeswERr's Newe fewell o

_ s .on 1576). The fact that IHermes Trismegistus in De Vries's series of alchemi 4

[repr;:dn_oeﬂ in HARTLAUB, Geheimnis, p. 46, text pp. 41 and 81) has a pair of oompassc sl

:;::n r;:tulbu:tf?r ;(i'.:‘ agamslt. as he is holding the compasses not in his particular capncitf;:
in gencral capacity as Hermes Trismegistu i :

astrologer, his second attribute being therefore an astroﬁt& he also Fom

158 Thus GIRHLOW (1904) iti i
r ; , p- 65. In addition the Lell, taken in the sen !
bell ‘wlth which St :knthony is always endowed, might point to the Satur':;n: fn::li hchr::!t's
:;alrmg towards sohfudc: in F. Picinsrir’'s Mundus symbolicus, Cologne 1687, x1v, PPN
: s‘tul denotes solitude, _and therefore, in remarkable concordance with' the' usuz;.l thzs. 5
tg:slt!:ns :ltl;he melancholic, "anima a rebus materialibus, terrenis et dizbolicis rzm:::ﬁ‘
g e other hand, the belief that the pealing of bells could avert natural disasters (cf W,
UNDEL, in Gnomton, voL. 11 (1926), p. 202) implies large church bells ! o

151 Macronius, Saturnalia, t, 8, 7 (for this ¢ o
. , 1, 8, cf. the passage from Martianus Ca .

above, p. 313, note 102). A drawing by Lucas van Leyden (Lille, Mus. Wicar) als p:!.la quoted

geometry by an hoarglass. 1% o characterises

™ Printad og. in 7. Overascr, Vorpuckishl wud Tugend der witelatiilichen Scholasilh
. C. A. . Basle 1917, p. 20. In the face of such evidence and d X
the :n:Tlcs are not pictorially differentiated in any way from the other-infstt::;f;fti ll;at
. satter all, Diirer was no ion:ger at the stage of the Tiibingen MS brought in for comparison(‘:r
Jm:o S;:RLUS?-KLOEBB, in Miinchner Jahrbuch dev bildenden Kunst, new series, 1t (192 Y
_l::‘ 58 w ich mr‘xed heavenly and earthly matters with a deliberately huniqrrous'inhant?os;'
it is difficult to interpret the scales astronomically, i.e. as the zodiacal sign of the mmltat:lrl .
:.(_ iah:on {ugus a_:lso W. GUNDEL, in Gnomon, VOL. I (1925), p. 293). [If'one mverthel;:
- :,5,, ‘;sm I-::l;:;l:d :?f (;m(;g'lbc:: thllg:;taﬁ:n. one may quote not only the passage from
mifor . > . also Melanchthon's view, brought to light by A. W,
is;ds::cﬁ;:;f; H;ns.saguag i Wort und Bild zu Luthers Zeitem, in Ggesaw:iulﬁ S‘:::&;::,
- A 1032, p. 529, according to which “multo generosi % o
coniunctirne Saturni et Iovis in libra temperetur” (thus also sS Slra::o:u-;{sli:::'lhncm'm' 3
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in the woodcuts just studied.®® In the foreword to his Instructions
on Measuring, on which he was at that time engaged,'*® he wrote:
Accordingly I hope no reasonable person will blame me for my enterprise,
for it is done with a good intention and for the sake of all lovers of art; and
it may be useful not only for painters but for goldsmiths, sculptors, stone-
masons and joiners and all who need measurements<!
Perhaps, too, it was not mere chance that in a draft of this same
introduction Diirer coupled together “planing and turning”, in
the same way as the plane and the turned sphere lie together in

the engraving1¢

(iii) Symbols of Saturn or of Melancholy Combined with Geometrical
Symbols: in Relation to I ythology and Astrology—in
Relation to Epistemology and Psychology

So far, in accordance with the corresponding duality in the
development of types, we have sought the notional content of

Melencolia I along two completely separate paths. But it would

be surprising, and it would make Diirer's achievement appear as

something accidental, or at least arbitrary, if a duality which seems
to have been so completely resolved in point of form, should not
also be found to possess unity with regard to meaning; or if
the bold undertaking to characterise Melancholy as Geometry,

1% We must also mention & highly interesting page out of a Dance of Death dating from
about 1430, where the usual groups are at the same time arranged according to the Seven
Liberal Arts (Clm. 3941, fol. 177). The judge is also subordinated to geometry, and is
accompanied by figures with compasses, hammer, shears, etc. The accompanying texts

say:
¥ “(zewicht vn mass ler ich dich

des tzyrkels kunst die kenn ich”,
and “Rerum mensuras et earum signo figuras'’,

and #Evclides der meyster an geometrey lert
Der handwerck kunst, zal, wag, hoh, tyeff, leng vn preyt’.

160 C’f, the sketch, dated 1514, for one of the instruments for perspective drawing in book iv,
in the Dresden Sketchbook, ed. R. Bruck, Strasb. 1905, plate 135.

19 LF, Nachlass, pp. 181, 30 s94-

12 LE. Nachlass, p. 268, 12: ""Will dorneben anzeigen, waraus die Zierd des Haobels oder
Drehwerks, das ist durch die gereden oder runden gemacht werd.'" Against Biihler's denial
that a turned wooden sphere is meant, we may point out that Cranach, who looked at the
engraving with the cye of a contemporary, painted the spheres (on PLATES 128 and 129)
quite distinetly as brown wooden spheres. We do not wish to insist on this poiot, but
Piihler's statement that Diirer's sphere, which had been to some extent the symbol of
geometry ever since Martianus Capella, represents the ball of a church steeple or even the
apex of the Temple of the Holy Grail, of which the rhomboid was the base, is simply fantastic.
If one insists on such an interpretation, it would have to be shown how such an object was to

be fastened.
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or Geometry as Melancholy, should not ultimately have revealed
an inner affinity between the two themes. And such an affinity
does in fact seem to exist.

The earliest (and, at the same time, most complete) western
example of the previously mentioned series of pictures representing
the “children of the planets™® was, as we may remember, the
picture cycle in the Salone at Padua. Retaining the scientifically
tabulated form of the Islamic manuscripts, but essentially western
in style, it shows the occupations and characteristics of all the
people whose birth and destiny are governed by a certain planet.
Among those ruled by Saturn—who himself is represented as a
“silent” king'®--there are a man plagued with sickness and
melancholy, and lame in one leg, with his head resting on his
hand: then a scholar, seated, but with his arm in the same typical
posture, its double significance—sorrow and reflexion—thus being
divided between the two; and further, a tanner, a carpenter, a
miser burying treasure, a stonemason, a peasant, a knife-grinder,
a gardener, and numerous hermits (PLATES 32-33).

Thus we can see that most of those occupational symbols
whose presence in Diirer's engraving of Melencolia has hitherto
scemed explicable only in terms of the “art of measurement’”’
find a place also in the world of Saturn; for in so far as they are’
practical and manual, the trades represented in Diirer’s engraving
belong not only to that group which we have seen illustrated in
the woodcut of “Geometria” in the Margarita philosophica, but
also to that which the writings on the planets label the “artificia
Saturni”’: namely, the trades of the “carpentarius”, the “lapicida”,
the “cementarius’’, the “edificator edificiorum”—all trades that
are cited by Ablt Matar, Alcabitius, Ibn Esra and the rest as
typically Saturnine s since they more than others are concerned
with wood and stone. Since it is the Salone series that shows
not only stonemasons’ and woodworkers’ tools in action but also

the grindstone (elsewhere very rare), it is conceivable that these
frescoes exercised a direct influence on the programime of the
engraving, especially as we know that Willibald Pirckheimer

m See above, pp. 204 5qq. (lext).

14 He appears for the second time as an old man with a pick-axe and a mirror, but this
figure goes back to a restoration. The original probably occupied the panel now filled by
a huge angel. :

14 References quoted above, pp. 130 $qq., 190 sqa. (text, with relevant footmotes).
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spent over three years studying in Padua; and Diirer himself
also. apparently visited the town.® ¥

However, it is not only (so to speak) a substantial relationship
of materials, based on a preoccupation with stone and wood
which links the Salone’s Saturnine trades with the corresponding,
trades in the non-astrological pictures of different types of work.
'I'I-le; intellectual principle, too, the theoretical foundation under-
lying this practical activity—in other words, geometry itself—has
be.en '__'reckoned part of Satumn’s protectorate; and the- more.
sc1ent__1ﬁc instruments and objects, no less than the more ordinary
too-ls in Diirer’s engraving, thereby acquire the strange ambivalence
which sanctions—as it were—the link between geometry and
melancholy.

. When the seven liberal arts, which Martianus Capella had
s!:ﬂl__considered the ““ministrae’” of Mercury, began to be appor-
tioned among the seven planets, Saturn was first given astronomy
because, as Dante expressed it, this was the “highest” and “surest”
9f the liberal arts.’” This system, almost universally recognised
in the Middle Ages, was later modified, so that instead of
astronomy, Saturm acquired geometry, which had formerly had
othe_r! planets for its patrons—Mars, Jupiter, and, eépecially,
Mercpry. When and where this occurred, and whether or not
certain speculations in scholastic psychology®® had any influence
on it; are questions that cannot be deéfinitely answered; but even
without such influence the alteration would be understandable
for the_ c-nld earth god ‘with whom the measurement of the ﬁelds’
had originally been associated, the god in whose Roman temple
the scales hung,'® the god who, as “auctor temporum™ governed
the measurement of time' no less than of space—this old earth
god '-c_iould the more easily be credited with the patronage of

6 Cf. G. Frocco, in L'Arle, vor. Xvil1 (1915), Pp. 147 $qq. {also G. GrRoxav, in Pantheon
voL. 1(3(1928), p. 533), who points out a portrait of Diirer in Campagnola’s fn:.'scoes paintcti
bctween-_:so; and 1510 in the Scuola del Carmine, Padua. Recently, however, the frescoes
have b:egln given a later date, of, H. TieTze, Tisian, Viennz 1936, pp. 68 sqt; Of course
Ci}mpa.ﬁl:llola may also have drawn Diirer in Venice, Further, ¢f. H. RuprricH, Willibald
f;:ji:::per und cis‘:ﬂ.;mts Reise Diivers nach Italien, Vienna 1930, passins, whose o:msclusions

FeVer, are mu weeping i 3 ‘
g Lty (:9:;}1.:1:g ::;;;)mr cases (cf, the note by Arice Worr, in Die graphischen

1 DaNTE, Convivio, 1t 14,230, ClalsoJ.v i torisc.
NIE, , 3, 14, . 2 . VON SCHLOSSER, in Jalrbuch dey k istori,
Sammilungen des allerhichsten Kaiserhauses, vt (1896), esp. p:qu,j sqq. g -

8 See 'below, PP 348 sqq. (text).
iy V;_n:'ao. De lingua latina, v, 183, guoted ahove p. 135, note 33.
176 MacroBIUS, Salurnalia, 1, 22, 8, quoted above, p. 1535, note g6.
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geometry in its wider sense, since the translations of Ab#t Ma%ar
available in the West had given to the Arabic author’s fairly
vague statement, “he signifies the evaluation (or determination)
of things”, a much more precise meaning by translating it on
one occasion, “significat . . . quantitates sive mensuras rerum”’,
and at another time even “eius est . . . rerum difnensio et
pondus”. -

In order to arrive at the point of equatmg Saturn with
Geometry it was only necessary to apply such attributes con-
sciously to the system of the seven liberal arts; and the odd
thing is that not long before Diirer this equation had become
generally familiar in word and picture, particularly so in Germany.
Thus the picture of Saturn in the Tiibingen manuscript (PLATE
40)—quite a normal portrait of “Saturn’s children”, characterising
men born under Saturn in the usual way as poor peasants, bakers,
cripples and criminals—-actually attributes to the god, over and
above his shovel and pick, a pair of admittedly somewhat ill-
drawn compasses.!”™ The same manuscript, in the pictures illus-
trating the relationship of the seven liberal arts to the: planets,
credits Saturn with governing geometry!™; a somewhat later
Wolfenbiittel codex actually includes among his followers a
begging friar who is unmistakably equipped with a gigantic pair
of compasses (PLATE 41)*" An explanation of this figure is given
in the heading. It reads as follows: “the planet Saturnsends us
the spirit which teaches us geometry, humility and constancy”
(the begging friar represents these three gifts); and an,almanac
printed in Nuremberg just a year after I}urer s engraving says of
Saturn: “Of the arts he signifies geometry.”?

1 A, HAUBER, Planetenkinderbilder und Sternbilder, Strasbourg 1916, plate XIII. Hauber's
attempt (p. 93) to mte:pret the compasses as an ill-drawn snale scamely needs refuting, as
the steel-blue points are in clear contrast to the brown wood.

172 I{AUBER, op. cit., plate VII.
1% HAUBER, op. cit., plate XVI.

H LEoNHARD REYNMANN, Natiyitet-Kalender, Nuremberg 1515, fol. D ii®, “Saturnus der
héchst oberst planet ist mannisch, bés, kalt vnd trucken, ain veind des Iebens vand der natur.
Ain bedeuter der minich, ainsiedel, claussner, der ser alten leut, Melancolici, hafner, ziegler,
ledergerber, Schwartzferber, permenter, der ackerlent, klayber, badreyber, Schlot-vnd
winckelfeger, vnd alles schnéden volcks, die mit stinnckenden wasserigen vnsaubern dingen
vmbgeen, Er bezaichet aus den kiinsten die Geometrei; die alten kdstlichen vesten ding
vnd werck dér State vesst vnd hewser . . .." Here too the survival of post-classical notions

. is remarkable, ranging from the attribution to him of monks—oyijua j.mvr:xl_m'v—and the
characteristic of hostility to life—Saturn, god of Death!—to the contradiction that he is dry
by nature yet significs people who deal with watery things. This passage is a.iso marked in
the notes left by Giehlow.

e R e
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- Thus from an astrological standpoint, too, Diirer (or his
adviser) was justified in regarding everything included in the
notion of geometry as Saturn’s domain; and when he merged the
traditional “typus Acediae” with the equally traditional “typus
Geometriae” in a new unity, all these symbols of work could,
within this unity, be regarded as symbols both of geometry and
of melancholy, since it was Saturn who governed them both in
their entirety.

Of course there is a vast difference between the occasional
appearance of a melancholic or a geometrician among peasants,
cripples and criminals in one of the pictures of Saturn’s children,
and the fusion, by Diirer, of the triad Saturn, Melancholy, and
Geometry, in a unified symbolic figure. -But once established,
this synthesis influenced further development to an extraordinarily
high degree, and even retained its force when, formally regarded,
it was once more split up. Apart from the direct imitations and
elaborations of which we shall speak later,'™ and apart, too, from
the effect which an engraving, born of a fusion between portraits
of the liberal arts and portraits of the four temperaments, was in
its turn to exert on pictures of the arts? the fact remains that
even where we cannot prove Diirer’s direct influence, we can trace
the development of his thought: for instance, in the poor wood-
cuts to a compendium of the Salernitan rules of health-—entirely
unoriginal both in its wording and in its illustrations—which
show the melancholic at a geometrician’s drawing-board (T'ig. 2,
p- 395).77 But Diirer’s fusion of the notions Melancholy, Saturn
and “Artes Geometricae’178 ig endorsed and illustrated in a remark-
able way by a large woodcut designed by the Hessian painter Hans
Déring and published in 1535 (PLATE 107)1" This woodcut
formed the title page of a book on defence works, and was therefore

175 See aleo below, pp. 374 sqq. (text).

116 Cf, Virgil Solis’s Seven Liberal Arts, Bizz-129, or H. 8. Beham's, Brzi-127. An
etching by Christoff Murer {c¢f. E. PANoFsRY, Hercules am Scheidewege (Studien der Bibliothek
Warburg, vor. xvii), Leipzig 1930, plate 46, p. 101) shows how even the “virtus” of a
Hercules at the Crossroads could be influenced by Diirer’s Melanchaly.

31 De conservanda bona valetudine (quoted above, p. 300, note 66) fel. 120 °. in the 1351 edn.;
fol. xz17 in the 1553 edn.; fol. 1377 in the 1554 edn.

1% For Jacob I de Gheyn's and Martin van Heemskerck's sequences of temperaments, in
which this fusion is also clearly apparent, see below, text pp. 397 5qq.: Prates 142-144.

¥ Cf. K, EMLERS, Hans Doring, ein hessischer Maler des 16, fahrhunderts, Darmstadt 1910,
PP. 14 5qq., with plates and a reference to the connection with Melencolia I as well as to
Beham's woodcut of Saturn; for the attribution of this work (Pauli gog) to G. Penez, cf. H.
ROTTINGER, Die Holzschnitle des Georg Pencz, Leipzig 1914, pp. 14 sqq.
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intended to glorify the art of “castra moliri” and “loca tuta
circumfodere”, In order to accompli h his task, however, the
artist could think of no better way than to reduce the content of
Diirer’'s Melencolia 1 to a universally comprehensible formula,
which involved both compressing and enlarging. His picture,
which is expressly described as M elankolya on page 4 of the text,
collects the tools in Diirer’s engraving (omitting the grindstone,
the block, the ladder, the magic square, the scales and the hour-
glass, but adding a mallet and a soldering lamp)'®® on top of a
moulded plinth, which probably represents the “loca tuta”; and
on a sphere placed in the centre there sits a small winged figure
who. on closer inspection, proves to be a synthesis of Melencolia
and her putto—the position and childish air from the latter, the
thoughtful gesture, the book and the compasses from the former.
The sphere, however, bears the sign of Saturn, and above it all,
copied exactly from George Pencz's set of planetary pictures of
1531 (formerly attributed to Hans Sebald Beham), the old child-
devourer himself drives furiously past in his dragon chariot.
Beneath is a board with an inscription which is intended still
further to emphasise the picture’s relationship to Saturn:

Grandaeuus ego sum tardus ceu primus in Orbe
omnia consternens quae jam mihi fata dederc
{alce mea, me nunc in me Mavortius heros

bella ciet: loca tuta meis haec artibus usus
circumfossa iacent, sed tu qui castra moliris

valle sub angusta circundare. Respice, quaeso,
ordine quo posset fieri; puer ille docebit:

hoc beo quos genui ingenio, hac uirtute uvalebunt.

Martin Luther once said: “Medicine makes men ill, mathematics
sad, theology wicked”®' So far, at least, as mathematics is

concerned, this epigram contains a germ of serious and well-

authenticated psychology, for whereas Luther’s jest against the
g that they attain the

other two sciences is limited to affirmin

exact opposite of what they intend, he does not say, as one might
expect of the schema, {hat mathematics makes men foolish or
confuses them, but that it makes them sad, This striking

180 We have not succeeded in detecting either the borax jar mentioned by Ehlers, or the
symbol for lead in the smoke rising from the crucible.
® Quoted in W. ARRexs, “Das magische Quadrat”, in Zeitschrift far bildende Kunst, N.S.,
voL. xxvi (1015), p. 301. Vasari, too {sce below, text p. 386) says that the instruments shown
in Diirer's engraving of Melancholy “riducono l'nomo e chivnque gli adopera, a essere

malinconico.”
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declaration can be explained by the existence o inki
mathematics with melancholyinot a myth dotfhidthixelo ?s(tglc;gh;lg
Egi -aidpsyd;o:g.iiiial: theory founded on epistemology. The chiz}
olders o esis were the i i
R T Gandavt:m great scholastics Raimundus
Raimundus Lullus, in his Tractaius n “as ]
(1297),)® drew his information from Arabizwoinf;engw ;:
that §aturn—both earthy and watery in nature—is there;fore
essgntza]ly x_nalevolmt, and endows his children with melanchol
through their heavy dispositions. On the other hand, he also givejs,.
the:_:_j.l a good memory, firm adherence to their principles, dee
kn_cl'wledge, and readiness to undertake great works of oonstr;xctiog
—in’ short, everything that Abfi Ma%ar and the other kindred
astl:'f)loogers. had ascribed to Saturn. Raimundus, however, was
familiar with Aristotle, and was not content with quoting ‘these
astrological predicates—the truth of which he did not for an
mstaut doubt—but undertook to prove them scientifically down
to the last detail. Thus, he attributed the Saturnine man'sjlfeax i
tow;.rds “species fantasticas et matematicas”—as well as ﬁ
good memory—partly to the fact that water was an impression-
?ble- supstance, and earth a solid one which long retained all
impressions received'®®; and partly to the quite special corre-
spondence (“concordia’) between melancholy and the imagination

) They [the children of Saturn] receive strong impressi i
imagination, which is more closely related to melagncholfy th:t?stofzm ot:;lﬁ
complexion. And- the reason why melancholy has a closer corres );dence
fmd .rela_twn t? imagination than has any other complexiunpois that
lmagmatlop relies on measure, line, form and colour,’® which a,re bett

preserved in water and earth, because those elements ssess a d or
substance than fire and air.28 ' PO R

18 Clm. 10544; the chapter on Sat '
Cl H . urn, fols, 291° sqq. With this cf. Hisloire I 1

J; France, VOL. XXIX, Paris 1885, p. 300; L. THORNDIKE, 4 Hisfory of Magic’m:;’g: m“m‘ o

c:;c?;l:;;rm:r:. U{ndog:;:i p. 868, and Dicti ire de théolagie catholigue, vor. Ix?:’g":;-”:;‘

- 1107. ere is a an translation i i i I '

ety tion in a fragment in Brit. Mus. Add. MS 16434, fol. 8°

1 ¥E¢ habe i i
hnta;ﬂ_m diu;:; .Ro;axamour:m. qll:;u. b:g_ua. est restrictiva, avara, ct impressiva, et species
asticas 5. E a est subiectum spiss i : i
;Eme:_rgm, que memorate fuerant’; with this cf, the a.bova-—zuo::;.'pauam qu;edmfromat ";}"m‘o
gaus, and the other passage from Lullus, quoted above, p. 69, note 6 bertus

Cf. the statements from Ablh Ma'Sar and Alcabitius, quoted above, p. 130 sq

135 “Fg g longo accipiunt per -
: ymaginacionem, que cum melancoli i
coriam quam cum alis compleccione. Bt raio quae melancoin majorem habet pro-
z:mde:: et concordiam cum ymaginacione quam alia compleccio, est quia ymagi En-}'
derat mensuras, lineas et figuras et colores, que melius cum aqua et terra imy o S asiat
quoniam habent materiam magis spissam quam ignis et aer.” primi possunt,

3
il
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One of the greatest thinkers in the thirteenth century,
Henricus de Gandavo, was inspired by very different and far
deeper reflexions. He too sets out from the assumption -(dating
back originally to the Nicomachean Ethics) that there is a sub-
stantial relationship between melancholy and imagination.18s
But‘ whereas Lullus, thinking in astrological terms and inter-
preting melancholy according to the doctrine of the complexions,
enquires as to the influence of a certain humoral disposition on an
intellectual faculty, Henricus de Gandavo, arguing from purely
philosophical premises and conceiving melancholy as a darkening
of the intellect, enquires as to the influence of a certain’ state of
the intellectual faculties on emotional life. The former asks why
melancholics (in the humoral sense) are particularly imaginative
and therefore designed for mathematics. The latter asks why
particularly imaginative, and therefore mathematically inclined,
men are melancholy; and he finds the answer to this question
in the circumstance that a preponderantly imaginative disposition
does in fact lead to a marked capacity for mathematics, but at
the same time renders the mind incapable of metaphysical
speculation.  This intellectual limitation and the resultant feeling
f}f imprisonment within enclosing walls, makes people hampered
m this way melancholics. According to Henricus de Gandavo,
there are two sorts of men, differing in the nature and limitations
of their intellectual faculties. There are those endowed with the
ability for metaphysical reasoning; their thoughts are not domi-
nated by their imagination. And there are those who can conceive
a notion only when it is such that the imagination can keep
company with it, when it can be visualised in spatial terms.. They
are incapable of grasping that there is no space and time beyond
the world, nor can they believe that there are incorporeal beings
in the world, beings that are neither in space nor in time: =

Their intellect cannot free itself from the dictates of their imagination . . .
whatever they think of must have extension or, as the geometrical point,
occupy a position in space. For this reason such people are melancholy,
and are the best mathematicians, but the worst metaphysicians; for they
gauné:nis:aise their minds above the spatial notions on which mathematics is

ased. :

'
s
i

W& Etk. Nic,, 1150 b 25; and esp. Problem., X1, 38; both quoted above, p. 34 {beﬂ}.

7 Henricus pE GANDAVO, Quodlibeta, Paris 1518, fol. xxxiv? (Quodl. 1T, Quaest. g): “Qui
ergo non possunt angelum intelligere secundum rationem substantiae suae, . . . supt illi, de
quibus dicit Commentator soper secundum Metaphysicae: in quibus virtus i'mag-inah‘va

¥ 8 = et s e gy e Ly s, R
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(iv) -Art and Practice

Geometry was the science par excellence for Diirer, as for his
agel188  Just as one of his friends, probably Pirckheimer, had said
that God himself regarded measure so highly that he created all
things according to number, weight and measure,'®™ so Diirer,
consciously echoing the same—platonising—words from Scripture
(Wisdom of Solomon X1. 21) 2% wrote of himself the proud sentence:

dominatur saper virtutem cognitivam. Et ideo, ut dicit, videmus istos nor credere demon-
strationibus, nisi imaginatio concomitet eas. Non enim possunt credere plenum non esse
aut vacuum aut tempus extra mundum. Neque possunt credere hic esse entia non corporea,

_neque in loco neque in tempore, Primum non possunt credere, quod imaginatio eorum

non stat in quantitate finita; et ideo mathematicae imaginationes et quod est extra coclum
videntur eis infinita. Secundum non possunt credere, quia intellectus eorum mnon potest
transcendere imaginationem . . . et non stat nisi super magnitudinem aut habens situm et
positionem in magnitudine. Tropter quod, sicut non possunt credere nec concipere extra
naturam universi, hoc est extra mundum, nihil esse {neque locum neque tempus, neque plenum
neque vacuum) . . . sic non possunt credere neque concipere hic (hoc est inter res et de
numero rerum universi, quae sunt in universo) esse aliqua incorporea, quae in sua natura et
essentia carerent omni ratione magnitudinis et situs sive positionis in magnitudine. Sed
quicquid cogitant, quantum est aut situm habens in quanto {ut punctus). Unde tales
melancholici sunt, et optimi fiunt mathematici, sed pessimi metaphysici, quia non possunt
jntelligentiam suam extendere ultra situm et magnitudinem, in quibus inndantur
mathematicalia.” The Commentator super secundwm Metaphysicae {voL. 11, A &drrav, ¢h,

‘111) is, of course, Averroes, who does in fact literally speak of those “in quibus virtus imagi-

nativa dominatur super virtutem cogitativam, et ideo videmus istos non credere demonstra-
Honibus, nisi imaginatio concomitet eas, non enim possunt credere' etc., down to “incorporea”
(voL. v, fol. 17* of the edition of Aristotle with commentary, Venice 1552). But in
Averroes this statement does not refer to mathematicians, but to the more poetic variety
of the imaginative type, namely those who ''quaerunt testimonium Versificatoris" before they
believe anything; and there is no mention of melancholy (cxcept for the siatement that some
become sad over a “‘sermo perscrutatus” because they cannot retain and digest it). The
essential notion in this passage, therefore, must be regarded as belonging to Henricus de
Gandavo. :

138 Tt is significant that now the artist, too, likes to portray himself with compasses in his
hand; ¢f. A. ALTDOR¥RR, in Gazetle dss Beaux-Avis, 111, 1 (1911), P. 113,

189 LF, Nachlass, p. 285, 9.

190 *Omnia in mensura, et numero, et pondere disposuisti.” Platonic parallels in Republic,
6oze, and esp. Philebus, 558: olov maodv mov redv dv ms dplpyruciy xwplly xoi perpucp kal
craruafy, ds Emos elmely fablov 78 saradendpevow ixdams v ylyvorro. In illustration of the
famous passage from the Bible, God the Father is frequently shown in the Middle Ages as
architect of the world, holding a pair of compasses. This type is prefigured in a symbolic
and abbreviated form in the Eadwi Gospels in Anglo-Saxon style (Hanover, Kestner-Mus.; beg.
of eleventh century; our PLATE 105; ¢f, Y. GRABVEN, in Zeilschrift des Ristoriscken Vereins
fitr Niedersachsen, 1901, P. 294, Where, however, the compasses are not identified as such);
it appears only a little Jater, and in a very similar form, in the same artistic milieu, as a full-
length cosmological figure (London, Brit. Mus, MS Cotton Tiberius C. VI, fol. 7, our
PLATE 106). Other pictures of God the Father with compasses and scales are: (1) an English
psalter of about 1200, Paris, Bibl. Nat., MS lat. 8846 (reproduced as Italian by A.-N, Diorox,
Tconographie chrétienne: histoire de Dieu, Paris 1843, p. 600; (2) Montpellier, Bibliothéque
de I'Université MS 298, fol. 300 (unpublished; Dr Hanns Swarzenski kindly brought this
miniature to our notice); (3) Piero di Puccio’s fresco in the Campo Sante, Pisa {reproduced
by L. BamLeT, in Fondation Eugéne Piol, Monuments et Mémoires VOL. XIX {I911), P. 147.
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“And ] will take measure, number and weight as my aim. _191_
AThe “aim” here mentioned was Direr’s book on ];>a.mtmg(i
and the sum of what was to be basc_:d on measure, -numlzer an
weight was what Diirer called “art” in its most sxgmﬁcan hstilse,
the “recta ratio faciendorum operum’”, as Philip Melant; rtollﬁl;
paraphrasing St Thomas Aquinas, had t‘:lf-:ﬁned the notion (:j a ; N
After he had returned from his second v_xm:c‘to !ti.ly, Diirer t;lvo ai-t
himself to teaching German artists th.ls. ratio”, that is, the
of measurement, perspective, and thc- like; for he rega:rdelc:;t a(s;
that in which German artists had hitherio been ,I’ackmg, ank
which alone could succeed in excluding “falseness” from a wor
of art. It alone could give artists mastery over xlature afld ov?:
their own work. It alone saved them from the ap_pfommateft p
it alone—next to God’s grace---gave that uncompromising qua_hhy
to the artistic faculty which Diirer called ‘‘power . Item, t (;
other part shows how the youth is to be educated in the fear o
the Lord and with care, so that winning grace he may grow strong
and powerful in rational art.”1% So says pum in the first (;c_)ma-
prehensive scheme for his book on painting, written at a g;le
when he could still have had no notion hﬁow in the course of the
years this book was to shrink to two treatises in the strictest sense

with a sonnet quoting word for word from th;: :Il:i:dnm ::_:; golmt 1:‘;:;sw:4i°m;::;§
is replaced by a personification of the cosm :

;;L:g::sﬂ ;T‘!:zam??isis nam};afispin the Brescia and Venice editions of 1493 and 1 3496 xi:;:t;ch\;:z
(PRiNCE D'ESSLING, Les livres & fipures vt’ﬂmm:s, VOL. 11, PT I, ]'f-‘lmncc.:gof 5 Em ) oo
more often we enconnter Ged the Father tracing t!m; world with .a‘ pu:.r of ¢ ,ﬁ b
without scales, and this is typical of, and probably tmgma.tcd in, the “Bi Icosmahafm I_a]‘xm:[c'a
Lasorok, Etude sur la Bible moralisée iﬂmlr;e. Paris 19;:;22'::?;‘ IZ)L,':::E Iian,s i

- . DE LABORDE, Les its & peintuves de la € de. . s b
ﬂél}fli;;lli:_ta miniature frangaise dw 13° aw 15° sifcle, Paris 1923, pl:ltes 31410 :mli :lqs. I(;.
Ricnerr, Millelaiterliche Malevei in Spanien, Be_r?.in 1925, plate 4o0; Lon Io:"; o y: ool g,.
D. 111, fol. 3 (dating from 1411-12), reproduced in 1. G. MiLLAR, Saw;u;:bl Mg‘.‘ i
manuscrils frangais & peintures . . ., Paris 1933, pl. 43; The Hague, ;K‘g .d‘lk ;M‘;m”{;;s;
fol. 3; Paais, Bibl. Ste-Genevidve, MS 1028, fol. 14, reproduced in Bul almI 4o
de veproductions de manuscrits & psin;’unis, vlt;lb]-\r ];:1 :9: lhglafirse :ixx? Iw:l‘i'l ; ( ;usnu;unu L“,

. 1; Paris, Arsenal 647, fol. yy; Paris, Bi .  fr.. , fol. - ] j

::.]:iq:n'u's judaigues . . ., Paris 1go7, plate 1); and even in single woodc:;{t:;;ka[thczz ::: i'tl:
Herrz, Einblattdrucke des 15. [ahvhunderls, vou. xi, Nc{. 24. God or the . ;:: o~ 1, >
scales but without compasses, purely as a symbol of justice, a.p‘pears e.g. in t el. u ;g;r
Psalter, ed. E. De Wald, Princeton 1930, fol. 9%, 17°, :66". a:lso. with a cosmological meaning,
on an apparently unpublished font in the Musée lapidaire in Bordeaux.

M LF, Nashlass, p. 316, 24.
w2 For this notion of art, ¢f. E. Panorsxy, Diirers Kunsiiheorie, Berlin 1915, pp. 166 sqq.,
and the same author in Jahrbuch fiir Kunstwissenschaft, 1926, pp. 190 sqq.

1 LF, Nachlass, p. 181, 1 2nd esp. pp. 207, 35 sqq.
M LF, Nachluss, p. 282, 13.

—— e

§2] . THE NEW MEANING OF “MELENCOLIA 1"’ 341

mathematical. He never tired of preaching that this creative
“power”, which he regarded as the essence of artistic genius, was
bound up with the possession of “art”-that is to say, with
knowledge based ultimately on mathematics.

When you have learnt to measure well . . . it is not necessary always to
measure everything, for your acquired art will have trained your eye to
measure accurately, and your practised hand will obey you. Thus the
power of art will drive error from your work and prevent you from making
amistake. .. and thereby your work will seem artistic and pleasing, powerful,
free and good, and will be praised by many, for rightness is made part of
it 10 '

“Power”, therefore, is what Diirer considered the end and
essence of artistic capacity; and thereby the apparently casual
sentence “keys signify power” acquires a new and deeper
meaning. " If, as we have seen, the Melancholy of Melencolia 1
is no ordinary Melancholy but a “‘geometrical” Melancholy, a
“Melancholia artificialis”, is it perhaps the case that the “power”
attributed to her is not the ordinary power of the Saturnine
person, but the special power of the artist based on the “recta
ratio “faciendorum operum”? Is not Melencolia herself the
presiding genius of art? We would like to think so, for it is
essentially unlikely that Diirer should have wished to endow a
being—clearly recognisable as a personification of geometry—with
power in the sense of political might or personal influence. And
in thinking so we are the more justified in that Diirer was
accustomed also to associate riches—symbolised by the purse, the
apparently still more “incidental” attribute of the Saturnine
melancholic—with the notion of artistic achievement.  Just as
the possession of “power” is the ideal goal of the outstanding
artist, 'so are “riches” his legitimate and God-given reward—a
reward. readily granted many hundreds of years ago to the great
masters of the past, and one which artists of his own time should
expect, and, in case of necessity, demand:

" LF, Nachlass, p. 230, 17 (ef. also the sentence, quoted above, from p, 228, 25, and
preliminary drafts as in pp. 218, 22 and 356, 20). From these and ather passages it is clear
that the ‘expressions “Gewalg'”, "‘gewaltig”, and ‘“‘gewaltsam’’ (generally translated as
"ingen.i.nm", “potentia”, and “peritus” in J. Camerarius's Latin trapslation) are not in
opposition to the notions “Verstand", “rechter Grund”, “Kunst", etc., stressing the rational
aspects of artistic achievement, but include them, In the translation in LF, Nackiass, p. 221,
8 the term ‘‘gewaltsame Kinstler" is rendered as “potentes intellectu ot manu”., The
derivative form, “gewaltiglich” (LF, Nachlass, p. 180, 16), however, just because it is a
derivative: form, bhas something of the second-hand about it and becomes opposed to the
notions of “Besonnenheit” and “rechte Kunst"': “Gewaltiglich aber wnbedachtlich” is rendered
in Latin as “prompte [not “perite”'], sed inconsiderate”, '
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For they [mighty kings] made the best artists rich and held them in
honour. For they thought that the very wise bore a resemblance to God 196
. Item, that such an excellent artist shall be paid much money for his

art ‘and no money shall be too great, and it is godly and right.2*?

Diirer therefore understood both power and ric_h‘és in a
specifically professional sense, and in a sense inseparably linked
with the notion of Art, and therefore with mathematical education;
for the true artist—one whose work is based on conscious insight
into the theoretical principles of production—power is a goal,
and riches a rightful claim.

But art based on measure, weight, and number, as embodied
in the figure of Diirer’'s Melencolia, was for Diirer still only one
requisite of artistic achievement, still only one condition of artistic
power. However highly he rated “ratio”, in true Renaissance
fashion, he was no less a man of the Renaissance in affirming
that no theoretical perception was useful without mastery of
technique, no “good reason” without “freedom of the hand”,
no “rational art” without “daily practice”. “These two must
go hand in hand”»® says Diiter in a preliminary outline of his
doctrine of proportion; for although, like all Renaissance thinkers
(one has only to remember Leonardo da Vinci's phrase “lascientia
& il capitano e la pratica sono i soldati”),’*® Diirer recognised-Art
as the highest and governing principle of creative endeavour—
so that practice without art seemed to him corruption and
captivity—yet he had to admit that “‘without practice”®9 art,
as he understood it, “remains hidden”, and that theory and
practice must go together, “so that the hand can do what the
will intends.”?™ Now, if the figure of Melencolia sngmﬁes Art
genervating power, a question arises whether her non-intellectual
counterpart, Practice revealing power, has not also, perhaps
received its due in Diirer’s engraving?

And so in fact it seems; for if, on the strength of our purely
visual impression, we had to interpret the writing pu_t!:o as a
figure contrasted with Melencolia, we may. now, so to, speak,

W LY, Nachlass, pp. 295, 9, and 297, 10.
W7 LF, Nachlass, p. 283, 4: cl. also p. 285, 5
i% LF, Nachlass, p. 230, 5; cf. also p. 237, 3.

1 C, RAVAISSON-MOLLIEW, Les manuscrits de Léonard de Vinei, Paris 1881, MS J. fol. 130",
Ci. also J. P. Ricarer, The Lilerary Works of Leonardo da Vinci, London 1883, § 10.

* LF, Nachlass, p. 230, 33.
= LF, Nacklass, p. 230, 1.
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name this contrast and suggest that the child signifies “practice”.
This child sits in almost the same attitude as the woman, and yet
—almost to the point of parody—reverses her appearance in its
every detail: eyes not aimlessly gazing on high, but fastened
eagerly on the slate, hands not idle or clenched, but actively
busy. The putto (also winged, but for all that only a little
assistant, offering merc manual activity in exchange for the
power of the mind) may well be an example of activity without
thought, just as Melencolia herself is an example of thought
without activity. He takes no share in intellectnal creation, but
neither does he share the agony bound up with that creation.
If Art feels herself faced with impassable limits, blind Practice
notices no limitations. Even when, in Saturn’s most inauspicious
hour, “Ars” and “Usus” have become separated—such is the
hour we see in the picture, for the main figure. is too much lost
in her own thonghts to heed the child’s activity®2—and even
when Art herself is overcome with despondency, Practice still can
indulge in pointless and unreasoning activity.2®

That admirable etcher and engraver, Alexander Friedrich, has
shown us that this is no mere arbitrary interpretation®®; for he

22 Per confra Hendrik Goltzius shows a happy and active association between "Ars' and
*Usus" in his engraving Br1x reproduced in E. Panorsky (in Jahrbuck fiir Kunstwissenschaft,
1926, plate 11), where “'Ars” appears as teacher and guide to "Usus™.

M We have now been converted, tha;:gh for different rensons, to H. Wlifilin's opinion,
according to which the putto is not "‘a thinker in miniature” but “‘a child seribbling' (Die
Kunst Albrecht Diirers, 5ith edn., Munich 1926, p. 256). In this respect it is also important
that Diirer gave a more specifically childish colouring to the putto’s activity by replacing the
mathematical instruments with the slate. The motif originally intended, like that in the
engraving by the Master “A. C." (PLate 114), would have provided a parallel rather than a
contrast. Indeed, there are examples showing that a putto busy with mathematical instru-
ments may mean the very opposite of mere “Usus”; cf. e.g. Hans Déring's woodent {p. 333
and Prate 107) as well as an engraving in JoAacum SANDRART'S Tenfsche Akademie (new
edition by A. R. Peltzer, Munich 1925, p. 307), showing a putio with rule and compasses,
surrounded by other mathematical instruments, with the inscription “Ars", “Numerus”,
“Pondus”, “Mensura”. Hans Déring's “puer docens” provides a sort of Gegenprobe for our
interpretation of Diirer's putto, in that, although developed from Diirer’s, he is holding not
a slate but the book and compasses of the main figure, and, instead of eagerly scribbling, bas
adopted the thoughtful pose of the adult. Diirer's putto could only change from a personifica-
tion of mere “Practice” to a being embodying “Art” by taking over the attributes and
attitudes of Melancholy. Oun the other hand, the interesting variations on the number four
by Paul Flindt (Quatuor monarchias, Paries muadi, etc., ed. Panl Flindt, Nuremberg 1617,
No. 12) show the contrast between ‘““Art"” and “Practice” by means of two putti, one of whom,
eagerly engaged with a chisel, is described as “phlegmaticus”, the other, still reminiscent of
Diirer, as “‘melancholicus” (cf. also below, pp. 349, note 217, and 380, note 16).

204 Another interpretation of the putto, kindly mentioned to us by Dr G. F. Hartlaub, but in
our opinion not altogether convincing, will be discussed later on in comnexion with Locas
Cranach’s portrait of melancholy (see below, text pp. 382 sqq.).
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points out that the writing implemerft which Diirer’s p}:ltto is
plying so eagerly and thoughtlessly.m really .th.e a.rtlsts c:;lvn
specific tool, namely, a burin, with its own dlstmctlv? han lle,
and its groove for the insertion of the thin square graving point
—here applied in a most unsuitable manner. Mcireo"rer, there_: 15
the fact that the connexion which we discern in Diirer’s engraving
of theory and practice with ideal and material success, can .als.o
be traced in other symbolic or schematic rcpresenta.‘tlons of artistic
achievement, as for instance in Hendrick Hondnfs's engraved
title-page to his well-known collection of portraits of Dchh
painters, which might almost be taken as a more positive version
of Diirer's programme (PLATE 109).*® It shows two naked
allegorical figures, one with palette, brushes, and wand of Mercury,
signifying “Pictura”, the other, with u.lathematx(':al u}stmnient?,
signifying “‘Optica’’; though not sunk in depression like Durer_s
Melencolia, the two women seem content merely to regard their
own excellence, while above them we see {wo putti eagerly engaged
in practical work, and representing “assiduus labor”.*® The two
factors of creative achievement which Diirer conceived in the
whole complicated tension of their relationship are here shown
in friendly accord; but they are still the same two factors, and the_y
still stand in the same relationship of higher and lower: 'theorctlc
Art (heré split into two forms), and active, -eager Practice. The
analogy even goes a step further; for just as Diirer showed us the
goal and reward of artistic endeavour in the for'm of keys and
purse (an interpretation here reinforced), so Hondius shows. us at
the bottom of the picture the “fructus laborum”. Admittedly
there are two significant differences. What men in t-zarly b'ar(fque
times thought the artist’s highest goal, next to the riches 31guﬁed
by gold coins, was no longer the power given by God, but fame
won in the world, as illustrated by the palm and la.urels-, and
emphasised by Fame with her trumpet.®? And ?vhereas, in %us
optimism, Hondius considered the goal as unquestm.nably attain-
able, Diirer, in illustrating the unhappy moment when Practice

and Art have become separated, questions—and momentarily even |

=8 Pigtorun aliguot celebrinm . . . effigies, first published at the Hague about 1610,

3 The crane allotted to the right-hand putto was a symbol of w?keiu]ness already in ]T::
antiquity; the cocl on the left (next to the putto), the care or assiduity close.l? c?n_.ia:ctu'!l v; -
vigilance (cf. e.g. CESArRE Rura, lcomologia, 1st edn., Rome 1593, s.v. "Vigilanza
“Sollecitudine"). o

7 An allegory comparable in content is found on the engraved title to Varie F:im Aun‘:-
miche . . . messe in luce da Pielyo de fude, Antwerp 1639 (PLATE 110), On the left is “Disegno™,
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denies—the value of attaining success and being rewarded for it.
That is the true significance of a pictorial feature which seems at
first to be designed merely to communicate a certain mood—his
giving, that is, to both the purse and the bunch of keys (“riches”
and’ “‘power”, as Diirer himself said) an air of confusion and
neglect, in other words, of being unused or unattainable.

(¢) The Significance of ‘““Melencolia I’’

There is no doubt that the idea expressed by Henricus de Gandavo
brings us very close to the core of Melencolia’s true meaning.
She is above all an imaginative Melancholy, whose thoughts and
actions all take place within the realms of space and visibility,
from pure reflexion upon geometry to activity in the lesser crafts:
and here if anywhere we receive the impression of a being to
whom her allotted realm seems intolerably restricted—of a being
whose thoughts “have reached the limit"”,

And so we come to one last vital question, namely, the basic
attitude towards life underlying Diirer’s engraving, with its
endlessly complicated ancestry, its fusion of older types, its
modiﬁcation—nay, its inversion—of older forms of expression,
and its development of an allegorical schema: the question of
the fundamental significance®® of Melencolia I.

The foundations out of which Diirer’s idea arose were of course
laid by Ficino’s doctrine. The revolution which had reinstated
the “pessima complexio” and “corruptio animi” as the source of
all creative achievement, and made the “most evil planet” into
the “iuvans pater” of intellectual men, had, as we have seen, been
brought about in the Florence of the Medici. Without it, a
northern artist, granted all the astrological likenesses between

a hmcfs_qme youth with a mirror and compasses, on the right, “Labore”, a labourer digging;
above,; “Honore” crowned with the laurel wreath of “Fama", and with “Abondanga’s"
coraucopia., The inscription runs

' " “Door den arbeyt en door de Tesken-const

- Comt menich aen eer en S'princen ionst.”

Another equally vivid example of the allegories of Theory and Practice is the engraved title
to the Umiversa astrosophia naturalis by A. F. pe Bonnatris, Padua 1687: above reigns the
victorious ""Maiestas Reipublicae Venetae”, to the left is an embodiment of *'Contemplatione
et Judicio” in the person of an idealised youthful figure with astrolabe and compasses, to the
right a personification of "'Ratione et Experimento”, represented as Mercury.

#9% For'this notion cf. K. Mannariy, 'Beitrige zur Theorie der Weltanschauungsinterpre-
tation", ‘in Jakrbuch fiir Kunsigeschichte (formerly Jakrbuch der k.k. Zentralkommission),
t (x921-22), pp. 2365qq.; for our purposes it seemed necessary to replace the term "representa-
tional meaning inserted by Mannheim between “expressional meaning” and “documentary
meaning” by the term “notional meaning”. - .
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Saturn’ and Geometry, would yet' have lacked the necessary
impulse to demolish the barriers of revulsion and fear which had
hidden “Melancholia generosa” from view for hundreds of years, to
replace the picture of the idle spinstress by that of the Saturnine
art of measurement, and to transform into expressions of feeling
and into symbols of abstract ideas all the traditional signs of the
melancholy disease and attributes of the melancholy tempera-
ment. But beyond this general connexion—one might almost
say the “atmospheric’ connexion—the De vita lriplici can hardly
have had any influence on the composition of the engraving,
for the very idea which is most essential to Diirer’s composition,
namely the integral interpenetration of the notions of melancholy
and geometry (in the widest sense), was not only foreign to Ficino’s
system, but actually contradicts it.

Ficino had taken an enthusiastic interest in many aspects both
of the world of man and of the universe, and had included them in
the structure of his doctrine; but there was one realm into which
he did not enter and which in fact he really ignored—the realm of

“visibility in space”, which was the background both of theoretical
discoveries in mathematlcs and of practical achievements in the
manual arts. This Florentine, who lived at such close quarters
with the art of the Renaissance, and with its theory of art based
on mathematics, seems to have taken no part either emotionally
or intellectually in the rebuilding of this sphere of culture. His
Platonist doctrine of beauty completely ignored the works of
human hands, and it was not until a good century later that the
doctrine was transformed from a philosophy of beauty in nature
to a philosophy of art.®® His theory of cognition barely glances
at mathematical knowledge, and the dietetics and morphology in
his De vita triplici are the dietetics and morphology of a literary
man of genius. As far as Ficino is concerned, the creative intellects
—those whose efforts, in their beginning, are protected by Mercury,

and, in their development, are guided by Saturn—are the '

“literarum studiosi”, that is to say, the humanists, the seers and
poets, and, above all, of course, “those who devote themselves
ceaselessly to the study of philosophy, turning their minds from
the body and corporeal thmgs towards the incorporeal”#—in

% See below, pp. 360 sqq. (text).

0 Frerno, De v, tripl., 1, 4 (Opera, p. 497): “Maxime vero literatorum omnium hi atra
bile premuntur, qui sedulé philosophiae studio dediti, mentem a corpore rebusque corporeis
sevocant, incorporeisque coniungunt.”
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other words, certainly not mathematicians, and still less practising
artists.®™ Accordingly, in his hierarchy of the intellectual faculties,
he does not place the “vis imaginativa” (the lowest faculty,
directly attached to the body by the “spiritus”)®* under Saturn.
As we read in the third book of the De vita ériplici, the “imaginatio”
tends towards Mars or the sun, the “ratio” towards Jupiter, and
only the “mens contemplatrix’’, which knows intuitively and
transcends discursive reasoning, tends towards Saturn.®® The
sublime and sinister nimbus which Ficino weaves about the head
of the Saturnine melancholic does not, therefore, have anything
to do with ‘“‘imaginative” men; the latter, whose predominant
faculty is merely a vessel to receive solar or Martial influences,
do not, in his view, belong to the “melancholy” spirits, to those
capable of inspiration; into the illustrious company of the
Saturnine he does not admit a being whose thoughts move
merely within the sphere of visible, mensurable and ponderable
forms; and he would have questioned the right of such a being
to be called “Melencolia”.

The contrary is the case with Henricus de Gandavo. He

" considers only imaginative natures—in particular those mathe-

matically gifted—as melancholics; and to that extent his view
comes substantially closer to Diirer’s. It is also by no means
impossible that Diirer was affected by Henricus’s ideas, for no
less a person than Pico della Mirandola had revived these views
in his Apology, @4 and theréby reminded many other humanists,

=M In book 1, ch. 2 Ficino emphasises explicitly and with considerable pride the funda-
meatal contrast between what he calls the “Musarnm sacerdotes” and 2ll other, even artistic
professions: ** . . . sollers quilibet artifex instrumenta sua diligentissime curat, pericillos pictor,
malleos incudesque faber aerarius, miles equos et arma, venator cames et aves, citharam
citharoedus, et sua quisque similiter. Soli vero Musarum sacerdotes, soli summi boni
veritatisque venatores, tam negligentes (proh nefas) tamque infortunati sunt, ut instrumentum
illud, quo mundum universum metiri quodammodo et capere possunt, negligere penitus
videantur.  Instrumentum ciusmodi spiritus ipse est, qui 2pud medicos vapor quidam
sanguinis purus, subtilis et lucidus definitur.”

12 See above, pp. 204 sqq. (text).

23 Quotations above, p. 272 (text).

214 Prco pDELLA MIRANDOLA, Apologia (Opera, Basle 1572, vol. 1, p. 133): “Qui ergo non
possunt angelum intelligere secundum rationem substantiae suee, ut unitatem absque
ratione puncti, sunt illi de quibus dicit Commentator super secundo Metaphysicae, in quibus
virtes imaginativa dominatur super virtutem cogitativam, et ideo, ut dicit, videmus istos
non credere demonstrationibus, nisi imaginatio eos comitetur; et quicquid cogitant, quantum
est aut situm habens, in quanto ut punctus; unde tales melancholici sunt. et optimi fivnt
mathematici, sed sunt naturales inepti. Haec Henricus ad verbum; ex quibus sequitur, quod
secundum Henricum iste magister sit male dispositus ad studium philosophiae naturalis,
peius ad studium Metaphysicae, pessime ad studium Theologiae, quae etiam est de abstrac-
tioribus: relinquitur ergo ei solum aptitudo ad Mathematica . . . . Ci. also M. PavstigRL
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Germans included, of them.® But if Ficino's theory does not
accord with the trend in Diirer’s engraving because his idea of
melancholy bears no relation to the notion of mathematics,
Henricus de Gandavo’s does not accord with it because his idea
of melancholy is related too closely to the notion of mathematics.
From Ficino’s point of view, the description “Melencolia” would
not be justified, because he considered that in principle no
mathematician had access to the sphere of (inspired) melancholy.
From Henricus’s point of view, the numeral “I” would seem
pointless because he considered that in principle no non-
mathematician descended into the sphere of (non-inspired)
melancholy. Ficino, who saw in melancholy the highest rung
of intellectual life, thought it began where the imaginative faculty
left off, so that only contemplation, no longer fettered by the
imagination, deserved the title of melancholy. Henricus de
(Gandavo, who still conceived melancholy as a “modus deficiens”’,
thought that as soon as the mind rises above the level of imagina-
tion, melancholy ceases to affect it, so that contemplation no
longer fettered by the imaginative faculty could lay claim to the
title “philosophia” or “theologia”. If an artist really wished
to give expression to the feeling of “having reached a limit”
which seems to form the basis of the close relationship between
Henricus de Gandavo's notions of melancholy and Diirer’s, he
might certainly have called his picture Melencolia, but not
Melencolia 1.

It is assumed implicitly that what is lacking logically to

Citta di Vita, 1, 12, 48 (ed. M. Rooke, in Smith College Studies in Modern Languages, vor.
vitl, Northaimpton, Mass., 1926-27, p. 59), where the buildivgs appearing in Saturn's world
and their architects are described as follows:
“Tutto quello & nel mondo ymaginato
per nameri o linee o lor facture
convien che sia da questa impression dato.
Fanno architetti queste creature,
mathematici sono & fanno in terra
& altzi in ciel lor forme & lor figure,”
Incidentally, the equation "Saturnus” = “Imaginatio”, was also made in one of Bovillus's
schemata, Liber de sapiente, cap, xi {ed. R. Klibansky, in E. Cassirer, Individ wund I
in der Philosophic der Kenaissance, Leipzig 1927, pp. 326 sqq.) but this is too individual a
construction to be treated here: it consists of an analogy between the seven planets and the
mental facuities so that Sol equals “Ratio” while the six other planets correspond each to
one instrument of “materialis cognitia”,

3 We know, for instance, that both Conrad Peutinger of Augsburg and Hartmann Schedel
of Nuremberg had a copy of Pico's Apologia in their libraries (E. KoNiG, Peutingerstudion,
Freiburg 1.B: 1014, p. 65). y
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complete the sequence started by Melencolia I%8 js peither a
representation of the three other temperaments to make up a
set of the “four complexions”, nor yet a picture of disease con-
trasting “melancholia adusta” with “melancholia naturalis”,
What is lacking is, rather, the representation of an intellectual
condition signifying the next highest rung of cognition in the
scale of melancholy; a Melencolia I1 in contrast to Melencolia I s
which should reveal not a state of complete derangement, but,
on:the contrary, a state of relative liberation. Herein lies the
greatness of Diirer’s achievement; that he overcame the medical
distinctions by an image, uniting in a single whole, full of emotional
life, ‘the phenomena which the set notions of temperament and
disease had robbed of their vitality; that he conceived the
melancholy of intellectual men as an indivisible destiny in which
the differences of melancholy temperament, disease and mood
fade' to nothing, and brooding sorrow no less than creative
enthusiasm are but the extremes of one and the same disposition,
The depression of Melencolia I, revealing both the obscure doom
and the obscure source of creative genius, lies beyond any contrast
between health and disease; and if we would discover its opposite
we must look for it in a sphere where such a contrast is equally
lacking—in a sphere, therefore, which admits of different forms
and degrees within “melancholia generosa”.

How then are we to imagine such a gradation?®’ The

% Interpretations such as ““Melencholia, {** ("Go away, Melancholy|") or “Melancolia iacet”

{"“Melancholy lies on the ground”, thus Mitteil gen des Reichsbundes dewischer Technik,

1919, No. 47, 6 December) are scarcely worth refuting. More recent but equally untenable

is E. BOca's view (in Die medizinische Welt, voL. vt (1933), No. 2) that Diirer's engraving

was inspired by a prophetic vision of an epidemic of the plague (though nothing is known

t:;eu:? in 1514, at least not in Nuremberg), and that the figure I stond for the first stage of
iscase.

e Like Alllhn, Thausing and Giehlow, we, too, formerly assumed that Diirer's engraving
was m_te'nded to be the first of a temperament-series. The difficalties involved in such an
assumption were not unknown to us, for we realised that it would have been highly unusual
to begin the series with Melancholy, and that no fully analogous names would have been avail-
a].'fle for the other temperaments (cf. Direr's " Melencolia I i p 68 and 142; also H. WOLFFLIN,
Die Kienst Albrechs Divers, sth edn., Munich 1926, p. 253); we noticed further that artists under
Diirer!siinfluence, who did a complete temperament-series, returned for the sake of neatness
to the description “melancolicus” and gave this “melaricolicus” third or even fourth place
in the series (PLATES 122 and 126). Gerard de Jode in his temperament-series after M. de
Vos (PLatE 113), which is independent of Diirer, follows a new way of bringing the term
“melancholia” into line with those denoting the other temperaments by treating it, by
allnalogy with Greek usage, as the description of an actual humour, as an equivalent for “‘cholera
nigra”,or “atra bilis”, and thus ranging it alongside “‘sanguis”, “cholera”, and *“phlegma;
but here tco, melancholy occupies third place and not first; of, our PLATE 126. In these
c:}rcuu;sgancu, however, the other view, postulating a plan for a Melencolia IT as a picture of
dlnease._ or rather insanity (H. WoLrrLiN, Die Kunst. Albreckt Dirers, 5th edn., Munich 3926,
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Neoplatonist Ficino, as we know, held inspired melancfioiy in
such great honour that in the ascending hierarchy of the "Iaculties
of the soul, “imaginatio”, “ratio” and “mens contemplatrix”, he
coupled it only with the highest, the contemplative mind.
Henricus de Gandavo, on the other hand, rated uninspired
melancholy so Jow that it could be coupled only with the lowest
Fank, the imagination. Ficino thought it impossible for the
Imaginative mind to rise to melancholy, Henricus thought it
impossible for the melancholy mind to rise above the imagination.
But what if someone were bold enough to expand the notion of
inspired melancholy so as to include a rational and an imaginative
as well as a contemplative form? A view would then' emerge
re.cog';ni.'ﬁng an imaginative, a rational and a contemplative stage
within melancholy itself, thus interpreting, as it were, the hjerarchy
of the three faculties of the soul as three equally inspired forms
of melancholy. Then Diirer's Melencolia I, as portrz_iying a
f‘melancholia. imaginativa”, would really represent the first stage
m an ascent via Melencolia II (“melancholia rationalis”) to
Melencolia I1I (“melancholia mentalis”). .

We know now that there was such a theory of gradation, 8 and

P. 253, and in Jakrbuch fir Kunstwissenschaft, 1923, P- 175. also K, Borinsgr, e _:Aur;'ks in .

Poetik und Kunsitheorie, vov. 1, Leipzig 1914, pp. 165 and 296 sqq.), scem to us still less accept-
able and we cannot imagine a representation of “melancholia adusta” such as to constitute a
counterpart to Diirer's engraving as it stands. For sucha representation, given the igene:ally
known df}ctrine of the “four forms", two possibilities would have lain open. Eithq'r all four
sub-species of melancholy madness, ie. melancholy “ex sanguine”, “ex cholera”, “ex
Phlegmate” and “ex melancholia naturali”, could have been combined in one general picture
—which would have resulted in a gruesome collection of madhouse scenes hs.vin'g'no point
of contact either in content or form with Melencolia I {we shall show in appendix 11, p. 403,
that t!xc much-discussed etching Bjo (PLATE 146) may give us an idea of wha,'t such a
collection of the “quattuor species melancholiae adustae” would have looked like)—or else
the one real analogy, i.e. “melancholia ex melancholia naturali”, would have had to be
choszm from among the four forms of diseases, and in that case it would scarcely have been
possible to bring ount the intended psychological contrast. Everyone is at least aé‘read that
even the winged woman on the engraving, though she expresses the “melancholia: naturalis”
of the mentally creative man, has at the moment been overcome by a fit of depression in
which the black bile has so far gained the ascendancy that, in Ficino’s words, the soul “all
too decply entangled in Saturnine brooding and oppressed by cares” (Frcrro, De 9. tripl,, 11,
16, Opera, p. 523), "‘evadit tristis, omninm pertaesa” (4.P.T. Paracelsi Opera omnia, Geneva
1658, VoL. I, p. 173); the depression differs from the pathological state of “melancholia ex
melancholia naturali adusta” only by its transitory nature (thus, too, H. WoLvrLiN, Die
Kunst Albvecht Dirers, 5th edn., Munich 1926, pp. 252 sqq.). :

™2 Such a possibility was considered by HARTLAUB, -Geheimnis, pp. 79 sqq. He rightly
criticises the interpretation of the I as the beginning of a temperament-series, but flies off at
a tangent by introducing the freemasonic idea of the grades of apprentice, journéyman and
master (the two latter possibly embodied in Diirer's Kuight, Death and the Devil and St
Jerome), But what Hartlaub, op. cit., p. 42, says is lacking, ie. “literary evidence for a
regular tripactite division of Saturnine development”, appears abundantly in the Occudia
Philosophia, o German source, be it noted, whereas there is no evidence for any .connexion
with masonic ideas. '
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that its inventor was none other than Agrippa of Nettesheim,
the first German thinker to adopt the teachings of the Florentine
Academy in their entirety, and to familiarise his humanistic
friends with them. He was, as it were, the predestined mediator
between Ficino and Diirer.2#

Karl Giehlow, in spite of being familiar with all the relevant
parts of the printed Occulia philosophia,®° somehow failed to notice
what was essentially new in Agrippa'’s theory, or fully to grasp
its special significance for the elucidation of the numeral in
Melencolia I; in the same way, later interpretations have been
equally inadequate by neglecting to follow up the line of research
suggested by Giehlow. Admittedly, on Agrippa’s own authority,
the printed edition of Occulta philosophia which appeared in 1531
contained considerably more than the original version completed
in 1510,2# so0 that it appeared uncertain whether the relevant parts
were not later additions: in which case it would be impossible to
regard them as sources for Diirer’s engraving. But the original
version of Occulta philosophia, believed lost, did survive, as Hans
Meier has proved, in the very manuscript which Agrippa sent to
his friend Trithemius in Wiirzburg in the spring of 1510222 We are
thus on firm ground; and in this original version the two chapters
on the “furor melancholicus” approach the view of life implicit
in Diirer’s engraving more nearly than any other writing known
to us; it was circulated more or less secretly in many manuscript
copies?; and it was certainly available to Pirckheimer’s circle

2% On him, cf. P. ZasseLLl, A proposito del "De vanitate scientiarum et artinm’ di Comnelio
Agrippa,” Riv. Cril. di Storia della Filos., 1a60, pp. 167-81.

= GIRHLOW (Tg04), PP. I2 $9Q.

=1 “Addidimus autem nonnulla capitula, inseruimus etiam pleraque, quae practermittere
incuriosum videbatur.”

22 The dedication, in a slightly altered form, was nsed in the introduction to the printed
rdition, as was Trithemius's answer of 8 April 1510. The MS of the original edition (quoted
above, p. 323, note 132) bears a seventeenth-century inscription “‘Mon. 5. Jacobi™ on the first
page (Trithemius, of course, was the abbot of this monastery), and Trithemius himseif wrote
on the right-hand margin of the top cover: “Heinricus Cornelius Coloniensis de magia". See
J. BieLMaNN, “Zu einer Hds. der ‘Occulta philosophia’ des Agrippa von Nettesheim,” Archiv
J- Kuliurgesch., vor. 27 (1937). pp- 318-24.

23 “Contigit autem postea, ut interceptum opus, priusquam itli summamn manum
imposuissem, corruptis exemplaribus truncum et impolitum cirenmferretur atque in Iralia,
in Gallia, in Germania per multorum manus volitaret.” The delay in issuing a printed edition
was probably due mainly to fear of clerical persecution; Trithemius himself advised politely
but firmly against publishing it: “Unum hoc tamen te monemus custodire pracceptum. ut
vulgaria vulgaribus, altiora vero et arcana altioribus atque secretis tantum communices
amicis.*’



352 THE ENGRAVING ‘‘MELENCOLIA I" [1v. IL

through Trithemius?4 and can now lay claim to being the main
source of Melencolia I.

Agrippa’s Occulta philosophia is, in the printed edition, a
highly comprehensive but unwieldy work, encumbered with
countless astrological, geomantic and cabbalistic spells, figures

and tables, a real book of necromancy in the medieval sorcerer’s

style. In its original form, however, it was quite different, being
rather a neat, homogeneous treatise, from which the cabbalistic
element was entirely lacking, and in which there were not so many
prescriptions of practical magic as to blur the clear outline of a
logical, scientific and philosophical system.**® This system was
presented in a threefold structure,®® was manifestly based entirely
on Neoplatonic, Neopythagorean, and oriental mysticism, and
presupposed complete familiarity with Ficino’s writings, both as
a whole and in detail2%* It led from earthly matters to the stellar
universe, and from the stellar universe to the realm of religious
truth and mystic contemplation. Everywhere it reveals the
“colligantia et continuitas naturae” according to which each
“higher power, in imparting its rays to all lesser things in 2 long
and unbroken chain, flows down to the lowest, while, vice versa,
the lowest rises via the higher up to the highest”?#; and it makes
even the wildest manipulations—with snakes’s eyes, magic brews;
and invocations of the stars—seem less like spells than the
deliberate application of natural forces.

After two introductory chapters which try, like Ficino, to
distinguish this white magic from necromancy and exorcism,®?
and inform us that as a link between physics, mathematics, and
theology, it is the “totius nobilissimae philosophiae absoluta

22t That Trithemius and Pirckheimer had some connexion with each other during the years
in question (1510-1515), in which occult matters ajso played a pact, can be seen from a number
of letters, the knowledge of which we owe to the archivist, Dr E. Reicke: P. to T., 1 July 1507,
and T. to P., 18 July 1507 (Jobannes Trithemius, Episfolarum familiarum libri duo, probably
Hagenau, 1536, pp. 279-281 and Clm. 4008, fol. 11). P.to T., 13 June 1515 (concerning a
work by Trithemius against magic), pointed out by O. CLEMEK in Zeitschrift far Biblio-
thekswesen, VOL, XXXvIIT (1921), pp. 101 sqQ. 3

s This difference between the two editions of Ocoulta philosophia is of course a vital symptom
of the development which northern humanism bad undergone between about 1510 and 1539;
Dr H, Meier intended to edit the Wiirzburg MS, which would have facilitated an historical

evaluation of his discovery.

¢ The printed edition covers almost three times as much space as the original version
even apart from the apocryphal Book IV,

=7 See below, p. 356, note 253; pp- 358 5qq. (text).

i | 29, fol. 22". ]

= See above, p. 268 (text).

§2] THE NEW MEANING OF ““MELENCOLIA 1” 353

mmmnatio”, the first book lists the manifest and oc

of earthly things, and then, by means of the "Platonif:l'l’ltdm
t:‘af the pre-formation of individual objects in the sphere of ideas 29
Interprets them as emanations of divine unity transmitted by the
sta:r;. . As the effects of the “chain” here represented work upwards
as well as downwards, metaphysical justification can be found not
only; for the whole practice of magic with its potions, burnt
offerings,®! sympathetic amulets, healing salves, and poisc;ns but
also for the whole of the old astrological associations®?; and even
t‘}'u? psychoiogical riddles of hypnotism (“fascinatio”), suggestion
( hgfa._’_uo“) and auto-suggestion can be explained by the fact that
the u-:_l_ﬂuential part can become saturated with the powers of a
certain plan_et and set them in action against other individuals

or even against itself. 28 ’

The second book deals with “coelestia”, the general princi

of astrology,® and with the manufacture of spi?:?ﬂc aslzrolc:f,r][i]it'-:fts
tzat:hs_n_lans,m as well as with the occult significance of numbers
(w!nc;h_,_ remarkably enough, however, are regarded rather from
the point of view of mystical correspondence than of practical
magic, somewhat in the same way as in the well-known treatises
on the numbers seven or four)™$; it treats also of the astrological
and magical character of the stars,®7 and of the effect of music.2®

My, 5 A charming illustration of this doctrine i

=, . 1 . of pre-formation occurs in a miniature i
:';e'nn_a,kNagonnlI:lblioﬂmk. Cod._P]n]. graec. 4 (H. J. Hermanw, in Jahrbuch dey :In:::
whmmmﬂ' i;;:;- a:txgl;n :s: nmocks:m in{erhauus. VOL. X1x {1898}, plate VI, text p. 166),
iy en and beasts are vividly portrayed linked by rays with their earthly

#1 Thus the above-mentioned (p. 323 5q., note 133) burnt-offering to Saturn.

% The correlations with the plancts (with regard to those referrin, g to Sat
zjﬁr;;l:q} ate given i'st ch. 16-~23 (in ch. 16 add from MS fol. 15 ',"confen::f .Ss:tetr:nh:l:?z
e ™ et melancoliam, Jovialia ad leticiam et dignitatem"). The localities governed by
s _d.l.l!e.rt;-.n_e ; planets are listed in ch. 46, fol. 36° in astrological terms, but with a new,
micmﬁqnmm ::.nlng, while ch. 45, fol. 35° contains the mimic and facial characteristics of
tb: en of the p'!'ancts, whose behaviour both springs from, and evokes, the influence of
msliaq cnncemed Sunlt praeterea gestus Saturnum referentes, qui sunt tristes ac moesti

planctus, - p’t.js Jctus, item religiosi, ut genuflexio aspectu deorsum fixo, toris il‘.’hl'
vultusqfie’ consimiles et austeri, ¢t ut scribit satyricus: L .

. ‘Obstipo capite et figentes lumina terra,

I Murmura cum secum et rabiosa silentia rodunt

i Atque exporrecto trutinantur verba palato’,

3 Thus; for instance, a man can calm or sadden others by suggestion, because he is the

‘stronger- *fin ordine Saturnali” (1, 43, fol. 33%), or by auto-suggestion evoke Saturn’s aid

against lgfe, or Jupiter's against the fear of death (1, 43, fol. 447).
=, =3 ) 8811, 4-16.
¥ 1, 17-29. Ch. 30 briefly mentions i cacy
X, 1729 geometric figures, ascribing their effi to numerical
xelatronr?hps, we have already stated (p. 327, note 147) that planctary squares are still lacking.
o, 31 =, 32-33. '
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Next, it deals in great detail with incantations and invacations,
among which those invoking the aid of Saturn are once again
distinguished by series of antitheses more numerous than any-
where else®®; and finally it comes to the casting of spells by means
of light and shadows,#® and the different sorts of ‘‘divinatio’’—
from the flight of birds, astral phenomena, or prodigies, and
by sortilege, geomancy, hydromancy, pyromancy, aerbmancy,
necromancy (much despised), and the interpretation of dreams.!

The work reaches its climax in the third book, which, as the
introduction says, leads us “to higher things”, and teaches us
“how to know accurately the laws of religion; how, thanks to
divine religion, we must participate in the truth; and how we
must properly develop our minds and spirits, by which alone we
can grasp the truth”.2 With this third book we leave the lower
realm of practical magic and divination by outward aids, and come
to that of “vaticinium”, direct revelation, in which the soul,
inspired by higher powers, “recognises the last fundamentals of
things in this world and the next” and miraculously sees “‘every-
thing that is, has been, or will be in the most distant future” 3
After some introductory remarks on the intellectual and: spiritual
virtues required to obtain such grace, and a detailed argument
designed to prove that this form of mysticism is compatible with
Christian dogma, especially with the doctrine of the Trinity,24
this book enquires into the transmitters of higher inspiration,
who are the “daemons”, incorporeal intelligences, who “have
their light from God"” and transmit it to men for purposes of
revelation or seduction. They are divided into three . orders:
the higher or “‘super-celestial”, who circle about the divine unity
above the cosmos; the middle or “mundane”, who inhabit the
heavenly spheres; and the lower or elemental spirits, among
whom are also reckoned woodland and domestic gbﬁs, the
“daemons” of the four quarters of the world, guardian spirits

30 q1, 34-38. The prayer to Saturn (ch. 37, fol. 70°-717) runs as follows: "Dmijxinus altus
magnus sapiens intelligens ingeniosus Tevolutor longi spatii, semex magne profunditatis,
arcane contemplationis auctor, in cordibus hominum cogitationes magnas deprimens et vel
imprimens, vim et potestatem subuertens, omnia destruens et comseruans, secretorum et
absconditorum ostensor et inuentor, faciens amittere et inuenire, auctor vite €t mortis.”
In the printed edition {11, 59, p. 205) this polarity, which we found affecting even- Alanus ab
Insulis {cf. text p. ¥86), appears equally clearly ("vim et potestatem subvertentem ct
constituentem, absconditorum custodem et ostensorem’).

0 11, 49.
211, 50-58. : 242 1131, 1, fol. 847,
3 1, 20, fol. 1037 4y, ¥-6.
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and so on.?® As these “‘daemons” fulfil the same function in the
universal soul as the different faculties of the soul fulfil in the
individual, it is understandable that the human soul, “burning
with divine love, raised up by hope and led on by faith”, should
be able to associate itself directly with them and, as in a mirror
of eternity, should be able to experience and achieve all that it
could never have expericnced and achieved by itself.®® This
makes possible “vaticinium”, the power of “perceiving the
principles (“‘causae”) of things and foreseeing the future, in that
higher inspiration descends on us from the daemons, and spiritual
influences are transmitted to us”; this, however, can only happen
when the soul is not busied with any other matters but is free
(“vacat”).®? Such a “vacatio animae” could take three forms,
namely true dreams (“somnia’), 8 elevation of the soul by means
of contemplation (“raptus”)® and illumination of the soul
(“furor”) by the daemons (in this case acting without mediators)?®;
and we are told, in terms unmistakably reminiscent of Plato’s
Phaedrus, that this “furor’” could come from the Muses, or
Dionysus, or Apollo, or Venus,®—or else from melancholy.??

As physical cause of this frenzy [says Agrippa in effect], the philosophers
give the “humor melancholicus”, not, however, that which is called the black
bile, which is something so evil and terrible that its onset, according to the
view of scientists and physicians, results not only in madness but in
possession by evil spirits as well. By ‘“humeor melancholicus” I mean rather
that which is called ‘‘candida bilis et naturalis”. Now this, when it takes
fire and glows, generates the frenzy which leads us to wisdom and revelation,
especially when it is combined with a heavenly influence, above all with

8 y1t, 7-10. The “daemones medii” inhabiting the spheres correspond on the one hand
to the nine Muses (cf. MARTIANUS CAPELLA, Nuplice Philologiae ef Mercurii, 1, 27-28, ed.
A. Dick, Leipzig 1025, p. 19); on the other, to certain angels; it is typical of the survival of
ancient mythology that the spirit of Mercury was identified with Michael, who had taken
cver so many of the functions of Hermes Psychopompus, while the spirit of the virginal
goddess of birth, Luna-Artemis, was identified with Gabriel, angel of the Annunciation. We
cannot here enter into Agrippa’s demonology or evaluate the cosmology and highly interesting
psychology contained in ch. I¥I, 16—209.

8 111, 29, fol, xo3™-*,

#? 111, 30, fol. 104". “lllapsiones vero einsmodi . . . non transeunt in animam nostram,
guando illa in aliud quiddam attentins inhians est occupata, sed transeurt, quando vacat."

48 1y1, 38,

0111, 37.

259 111, 31—36.

ot 111, 33-36.

%3 For the doctrine of ““vacatio animae’ and the possibility of its being caused by melancholy,
see e.g. Ficivo, Theologia Plalonica de immortalilale animorum, B8 xiu, 2z (Opera, vor. 1,

P- 292).
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that of Saturn. For, since, like the “humor melancholicus”, he is cold and
dry, he influences it constantly, increases it and sustains it. And as more-
over, he is the lord of secret contemplation, foreign to all public affairs, and
the highest among the planets, so he constantly recalls the soul from out-
ward matters towards the innermost, enables it to rise from lower things
to the highest, and sends it knowledge and perception of the future. There-
fore Anstotle says in the Preblemala that through melancholy some men
have become divine beings, foretelling the future like the Sibyls and the
inspired prophets of ancient Greece, while others have become poets like
Maracus of Syracuse; and he says further that all men who have been
distinguished in any branch of knowledge have generally been melancholics:
to which Democritus and Plato, as well as Aristotle, bear witness, for
according to their assurance some melancholics were so outstanding by
their genius that they secemed gods rather than men. We often see
uneducated, foolish, irresponsible melancholics (such as Hesiod, Ion,
Tynnichus of Chalcis, Homer, and Lucretius are said to have been) suddenly
seized by this frenzy, when they change into great poets and invent
marvellous and divine songs which they themselves scarcely wunder-
stand. . . 2®

Moreover, this “humor melancholicus’” has such power that they say it
attracts certain daemons into our bodies, through whose presence and
activity men fail into ecstasies and pronounce many wonderful things. The
whole of antiguity bears witness that this occurs in three different forms,
corresponding to the threefold capacity of our soul, namely the imaginative,

™3 gy, 31, fols. 1047 8qq. (proper names corrected in the translation): “Furor est illustratio

anime a diis vel a demonibus proveniens. Unde Nasonis hoc carmen:
'Est deus in nobis, sunt et commercia celi;
Sedibus ethereis spiritus ille venit.”

Huius itaque furoris causam, que intra humanum corpus est, dicunt philosophi esse humorem
melancolicura, non quidem illum, qui atra bilis vocatur, qui adeo prava horribilisque res est,
ut impetus eius a phisicis ac medicis ultra maniam quam inducit, eciam malorum demonum
obsessiones afferre confirmatur., Humorem igitur dico melancolicum, qui candida bilis
vocatur et naturalis. Hic enim quando accenditur atque ardet, furorem concitat ad sapientiam
nobis vaticiniomque conducentem, maxime guatenus consentit cum infloxu aliquo celesti,
precipue Saturni.  Hic enim cum ipse sit frigidus atque siccus, qualis est humor melancolicus,
ipsum quotidie influit, auget et conservat; preterea cum sit arcane contemplationis auctor
ab omuni publico negocio alienus ac planetarum altissimus, animam ipsam tum ab externis
officiis ad intima semper revocat, tum ab inferioribus ascenderc facit, trahendo ad altissima
scientiasque ac futurorum presagia largitur. Unde inquit Aristoteles in libro problematum
ex melancolia quidam facti sunt sicut diuini predicentes futura ut Sibille et Bachides, quidam
facti sunt poste ul Malanchius Siracusanus; ait preterea omnes viros in quauis sciontia
prestantes ut plurimum extitisse melancolicos, qued etiam Democritus et Plato cum
Aristotele testantur confirmantes nonnullos melancolicos in tantum prestare ingenio, ut
diuini potins quam humani videantur. Plerunque etiam videmus homines melancolicos rudes,
ineptos, insanos, quales legimus extitisse Hesiodum, Jonem, Tymnicum Calcidensem,
Homerum et Lucretium, sepe furore subito corripi ac in poetas bonos cuadere et miranda
quedam divinaque canere etiam que ipsimet vix intelligant. Unde diuus Plato in Jone,
ubi de furore poetico tractat: "Plerique, inquit, vates, postquam furoris remissus est impetus,
que scripserunt non satis intelligunt, com tamen recte de singulis artibus in furore tractaueruat,
quod singuli harum artifices legendo diludicant’.” It is evident throughout that Agrippa

ollows TFicino. .
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the ratim}al, and the mental. For when set free by the “humor
fnelanc:llollcus". the soul is fully concentrated in the imagination, and it
immediately becomes an habitation for the lower spirits, from x;'hom it
of! Len_ receives wonderful instruction in the manual arts; thus we see a quite
unskilled man suddenly become a painter or an architect, or a qguite out-
standing master in another art of the same kind; but if the spirits of this
species reveal the future to us, they show us matters related to natural
catastrophes and disasters—for instance, approaching storms, earthquakes
cloudbursts, or threats of plague, lamine, devastation, and so on. But’
when fche soul is fully concentrated in the reason, it becomes the home of
the middle spirits; thereby it attains knowledge and cognition of natural
and hgman- things; thus we see a man suddenly become a [natural)
philosopher, a physician or a [political] orator; and of future events they
show us what concerns the overthrow of kingdoms and the return of epochs
prophesying in the same way as the Sibyl prophesied to the Romans. . . .
But when the soul spars completely to the intellect (“mens”), it becomes the
home of the higher spirits, from whom it learns the secrets of divine matters
as, for instance, the law of God, the angelic hierarchy, and that which pertains:
to the knowledge of cternal things and the soul’s salvation; of future events
zl;::y sl}m;:;z us, for instanfce, approaching prodigies, wonders, a prophet to
1¢, or the emergence of a new religion, j » Si i g
Christ long beforeghe appeared. . , 3;1“ et a5 e b prophesisd Jes

‘ Th.fs tl}e?ry of mt.alancholy frenzy occupied a central position
in th_g;_ original version of Occulta philosophia, for the “furor

™ 1, 32, fol. 1057 “Tantum preterea est huius humoris imperium ut ferant suo i
ecinm gt?:nunes_ qu_ts;sda.rn In stostrz corpora rapi quorum presentin et instinctu on:?uf::::
de‘bacha_l:l et mlmbq:a multa effari. Omnis testatur antiquitas et hoc sub triplici differentia
iuxta trfpl_w:m anime apprehensionem, scilicet Imaginativam, rationalem et mentalem;
quando_,_gmm anima melancolico humore vacans tota in imaginationem transfertur, subitr;

rationes; sic videmus rudissimum aliquem hominem sepe in pic itectorem
alterius. cuiusque artificii subtilissimum subito enad:i: magi,;u-t::;mq::ln;;c ?::: eiusm:;!
(I-Cl?'.l.ﬂ"ﬂe? futura nobis portendunt, ostendunt que ad elemontorum tarbationes temporu I
wmss:tu_}i}_nes attinent, ut videlicet futoram tempestatem, terremotum vel pluu?am m:; o
iuh:rm‘n; mortalitatem, Iam:sm vel stragem et eiusmodi. Sic legimus apud Aulnm Gelia::z
gomchum_ s?cerdotcm mhsmmu‘m €0 tempore quo Cesar et Pompeius in Thessalia conflige-
ant, Pataui i’urt_&re correptum foisse, ita quod et tempus et ordinem ot exitum pugne viderat,
Ql.tando.\(grq anima tota in rationem conuertitur, mediorum demonum efficitur dom.i:iliurn‘
iﬂm na_fu_mhnu_: rerum }mmanaru:;:que nanciscitur scientiam atque prudentiam. Sie videmm.
quando hominem aliquem subito in philosophum vel medicom vel oratorem egregi
e_vadere; ex futuris autem ostendunt nobis que ad regnorum mutatio.es et swommg::sg:_:m
tloncs’ pertinent, quemadmodum Sibilla Romanis vaticinata fuit, Cum vero anim t::»u-
assu_rmt. in men‘tem. sublimium demonum efficitur domicilium, a quibus arcana ediscit dhril‘:.lru o
ut v:dchc_;g; Dei legem, ordines angelorum et e que ad eternarum rerum cognitionem anima; =
que salutemn pm't.in_ent; ex futuris vero ostendunt nobis, ut futura prodigia, miracula, fut e
prophetam vel legis mutationem, quemadmodum Sibille de Jesu Christo longo tem aum::
aduentm_n: elus vaticinate sunt, quem guidem Vergilius spiritu consimili jam i
intelligendo Sibilie Cumane reminiscens cecinit: e
: ‘Ultima Cumei venit iam carminis etas:

Magnus ab integro seculorum nascitur ordo,

lam redit et virgo, redeunt Saturnia Tegna;

Tam noua progenies celo dimittitur alto’, **
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mqlancholicus" was the first and most important form of “vacatio
animae”, and thereby a specific source of inspired creativé achieve-
ment. It therefore signified the exact point at which the process
whose goal was the “vaticinium” reached its climax?5: and this
theory of melancholy enthusiasm reveals the whole variety of
the sources merging in Agrippa’s magical system. The ‘Aristo-
telian’ theory of melancholy, which had already been given an
astrological turn by Ficino, was now also coupled with a theory of
“daemons” which a late antique mystic like Iamblichus:had con-
sidered incompatible with astrology®¢; and when Ag1'fppa con-
verted the hierarchy of the three faculties “imaginatio”, “ratio”
and “mens” into a hierarchy of melancholy illumination and of the
achievements based on it, he also went back partly to Ficino,’
partly to a very ancient gradation of human careers into mechanic,al,
political and philosophical.®® Again, in part, he was also indebted
to the theory widely known after Averroes, in which various
effects of the “humor melancholicus” were distinguisﬁed, not
only as differing in kind, but also as affecting different qualities
of the soul. It is true that this purely psychiatric theory had
contemplated merely the destructive effect of melancholy ‘and
that in place of the ascending scale “imaginatio”— ratio”—
“mens” it had posited “imaginatio”, “‘ratio”, and “memoria” al]
on a footing of equality.®® To this extent, Agrippa’s view
represents a. fusion of Ficino’s theory with other elements. This

3% Ch. 111, 30-56, following the “somnium’’ section, sets out and explains what ls required
of the magician in respect of purity, operational rites, “nomina sacra™, etc., while the last
chapter (m, 57) attempts fo define the distinction between “religio” and: mnlawful
“‘su tio""—the latter, logically, being limited to the application of the sacraments to
improper objects, e.g. the excommunication of noxious worms or the baptism of statues.
Ch. 11, 30-38, therefore really forms the core of the whole, How greatly this whole structure
was dismembered in the printed edition can be scen from the fact that the two chapters on
melancholy have, with minor alterations, been compressed into one section and hplacad in
Book I (60), following ch. 59, on “somnium”, which is preceded in turn by 2 chaptér on cases
of alleged resurrection from the dead and phenomena of stigmatization as well as by the
chapter on geomancy formerly in Book I . y

%0 See above, p. 152 (text).
7 See the parallel passage quoted above, p. 271 sq. (text).

158 Perhaps the most striking example is in the Disciplina scholarium, see above p. 282 sq.,
c¢h. V (P. L, vor. rx1v, col. 1233): “Cum ad magistratus excellentiam bonae indolis
adolescens velit ascendere, necessarium est nt fria genera statunm, quae in assignatione
probabilitatis innuit Aristoteles, diligenter intelligat. Sunt autem quidam vehementer
obtusi, alii mediocres, tertii excellenter acuti, Nullum vero vehementer obtusorum vidimus
unquam philosophico nectare vehementer inebriari. Istis antem mechanica gaudet maritari
mediocribus politica.” ; '

21 See above, pp. 92 sn';q. (text).
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very fusion, however, was what was most fruitful and impressive
in Agrippa’s achicvement; the notion of melancholy and of
Saturnine genius was no longer restricted to the “homines literati”,
but was expanded to include—in three ascending grades—the
geniuses of action and of artistic vision, so that no less than the
great politician or religious genius, the “subtle” architect or
painter was now reckoned among the “yates” and ‘‘Saturnines’’.
Agrippa expanded the self-glorification of the exclusive circle of
the humanists into a universal doctrine of genius long before the
Italian theorists of art did the same; and he varied the theme of
the gifts of melancholy by distinguishing their subjective aspects
from their objective effects; that is to say, by placing side by
side the gift of prophecy and creative power, vision and achieve-
ment.

The three grades and the two ways in which, according to
Agrippa, Saturnine and melancholy inspiration works is sum-
marised in the following table.

Instru- | Psychological | Realm of Creative

Level | ments Habitat Achievement Realm of Prophecy
I Lower “Imaginatio” Mechanical arts, Natural events,
Spirits especially archi- especially cloud-
tecture, painting, bursts, famine, etc.
etc.
IT | Middle “Ratio” Knowledge of Political events, over-
Spirits natural and human | throw of rulers,

things, especially restoration, etc.
natural science,
medicine, politics,

etc.
11 | Higher “Mens” Knowledge of Religious events,
Spirits divine secrets, especially the advent
especially cognition | of new prophets or
of divine law, the birth of new
angelology and religions
theology

Let us now imagine the task of an artist who wishes to under-
take a portrait of the first or imaginative form of melancholy
talent and “frenzy”, in accordance with this theory of Agrippa
of Nettesheim. What would he have to represent? A being
under a cloud, for his mind is melancholy; a being creative as

well as prophetic, for his mind has a share of inspired “furor”;
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a being whose powers of invention are limited to the realms of
visibility in space—that is to say, to the realm of the mechanical
arts—and whose prophetic gaze can see only menacing catastrophes
of nature, for his mind is wholly conditioned by the faculty of
“imaginatio”; a being, finally, who is darkly aware of the in-
adequacy of his powers of knowledge, for his mind lacks the
capacity either to allow the higher faculties to take effect or to
receive other than the lower spirits. In other words, what the
artist would have to represent would be what Albrecht Diirer
did in Melencolia 1.

There is no work of art which corresponds more nearly to
Agrippa's notion of melancholy than Diirer’'s engraving, and
there is no text with which Diirer’s engraving accords more
nearly than Agrippa’s chapters on melancholy.

If we now assume the Occulia philosophia to be the ultimate
source of Diirer’s inspiration, and there is nothing against such
an assumption, then we can understand why Diirer’s portrait of
Melancholy—the melancholy of an imaginative being, as distinct
from that of the rational or the speculative, the melancholy of
the artist and of the artistic thinker, as distinct from that which
is political and scientific, or metaphysical and religious—is called
Melencolia I*™; we can also understand why the background
contains no sun, moon or stars, but the sea flooding the beach,
a comet and a rainbow (for what could better denote the “pluviae,
fames et strages’ which imaginative melancholy foretells?), and
why Melancholy is creative, and, at the same time, sunk in
depression; prophetic, and, at the same time, confined within
her own limits.

Diirer, more than anyone, could identify himself with Agrippa’s
conception ; contemporary in thought with Agrippa, and opposed
to the older Italian art-theorists such as Alberti or Leonardo, he,
more than anyone, was convinced. that the imaginative achieve-
ments of painters and architects were derived from higher and
ultimately divine inspiration. While fifteenth- and early sixteenth-
century Italians had waged war for the recognition of pictorial
art as a liberal art purely in the name of a “ratio” which should
enable the artist to master reality by means of his rational insight
into natural laws, and thereby to raise his activity to the rank

¢ In itself the I does not necessarily mean that Diirer actually intended to draw the other
two forms of melancholy; it is possible that in engraving this one he merely imagined the
other two, and expecled the educated spectator lo imagine them as well,

2 = i ’ ;
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of an exact science 6t Diirer, despite his ionate i i
of thls very ‘“‘ratio”,?? was awaI;e of thI::Sizct tha:h:I:gpcll‘:;;];I;
sotirce 'of c.reative power was to be sought clsewhere, in that
purely irrational and individual gift or inspiration®® which Italian
!::ehggf granted, if at all, only to the “literarum studiosi” and the
Mysarum sacerdotes”. Alberti’s and Leonardo’s speculations on
the “theory of art were totally unaffected by the Florentine
Neo_[_;latonists,”‘ .'fmd laid the foundations of an “exact” science,
as defimed by Galileo. They assigned to pictorial art that place in
ﬁ111ture as a whole which we to-day are accustomed to allocate to
sober science”, and none of the classical art-theorists would ever
hfn{el' thought of considering the architect, painter or sculptor as
dxmel;t inspired; that did not happen until the birth of that
mannerist school which inclined to northern conceptions in all
things; which saturated the theory of art (until then wholly
ob]-e_q'twc and rational) with the spirit of mystic individualism?:
w%ucl‘i c-.:mferfcd the adjective “divine” on the artist: and which’
tried—significantly enough—to imitate Melencolia I , which until
then 'ha.d been almost ignored in Italy.2 But Diirer had known
by instinct, what the Italians learnt only later, and then as s;
matter of secondary importance: the tension between “ratio” and
“non-ratio”, between general rules and individual gifts; as early
as 1512 or 1513 he had written the famous words in which he

8 Cf. E. PaNorsky, Idea (Studien der Bibli ipzi '
oy, i { len der Bibliothek Warburg vor, v), Leipzig 1924, pp. 25
' See above, pp. 330 sqq. (text).

*2 For Diirer's individualism, cf. E. Panorsky, Hercules am Scheide i
Bibliothek Warburg, voL, xvi), Leipzig 1930, pp. 167 5qq. e

* Cf, E. PANOrs i i ipzi
g . KY, I.dca (Studien der Bibliothek Warburg, vor. v), Leipzig 1924, pp. 23
265 Eoi- the transformation of Ficino’s doctrine of beauty into a metaphysics of mannerist

art, cf. E. PANorsky, Idea, pp. 52 sqq. For the i i
t ' s . protests against mathemati. i
had bnen the pride of the classical theory of art, cf. ibid. PP- 42 sqq. cal rules which

¢ See below, pp. 385 sqq. (text). From this point of view it is un at, i
spite gf the remarks on Raphael quoted above, P- 232, note 44, a h::ﬁ::lb:n::::j‘;z
bctw?eq melancholy and figurative art, such as Agrippa had established at the be, inning of
the sikteenth century, did not appear in Italy until the mannerist epoch, though itswas ﬁ‘ o,
used a__t ‘afzce as an argument for the nobility of artistic activity, Ronm,o ALBERTI'S Tmu::n
dolla nobilta d‘dhf piltura, Rome 1585, says (p- 17): "Et a confirmazione di cio [i.e. the sta.tn:
ment {:hs.t painting deserved to be ranked as a liberal art] vediamo che li Pittor] diven,
malencolici, perché volendo loro imitare bisogna, che ritenghino 1i fantasmati fissi 50;110
l'Ineen_ct_:to: & cid dipoi li esprimenc in quel modo, che prima 1i havean visti in preseatia -BE;
questo non solo una volta, ma continuamente, essendo qaesto il loro essercitio: ij'd:
talmente tengono la mente astratta et separata dalla materia, che oonseguantcm@fﬁ;e e
1:;_ Mal:nc?ﬁa; la quale perd dice Aristotile, che significa ingeguo et prudentia, perche c:::n
1xstes§9_d:oe, quasi tutti gl'ingegnosi et prudenti son stati malencolici,” I ' )
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elevated the ‘“‘species fantastica” of the imagination to’ the rank
of those “interior images” which are connected with Platonic
1qea_s, and attributed the artist’s powers of imagination 'to those
“influences from above” that enable a good painter “alwajris to pour
forth something new in his work”?? and “every day to have
fresh figures of men and other creatures to make and-‘fnour out
which no one has seen or thought of ever before” 28 |

Here, in terms of German mysticism, and in phrasés which
are sometimes direct echoes of Ficino and Seneca,®® a view is
expressed which claims for the creative artist what the German
mystics had claimed for the religiously illuminated man, Ficino
for the philosophers, and Seneca for God. For this reason it
!larmonises with Agrippa’s new doctrine. It is by no means
impossible that it was the Occulia philosophia itself which brought
the Florentine Neoplatonist doctrine of genius in a sbcciﬁcally
German interpretation to Diirer who was not only the creator of
Melencolia I but also the author of the Four Books of Human
‘Propaﬂéon,m and thereby made it possible for him to formulate
in concepts and in words, the irrational and individualistic é.lements,
of his own views on art, g

Both in his mind and in words—for there is no doubt that
Diirer’s words just quoted represent the personal experience of

‘w1 ¥, Nachlass, p. 205, 13 (cf p. 299, 1), and p. 297, 16.

8 LF, Nachlass, p. 218, 16. The theory of genins held by Ficino and his circle, despite
all the emphasis laid on increased self-awareness, is not really aa individualistic one, in so far
as t'he “Musarum sacerdotes’ or ''viri literati" are always conceived of as a class,fm;d men of
genios appear, as it were, in flocks. Recognition of an individual as original and uarepeatable
("desgleichen ihm zu seinen Seiten Keiner Gleich erfunden wirdet und etwan lang Keiner
vor ihm gwest und nach ibm nit bald Einer kummt,” LF, Nachlass, p. 221, 16) or of a work
as original and unrepeatable (“das man vor nit gesehen noch ein Ander gedacht hitt") oceurs
in Diirer earlier than in the South. This also accounts for Diirer's deep aversion to self-
repetition in his work. The man whose “economical habits" (W#lfflin) disposed him to re-use
sketches or studies made many years earlier, did not once repeat himself in any of the works
which actually left his studio, i.e. engravings, pictures or woodcuts; the monkey and the
ma-uwith the gimlet, taken over from the engraving B4z or the woodeut Br17 into the Dresden
series of the Seven Sorrows of the Virgin, merely bear witness against the anthenﬁiﬂty of the
paintings; for the connexion between the St Paul at Munich and the engraving B46, seo above,
P- 302, note 75, the paper in the Minchner Jahrbuch der bildenden Kunst. o

9 References in E. PaNoysky, Idea (Studien der Bibliothek Warburg, vo:..'._ Y‘]. Leipzig
1924, p. 70. The sentence concerning the “oberen Eingiessungen' was already mentioned in
this connexion by Grexrow (1904). &

0 We have already mentioned (text p. 353) that Agrippa refers also to the Platonic doctrine-
of Ideas. We may further note in connexion with the specifically northern notion of the
inspired artist that it was in late Gothic art in the north that ““the Mother of God portrayed
by St Luke" was first represented as a visionary image in the clouds; (cf. Dorornra Krens
St Lukas als Malor der Maria. Ikonographie der Lukas-Madonna, dissertation, Ha.mburé
1933, which, however, leaves unnoticed several important examplas). '
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the creative artist—Diirer himself was a melancholic.?® It is no
coincidence that, clearly understanding his own nature (and
anticipating an eighteenth-century custom in portraiture),** he
painted his own portrait, even in youth, in the attitude of the
melancholy thinker and visionary.®® Just as he had his share
of the inspired gifts of imaginative melancholy, so, too, he was
familiar with the terrors of the dreams that it could bring; for
it was the vision of a flood which so shattered him by its “speed,
wind, and roaring” that, as he said, “all my body trembled and
I came not to my right senses for a long time.”** Then, again,

_an “all too stern judge of himself” 2 he recognised the insuperable

1 We know this through Melanchthon's expression discovered by A. WARBURG (Heidnisch-
antike Weissagung in Wost und Bild zu Luthers Zeiten, in Gesammelte Sckriften, vor., 11, Leipzig
1932, p. 529) concerning the “melancholia generosissima Dureri®. Independently of this
discovery, M. J. FRIEDLANDER, in the courst of a fine and judicious account of Melencolia T,
had already pesed the question whether Diirer himself had not been a melancholic (Albrecht
Diirer, Leipzig 1921, pp. 146 5qq.), and the question can the more readily be answered in the
affirmative as Direr suffered from an illness which the physicians of his time reckoned
definitely among the “morbi melancholici”: the famous Bremen drawing L13o, with the
superscription “Do der gelb fleck ist vnd mit dem finger drawff dewt, do ist mir we'’, indicates
an affection of the spleen. This drawing (PLATE 145) is usnally associated with Dtirer's last
illness. But in this connexion we may point out that this view cannot be substantiated. The
style of the faintly coloured drawing recalls the studies in proportion of 1512-13 much more
than later drawings, while the writing—an important aid to chronology in Diirer's case—
is very different from the superb regularity—manifest even iu the slightest notes—of the
*twenties, and is only a little more developed than in the letters to Pirckheimer, the closest
analogy being once again the theoretical drafts of 1512-13, Moreover, the body is that
of 2 man in his prime, the hair is still fair, and the whole appearance of the head is closest
£o the self-portrait in the picture of All Saints. There is everything to be said for assigning
the Bremen drawing to the third lustrum of the sixteenth century, i.e. 10 the vears immediately
preceding the composition of Melencolia I, and for regarding it as yet jurther evideace of
‘Disrer’s eminently personal interest in the subject. There is the less reason to refer the
Bremen drawing to his last illness as he had {reguently been ill earlier; in 1510 Pirckheimer
wrote "Turer male stat” (E, Ruickr in Mitleilungen des Vercins fir Geschicile der Stadt
Nirnberg, VoL, XXVIII (1928), p. 373), and in 1503 Diirer himself wrote on the drawing L2371
that he had made it “‘in his illness', Since noting this, we find that two other scholars are
jnclined to give a new date to the Bremen drawing—H. A. vAx Baxst in an essay called
“Melancholia gencrosissima Dureri” in Nieww Theologisch Tijdschrift, voL. xvu, 4 (1928,
p- 332; and E. FLEcHSIG, in Albrecht Diirer, vov. 11, Berlin 1931, pp. 296, sqq., who for some
reason wants to date it as far back as 1509.

272 For this, of. Ursvra Horr, Rembrandl und England, dissertation, Hamburg 1035.

233 ]‘_439_

1 LF, Nachlass, p. 17, 5. 1t is very typical of Diirer's nature that even in the disturbance
attendant on this visionary dream he notices at what distance the waters meet the land and
even attempts to infer from the rapidity of the rainfall the height from which it falls ("und
sie kamen so hoch herab, dass sie im Gedunken gleich langsam fieln™).

1 Cf, Kant's account of the melancholic, quoted above, p. 123 (lext), which was antici-
pated, to a considerable extent, by Camerarius’s fine description of Albrecht Dilrer: "Erat
autem, si quid omnium in illo viro quod vitii simile videretur, unica infinita diligentia et in
se quoque inquisitrix saepe parum aeqna.” (Intreduction to the Latin translation of the
Theory of Proportion, Nuremberg 1532.}
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limits set by destiny to the possessor of the melancholy of
Melencolia I, the melancholy of a mind conditioned solely by the
imagination. ' )
In mathematics, above all, to which he devoted half a life-
time of work, Diirer had to learn that it would never give men the
satisfaction they could find in metaphysical and religious revela-
tion,2"® and that not even mathematics—or rather mathematics

least of all—could lead men to the discovery of the absolute, that

absolute by which, of course, he meant in the first place absolute
beauty. At thirty, intoxicated by the sight of the “new kingdom”
of art-theory revealed to him by Jacopo de’ Barbari, he thought
he could define the one universal beauty with compasses and set-
square; at forty he had to admit that this hope had deceived
him?7; and it was in the years immediately preceding the engraving
of Melencolia I that he became fully aware of this new insight,
for about 1512 he wrote “but what beauty is, I do not know,”%"®
and in the same draft he said “‘there is no man living on earth
who can say or prove what the most beautiful figure of man
may be.. None but God can judge of beauty.”** In the face of
such an admission, even belief in the power of mathematics was
bound fo falter. ‘“With regard to geometry,” wrote Diirer some
ten years later, “‘one can prove that certain things are true. But
certain things one must leave to the opinion and judgement of

6 Only in this one respect is Melencolia I in fact a counterpart to the engraving of 5S¢
Jerome, A. WEIXLGARTNER (in Mitteilungen dev Gesellschaft far vervielfiltigende Iunst,
1901, pp. 47 $qq.) shows that the idea of an external, formal pendant is here entirely out of
place. Still less can onc assume, as R. WusTmANN does (in Zeifschrift fiar bild le Kunst,
new series, voL. xx11 (1911), p. 116), that the gourd hanging from the ceiling in the St Jerome
engraving was originally intended to receive the inscription ""Melencolia IT". Nevertheless,
Diirer almost always gave away these two engravings together (LF, Nachlass, pp. 120, 16}
121, 6; 125, 12; 127, 13, 17;°128, 17); and they have frequently been inspected and discussed
together (cf. the letter to John Cochlaeus of 5 April 1520 printed, with others, by E. REtcks
in Mitteilungen des Vereins fiir Geschichte der Stadt Nidrnberg, vor. xxviut (1928}, p. 375).

¥7 For this change in Diirer’s view of art, ¢f. esp. Lupwic Justt, Konstruierte Figuren und
Kiipfe unter den Werken Albrecht Diivers, Leipzig 1go2, pp. 21 sqq., and the same author in
Repertorium, vor., xxvur (1905}, pp- 368 sqq. Also E. PANOFSKY, Diirers Kunsttheorie,
po. 113, 127 5qq., and the same author in Jahrbuch fiir Kunstwissenschaft, voL. 1, Leipzig
1926, pp. 136 sqq. A

98 F, Nachlass, p. 288, 27. Diirer's ignorance natuzally refers not to the idea of beauty,
but to the visible conditions, esp. proportion, determining beauty (thus also H. WoLFFLIN,
Die Kunst Albrecht Davers, sth edn., Munich 1926, p. 368). So much is clear from what
follows: "“Tdoch will ich hie die Schonheit also fiir mich nehmen: Was zu den menschlichen
Zeiten van dem meinsten Theil schon geachtt wiird, des soll wir uns fleissen zu machen.”
The sentence “was aber die Schénheit sei, das weis ich nit"” is equivalent, therefore, to the
statements quoted below, LF, Nachlass, p. 222, 7, or P. 359, 16. )

19 R, Nachlass, pp. 290, 23 sqq. This is identical almost word for word with a draft
daled 1512 (L¥, Nachlass, p. 300, 9).
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men”?; and his scepticism had now reached such a pitch that
not’even an approximation to the highest beauty seemed possible
to'him any longer.

For I believe that there is no man living who can contemplate to the

very end what is most beautiful even in a small creature, much less in
man. ... It enters not into man’s soul. But God knows such things, and
if He wishes to reveal it to someone, that person too knows it. . . . But
I know not how to show any particular measure that approximates to the
greatest beauty, !
And so finally, when his affectionate veneration for mathematics
once more finds powerful and moving expression, he pays homage
to ‘mathematics as confined within, and resigned to, its limits,
and the sentence “Whosoever proves his case and reveals the
underlying truth of it by geometry, he is to be believed by all the
world; for there one is held fast” is preceded by a sentence which
might almost serve as a caption to Melencolia I: “TFor there is
falsehood in our knowledge, and darkness is so firmly planted in us
that even our groping fails.’'26%

Thus, having established its connexions with astrology and
medicine, with the pictorial representations of the vices or the
arts,’ and with Henricus de Gandavo and Agrippa of Nettesheim,
we hold none the less that those, too, are justified in their opinion
who: wish to consider the engraving Melencolia I as something
other than a picture of a temperament or a disease, however
much ennobled. Tt is a confession and an expression of Faust’s
“insuperable ignorance”.*® It is Saturn’s face which regards us;
but’in it we may recognise also the features of Diirer.

T

30 LF, Nachiass, p. 363, 5.

¥ LF, Nachlass, p. 359, 3. The printed edition of the Theory of Proportion continues: “Das
gib ich nach, dass Einer ein hitbschers Bild . . . mach . . . dann der Ander. Aber nit bis zu dem
Ende, ‘dass es nit noch hifbscher macht sein. Dann Solchs steigt nit in des Menschen Gemiit.
Aber: Gott weiss Solichs allein, wem ers offenbarte, der wesst es auch. Die Wahrheit hilt
allein innen, welch der Menschen schénste Gestalt und Mass kinnte sein und kein andre . . .
In solichem Irrtum, den wir jetzt zumal bei uns haben, weis ich nit statthaft zu beschreiben
endlich, was Mass sich zu der rechten Hilbsche nachnen mécht.” (LF, Nachiass, p. 221, 30).

¥ LF, Nachlass, p. 222, 25 (from the printed Theory of Proportion).

3 It-was of course the Romantice who interpreted Direr's “"Meclancholy” as a direct
portrait of the Faustian character. Dr Hermann Blumenthal kindly pointed out the source
in Kart. Gustav CaRus's Briefe iiber Goethes Fausi, VoL, 1, Leipzig 1835, letter 1I, pp. 40
sqq. This remarkably fine analysis, which also strikingly emphasises the “contrast of the
eagerly! writing child with the idly meditating and sadly gazing larger figure”, is the more
admirable since the picture of 2 Diirer torn by Faust’s emotions was—as Carus hiniself cleatly
felt and several times stated—in complete contradiction to the conception, originated by
Wackenrodor and at that time generally accepted, of the “‘otherwise so quiet and pious"
master, It is especially significant that Carus, fascinated by the analogy with Faust which
he had discovered, speaks of the mein figure in the engraving as male.
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“Turther,” says Joachim Sandrart of Diirer's so-called Four
Apostles (PLATE 111), which he had admired in the Electoral
Gallery at Munich, “there are the four evangelists in the form
of the four complexions, painted in oils in the very best and most
masterly fashion.”# This information, which earlier writers on
Diirer had considered absolutely reliable,® fell into an iil-founded
discredit among later historians. With the sole exception of
Karl Neumann (who, however, drew no conclusions from it,??)
it was spoken of merely as an "‘old tradition”, which was sometimes
denied completely, because Diirer “took the apostles far too
seriously to use them merely as an opportunity for representing
the temperaments’®8; sometimes it was modified so arbitrarily
that the whole point of the theory of the four comiplexions was
lost,® and sometimes it was admitted only in so far as.Diirer

“in the course of his work made use of his view of the four
i

[1v. 1L

1 In connexion with this section, see the essay already cited on p. 302, note’75, in the
Miinchner Jahrbuch der bildendsm Kunst, new series, voL. viut (1931), pp. 1 aqq._"'As both
accounts deal with the same subject matter, though from a different viewpoint, it has been
difficalt to avoid overlapping; some phrases and even whole paragraphs have had to be
repeated almost word for word for the sake of clarity and coherence. o

%5 ToacHIM SANDRART, Teutsche Ahademie, ed. A. I Peltzer, Munich rgzs, p. 67

8 Cf. e.g. J. HuLLER, Das Lebern und die Werke Albrecht Diivers, Leipzig 1827, VoL, 1, 1,
pp. 205 sqq.; F. KucLer, Geschichte der Malerei, 3rd edn., Leipzig 1867, BK 1v, § 240 (voL.
1, p. 468 A. vor Eve, Leben und Wirken Albrecht Diirers, Novdlingen 1860, p. 452, B
TrAvUSING, Ditrer, Leipzig 1884, vor. 11, pp. 278 sqq. '

® “Die vier Apostel von Albrecht Diirer in ihrer urspriinglichen Gestalt”, Zeitschrift fiir
dewtsche Bildung, 1x (1930), Pp- 450 $qq., with reproductions of the inscriptions nai_é reunited
with the pictures and a detailed account of Diirer’s relationship with Neudérffer, H. A.
van Baxzr ('Melancholia generosissima Dureri”, in Nisuw Theologisch Tijdschrift, 1028)
has also returned to the old, traditional interpratation of these pictures of the Apostles as
portrayals of the temperaments, but wrongly regards St John as the melancholic, which makes
his conclusions as to the spiritual complexion of Melencolia I somewhat questionable.

¥A Thus H. \WOL¥FLIN, Die Kunst Albrecht Diivers, Munich 1926, p. 348 (and later T.
HAMPE in Fesichrift des Vereins fity die Geschichte dev Stadt Nfirnberg zur 400 jakrigen
Geddchinisfeier Albrecht Diirers, 1528-1928, Nuremberg 1928, p. 58). A similar note is sounded
when a man of the cighteenth century rejects any attempt fo classify {he historical figures of
the Apostles according to the complexions with the remark that he does not like’it “when
men of God, who are directly inspired by the Holy Ghost, are judged so completely with a
philosophical yardstick like ordinary people, and when not only their temperaments but also
the degree, usefulness and God knows what else of the smallest parts of them are detailed
and precisely determined”. (J. W. Arperivs, Hislorisch-moralischer E ff dey Tempera-
menten, Preface to the 2nd edn., 1737, fol. C. 429). :

38 H., Kavurmann, Albrecht Diirers vhylthmische Kunst, Leipzig 1924, pp. 60 and 135 sqq.
According to Kaufmann the descriptions of the four Apostles as the four types of complexion
originalty referred not to the difference in their humoral constitution but to the difference
in their attitudes and gestures, and it was only from this that “the opinion gradually arose
that these four complexions were the four temperaments”. Kaufmann apparently did not
notice that it was actually the oldest source which expressly described them as *“sanguiniciis.
rholericus, phlegmaticus et melancholicus". 21

f Iy
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temperaments as well as of his other special artistic experience, asa
help in his representa ion””.290 This ““old tradition”, however, goes
back in fact to such a reliable witness that, had it been a .questmn
of authorship rather than an iconographical problem, 1t would
never have been treated so disdainfully. This witness is Johann
Neudérffer, who did the lettering of the subscriptions to the
picture of the apostles in Diirer's own workshop, and stated, not
without pride, that he often had the honour of Conﬂdentl?.l talks
with the master.®? Now Neuddrffer says quite unequocally
that Diirer presented the counsellors of I*'Iuremberg Wlt!l four
life-size “pictures” (that is, figures) 'm oils . . . wherein one
may recognise a sanguinic, a choleric, a phlegmatic, and a
melancholic’®2; and we cannot simply ignore such evidence.
There can, of course, be no question of Di:lrer's “using the
apostles merely as an opportunity for reprgs'entmg the tempera-
ments” : but that does not exclude the possibq.tty that he may have
regarded the temperaments as a basis for hu characterisation of
the apostles. He did not, of course, consider the nature of the
apostles exhaustively expressed by the fact that each of them
belonged to one of the four humoral types, but he could,ﬂfo use
Sandrart’s admirable expression, have represented.them in tlze
form of the four temperaments”. They are sanguin¢ or choleric
in precisely the same sense and to _precxsel.y the same (}egreﬁ as
they are young or old, gentle or violent: 1 short, inasmuch as
they are individual personalities. _ _ o
Diirer differentiated the most significant variants of religious
behaviour according to the most significant variants of human (or,
for him, temperamental) character; an.d far from lowering tll':e
apostles to mere examples of complexional types, he gavt; : g
complexions a higher meaning, which they were altogether ; e
to acquire. Men had always been accustomed to cou}ple the four
temperaments with the seasons, the ri\-rers of Paradise, the o;:r
winds, the four ages of man, the pom.ts of the §ompass, t ]}le
elements, and, in short, with everything detgrmmed bydtte
“sacred tetrad”. In the fifteenth century artists ventured to

200 E. HetoricH, Diirer und die Reformation, Leipzig 1909, P- 57- e

= He says of Daniel Engelhart, the armarial sculptor and sealc‘.nftct, _t_t;:t ;;;t“g[ bt
excellent "that Albrecht Direr told me here in his room, as I was wntln.g‘:t t E.; e

tioned four pictures and entering various sentences from 'Hol)_ rit, e

“ﬁr‘;;:“a. mightier or more skilful armorial sculptor.”” (JouANN I\-,E(IDORFFER. Nee tuﬁm-
:on Kiinsilern w. Werkleuten Niirnbergs, 1547, newly edited by G. W. K. Lochner in Qe
schriften fiir Kunsigeschichte, VoL, X, Vienna 1875, pp. 158 %94.).

»: NEUDORFFER, op. ¢it (ed. T.ochner), pp. 132 Sqq.
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place the Divine Face in the centre between the figures of the
four temperaments, thereby showing the four humours as the
fourfold reflexion of a single divine ray (PLATE 80).%% ‘ It was the
change from this schematic manmer of representation to -the
particularising tendency of Direr's time which made it possible
to fuse the varieties of religious characters with the four tempera-
ments in the persons of the apostles, thus combining-veneratlon
for the bearers of the “divine word”’? with veneration for the
variety of God’s creatures.®® )

How then are the four temperaments to be apportioned among
the four apostles? The order suggested by earlier writers (_Iohg.r:
melancholy, Peter phlegmatic, Mark sanguine, and Paul choleric)?
derives from a specifically modern psychology not basa.:l on any
historical sources, and a sixteenth-century copy which gives each
figure its complexion is of no value because it mechanically follows
the order given in Neudorffer’s account.?? Fortunatgly, howev:er,
we have numerous texts describing the four complexions according
to their physical and mental characteristics, and positively con-
necting-each of them with one of the four ages of man; and these
texts enable us to put the order on an historical basis.

Anyone regarding the Munich portraits must be struck by
the fact that the four apostles are shown as the most hete;:ogent'aopls
types possible—as compared, for instance, with Giovanni Bellini's
four apostles (whose grouping Diirer may perhaps have remem-
bered),?* or even as compared with Diirer’s own serxes_of engravings
of the apostles.?®® Each figure is as different as possil_::lc fmm the
others, not only in age and in physical and mental d:lspostlon,“"
but more especially, in colouring, which played so important a

13 London, Brit. Mus., gerton MS 2572, fol. 517

W [ F, Nachlass, p. 382, =.

5 LT, Nachlass, p. 227, 4.

130 Thus A, voN EYE, Leben und Wirken Albrecht Dilvers, Nordlingen 1860; M. THAUSING.
Diirer, Leipzig 1884; F. IKUGLER, Geschichiz dey Malsvei, 3rd edn., Léipzig 1867.

W According to this St John was the sangulnic, St Peter the d:{olm'ic,_ St Mark the
phlegmatic (!) and St Paul the melancholic. Prof. Mayer-Bamberg kindly informed us of

the whereabouts of the picture mentioned by J. HELLER, Das Leben und die Werke Albvecht
Diivers, Leipzig 1827 (Sacristy of St James in Bamberg), and obtained a photograph for us.

=38 Triptych of 1488 in the Church of the Frari; of. Kare VoLv, in Siiddeutsche M onalshefte,
voL. I {1906}, pp. 74 5qq., and G, PavLt, in Vorirdge der Bibliotheh Warburg, voL. I (1921
22), p. 67.

29 The Apostles in the engravings B48, 49 and 50 are approximately of the sa_rne ag’f.

300 Thus alsa H. BEEKEN, in Loges, voL. XIx (1930), p. 225, although he denies any con-
nexion with the doctrine of temperaments.
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role in the doctrine of temperaments that the word “‘complexion”
is now limited to that sense. The reserved John, a fine example
of youthful sobriety, is a nobly-built young man some twenty-
five years of age, in whose blooming complexion red and white are
mingled. Mark, who is showing his teeth and rolling his eyes,
is a man of about forty, whose bloodless hue carries almost greenish
overtones. Paul, with his earnest and menacing yet calm regard,
is fifty-five or sixty years of age, and the colour of his clear-cut
features—he is the leanest of the four—despite a few reddish
tinges, can only be described as dark brown. Finally, the some-
what apathetic Peter is an old man of at least seventy, whose
weary and relatively fleshy face is yellowish, and in general
decidedly pale3®

Whether we have recourse to post-classical or early scholastic

' texts, popular treatises on the complexions, or, above all, to the

Salernitan verses,32 we always find a substantially uniform
systemn of apportioning the various characteristics and attributes,
which can be summed up in the following schema:

1. .YouTH = Spring; well-proportioned body, harmoniously balanced
.- nature, ruddy complexion (“rubeique coloris™); sanguine.
2., PrRIME = Summer;.graccful body, irascible nature, yellow complexion
-("“croceique coloris,” *“citrinitas coloris”)*; choleric.
3. MIDDLE AGE = Autumn; lean body, gloomy nature, dark complexion
. (“luteique coloris”, *“facies nigra™); melancholic.
4. ‘OLD AGE = Winter; plump body, lethargic nature, pale complexion

LE 1)

(“pinguis facies”, “color albus™); phlegmatic.

. From this summary it is clear that the complexions can only
be apportioned as follows: John is the sanguine, Mark (whose
symbol, moreover, is the lion, the beast symbolic of the “cholera
rubra”) is the choleric, Paul the melancholic, and Peter the
phlegmatic.?®

3% The authors' remarks on the colouring have been compared with a description made
independently by Dr Erwin Rosenthal, to whom we owe our thanks,

.32 See.above, pp. 3; 10; XI4 5qg. {text).
*® Thus CONSTANTINUS AFRICANUS, Theorica Pawniegni (Opera, VoL. 11, Basle 1539, p. 24g).

% Incidentally Rubens, so far as’ comparison with Diirer's figures is possible (for only two
of these are evangelists), followed the same sequence of age or, if one likes, of temperaments,
in his picture of the four evangelists at Sanssouci {Klassiker der Kunst, ed. R. Oldenbourg,
Stuttgart 1921, p. 68). St Jobn is represented as a ‘youth (sanguinic}, St Mark as a youngish
man (choleric), St Luke as an older man (melancholic), and St Matthew as an.old man
(phiegmatic). Here we may also remark that Steinmanu’s suggestion of equating Michel-
angelols -Howrs of the Day with the temperaments can only be maintained, if at all, by
following the traditional literary correlation of the hours of the day with the four humours
{see ahlsii're, P. 11, note z4). Thus we could not say: Dawn = melancholy, Day = cholera,

v A
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If further evidence is needed we have only to recall the
woodcut illustrating the book by Conrad Celtes (PLATE 83).
Here, it is true, since Celtes had transposed the- qualities of two
seasons,®® the phlegmatic has—exceptionally—become the repre-
sentative of autumn, and therefore is younger than the melahcholic;
but apart from this modification, which is required by the text,
the division of the dispositions and ages corresponds throughout
with that in Diirer’s picture of the apostles, save that in the latter
the biological characteristics have acquired a human or super-
human significance. In the woodcut, too, the “sanguine’” person
is the handsome youth; the “choleric” is the irascible man in the
prime of life; the “phlegmatic” is the well-nourished man with
the “pinguis facies”; and the “melancholic” is the bony bald-
headed man with the long beard. Indeed, the “‘melancholic” of
1502 is positively an anticipatory caricature of the St Paul of
1526; or, vice versa, the St Paul of 1526 is the subsequent ennobling
of the “melancholic” of 1502.3¢ And if we enquire into the artistic
means which Diirer employed in order to transform the repre-
sentative of the “least noble complexion” (for so the melancholic
still was in the Celtes woodcut) into one of the noblest figures in
European art, we find that they were the means used in
Melencoiia I. Not only does the pure proportion of the features—
which, in an artist such as Diirer, is also an expression of inner
greatness—Ilink the head of St Paul with that of Melencolia; but
the two most essential elements of facial expression are the same

Dusk = phlegma and Night = sanguis, but “Aurora” == sanguis, “"Giorno" = cholera,
“Crepuscolo™ = melancholy (E. Zola in his L'opuyre happens to say “pénétré par la mélancolie
du crépuscule’’) and “Notte' = phlegma. It is not impossible that such notions played a
part in the artistic conception even of Michelangelo (particularly since there was no icono-
graphical tradition for the hours of the day); and “Giorno’s” ire, which is not intelligible in
itself, could quite well be associated with the notion of choler. One must, however, remember
that Michelangelo's world as a whole was far too much conditioned by melancholy to have
room for a parely phlegmatic, let alone a purely sanguine nature. If one wished to draw a
parallel between the temperaments and Michelangelo’s Hours of the Day, one would have
to consider the latter as a series of melancholy natures superimposed on a sanguine,’ choleric,
natural melancholic and phlegmatic basis. £

3% See above, p. 270 (text). &

308 The melancholic's head of 1502 and St Paul's head of 1526 represent, of course, merely
the two extremes of a series, the main intermediate figures of which are the Barberini picture,
the Heller altar (esp. L510), the drawing L18, the woodcut B38 and the engraving Bso. But
when one compares all these, related in principle as they are, the Munich St Paul seems
specially close, at least physiognomically, to the head of the melancholic in Br3z,:despite all
the differences of ““ethos”—closer, at any rate, than to the head of the engraved St Paiil op Bso
with which F. Haack wishes to connect it all too closely (Mitteilungen des Vereins fir
Geschichle der Stad! Niirnberg, voL. xxvin (1928), p. 313). )
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here as there: the ‘““facies nigra” and, standing out in strong
contrast to it, the glowing brilliance of the eyes. St Paul as a type
is, so to speak, the melancholy type of the Celtes woodcut, but
shot through with the colouring of Melencolia I. 1502, 1514
and 1526—these are three stages in the development of the notion
of melancholy, three stages in the development of Diirer himself.

An attempt has been made elsewhere to prove that his portraits
of the four apostles, long suspected of being the wings of an
uncompleted altarpiece,*? were in fact undertaken in 1523 as the
wings of a triptych; that each of these panels was originally
intended to include only one figure; and that the pair originally
envisaged were not Paul and John, but Philip and (probably)
James. It was not until 1525, the year of his drawing of John,308
that Diirer decided to make the side-pieces independent, and
worked out the new, final scheme, in the execution of which
Philip, already complete, had to be changed into Paul, The
left wing seems not to have been far enough advanced for there
to be any signs of the original idea remaining.?®

1t was therefore one and the same act of creative transformation
that gave birth to the idea of these four particular saints and of
the four complexions in Diirer’s mind. The ideas “John, Peter,
Mark, and Paul”, and “sanguine, phlegmatic, choleric, and
melancholic”, must have formed an inseparable union in his mind,
finding expression the moment the plan arose of changing the
original two figures into the present four: in particular, the
moment Philip became Paul, he became also a melancholic.
In other words—not until the former Philip had become a
melancholic could he correspond to what Diirer understood by
Paul. And from now on we have an answer to the problem of
Diirer’s later attitude to the problem of melancholy.

The four apostles, as we see them to-day, express a creed,
and, as Heidrich’s research has established beyond doubt, the
polemical side of this creed (which is none the less a creed for
having been prompted by a mere historical coincidence) is dir:ec?ed
against the fanatics and Anabaptists, in whose minds “Christian

107 M, Tuavsing, Diirer, VoL, 11, Leipzig 1884, p. 288, and {with the illuminating suggestion
that the centrepiede was to have been a '"Santa Conversazione” in the style of the drawing
L363) G. PauLy, in Vorlrdge der Bibliothek Warburg, VoL, I (1gz1-22), p. 67-

38 1368,

3 For details ¢f. E. Paworsxy, in Minchner Jakrbuch der bildenden Kunst, new series,
vor. vid (193x), PP. T 8qqQ.
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freedom’”’ seemed to have degenerated into unlimited sectarianism.
This rebuttal of fanaticism, however, as Heidrich has clearly
proved, is based as a matter of course on an acceptance of the
Reformation. Diirer explains that he is against Hans Denck and
the “three godless painters”; and for that very reason he need
not explain that he is in favour of Luther. Hence he had been
certain since 1524 that of the four men bearing witness for him,
two must occupy a dominant position: Paul, in whose doctrine
of justification by faith the whole structure of Protestant doctrine
was based, and John, Christ’s beloved disciple, who was also
Luther’s “beloved evangelist”3® And in the same way as these
two figures, grown to majestic size, occupy the dominant positions
in the composition of the picture (and the relegation of Peter to
the background signifies something of -an illustrative protest
against the ‘“‘primatus Petri” so strongly defended by the
Catholics),®* so, too, they are representative both of the most
profound religious experience and of the most excellent tempera-
ments. Compared with John's quiet but unshakable devotion,
Peter's ‘weary resignation represents a “too little”, to use an
Aristotelian term; while, compared with Paul's steely calm,
Mark’s fanaticism represents a ‘“too much”; and so, compared with
the other two complexions, the phlegmatic is inferior in power,
the choleric in nobility. The sanguine temperament, which the
whole of the Middle Ages had considered the noblest, indeed
the only worthy one, and which of course even in Diirer’s time was
regarded as an enviably healthy and harmonious disposition,
had been joined since the days of Ficino and Agrippa of
Nettesheim by a disposition admittedly less happy, but spiritually
more sublime, the “complexio melancholica”, the rehabilitation
of which was as much a work of the new humanism as the re-
discovery of Pauline Christianity was a work of the Reformation.

Hence it is understandable, from several angles, that Diirer
thought the best way of characterising the tutelary genius of
Protestantism was to represent him as a melancholic. In making
the apostle of the new faith a representative of the new ideal

no M, Tuavsing, Diirer, voL. 11, Leipzig 1884, p. 279.

m Cf. Jorann Eck, De primatu Petri libys tres, Paris 1521, and later. St Paul's prominence
compared with St Peter may the more readily be interpreted as the result of an anti-papal
attitude, as an iconographical tradition, established in early Christian times and mever
interrupted until the Reformation, required that the two apostolic leaders be placed on an
exactly equal footing—a tradition which the Diirer of 1510 had followed as a matter of course
on the outer wings of the Heller altar, and in the woodcut B3s:
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expressed by the notion of “melancholia generosa”, he not only
emphasised the asceticism so characteristic of the historical Paul,
but endowed him with a noble sublimity denied to the other
temp?;aments. In doing so, however, Diirer also affirmed that
for his own part melancholy still remained such as it had been
revealed to him through contact with the Neoplatonic doctrine
of gen'ius, the mark of the true elect, the mark of those illuminated
b}: “1:u_gher influences”. But the Diirer of 1526 no longer illustrated
this inspiration by an allegorical figure of the Spirit of Art whose
power flows from the imagination, but by the holy person of a

sttuaI man”’; he now painted the “furor”, not of the artist and
thinker, but of a hero of the faith, and thus expressed the fact
that his notion of melancholy had, by this time, undergone a
prt_::found change. This change might, to use Agrippa of Nettes-
heim’s classification, be described as an advance from the painting
of Melencolia I to the painting of a Melencolia I11, and was, in the
last resort, a change in Diirer himself. In his youth he had striven
‘a{ter the heroic and erotic enthusiasm of classicising Italian art;
in the second decade of the sixteenth century he had found the
way to the great symbolical forms of Melencolia I and The Knight
Deatli and. the Devil; in the last and greatest years of his life he
applied his gifts almost entirely to religious subjects. In the
years, when Cranach, Altdorfer, Aldegrever, Vischer and Beham
were drawing strength from the classicism which Diirer had
brought to German art, and were never tired of “Judgements
of Pa;ris_", “Labours of Hercules”, and scenes of centaurs and
satyrs—in these very years the aged Diirer was employing all

‘the force left to him by his theoretical work and his portrait

commissions, on holy subjects, and primarily on the Passion of
our I:o:rd. And we can understand that for the late Diirer, who
h{a.d Deen deeply stirred by Luther’s mission, and who, feeling
hmzseli mortally sick, had seen himself as the suffering Christ
and had even dared to paint himself as such**—we can understand
that for the late Diirer even Melencolia I no longer seemed an
adeqqate expression of human grandeur.

812 Ci. .the fine Bremen drawing, L131, of the Man of Sorrows.



CHAPTER III
THE ARTISTIC LEGACY OF “MELENCOLIA 1"

Diirer’s Melencolia I belongs, like his Apocalypse, to those works
of art which seem to have exercised an almost compulsive power
over the imagination of posterity. Exceptions to this influence
are relatively few. On the one hand, there are illustrations to
almanacs and popular treatises on health, in which the old types
of the various temperaments survive, modified only outwardly
in accordance with the needs of the time'; on the other hand,
there are illustrations conditioned by the requirements of the
text, such as the title-engravings of scientific treatises—the. richest
example of which (PLATE 112) is in Burton’s Andtomy of
Melancholy*—, the frontispiece to a set of pictures of planets after
Marten de Vos (PLATE 113),% the pictures in Cesare Ripa’s Iconology
(PLATE 68),% or the illustrations to a poem such as Alain Chartier’s
(PLaTES .61, 64 and 65).° Apart from these, nearly all portraits
of melancholy in the strict sense, as well as many pictiires on

b
! See above, pp. 115 5qq. (text). As late as 1861, for instance, an Ecolz de thml appeared
in Paris, translated by C. Meaux St-Marc and containing a poor lithograph (p.:131) of the
four temperaments in the shape of four fashionably dressed gentlemen round a table. Karl
Arnold published, as late as 1928, in the Minchener Illustrierte Presse (p. 133), A series of
the}"“Four Dancing Temperaments”, ultimately derived from the old Calendar schema of the
psychologically differentiated couples. ;

2 First injthe 3rd edn. of 1628. This engraving, by Le Blon, shows the various main forms
of melancholy: the melancholy lover, the hypochondriac, the maniac, and (representing the
“superstitiosus’) the monk reciting his rosary. Le Blon's engraving also contains a portrait
of the author as Democritus iunior, and his ancient predecessor, Democritus Abderites, rg
well as two allegorical figures of the causes or peculiarities of the melancholy temperament in
the background (“Zelotypia" = envy, and “Solitudo” = [oneliness); and finally two remedies,
borage andlhellebore, which are recommended at length as antidotes to melancholy in the
Peutinger codex (Clm. gorr, fol. 23). Another example is the titlepiece, mentioned above
{p. 302, note]75), to JORANNES FREYTAG's Bericht von der Melancholia Hypochondria which, in
addition to the already described group of melancholy being worsted by a doctor, shows
Asclepius withfcock and book (“Confortat”) and a personification of Truth with lyre and sun
(“Tinstrat"). ; )

* See above, p. 349, note 217, and below, p. 396 (text).

¢ The “Malenconico™ of the temperament-series in Cesare Ripa's Complessioni is & man
standing, in darkJclothing, a book in one hand to show his inclination to study, a miser’s
purse in the other, 2 bandage across his mouth to show his silence, and a sparrow on' his head
to show his predilection for solitnde. For melancholy as a single personification (PraT® 68),
which also occurs in Ripa, see above, pp. 226 sqq. (text).

¢ See above, pp. 223 sqq. (text).
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similar themes, right down to the middle of the nineteenth century,
owe a debt to the model set by Diirer, either direct, through
conscious imitation, or by virtue of the unconscious pressure that
is called “tradition”.

To classify these portraits of melancholy, which are “after
Diirer” in more than the temporal sense, one might divide them
into those which, like their great model, are allecgories complete
in themselves, and those which are once more embodied in the
usual sequence of the four temperaments. The groups resulting
from this quite mechanical method of classification, moreover,
broadly coincide with the groups resulting from regional or
chronological classification. As far as any connexion with Diirer’s
engraving exists, portraits of melancholy as one of the four com-
plexions are limited almost entirely to the sixteenth century,
whereas later periods favoured the single and independent allegory ;
moreover, one can see that even during the sixteenth century,
when portraits of melancholy after Diirer’s engraving were most
frequently included in the complexion-sequences, not every
country participated in this development to the same extent.
In Italy, where even during the fifteenth century there was a
dearth of regular temperament-sequences, they are also in the
sixteenth century less numerous than single allegorics. The
reverse is the case in the Netherlands, while in Germany the two
types are more or less equally balanced.®

Nevertheless, it seemed better to us to classify the portraits
of melancholy? deriving from Diirer’s engraving not icono-
graphically, but according to their inherént composition. That
is to say, to divide them thus: '

1. Those essentially retaining the formula of their model—
that is, representing melancholy, either independently or
in connexion with a complexion-sequence, as a single, more
or less idealised female figure, sometimes even (when

€ France, “‘encombrée par sa tradition”, to uvse Henri Focillon's words, seems to have
escaped the influence of Diirer’s engraving almost completely doring the sixteenth century,
and to have been afiected by it only in the seventeenth via Italian baroque art (cf. PLATE 136,
and text p. 390 sq.).

7 It would take a separate study -to collect all the representations in which the endless
wealth of motifs in the Diirer engraving was drawn upon for the depiction of other themes,
especially the personifications of "Contemplatio”, “Meditatio”, “Peniteatia”, etc., and of
the Liberal and Mechanical Arts; especially characteristic of these is Virgil Solis’s 4 rtes series,
Bi183-189, and that of H. S. Beham, Brz1-127. As the types of both the meditating author,
ete., and of the Arfes formed the basis of Dilrer's engraving, it could now influence the
development of both.
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agreeing particularly closely with Diirer) accompanied by
a putto.

. Those which revert to the dramatic two-figure type of late
medieval calendar illustrations and betray their indebted-

ness to Diirer only by certain details.

3. Those whose composition derives from the portraits of
Saturn or his ‘Children’ rather than from the complexion-
sequences, so that their relation to Diirer is merely
conceptual.

1. PORTRAITS OF MELANCHOLY AS A SINGLE FEMALE FIGURE
IN THE MANNER OF DURER

We have to record the remarkable fact that apparently the
earliest portrait of melancholy in Diirer’s manner did not originate
in his own circle, but came from an artist who was earlier regarded
definitely as a Netherlander and who, even if this was not the case,
can only have flourished in mnorth-west Germany, perhaps
Westphalia; this was the master with the monogram “A.C.”
(Pass. 112, our PLATE 114). As an engraving similar in style
and probably also inspired by Diirer’s engraving of Melancholy,
the Geomeiria (Pass. 113), bears the date 1526, we should no
doubt place his Melancholy, too, not later than the third decade
of the sixteenth century, and even, since his Geomelria seems
somewhat more advanced in style, before rather than after 1526.
The style of this engraving of melancholy is markedly Italianate.
The movement of the chief figure, naked and without wings,
reminds one of Michelangelo’s slaves in the Sistine Chapel—
particularly those to.the left above Joel and to the right above
the Libyan Sibyl—and also of the Donatellesque roundels in the
courtyard of the Palazzo Riccardi, which influenced Michelangelo
and are themselves copies of works of antiquity. The putto
reminds one not only of Diirer but also of Raphael: see for instance
the Michelangelesque pose of the genius in the fresco of the Sibyls
in Santa Maria della Pace. The master A.C.'s putto, however, is
holding a sextant in bis right hand, and this is remarkable not only
because mathematical attributes are otherwise largely neglected,
but also, above all, because the motif of a putto holding a sextant
has only been encountered once before in this connexion, and that
was in Diirer’s original sketch, in London (PLATE 8). We can
hardly assume that an engraver otherwise so different from the
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great master arrived at this by no means obvious motif unaided,
and sh}ce it would also explain the relatively early date of the
engraving in question, it would perhaps not be too much to look
for the master A.C. (whose signature appears on engravings as
:a.rly ;Lf 15];0) among the large number of artists fortunate enough
o make Diirer’'s personal acquaintance duri i i
8l P q ring his stay in the

Apart from the title woodcut to Egenolff’s Book of Formulae,*
?vhicﬁ'fis almost a mechanical copy of Diirer and therefore of no
mter'?st to us, the next, and unmistakably German, imitation of
Diirer’s engraving was Beham’s engraving BI44, dated 1539
(PLaTE 115). Here, too, the chief figure has become more classical
both m dress and attitude, while the composition shows the new
“manneristic” tendency of the time'® in being designed rather to
fill a flat surface than to make use of values of volume and space.
Putto’and dog are lacking, like most of the other attributes,
while on the other hand two bottles are added, probably in
connexion with the crucible, and obviously indicating alchemistic
studies. Jost Amman’s woodcut in the armorial of 1589
(PLA'I“_;-: 118) also belongs to this group. He, too, shows Melancholy

® Nothing definite is yet known as to the identity of the artist “A.C."" i
gencrally accepted opinion that the initials stood for Allart Claesz has beencaharp‘l;:cat:rcll’t:é
by M. J. FriepLANpEr (U. THiEME and F. Becxer, Algemeines Lexihon der bildenden
Hénstler, v11, p. 36); Friedlinder concludes from the stylistic differences in the various designs
that the signature “A.C.” may signify only a geldsmith's workshop in which different
engravers were at work, and js inclined to identify this goldsmith with & certain '"Aleart"
surname unknown, mentioned by Scorel. Recently, however, as Dr Winkler kindly lniom;
us, even the Netherlandish origin of the engravings has been doubted (for their connexion
with Gossart, however, cf. E. Weiss, J. Gossart, Parchim 1913, p. 42), while the opinion held
prio_r to the Allart Claesz hypothesis, namely that the master “A.C."” was identical with
Adrian Collaert senior, an Antwerp engraver and art dealer active "about 1540”, seems now
to have been quite abandoned; according to B. Luvxic, La gravure en Belgique, Antwerp 1911
p- 76, Collaert was not born until 1520, which would exclude this identification, but, to on; '
knowledge, there is no evidence for this date. We dare not plunge into this oont’mw.:xy bat
might mention that in September 1520 Diirer gave a certain “Master Adrian” prints t; the
?ralut': of two guilders (LF, Nachlass, p- 131, 8), and that this Adrian can therefore hardly be
identified ‘with A. ITerbouts or Horebouts, thé Recorder of Antwerp: for the Jatter was &l::ays
respectfully addressed by some title (LF, Nachlass, pp. 154, 4 and 151, 22), and nioreover
as emerges from the passage just quoted, Dijrer later presented him with a “whole imprmiun.‘:

- ldl[-:_klrg 117. The varia._ﬁons consist merely in the Greek version of the legend and in the
w ns.}hon o.( the magic square. Igunographically, the design is a patchwork of the
most varied motifs. The top part Iinks Melancholy with the Amymone in Byx, the lower
part. .shqwn !.lle_ exploit of M. Curtius, on' the left there is a portrait of Fortitudo, 1;n the right
:e(;ﬁ@g;hmt:uu"_. whom the powlbrs of darkness are attempting to hindm"in his ascent
smboﬁrg ;:;33‘ ; . :r:st. cf. H. RGTTINGER, Der Frankfurter Buchholsschnili 1530-1550,

1 Cf. §. Stravuss-KL8BE, in Miinchher Jahrbuch der bildenden Kunst, new series, vor. 11
(r925). p.’58. i ' )

.\.
\
.'n
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in classical attire, but gives her no wings, and reduces the symbolic
implements of her profession still further, the only addition being
the bellows, familiar to us from Hans Déring’s woodcut
(PLATE 107)® The stump of a column seems to indicate that
Amman made use of an engraving by Virgil Solis, as. well as
of Diirer’s. ' f
This engraving by Virgil Solis (B181, PLATE 122), in contrast
to the pictures hitherto mentioned, is one of a set of the four
temperaments, where it takes fourth place, with the siggificant
alteration of the title to Melancolicus. The same applics to a
small sct of drawings in Wolfegg attributed to Jost Amman
(PLATES T124~127), except that in this case the “melancblicus”
takes third place. Solis’s engraving is considerably nearer in
essentials to Diirer, in so far as he lets the chief. figure retain
the compasses, whereas the drawing in Wolfegg exchanges them
for a roll of parchment, thereby generalising the specifically
- mathematical idea in Diirer's engraving to a wider notion of
creative meditation. Both pictures, however, have this much in
common with the ones previously mentioned that, although they
retain several of Diirer’s attributes, they replace the contemporary
middle-class costume depicted in Melencolia I by one:that is
idealised and classical; in the Wolfegg drawing, the attitude of
the main figure also suggests the typical posture of a classical
Muse. On the other hand, both pictures endeavour to compromise
with medieval tradition, not only by denying wings to the main
figure, but also, in more or less modern and humanistic: form,
by returning to the use of beasts as symbols, such as we saw in
the ‘Shepherds’ Calendar and the Books of Hours. In. Solis’s
engraving, the sanguine temperament is represented by- horse
and peacock, the choleric by lion and eagle, the phlegmatic by
owl and ass, and the melancholic by the gloomy elk (apparently
taken over from Diirer’s engraving Adam and Eve), and by the
swan which, as the bird sacred to Apollo, may refer to the

“praesagium atque divinum” which is proper to the melancholic.’®

In the Wolfegg drawings the monkey belongs to the sanguine,
the bear to the choleric, the pig to the phlegmatic and the lamb

;
1 There is a copy of Amman’s woodeut on the fagade of the inn “Zum roten Ochsen” in
Stein am Rhein. © .

* Thus, GIERLOW (1904), . 66. CicERo, De divinatione, 1, 8, is the classical passage for
this correlation. "3
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to the melancholic—all of which largely agrees with the distribu-
tion in the Shepherds’ Calendar and Books of Hours.™®

Apart from anything else, two characteristics of il%ndanlle.ntal
importance distinguish all these portraits from their original.
In the first place, they fail to represent any antidote to mel:mch(?ly,
and, in particular, they lose sight of the profound cosmological
connexion between melancholy and Saturn; secondly, tht:: dark,
meditative aspect of the chief figure is expressed by quite_d1ﬁerent
physiognomic means and is therefore to some extent differently
interpreted. The heavy pose of the figure seated on its low stone
ledge has become, in Beham, an attitude of negligence and apathy;
in the Wolfegg drawings, one of classical balance; in Amman and
A.C., one of anguished contortion; and in Virgil Solis one of
mannered elegance. The clenched fist is replaced by a loosely
opened hand. So, too, the eyes no longer gaze into the distance
with that uncanny wakefulness, but are lowered wearily ‘and
sleepily to the ground. There is no doubt that these post-Diirer
pictures still attempt to show the noble melancholy of the man
thinking and working; so much can be seen from.tl}e retention
of the occupational symbols, as well as from the distich beneath
Solis’s engraving!* (clearly reminiscent of ‘Aristc-)tl'e’s’ Proble::n
XXX, 1) and the somewhat homely verses explammg Amman’s
engraving. Yet the inward temper expressed in them _resembles
the inactive sloth of medieval “acedia” rather than the intellectu-
ality of melancholy as ennobled by the humanists_——still alert 2_md
wakeful despite its overclouding. However much these artists
adopt the outward features of Diirer's picture, and however
much they endeavour to surpass him in classical idealisation, yet

13 On these, see above, p. 295 5q. {text). The differences are merely that f‘h*‘, Wolfegg series
exchanges the lamb with the pig—either an instance of the frequent wlnfuswn of melancholy
with phlegm, or a consequence of the humanist snblima‘ﬁon of the n?t'to::{ of Tnelancholy.h the
pig being excluded on grouads of incongruousness—while the cholen.c s lion is replaced by &
bear, the traditional symbol of wrath; also in CesarE Ripa (Iwu.nfqam. ist edn., Rome 1593,
s.v. “Ira”). A Dutch stained-glass portrait of melancholy, dating from about 1530, in the
Victoria and Albert Museom {Murray Bequest, No. C.1380-1924). s.hown a grotesque mixture
of animal symbols, emblems of death, and an image of the monastic r:nle"mclf as coulq'hav‘i:
originated only during the struggles of the Reformation, with their Popl.s'h asses” an
“monkish calves' : Saturn as a warrior in half-oricntal clothing, with one Jeg still propped up,
is dismissing the melancholic from the doors of his palace to a farmylard: _the melancholic
himself, nervously shrinking back, appears in a monk’s habit with a gigantic rosary, and a
skall under his left arm, but has a boar’s head instead of a human one on his .shcvu[dens. The
pane seems to have belonged to a sequence, but whether it was one representing the tempera-
ments has not as yet been determined.

» “Omne Melancholici studium sine fine pererrant,
Hac generis celebres parte fuere viri."”
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as far as the inner meaning of their works is concerned they relapse
into the conception of the older representations of the tempera-
ments)® The mind behind the classical drapery is at bottom
nearer to the spirit of the fifteenth century than to Diirer’s.®

Beham, Amman, Solis and similar ‘masters present as little
difficulty to the purely factual exegesis of content, as does the
master “F.B.” (now generally identified as Franz Brun) in his
engraving, which, though reduced to a genre picture, has a certain
originality, and is quite impressive in its dungeon-like gloom
(B78, PLATE 116).17 Paintings are a very different matter. As
far as those by German masters are concerned, we have so far
discovered only five, the picture dated 1558, formerly in the Trau
collection in Vienna, which M. J. Friedlander has conjecturally
attributed to the painter Matthias Gerung from Lauingen,!® and
four paintings which emerged in quick succession (1528, 1532,
1533, 1534) from Lucas Cranach’s workshop.

Matthias Gerung’s picture of 1558 (PLATE 123) shows in the
centre Melancholia winged, and seated, in a typical attitude of
“elbow on knee”, but full face and without any attributes. The
compasses are not held by her, but by a man crouching at the
bottom ‘of the picture, and apparently busy measuring a globe,
not unlike God the Father in the Bibles Moralisées; we see in him
a cosmographer,® a perfect example of the possessor of the cast

# See above, pp. 205 sqq. (text) and p. 319, note 117.

1 This also applies to the portrait of melancholy in the temperament-series by Paul Flindt,
1611, mentioned above, p. 343, note 203, which occupies a special position in so far as the four
complexions are all represented by putti, stylised 4 la Spranger, ““Sanguinevs” playing the lute,
“Cholericus” In armour, "Phlegmaticus” carving and “Melancholicus” brooding in the midst
of the usual tools.

¥ Dated 1560 and showing melancholy as a nun-like woman, the surroundings stretching
endlessly away, completely empty, and the few attributes arranged with such regularity and
geometrical order that it looks as if they could never leave their places again. The dark
shading of walls and ceiling, and the sharp contrast between light and shade are particularly
effective, while the pedantic execution of the close-view perspective achieves great power of
psychological expression.

 Katalog der Exfuster Leihausstellung, 1893, No. 173, reproduced in O. Dogring and G.
Voss, Meisterwevhe der Kunst aws Sachsen wnd Thiiringen, Magdeburg n.d., Plate 3%; cf.
also U. Tuieme and F. BECKER, op. cit., Xin, p. 488; auction catalogue of the collector
¥. Trau, Gilhofer and Ranschburg, Vienuna, 26-30 April 1937, No. 55I.

1 G, Hellmann kindly pointed out to us that a gem reproduced in C. DAREMBERG and
5. SacLio, Dictionnaive des antiquités, 1, 1, Paris 1877, No. 587, shows a very similar figure,
although appearing in profile. If this type of picture is really classical, a question on which we
dare not pronounce, the portrait of God the Father in the Bibles moralisées might also be traced
back to this origin; so that a classical type of astronomer or cosmographer was deified in the
Middle Ages, to become human once more in the Renaissance. The model for the "'Cosmo-
grapher", which Matthias Gerung copied almost exactly, has meanwhile been recognised in
Campagnola’s Astrologer (HARTLAUB, Geheimnis, plates 25-27}, save that the latter is busy
measuring the heavens and not the earth.

§1] PORTRAITS OF MELANCHOLY AS A SINGLE FEMALE FIGURE 381

of mind symbolised by the chief figure. About these two figures
there winds a bright garland of miniature scenes. In a richly
variegated and undulating landscape we see every possible activity
of urban, rural, and military life: but, though realistically con-
ceived, these representations appear to have no connexion of any
kind: either with each other or with the notion of melancholy.
The ' astral phenomena, however, point the way to a possible
interpretation. Apart from the motifs of the rainbow and the
comet, which have been taken over from Diirer, we see the sun
and the two planetary deities Luna and Mars, and between them
a cherub apparently beckoning to Mars. (That angels guided the
planets in their courses was a notion very familiar to Christian
astrology, which survived even in Raphael’s mosaic in the Chigi
Chapel in Santa Maria del Popolo.)

It is uncertain whether the planets of this triad are to be
interpreted as the ruling planets of the year,” as a conjunction,
or as a mere sign of the general state of affairs, but it is certain
that - their presence is not accidental. One has the impression
that there is a certain actuality inherent in the picture, and that
it i$ a picture of melancholy not merely painted in the year 1558
but somehow conditioned by it. (This was the year of the death
of Charles V.) In actual fact, the three planets are so obviously
connected with the scenes in the lower half of the picture (up
to about the scroll), that one can divide the scenes almost out
of hiand into the typical occupations of the “children” of the sun,
the'moon and Mars. Banquets, games, baths, jugglers—note the
dancing bear—belong to the moon; music, wrestling, fencing and
archery to the sun; warfare and metalwork—note the mine—
belong of course to Mars. The scenes in the upper part of the
picture, however, seem to represent the seasons, or the months,.
and ‘probably signify the course of that ominous year: tilling,
harvesting, pasturing, pig-slaughtering, hunting and sleighing.
Sleighing, indeed, since it appears in a landscape not otherwise
wintry, is scarcely explicable save by an intention to characterise
the different parts of the year. The picture is by no means without
chafip, but the artistic effect of it as a whole is achieved by the
fact ‘that neither Melancholia nor the human representative of

0 The list of the reigning plancts of the year seems to vary considerably in the relevant
literature. G. Hellmann kindly informed us of two lists for the year 1558, giving respectively
Mars and Venus, and Mars, Saturn and Jupiter. Mars, therefore, is mentioned in both cases,
Luna and Sol in neither. But in G. Hellmann's opinion a third source might equally well
list this trio.
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:1113113 ;c:_:mperament, the cosmographer, appear to take any part in
this gay or perilous round of daily life. They are unmoved
by the misery of war, they take no pleasure in the games, banquets
or other. amusements, no part in the joys and sorrows of the
co!xntrymfie. The homely verses in Amman’s armorial sum u
this quality of the melancholy disposition: 2 ]

Children's prattle joys me not
Nor laying hens, nor capons fat.
Let me alone, to think my mind,
Small profit else in me you'll find,

This opposition between worldly gaiety and melancholy
earnestness, in contrast to the splendid unity regulating the mood
of Diirer’s engraving, applies to Cranach’s paintings also. The
first, dated 1528% and now in the possession of the Earl of Crawford
shows Melancholy in contemporary dress (though she was oﬁginally:
winged), scated on an airy terrace (PLATE 128). Cofhpasses,
sphere, chisel and gimlet are Iying on the ground; a plate of fruit
and two glasses are standing on the table; beyond, one looks into
a joyous landscape. Four naked children, probably derived from
a.morhﬁcation and elaboration of Diirer’s putto,® are ":r'émping
with each other and with a dog who somewhat resents it, while the

n Cnmsru_u Scm‘:cuaanr. Lucas Cranach d. A. Leben und Werke, vor. 11 Le; .'zig 1851
1;:“ 103 “m'ent:ons this copy as being in the Campe Collection, Nuremberg: ‘r:t'. .:?ow M. J:
Wh::mof:m::?:n I. Rnsm::a‘mec. Die Wdc vor Lucas Cranach, Berlin 193_2.,; No. 228,
e st Ms :éc_n-py “in the possession of Dr Paul Weber of Jena”. Subsequently
opled:  Moslé in Leipzig, this copy was sold in New York, at the Parke-Bémet sale
‘ pril, 1948, its present location is unknown to us.  Mr Moslé pointed out to vs that
;:'l the Earl of Crawford's picture Melancholy was not wingless, as stated in Divers Meloncolia I

’ut that traces can be seen of wings which disappeared almost completely when part of the'
pictore was cut off. A further picture, of the same subject (probably only a.worksho
prc-duct}. knowledge of which we owe to M, J. Friedlander, is dated 1534 but reverts, in thl:
main, to the 1528 conteption. But the elements of magic are reduced to the indi laﬂs‘aﬂ:’lo
wnnd-peelthh;;; ?hlle "thn connexion with geometry, emphasised by Diirer's sei:::]puue. is
istruns hcmngger o w:;;he.r in the Copenhagen or even in the Hague composition, where. the sphere

= DrG. E. Hanla.ub kindly informs us that he believes that he has found the explanation
for thc_grou.p of pnttl.'in Cranach’s pictures, and perhaps even for the child scribbling in Diirer’s
engraving, in a treatise on alchemy dated 1530 and beautifully illustrated, namely Splendar
Snfu.(.\lurmberg. Germanisches Museum), where a group of children playing ml;ment.s a
certain %t'!ge in alchemical transformation, i.c. “"ecoagnlatio”, Lecause this “wirdet iugeteicbct
dem Spil d.er I‘{:’nlder, die so spylen, das so oben gelegen, ligt yetzt unndten.” The putt
::,:r;mpat:ymg Melancholy “ 1d therefore be interpreted as symbols of alchemy. . We must
ess that this n_:berpreu.tmn could only convince us if the alternating positions of above
and _belmv. on which the whole comparison is based, were shown as u;equivnca,ll as th
are in the Nuremberg MS miniature. This, however, is not the case even in '-granac]:'i

pictures, let alone Diirer's engraving, where th i i
s graving, € putto, solitary and very much in carnest, is
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real “dog of Melancholy’'? is curled up on a bench right at the back.
So far the interpretation of the picture presents little difficulty.
Two powerful motifs, however, can only be accounted for by the
same increase in superstitious and magical beliefs as caused the
fundamental difference between the two versions of Agrippa of
Nettesheim’s Occulia philosophia. One is the chief figure’s occupa-
tion, for she appears to be sharpening or peeling a twig with a
knife. The other is the emergence of a horde of witches under
Satan’s command, who, in the midst of a dark cloud, are careering
across the clear sky. Now the Saturnine melancholic is connected
with all sorts of magic and devilish arts, and his dark and sinister
cast of mind, averse from thoughts of daily life, inclines him to
harmful magic® as easily as it raises him to religious or scientific
contemplation. The motif of the cutting or peeling of the stick
(it certainly is not a real divining-rod, as it is not forked),* taken
together with the witches’ sabbath, could therefore be interpreted
as the preparation of a magic wand, which according to ‘ancient
belief had to be peeled so that “no spirits nest twixt wood and
bark” .

Cranach’s next picture (PLATE 129), dated 1532 and now in
Copenhagen,®” contains little fresh matter. The occupational
symbols are lacking, save for the sphere, with which the children,
now three in number, are playing a noisy game. The only new
item is the pair of partridges, which, however, is probably intended
to enrich the scene of happy worldly activity. Here, too, we sce
the witches' sabbath, and the chief figure is busy cutting a stick.

12 & closer copy of the dog in Direr's engraving, but in reverse, and enriched by a comically
outstretched foreleg, appears in Cranach's picture of Paradise, 1530: Vienna, Kunsthist. Mus.
No. 1462 (cf. M. J. FrIEDLANDER and J. ROSENBERG, Die Gemdlde von Lucas Cranach, Berlin
1932, plate 167).

© Cf, for instance, Ibn Esra: “Et in cius parte [sc. Saturni] sunt diabolici”; and Abd
Ma‘Sar: “Omneque magice omnisque malefici studium”. The connexion appears particularly
clearly in an engraved series of the plavets by Henri Leroy (1579-c. 1651; G. K. NAGLER,
Kiinstlerlexikon, VoL. viiI, p. 399), where witches and magicians are almost the sole representa-
tives of the ““children of Saturn” (PLATE 53); the inscription reads: “Saturnus . . . magis et
sagis, fodinis ¢t plumbo praeest”.

= What appears to be a bifurcation of the twig on the Copenhagen picture is really only
two chips of the peeled bark.

25 Cf. C. BORCHLING, in Vorirdge der Bibliothek Warburg, vor. 111 (1923-5), - 229. .\ccording
to G. C. HorsT, in Zauberbibliothek, voL. VI (1826}, p. 210, the rod on which the witch is
swearing ellegiance to the devil is “‘a white stick which Jooks as if it had been cut from a
willow and then peeled”.

22 Cf. now M. J. FRIEDLAKDER and J. ROSENDERG, Die Gemdlde von Lucas Cranach, Derlin
1932, fig. 227. - E
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Even the third of these pictures (PLATE 130),%® dated 1533 and
now in Dr Volz’s collection in the Hague, retains these two motifs
apparently peculiar to Cranach. For the rest, however, it departs
fundamentally from the two earlier works. The main figure is
squeezed right into a corner of the foreground, the view reduced
to a minimum, and all accessories, animate or inanimate, omitted,
save for the head of an old man (Saturn himself, or some other
spirit ?) appearing in the sky, and no less than fifteen putti, most
of them dancing, some sleeping and two making music with pipe
and drum. A new influence seems therefore to have been at
work on this latest picture, and it would be odd if it did not come
from Mantegna. There was his painting almost exactly similar
in form, which had represented ‘“Malancolia” with sixteen putti
dancing and making music, and which, as we have seen, may
have been not without significance for Diirer’s engraving.*®* But
whereas in the latter case the accord was only vague and general,
in the former, where the putti are present in almost as great a
number and engaged in the same dancing and musical activities,
it seems to go comparatively far; and since we know of no other
similar picture, we are unlikely to be at fault in connecting
Cranach’s work with the now lost picture by Mantegna. Cranach
need not even have seen a copy or sketch of it, for news of it by,
word of mouth or by letter might have been enough to influence
his interpretation, original as it was in style and composition, in
Mantegna’s direction.

The fact that Cranach used only fifteen putti instead of sixteen
does not appear to be of any particular significance, and would
be very easily explicable by his not having seen his model.3

The exact number matiered little to the German master, whereas

Mantegna probably chose it for some good reason; for this master
who was so interested in archaeology that he -occasionally even
signed his name in Greek, can certainly be credited with the
knowledge that one of the most famous works of antiquity, the
statue of the Nile, had grouped the allegorical figure of a man
with sixteen playing children.® :

® Cf. now FrIEDLANDER and ROSENBERG, op. cit., fig. 228,

2 See above, p. 307 (text). ) .

* Moreover, as Consul Moslé kindly pointed out, this picture, like that in the possession of
the Earl of Crawford, seems to have been cut, and it is not improbable that, here too, the
main figure was originally winged.

# Pliny, Naf. Hist., xxxv1, 58: “Numquam hic [sc. basanites] malor repertus cst, quam in
temple Pacis ab imperatore Vespasiano Augusto dicatus argumento Nili, sedecim liberis
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Historically, if not artistically, the most important imitation
of Diirer’s engraving produced in Germany during the sixtcenth
century has been that discovered by L. Volkmann?® The altar
m;:the east chancel of Naumburg cathedral, dated 1567, is adorned
with—among other things—eight reliefs, seven of which represent
the- familiar cycle of the “Liberal Arts”. The encyclopaedic
cycles of monumental art, or the illustrations to Boethius, would
lead one to expect this train of seven female figures to be led by
a personification of philosophy or theology. In this case, however,
the Tole of leader is taken over by a Melancholia obviously derived
from the Diirer tradition® It is indeed a remarkable historical
occurrence when, in a church, and in the framework of a tradition
goi-n_g back for over a thousand years, the figure representing the
unifying principle of all intellectual achievements is no longer
t?xat_ of philosophy, the discipline providing the systematic founda-
tion of them all, but that of a subjective psychological force,
viz.‘of the disposition which makes intellectual activity possible—
a di‘stj.t}ction of which the north had become aware through Diirer’s
engraving. : '

A more modest monument, pointed out to us by Dr Erdmann,
may perhaps be cited as witness of a similar intention. “This is
a clock (made by a Nuremberg master “¥.F.L.” in 1599), shaped
like'a turret, which shows Astronomy on one side and Melancholy
on the other, and is equipped with the whole symbolism of
Diirer’s engraving, save that the magic square has been simplified
to & board with ordinary numbers, and the putto appears to have
been reduced to a mere infant-school pupil. On this modest
object too, therefore, Melancholy appears as a comprehensive
symbol of intellectual capacities; but since on clocks, especially,
there is often a warning reference to the transience of all earthly
things (like the famous “una ex illis ultima”), it is not impossible
thg‘f even here there may be mingled a thought of the futility of
all intellectual endeavour, however noble.

-The inheritance left by Diirer’s engraving was naturally less
extensive in sixteenth-century Italy than in the north, but it was

4 -‘ - gl L1 .
virca {mm;hu_ ++ . " For replicas of the group (the Vatican copy, of course, was not
dtscov:u'ed until Leo XIIl's time), cf. W. AMELUNG, Diz Shulpturen des Valikanischen
Mw.smm.s Berlin 1903, p. 130. )

3 Zeitschrift fiir bildende Kunst, voL. L1x (192 5-6), pp. 208 sqq.

** Elsheimer, on the contrary, in a delicate small pictare in the Fitzwilliam Museum,
Can}b'_ndge, showed the goddess Minerva as the patroness of art and science in an attitude
lyp:cgl of Melancholy (W. Drosr, in Belvedere, voLs, 1x—x (1926), pp. 96 sqq., plate 2).

i
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of more consequence there, in so far as a development decisive for
posterity began soon to take place—a development : from the
intellectually contemplative to the emotionally pathetic.'

. There do indeed scem to have been imitations founded on an
mtellectual attitude not essentially different from that which
prevailed in the north; we may mention Vasari’s Melancholy,
surronnded by a number of mathematical instruments, oil a fresco
done in 1553 in the Palazzo Vecchio, Florence® as well as the
allegory of Sculpture described in Antonio Francesco Doni's
Disegno, which seems almost a double of Melencolia I8 The
Melancholy painted by Francesco Morandini, called Poppi, as one
of four temperaments on the wall of the “studiolo” in the Palazzo
Vccchi?, Florence—incidentally, neither particularly attractive
nor original—is distinguished from her northern sisters by her
mark_edly pathetic expression of sorrow, agitated almost to
weeping point®; and in Marmi, another work by the above-
mentioned Doni, which appeared in 1552, we find a woodcut
which, though very ordinary, exercised a most powerful influence,
and shows the sublime profundity of the main figure of Melencolia
(Doni mentions that he owmed a copy of Diirer's engraving)
transformed into the elegiac sadness of a “feminefta tutta
malinconosa, sola, abandonata, mesta et aflitta” mourning on a
lonely rock (PLATE 131).%7 We can understand how Italian art,
with a native inclination to pathos, and lacking a firm" pictorial

ML L. VOLRMANN, in Werden und Wirken, Festschrift far K. W. Hiersemann, Loipzig
1924, p. 417, and Zeitschrift filr bildonde Kunst, vor. rxur (1929-30), pp. 119 sqq. The
fresco which was destroyed during the transformation of the “Sala di Saturno” into the
Loggla. di Saturno" showed the foundation of the city “Saturnia”, which, as G. Vasari
says in his Raggionament:, was built in a “lonely and melancholy spot”, Me!aﬁchu!y herself
was shown “with craftsman’s tools, compasses, quadrants and measuring rods”.-

#Ci. J. Scurosssr, La lettevatura arlistica, Florence 1935, p. 213. Doni's description
(fol. 8¢ in the Venice edn., 1549) runs as follows: “Nell’ aspetto la fecero grate, nel mirar
severa, e d'habito intero vestita: puro et honorato, equale cosl alla testa come a tutto il corpo.
11 quale habito mostrava non meno d'esser da temere, che da esser honorato. Et cosl ferma
e stabile, solitaria e pensosa, si stava a sedere con le sue masseritic, e artifitiosi $tromenti
intorno; si come a tal arte si conviene," -

"‘ Cf. L. VOLRMANN, in Zeitschrift fir bildende Kunst, voL. Lx1tt (1929-30), ppt 119 8qq.,
with plates. Melancholy, as in Diirer's original, appears as & winged female, ‘whereas the
other threc temperaments, significantly enough, lack wings; her chin is resting ob her right
hand, and she is leaning against a table, one foot raised, while in her right hand she is holding
a pair of scales. At her feet a boy is crouching with a book, and on a projection from one of
the walls is another book, an hour-glass, and an astrolabe. ]

* A. F. Dont, I Marmi, vor. 11, Venice r 552, p. 87. The verses put in the nio‘g:'th of this
mourning woman are attuned to the elegiac character of the picture: it

Tl s b
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tradition in the field of complexion-sequences proper,® should
give preference to the subjective and poetic conception of
melancholy, as also represented some twenty years later in Ripa’s
Iconologia,® rather than to the objective and scientific conception,
even when, as in Poppi and Doni, one can assume direct know-
ledge of Diirer’s engraving. Thus by the sixteenth century the
groundwork was laid for what was to occur in the period of the
Baroque, namely, the fusion of the portrait of Melancholy with
the picture representing Vanity.

A monograph on “Vanity pictures” has yet to be written,
though H. Janson has made a good beginning in his essay “The
Putto with the Death’s Head” (A7 Bulletin, voL. X1X, 1037).
It might begin with the late medieval tomb monuments and
allegories of Death, which so often show a beholder facing a
picture of transience or even of decay, and urge him to repentance
with the warning ‘“tales vos eritis, fueram quandoque quod
estis”, or something of the sort. It would then go on to the
works of the fifteenth and sixteenth centuries, in which the

“Che pena si pud dire
Piu grande che morire?
Maggior & la mia pena
E passa ogn’ aspra sorte,
Che mai punto rafirena
Ma cresce ogn’hor pid forte;
To vivo, et ogni dl provo la morte,
Dunque & maggior martire
Chi vive in doglia, et mai non pud morire."
Doni's woodcut, with its title altered in all sorts of ways (e.g. to Sibylla Albunes) was reissued
in a whole series of Venctian prints, and therefore became widely known and extremely
.influential in Ttaly (sce also below, text pp. 389 sqq.). A series of forty-two Emblemata,
traditionally attributed to Cornelis Massys, also contained a copy in reverse of Toni's wood-
cut; the heading is "'Melancholia”, the caption: “Hanc caveas, moneo, si alacrem vis ducere
vitam”. The other parts of the series dealt with themes such as '‘Pertinacia”, ""Punitio”,
“Dolor”, ete. The inclusion of Doni's picture in the series explains why the Italian woodcut
also influenced later Dutch art. For instance, a temperament-serizs engraved by Cornelis
Bloemaert after Abraham Bloemaert (PLATE 133), contains a Melancholy which, though in
most respects a lineal descendant of Diirer's engraving, owes her posture, a gentle Kontrapost,
and her elegiac character unmistakably to Doni. The same can be said of the “Dialectic”™
in the famous Turin allegory of The Liberal Arts shembering during the war by Frans Floris,
For J. Boeckhorst’s “Geometria” (PLATE 132), see above, p. 328, note 150

3 See above, pp. 287 sqqg., 299 (text).

3 It is no coincidence that Ripa's Malinconia (Fig. 5), discussed above (pp. 226 sqq.).
resembles the generally established type of Melancholy less than his personifications of
““Accidia’™ and “Meditatione”, and it is very understandable that the text should make no
reference to Diirer's engraving. Hence it is all the more remarkable that the Flemish edition
corrects the omission (Amsterdam 1644, p. 500). For a picture by Abraham Janssens, which,
following Ripa, contrasted “Malinconia” with “Allegrezza' (PLATE 6g), see above, p. 227
(text). '
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presence of Death himself is replaced by a meditation on death.
Finally it would have to show how the idea of such a “Meditazione
della Morte™® gradually freed itself from the notion of a significant
individual personality, and developed into 2 personification
complete in itself; and how, in the course of this process, 1';he
fascinating contrast between the grisly content of the meditation
and the youthful beauty of the meditating subject was increasingly
stressed, so that the St Jerome was frequently replaced by a
Mary Magdalen. This Vanity picture, impressive alike by its
sensuous charm and by the chill of death lurking within it, could
clearly accord in many respects with other pictorial notions, with
subjects in the sphere of Arcadian idylls no less than in the sphere
of ascetic moral philosophy.#t It is therefore understandable
that even Diirer’s picture of contemplative melancholy, whose
dark nature had always been associated with thought of night and
Death, and which after the Counter-Reformation had been inter-
preted more than ever in a religious sense,* could be combined witt}
the type of the Vanity picture.

The earliest and most important example of this kind, and
perhaps the most important work of art resulting from the influence
of Diirer’s Melencolia I, is Domenico Feti’s composition,* of which
several copies have been preserved. Significantly enough, they

# Ripa made a special personification of this describing it as “donna scapi_gl'iata, con \rostf
lugubre, appoggiata col braccio & qualche sepoltura, tenendo ambi l'occhi fissi in una testa di
morto . . . . As carlier examples of this sort we mention merely Campagnola's youth
meditating on a skull (HARTLAUB, Geheimnis, plate 24), and the beautiful etching of “Vanitas"
(B1s) by Parmigianino.

« Cf. W. WEIsBACH in Die Antike, voL. v1 (1030), pp. 127 $q9q.

4 Significant in this respect is the title-piece to Marten de Vos's serics of the Planets, 1 5.81
(see above, . 340, note 217 and PLaTE 113).  Here the “Phlegma” appears as Diana, “Sanguis"
as Venus, and “"Cholera’" as Minerva armed, but *'Melancholia” as a nun with a scroll, making
an admonitory gesture; the engraved title to J. GuitLemMEAu’s Tables anatomigues, Paris 1586,
is derived from this, but here “Melancholia” once more appears seated, with her head propped
on her hand. In the series itself, too, the religious element takes a prominent place; the
seven planets and the seven ages of man are correlated with the seven ‘_"’“fh of mercy, and
the aged “'Saturnian” is being urged to repent by "Conscientia’, pointing heavenwards.
Milton and many of his successors apostrophise Melancholy as “pensive nun, devout and
pure’’.

@ Copies in the Louvre, in the Accademia, Venice, and in the Ferdinandenm, Innsbruck.

We see no ground for doubting, with Wiilfilin, the connexion between Feti and Dilrer, in view
of the wide circulation of Diirer’s engraving, and of the presence of so many similar attributes
(dog, compasses, sphere, set-square, hour-glass, planc); but of course Feti, too, must have
been familiar with the more sentimental Doni type. The objects lacking in Diirer’s engraving
{sculptor's model and astrolabe) are preseat, for instance, in an etching of “Vanitas” by
Jacob Matham, which, Jike so many Dutch representations of this type (cf. H. WicHMANN,
Leonaert Bramer, Leipzig 1023, Pp. 45 59q.), dispenses with human figures altogether, and is
content to contrast the symbols of secular arts and sciences with a religious still-life made up
of skull, bible, crucifix and rosary.
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are known under the names both of Melancholy and of Meditation
(PLATE 134). Before a wall revealing, to the left, a cheerful
landscape, a woman of voluptuous figure is kneeling; all the
portraits hitherto seen have shown Melancholy sitting, or, rarely,
standing. The upper part of her body is reclining against a
stone block on which are lying a closed book and—in the Venetian
copy—a pair of compasses. Her hair is loosely plaited, her head
is resting on her left hand, while the right, unmistakably
reminiscent of the motif in Vanity pictures, is clasping a skull
on which her veiled regard is fixed.# About her are the most
varied symbols of activity, in the background a celestial globe,
books and an hour glass, in the foreground an open volume, a
huge sphere, a set-square, plane, palette and brushes, and, finally,
a sculptor’s model which (not unintentionally) represents a satyr
and is regarded by a large and handsome dog. The meaning
of this picture is obvious at first glance: all human activity,
practical no less than theoretical, theoretical no less than artistic,
is vain, in view of the vanity of all earthly things.

However great the difference between Domenico Feti’s fine
composition and the modest woodcut in Marmi, they have one
thing in common as compared with the northern pictures: they
conceive melancholy as a state of the emotions, and refine the
original melancholy disposition down to the acute despair arising
out of a melancholy emotion. But Feti’s work is in many ways
the more profound, and in fact one may say that, starting from
the very different concepts of the Counter-Reformation, it met
Diirer’s engraving on common ground. The skull with its
“memento mori’’ now gives the aimless grief of Diirer’s Melancholy
a definite object, and what had been a vague and hardly explicit
doubt as to whether human thought and activity has any meaning
when faced with eternity, is now condensed into a plain question,
which had to be answered by a decisive and unambiguous “No”.
Melancholy now resembles the type of the repentant Magdalen.®

“ Cf. Domenico Yeti's own Magdalena reproduced in R. Ornewpoura, Domenico Feli,
Biblioteca d’Arte Illustrate, 1, 2, Rome 1921, plate XII. A similar represontation of Vanitas,
but this time again with wings, is reproduced in Jahrbuck der kunsthistorischen Sammlungen des
alkrhﬂc{i'stm Kaiserhauses, VoL, xxv1 (19o6-07). plate XII. During the seventeenth centucy
these types merged to such a degree that in many cases (e.g. in that of Chaperon’s drawing,
PLATE 136) either title, Melanckoly or Vanilas, would be equally justified.

% In point of fact the Paris copy of Feti's work was catalogued as a “'‘Magdalene” in the
seventeenth century, and not until the cighteenth century (when its connexion with Diirer
was perhaps recognised) was the name Melanckolis given to it. (CL M. ENDRES-SOLTMANN,
Domenico; Fetti, dissertation, Munich 1914, pp. 28 sqq.).
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For ‘Aristotle’, the value of the melancholy disposition had been
its capacity for great creative achievements in all possible fields;
the blessmg which the Middle Ages had seen in the “melancholy
disease” had been a moral good rather than a practical one, in
that it shielded one from worldly temptation. In the Renaxssance,
and with Diirer in particular, consciousness of human creative
power became merged for the first time with a longing for religious
fulfilment. But now the period of Italian Baroque reverted to the
conception of the Middle Ages, save that it turned to the emotional
rather than the metaphysical. What Domenico Feti had expressed
only by visible, though hardly ambiguous signs, was expressed in
words a generation later, in an etching by Benedetto Castiglione
(PLATE 135), indebted to both Feti and Diirer. “Ubi inletabilitas,”
runs the legend, “ibi virtus”—"“where there is grief, there is
virtue.”’4¢

In Domenico Feti’s picture, and, much more, in Cashghonc s
etching, the general notion of impermanence is given a.specific
turn by the introduction of crumbling walls and broken - pillars;
this corresponds with a tendency that had grown steadily stronger
since the fifteenth century, and reached one of its recurrent peaks
about or just after 1600-—-the romantic cult of ruins.#” Guercino’s
famous Notfe is another example,®® and derives hlstoncally not
from the “Day-and-Night” series but from the. formula of
““Melancholy” or “Vanity” pictures. Two drawings by :Nicholas
Chaperon (one of which is illustrated in PLATE 136) show this
“Vanity-Melancholy”, sorrowful, and in a veritable ‘open-air
museum: one represents her without wings and still betraying
her traditional heritage by the unused tools of work (books, rolls
of parchment, lamps, and globe); the other one shows her with
wings, and so intent upon the perishability of ancient beauty that
of the whole inventory only a small indistinct pile of papers and

4 We would reiterate here our sincere thanks to Dr Ludwig Miinz, who drew our attention
to this etching (B22) by Castiglione. In this connexion we may also mention another etching
of Melancholy (B26, a horizontal oblong) by the same artist,

 For the interpretation of ruins see e.g. C. Hussey, The Picluresque. Studies in a Point of
View, London and New York 1927; K. CLARK, Landscape into Art, London 1949.

1t was J. Hess (Agosfino Tassi, Munich 1935, p. 22} who pointed out the connexion
between Guercino's Noiz and Diirer's engraving. It must, however, be emphasised that
Guercino's oomposmun presupposes not only the Diirer original but also its sentimental
modifications in the manner-of Doni's woodcut, indeed in general conception pnmnrﬂy the
latter. .
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an hour-glass survive, the latter a symbol of death rather than an
indication of intellectual activity.4?

During the eighteenth century, the “typus Melancholiae”
suffered a fate common to all traditional forms at this time—
that is to say, it was conventionalised to such a degree that the
true reality of the melancholy mood could only find expression
in other spheres.®® In poetry, Melancholy’'s typical attitude had
degenerated to a mere pose with mournful glance and cheek
propped on hand:

' Say in what deep-sequester’d vale,
Thy head upon thy hand reclin’d
Sitt'st thou to watch the last faint gleqms of light
—as John Whitehouse, for instance, says in an ode dating from
the 1780’s, in which Ripa’s familiar rocks are wrapped in the
grey mist or illumined by the blue flashes of the Gothic school.®
In painting, too, Melancholy’s typical attitude had become a
mere flourish, and so noncommittal that, for instance, the French-
man Langrenée the elder was able to take any mourning female
figure out of a “tableau de grande histoire” and copy it as a
personification of rrnel::uu:holy.“s English art either sentimentalised
Milton’s “pious nun’’~~witness an engraving by J. Hopwood after
J. Thurston, with Melancholy as a heavenward-gazing nun,
cypresses in the background, and a verse by Collins underneath:
With Eyes up-rais’d, as one inspir'd,
Pale Melancholy sat retir'd®
—or even made the melancholic’s saturnine attitude into a
desirable pose for the lady of fashion, as, for instance, to take a
telling example, Angelica Kauffmann’s portrait of Lady Louisa

# I onvre, Inv. Nos. 25196 and 25198, Cf. the efching of Vanifas by J. H. Schénfeldt,
1654 (reproduced in W. Drost, Barockmalerei in den germanischen Landern, Handbuch der
Kunstwissénschaft, Wildpark-Potsdam 1926, plate XV) which differs iconographically from
the Chaperon drawings only in that the main figure is male, and that there is the typically
German insistence on the idea of death.

¥9 Sea above, p. 237 (text).

® John Whitehouse, quoted in E. M. SickeLs, The Gloomy Egoist, New York 1932,

5 Louvre, Catal. No. 450. The figure is identical with one of the female mourners in the
Death of Darius’s Wife in the Nantes Museum. Of the representations of Melancholy prodm:wd
by the so-called “classicism of milien”, which came into fashion about 1760, we may mention
the Douce MéAlancholie by Joseph Marie Vien (engraved by Beauvarlet), personified by a
meditative young woman in a richly decorated room, and a Méancholie by his pupil Frangois
André Vincent, dated 1801, which, according to Nagler, represents “a marvellous female
figure beneath cypress trees”.

# See above, p. 236 (text).
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Macdonald, whose grieving attitude is rendered completely
meaningless by the addition of an anchor of hope.*
Nineteenth-century romanticism, on the contrary, endeavoured
to endow the traditional expression of melancholy once more
with its original meaning, and in so doing it sometimes consciously
reverted to Diirer. But in various ways it broke up the typical
Renaissance compactness of Diirer’s creation, which, for all its
personal overtones, had been objective, and, for all its philosophical
profundity, easy to grasp visually. Whereas we saw how literary
exegesis, in marked contrast to the conception of Diirer then

current, raised the emotion expressed in Melencolia I to the

realms of Faustian metaphysics, the pictorial derivations softened
it to—so to speak—a “private” fecling of loneliness. In both
cases, however, sorrow turns to longing, grief for mankind to a
flight from reality; and, independently of their objective
significance, the romantic portraits of melancholy move us,
accordingly, in an entirely new way. Thanks to this nostalgia,
sorrow gains possession of a. fresh range of objects: instead of
being, as hitherto, limited to present existence, it embraces all
time within the span of imagination. Hence the impression which
the romantic pictures give us, that the longing, whether for a past

beyond recall or for a future without hope of attainment, now for .

the first time enables the theme of the melanchioly mood, so often
and so closely linked with music, to be expressed “musically” also.

Thus the modest Steinle, striving after an “old German”
effect in orthography, lettering and ornament, while at the same
time combining this with the attempt, common to Nazarene
painters, Lo emulate the sweetness of Umbrian art, transforms the
sublime brooding of the Melancholy of Melencolia I into the
humble, quiet grief of a forsaken maiden, in words that read like a
folksong (PLATE 137):

' Jhe lenger jhe licber ich bin allein,
denn tren und wahrheit ist worden klein.®

# See Reynolds's portraits discussed and reproduced (plates 79, 8o and 85) by EDGAR
Winp (“Humanititsidee und hercisiertes Portrit in der englischen Kultur des 18. Jahr-
bunderts”, in Vorlrdge der Bibliothah Warbusg, voLr. 1x {1930-31}, PP- 156 8qq.). Lady
Macdonald's portrait, to which Dr Wind kindly drew our attention, is reproduced in V.

ManNERS and G. G. WILLIAMSON, Angelica Kauffmann, London 1924, p. 97: sce also URSULA,

Hoer, Rembrandt und England, dissertation, Hamburg 1935.

% Water-colour in the Stidelsches Kunstinstitut, Franldfurt; cf. P. WengR, Beilrdge iu
Diirers Wellanschawung; eine Studie iiber die drei Stiche, Ritter Tod und Teufel, Melancholie
wnd Hieronymus im Gehdus, Strasbourg 1goo, p. 82. This picture cannot, of course,.be
adduced for the interpretation of Diirer's engraving, because the wreath on the head of
Maelencolia I is not made of honeysuckle (Teucrium). See above, p. 325 (text).
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Caspar David Friedrich®® broadens, and, at the same time, dilutes
the feeling to a profound longing, without aim or direction, for
something unknown. The form of his picture anticipated the
Iphigenia auf Tauris by Ansclm Feuerbach, who, however, replaced
the unknown distance towards which the romantic painter’s
“lonely maiden” is looking nostalgically, by the all too literary
notion of the “land of the Greeks” (PLATE 138).
|

6t 2. TYPICAL PORTRAITS OF MELANCHOLY IN
: LATE MEDIEVAL ALMANACS

The ambiguous subjectivity of so markedly romantic a work as
Caspar David Friedrich’s naturally forbade as precise a use of
symbols as that which we so far encountered in earlier treatment
of this theme. That does not, however, exclude the possibility
that certain single motifs, originally regarded as notional symbols,
ma.y__have survived as emotional symbols or, equally probabhly,
have been recreated independently of tradition. Thus the wilder-
ness, whence Caspar David Friedrich’s Melancholy is desolately
gazing, is characterised not only by flowerless, tangled leaves
and harsh thistles, but by the “barren tree” which had been one
of her constant attributes in Ripa’s illustration and in German
ba-rqgue poetry, while her lonely captivity is indicated by a
spider’s web, which, curiously enough, also appeared in a sixteenth-
century German portrait of Melancholy (PLATE 139g). This latter
composition, known to us in a South German, or possibly Swiss,
pen-and-ink drawing of about 1530—40,%7 seems to belong to a

8 Drawing in Dresden, 1801; woodcut after it by the artist's brother, Christian, about
1818; cf. W. Kurta, Amitliche Berichle aus den koniglichen Kunsisammlungen, VOL. XxxVI
(1914-15), pp. 229 5qq. The pose of the figure very much resembles that of the well-known
St Helena (London), by Paclo Veronese who, in turn, made considerable use of the engraving
B46o0, :formerly wrongly attributed to Marcantonio and perhaps derived from a composition
by Parmigianino. This engraving, with some modification of the upper part of the body,
was also used as a model for Barthel Beham's Madonna, B8 (cf. A. OeEruging, Dey Einfluss
Marca?ipuw Raimondis auf die nordische Kunst des 16. Jahrhunderts, dissertation, Hamburg
1933, Pp- 104, 113, plate XLI), which, again, was used in Rembrandt's drawing H.d.G.877.
It is therefore-an error when J. L. A. A. M. VAN RijckevoRrser, Rembrandt en de Traditie,
Rotterdam 1932, pp. 121 sqq., unfamiliar with the Pseudo-Marcantonio engraving, treats
Veronese's S¢ Helena as also deriving from Beham. A drawing by Bartolomeo Passarotti in
ﬁji'edm?l”‘d i_’;';‘otl)lec‘:‘i;m, I‘?u‘blished by T. Borerivus and R. WiTTkOWER, Catalogue of the colleciion

YA 1y old masters, formed Siv Roberl Mond, P i
also déxived from this engraviné. g LR R 3% 8

¥ The drawing in the Kcole des Beanx-Arts was published as French by P. LavALLEE in
Les Trésprs des Bibliothiques de France, voL. 11, Paris 1929, p. 88, though the author admitted
that “sujet et style sont plutdt allemands que frangais."" The German origin of the drawing
h°““_!l.'. is established by the artist's inscription “'Sametkiplin”, specifying the bmd—covu'lng'
of t.'he_lt.qa]e figure, whereas the French title "“Un mélancolique spéculatif” must date from a
later owner of the drawing. '
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set of the four temperaments® It has obviously come under
Diirer's -inﬁuence, even if only indirectly, for without it the
speculative content of the picture, already emphasised by the
French owner in the caption, would be as little intelligible as the
numerous symbols of mensuration, or the compasses with which
tl_le meditative melancholic is vainly endeavouring to measure
his _globe (for so Diirer’s sphere is occasionally interpreted, as
for instance, on the clock mentioned above). But the fapt that
Fhls embodiment of deep reflexion no longer appears:as an
idealised female figure, but in the very realistic form of a.?ragged
and barefooted man accompanied by a similar old woman fclcarly
shows that the manner of illustrating the meaning inhé;’-ent in
Diirer’s engraving has reverted to the late medieval type of
:almanac illustrations—to pairs of figures realistically pdfitrayed
in a dramatic relationship. On the other hand, this realistic
pair is surrounded by a quantity of symbols, the meaning of which
goes as far beyond the range of the medieval almanacs as it differs
from that of Diirer’s engraving. The barren tree already mentioned
can still, of course, be taken merely as an indication of winter,

the season which corresponds to the melancholy humour and to

the earth; and also the three zodiacal signs seem to point to the
time of year®; in Ripa, the motif of the barren tree was explained
b}f saying that melancholy produced the samie effect on men as
winter on vegetation. But the brazier beside which the old woman
is warming herself is an implement of magic,% as well as of practical
use, and the parchment on the ground beside her with its six-rayed
star and other magic characters® obviously shows that si'le, like
TLucas Cranach’s “Melancholies”, is concerned with devilment and
wizal:dry. The owl, too, indicates not only night, misfortune and
loneliness in general, but, in particular, the “studio d’una vana

* The sign ¥, the alchemical symbol of the earth, clearly points to the three corresponding
symbols (A = fite, V= water, A == air; cf. G. CARBONELLY, Sulle fonti storiche della Chimica
¢ deli’Alchimia m‘flafm, Rome 1925, p. 23). An additional proof of its being part of a
sequence of four is the presence of the three zodiacal signs, for which, however, -see the
following note. 5

5 The third zodiacal sign for winter, Capricorn, has been replaced by Virgo, but ﬂm may
be 'due mggly to an error, unless, as in the engraved series after Heemskerck, PLATE 144,
wlucl-f we liscuss on p. 397 5q. in the text, the combination of the zodiacal signs is n'geant to
take into acconnt the pathology of the humours as well, ;

® Cf. P. 0'ABANO's Elemenia magica, added to Agrippa’s Occulta philosopkia ;Ldi

x 5 yona editio
p. 561) "“"Habeat [sc. operans] vas fictile novom igne plenum.” PR e .

“ P, p’ABANO, 0p. cit, p. 560: “Deinde sumat hoc pentaculum [the illustration is iflent

with the star in the Paris drawing) factum . . . in charta membrana hoedi.” 155".5'-’-1111011
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sapienza” with which the polemics of the Fathers had reproached
the bird of the heathen Minerva$® The same can also be said of
the spider’s web. The Renaissance considered it an emblem of
“vain toil"”,# so that it seems to refer to the fruitless distraction
into which the equally ill-fated companion of the melancholy
witch has fallen. We do not venture to decide why this partner
is sitting on a barrel; perhaps his bare feet and raggedness suggest
Diogenes,® or it may be merely the modification of an earlier
model showing a globe instead of a barrel® The hedgehog,
however, which has made its nest in this barrel, has only one
explanation. It is an ancient symbol of hesitation, but as applied
to the special case of the toiling thinker it signifies the melancholic’s
destiny of being subject to such strong inhibitions that he can only
achieve his labours, if at all, at the cost of great agony—in the
same way as the female hedgehog delays giving birth to her
young for fear of its prickles, thereby making the birth yet more

painful 8¢

Ficure 2. From Eobanus liesse,
De conservanda bona valeludine,
Frankf{urt, 1551.

Indirectly influenced by Diirer, then, this South German
drawing undertook to intellectualise the late medieval almanac
illustrations, as had already been more crudely attempted in

« Of. Glovasyi Pierio VALERIANO, Teroglifici, Venice 1625, p. 256, with references to 5t
Basil and Hesychius of Jerusalem. Ripa still gives the owl as a symbol of superstition.

& Cf. Grovannt PiErio VALERIANO, op. cit., pp. 342-3: the spider's web denotes “'opera
vana''.

“ Cf. E. Pavorsxy, Hercules am Scheidewege (Studien der Bibliothek Warburg, vot. xvur),
Leipzig 1930, pp. 51 and 110. _

@ Jacob I de Gheyn's engraving, shown in PLATE 143, seems t

8 Cf. Grovannt Pierto VaLEriano, leroglifici, Venice 1625, P. 104. The hedgehog denotes
“Danni che si sentono per l'indugio”, because “questo animele guando Ja femina sente lo
stimolo del partorire, che il ventre le duole, differisce, et indugia A partorire quanto pil: pud;
onde avviene, che il suo parto sempre pil crescendo, maggior dolore poi nel partorire le

arreca.

o suggest this possibility
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the woodcut illustrating Eobanus Hesse's De conservanda bona
valetudine5” We have here an increase in the hieroglyphic a.r}d
emblematic elements, and an added interest, present also in
Cranach, in magic and the demonic. The same development
occurred in later Dutch mannerist paintings, but for quite different
reasons - namely, the tendency, characteristic of this style, to
emulate, as to form, the artistic ideals of the Italian successors
of Michelangelo and Raphael, while at the same time expounding
the imagery in the light of contemporary manners so far as story
and scenery were concerned.

Thus, for instance, in a set of the four temperaments engraved
by Pieter de Jode after Marten de Vos, we find the traditional
pairs of figures both idealised in Italian fashion and brought up
to date in Dutch style. Differentiated according to. type, rank
and dress, they fulfil every requirement of manneristic “grazia”
and “grandezza’’, but they are placed in surroundings which,
though containing the elements and seasons traditionally associate_d
with the complexions and retaining their characteristic
significance,® yet produce the effect of pure landscapes. The
behaviour of the figures themselves is shown sociologically rather
than psychologically, so that an illustration of human dispositions
has been transformed to a certain extent into an illustration of
different social ways of life. The picture of the phlegmatics
might have the title “The Fishmongers”, that of the cholerics
“Soldier and Sutler”, and that of the sanguine pair “Open-air
Duet”. The portrait of the melancholics shows a woman endowed
with all the charms of mannered beauty, but so lost in deep, if
slightly apathetic, meditation over her alchemical problems (an
echo of Diirer’s inspiration) that she cannot be cheered even
by the gold and jewelry which a prosperous merchant is offering
ber. This group, too, corresponds to a well-known type of Dutch

morality picture (generally called “The ill-matched Couple”),

except that in this case the woman has inherited something of
the meditative depth of “melancholia generosa” (PLATES
140, 141).%

¢ Cf. p. 330, Fig. 2.

@ (4. e.g. the windmill in the picture of the “volatile” sanguinic, the tla in flames in
that of the “fiery’’ choleric, the seascape in that of the “watery” phlegmatic.

% The quatrain beneath it is a variation of the Salernitan verses, though ellni[mw‘ng all

the melancholic’s good qualities, The same applies to another sequence of temperaments,
engraved by J. Sadeler after Marten de Vos, in which Melancholy is represented by an almost
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3. MELANCHOLY IN PORTRAITS OF SATURN
' OR OF HIS CHILDREN

The type of portrait of the “children” of the various planets that
was formed in the fifteenth century (PLATE 38), remained relatively
unaitered until well on in the eighteenth century. In a sequence
of _:thc planets engraved by Muller after Marten van Heemskerck,
for instance, the mortals ruled by Saturn are grouped and charac-
terised in exactly the same way as the corresponding pictures in
the Hausbuch or the Tiibingen manuscript as peasants, woodmen,
beggars, cripples, prisoners and condemned criminals (PLATE 144).7
The same master also designed a set of the four temperaments
distinguished by the fact that, as types, they keep entirely within
the framework of the portraits of the “children of the planets”.”
The' representatives of the four humours, too, are collected in
numerous small-scale groups in Heemskerck's picture, arranged in
a unified landscape, and once more characterised according to
elements and seasons; they also appear as representatives of
certain trades and sociological strata. In addition, they are
visibly under the domination of their planetary patrons, who
hover in the clouds, each accompanied by three zodiacal signs,?
the ‘phlegmatic subject to the moon, the choleric to Mars, the
sanguine to Jupiter and Venus, and the melancholic, of course,
to Saturn. Were it not for the titles and the explanatory couplets,
the. observer would scarcely think it anything other than a mere
sequence of the “children of the planets”.

It is, therefore, the more remarkable that the conservatism of
these—in every sense—traditional pictures should have been
breached at one point. It was the point at which the traditional
view_ of Saturn’s nature came into conflict with Diirer’s view of
Melancholy. Whereas we see only the representatives of the usual
planetary trades in the other three pictures—the dancing, hunting,

nﬂ.li.ed.:"yvuma.n wringing her hands, and & man who has fallen aslesp amidst a variety of broken
implements. Here too the connexion with the couples in the Calendar pictures is unmis-
takeable.

a E:fa T. Kerrice, A Catalogue of the prinis which have been engraved after M. Heamsherck,
Cambridge 1829, p. 8.

™ Cf, T. KerricH, op. cit., pp. 98 sqq. Dr Bella Martens kindly drew our attention to
this series.

™ The sigus of the zodiac are those in which, according to old Calendar Jore, the moon
must be if one wishes to bleed successfully a melancholic, a sanguinic, etc. “Quando Luna
est in thauro, in virgine et in capricorno, tunc minutio valet melancholicis”, we read, for
instance, in MArcUs REmxHART, Horae B. V. Mariae, Kirchheim about 1490, quoted above,
P- 297, Dote 56,
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fencing, and love-making worldlings in the sangui ictt
soldler:s, armourers, and so forth, irr:gthe choleﬁc—g?nmglepggla!:;;f;}d
portrait we find the traditional repertory of Saturn’s i:hildre:
reduced to a hanged man (or a suicide) and two hermits strolling
mlthe background. Beggars, peasants, cripples, woodmen, and
prisoners have given place to builders, opticians, and scﬁolars
preoccupied with problems of geomectry and astrology. Here
even more unequivocally than in Diirer, in whose Melencokia I
the sl::el.eton of merely suggested relationships lies hidden’ within
the living body of the visible picture, the nexus Saturn—
Melancholy-Geometry comes to light”; and the fact that this
shou.lcol occur in a series of engravings which is otherwise so
traditional, and which, even when forsaking tradition ha.d::jrielded
oply to the notiqna] and not to the formal inﬂuen::e of Diirer,
i;egzsgsh | more impressive proof of his power of inte}léctua]
. A complexion-sequence by Jacob I de Gheyn (“illu tvl o
with remarkably witty Latin couplets) seems atygrs(t siglitr?ze%e
merely a parallel to the above-mentioned engravings after Marten
de Vos. B'oth are modernisations of late medieval types, Iéading
to genre pictures idealised in the Italian manner and placed in
lan_dscapes distinguished in accordance with the temperament to
which they belong. But Jacob I de Gheyn follows the 5single:
figure type of the almanac illustrations instead of the dramatically
assoc:'ated pairs of figures.” The choleric, for instance, is a s;iva.gc
bewhiskered soldier, surrounded by weapons of war, a gu’ct’eriné
torch a_t h_is side, a burning town at his back, sitting on a Hmm
“and swinging his weapon in a heroically distorted posture. ' The
phleg.matlc 1s an old fisherman with bleary eyes and dﬂpping;hair
shaking all sorts of sea-beasts into a wooden tub on a rm'ny-sfhore'
But even these two figures show themselves on closer insﬁéctiori
to .be something more than idealised figures from coritempbrary
daily life. De Gheyn’s exalted ambition goes one rung higher
than that of Marten de Vos: he reaches out to‘a:ntiquity: and
mythology. For instance, despite his contemporary costume, the

™ The sam red i .
in Prate :o:: tendency can already be observed in the woodcut by Hans Déring reproduced

™ The coarsely humorous metamorphosis of such a serd
the_beginning of the seventeenth mrl.!:tuty in the Nethmc;:pgeu::e‘iyi??g::nabo“
gztmg from 1845. This shows the cffects of drunkenness on the four temperaments. graﬁcph
d arah.c::rs are accompanied by their traditional beasts, the sanguinic by a lamb, the choleric
y  bear, and ﬂTe phlegmatic by a pig, except for the melancholic who is given an ape beca
when dronk he is credited with the ability 1o “invent a thousand tricks". 4 e
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choleric does not wield the modern swords or firearms—they stand
or lie uselessly about him—but an ancient short-bladed sword,
and a round shield completely unserviceable in 1600; he is designed
to remind one of the warriors of classical antiquity or even of
Mars himself. And the “piscis homo”™ in the portrait of the
phlegmatic, both in type and pose, reveals himself as a reincarna-
tion of a classical sea- or river-god, whose urn, while retaining its
form and function, has been transformed into a gigantic straw-
plaited fisherman’s- basket (PLATE 142).

In these two pictures, as well as in that of the sanguine man,
it is rather a question of suggesting mythological associations
than of achieving a mythological identification. But in the
melancholic’s portrait, which here again occupies a special place,
there is a real fusion of the ‘“black bile”” with the classical divinity
guiding and protecting it (PLATE 143). This heroic naked figure
of a thinker, with his veiled head, is none but the ancient Saturn
himself, such as we know him from the statuette in the Museo
Gregoriano or from the fresco in the Casa dei Dioscuri, save that,
with compass in hand and sphere on knee, closed eyes, and weary,
lined face, he takes a share in all the problems of the human
spirit that suffers from melancholy.” And whereas the repre-
sentatives of the other three temperaments were placed in
landscapes which, though allusive and symbolic in character,
yet appeared temporal and unmysterious, this melancholy Saturn
is seated on a globe poised in the universe beneath a starry heaven.

In Heemskerck’s melancholic, as in Jacob I de Gheyn's, what
could only be inferred from Diirer’s Melencolia I was made fully
explicit: that is to say, the essential unity of Melancholy, Saturm
and Mathematics. But while Heemskerck makes his point at the
price of showing his melancholic in a scene of prosaic everyday life,
Gheyn pushes the allegory even farther than Diirer had done.
He not only represents the nature of the melancholic symbolically
but raises him to the stature of a semi-divine being, remote from
all contact with the world of men, who yet carries his human
sorrow with him into the spaces of the heavens.

7 Sp the humorous formula in the explanatory couplet calls him.
b “Atra, animaeque animique lues aterrima, bilis
Saepe premit vires ingenii et genii.”
In point of fact, Jacob I de Gheyn’s Saturn is so closely related in motif to the Afdancoligue
spéculatif in the Paris pen-drawing, PLATE 139, that one might almost imagine that they
were based on the same model. If such an original did exist, the suggestion put forward (text
p. 305) that the barrel in the pen-drawing was a modification of a sphere would have some

supportt.



ApPENDIX I

THE POLYHEDRON IN “MELENCOLIA T”

& NORIZON

Fiouse 3. Reconstruction of the palyhedron FIGURE 4.
on Diirer's engraving.

The large block in the middle ground of Diirer’s engmving bemg
made of sione, it seemed to us to indicate the trade of a “lapicida”,
especially as there is also a stonecutter in the Salone at Padua,
engaged in cutting an admittedly simpler stone (PLATES 32, 33)-
Further, since the block was in the form of a polyhedron, it seemed
to represent descriptive, that is to say, optical, geometry, the
chief task of which was at that time considered to be the mathe-
matical and perspectival construction of such many-sided figures.!

With regard to the stereometric nature of this polyhe@rq_n,
it has generally been looked upon as a truncated rhoml?_md, a
figure formed of six rhomboids which, owing to the cutting off
of two opposite points (those in which the sharp angles of the
rhomboid meet), has been transformed into an octahedror.
Other authors have thought it a cube off which pieces have been
cut. Others again have quite wrongly described this octahedron

! See text p. 328.
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as an icosahedron. Diirer’s engraving of Melancholy is very
carefully constructed with regard to perspective. The focal point
is on the sea horizon, approximately underneath the ¢ in
“MELENCOLIA", and exactly matches the focal point given in
the preliminary study pr34 (PLATE %); and the polyhedron’s
steréometric form is easily ascertainable. At Giehlow’s request,
the late Professor G. Niemann, one of the foremost experts in
this field, undertook a reconstruction of the figure, and we here
reproduce his opinion (cf. Figures 3 and 4).

The figure is a polyhedron with two truncated corners, to all appearances
a thomboid rather than a cube. It rests on one of the triangular surfaces
made by truncating the corners, so that one diagonal of the figure is
perpendicular. FIGURE 3 shows the figure completed.

The perpendicular axis is DIKG. If we draw the diagonals AC, AB
and BC in the three upper surfaces of the figure, we make a horizontal
equilateral triangle. The perspective vanishing-point of the side AB is H,
which is also the focal point of the drawing and the vanishing-point of the
side cornices on the house shown in the picture.

The vanishing-point of the line AC lies about 0.39 m. from the focal
point of the engraving. As the angle BAC is known (= 60°) we can
determine the distance from the eye at 0.225 m.

Further research into the perspective shows that the point D lies exactly
above the centre () of the triangle; it shows, moreover, that the triangle
EFH is also equilateral, and that its centre lies exactly on the axis DG,
and that KI = ID.

The figure is correctly drawn in perspective except for the point G,
which should be shifted to G,; and the lines of the top horizontal plane are
not drawn exactly. This plane lies somewhat below the middle of the line
DI'; a definite relationship cannot be observed between the cut off parts and
the length of the edge. )

If we measure the lines AC and DF with the usual aids to perspective,
we see that they are of different lengths, and that ADCF is therefore not a
square. Figure 4 shows the true form of the surface.

On the whole, the precision in the drawing of the figure is astonishing,
since in Diirer’s time the theory of perspective was not sufficiently developed
for the depicting of the figure in this position. Several other objects in the
engraving are not in correct perspective.

Professor Niemann, then, does allow the possibility of Diirer’s
having intended to draw a truncated cube rather than a truncated
rhomboid, but in our opinion it would do injustice to Diirer’s
powers of perspective, as well as to his illustrative and artistic
powers, to attribute to him such an obvious failure to make good
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his intentions, when he had so much expm-iencé in the c i

f’f asymmet}ical stereometric bodies. In any case, the ﬁ;ﬁﬂ
in Melencolia I, as it now appears, seems both to the innocent eye
and to _exact reconstruction in perspective, to be a truncated
thomboid, in whose completed surfaces the diagonals are related

not as I : 1 but as, say, 10 : 12, the angles being n £.66° ok
say, 80° and 100°, g g not go° each but,

ArpEnDIX I1
THE MEANING OF THE ENGRAVING B7o

The engraving B70 (PLATE 146), generally, for want of a better
title, called The Despairing Man, has hitherto withstood any
attempts at convincing interpretation. It is often stated that the
picture is connected with Michelangelo,? but this does not help
anybody except those who believe it to be a portrait of “the
artist with his work”® And, in any case, the London -Cupido,
from which the motif of the despairing man was supposed to be
taken, has been proved to be a much later work,* and the likeness
to Michelangelo in the profile developed from the drawing 1532
is, as we shall shortly show, pure coincidence. An attempt to
interpret the picture as a vision in a dream? is ultimately as un-
satisfactory as the old opinion that it was merely a “technical
experiment”’.® Whichever interpretation one chooses—the latter
being the more probable, since there is no signature—the artist
would have imagined something sufficiently definite to be repro-
duced, and which sufficiently occupied his mind to flow into the
etching needle of its own accord, so to speak, or even, alternatively,
to appear to him in a dream. Now we can prove that the profile
portrait can be excluded from the picture as a whole, and ignored
in any interpretation, for it is obvious that it was originally
considerably larger, a substantial portion of the cap and a small
piece of the nose having been later removed—and only thus did
the likeness to Michelangelo arise. We can hence conclude that

3 C. Erarusst, Albert Diirer ef ses dessins, Paris 1882, p. 179; M. Tuausixe, Diirer, Leipzig
1884, p. 67; the strongest advocate is G. GRoNAU, in Belvedere, vor. 111 (1923}, pPp. 1 5q1q.

3 F. WmrLer (following A. E. Popp) in " Albrecht Diirer”, in Klassiker der Kunst, 41h edn.,
Berlin 1928, p. 426.

4 F. Krieosavm, in Jakrbuch der hunsthistorischen Sammiungen in Wien, new series, vor.
1t (1929), pp. 247 5qg. The connexion with Michelangelo of the Ecorché, recently suggested
as a substitute (E. TieTze-CoNRAT in Burlinglon Magazine, LXvi1l (1036), pp. 163 59q.), is
just as Joose as that of the London Cupid.

® 0. ScuaNRID, in Belvedere, VoL, vur (1929), pp. 334 sqq.

¢ Revived, with great conviction, by E. Frecuste, Albrechi Diirer, voL. 1, Berlin 1928,

PP- 249 59q.
403
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this profile portrait was originally alone on the plate, and was
reduced in size later when the other four figures were added.
Now these four figures (though we advance this theory with
reserve) could be connected with notions especially preoccupying
Diirer in 1514 (the year of Melencolia I and the drawing 1532)
—notions, that is to say, of the morbid states characteristic of
the four forms of “melancholia adusta”.? Anyone can sense the
gruesome abnormality informing these somehow sub-human
beings, and when we call in the aid of any of the universally
known medical texts describing the four species of “melancholia
adusta’”, the agreement with them seems too close for it to be
merely a strange coincidence. The vacantly smiling youth with
the cannikin in his hand, who is making an awkward attempt
at approaching the sleeping woman, and whose animal-shaped
leg shows him to be a sort of satyr (though the head shows no
signs of it), corresponds to descriptions of the sanguine melancholic
who, “ridicule laetans”, endeavours to enjoy the pleasures of
Bacchus and Venus. “Hos Venus-et Bacchus delectat,” “Et
placet ebrietas et male sanus amor,” say the usual rhymes, and
the sanguine man in the series of illustrations De conservanda bona
valetudine mentioned above (p. 300, note 66) is also handing his
lady a goblet.® In the same way, the “despairing man” tearing
the wild, thick hair that covers his whole head,® corresponds to the
clinical picture of the choleric melancholic who, “terribilis in
aspectu”’, tormented by terrifying “furores et maniae”, “se et alios
percutit”, “cum agitatione et laesione’ as Avicenna says; and even
to-day this form of illness is described as “melancholia agitata”.
The staring head of the old man emerging in so ghostly and isolated
a fashion from the background, could then be the “melancholicus
ex melancholia naturali”, characterised by “tristitia, moeror,
. plurima cogitatio, fuga hominum, corruptae imaginationes”.
Finally, the fat sleeping woman could be the phlegmatic melan-
cholic, with her unhealthy bloatedness and equally unhealthy
desire for sleep; “qui fere perpetuo dormiebat”, says Melanchthon,
for instance, of a patient of this type. There are also two good

? See above, pp- 86-go; the quotatlons following are taken mau:lly from Aviceona,
Platearius, Guainerio and Melanchthon.

8 Fol. 213° of the 1559 edition contains the same woodcut as a portrait of Spring in 2
represeatation of the ioasr seasons!

® The head is not, hcrwever, seen from behind, as Flechsig thmks, but is convulsively bent
forward and seen foreshortened, from the crown downwards.
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reasons for the fact that this type, and only this type, of melancholy
madness is exemplified by a woman. First, there was Diirer’s
intention to provide an object for the sanguine melancholic’s
characteristic sexual excitement. The combination of a smiling
youth with a reclining woman is unmistakably reminiscent of the
famous group of a satyr with a sleeping nymph, as Diirer may
have recognised in a copy of Marcantonio’s engraving B3I19, or
in the woodcut to Hypnerolomachia'; and this seems further
indicated by the goat-like leg. Secondly, there was the doctrine
held by all physicians and natural philosophers that woman was
by mnature “cold and moist” and therefore phlegmatic.
“Calidissima mulier frigidior est frigidissimo viro,” says William
of Conches," and in Johann von Neuhaus we read: “Phlegmaticus
est fﬂg1dus et humidus, sicut sunt omnes mulieres naturaliter,’?

M 4 L I N C o N 1 4.

Ficure 5. Malinconia.
From Cesare Ripa's Tconologia, Padua, 1611

1 Fol. E. 1. %
It Sge p. 105, note 122,
% Seth:t P- 115 sq.

'
&
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Allegories and personifications—cont,
- o % 2}23 wda:&ﬁ, 225 n.30
ame (Fama), 344 and n.207 (on page
Fortitndo (Fortezza), 223 n.26, 242 3;‘.2.

377 n.9
Foy, 223 n.26, 225 n.30
Gaudium, see above Allegrezza
Honore, 344 n.207 (on page 345)
Indignation, 223 n.26, 225 n.30, 229
Ira, 206 n.55

oy, see above Allegrezza

bore, 344 n.207 (on page 345)
Le Cuer, 223
Leisure, 229
Luxuria, 300 and n.67, 302, 303
Meditatio, 375 n.7; in Ripa, fconologia, 387

n.39
Meditazione della Morte, in Ripa, I'cono-
logia, 388 n.q40
Mirth, 227, 228; see also above Allegrezza
Nature, 223 h.26
Optica, 344
Peace, 229
Penitentia, 375 n.7
Pertinacia, 386 n.37 (on page 387)
Pictura, 344
Prudence, 310 n.95
Punitio, 386 n.37 (on page 387)
uiet, 229
eason, see above Entendement

Sapience, 310 n.95 (on page 311)

Science, 310 n.95

Sculpture, described in Doni, A. F., Disegno,
386 and n.35

Silence, 229

Sloth, 301,°303; see also above Ac(c)edia

Solitudo, 374 n.2

Souci, 221

Tristesse (Tristitia), 221 and n.21, 222, 223,
225, 227 N.33, 229, 231

B -
sus ice), 344 n.207 (on ;in
Direr's Mdmgolia !.‘?A. 343 mg?}m;.
344; in Hendrik Goltzius’s engraving, 343
n. 20z

Vanitas (Vanity), 387, 388, 380 and n.44;

Matham, Jacob, 388 n.43; Parmiggianino,

etching, 388 mn.4o; Schénfeldt, J. H,,
etching, 391 n.49

Virtues and Vices, cycles, 297, 301, 302, 303

Voluptas, 299 n.65, 300 n.67

‘Weariness, 303

Zelotypia, 374 n.2

see also Ages of Man, Annus, Choleric,
Choleric Tem: t, Elements, Liberal
Arts, Mechanical Arts, Melancholic,
Melancholy, Months, Phlegm, Phlegmatic,
Rivers of Paradise, Sanguine, Sanguine
temperament, Seasons, Temperaments,
Winds

Altdorfer, A., 339 n.188, 373
Ambrose, St, 163 {., 168, 169, 170, 178

Epistola ad Horontianum on Hebdomad and
Trinity, 164 f. and n.124

Hexaemeron, 164 n.124 (on page 165)

Amiens, Cathedral, cycle of virtnes and vices,

300 N,

Amman, Jost:

Eygentliche Beschreibung aller Stande auff
Erd;n, ﬁz? nr ﬁﬂl ; Woodcut in armorial of
1508, Melancholy, » 8 n.11, ,
380, 382; ¢f. Wollgeggz? 37 o

Amymone, 377 n.9

Anabaptists, 371 -
Anaxagoras, 38 n.86, 71
Anaxi

menes, 5
Andalus de Nigro: on Saturn and his gifts, 158
n.104; Saturn and Philyra in Msgiof, 203
Annus, pictorial representation of, in Zwie-
falten Manuscript, 279 n.g
Anonymous works:
Aeina, 145
Carnival Song (verses on the tempera-
ments), 116 n.148
Commen on Macrobius's, Commentary
on Cicero’s Somuium Scipionis, 182 f. and

nn.

Commentary on Theophilus, Liber de urinis;
see under Theophilus

Conservandae sanitatis prascepla saluberrima
(Commentary on Regimen Salernitanum),
121 and n.155 .

De con da bona valetudine, 200 n.34,
292 n.39; woodcuts in editions of 1551,
1553, 1554 : 300 n.66, and n.177,

De mundi constitutione, 3%; n.182 77404

De guattuor humoribus, 104 n.119

Fiori di Virths, 221 n.21, 227 n.33, 296 n.55

Glosae super Johannitium, see under Hunain
ibn Ishdq, Commentaries on

Képn Koopov, 158 n.104

Les échecs amoureux, 218 n,

Libellus de imaginibus deorum (*'Albricus"),
175 and n.155, 176, 208 and n.47

el

iber ri philosophi, 179 and n.16:

Mirabilia Romae, n:op o ’

Ovidius de qualtiuor humoribus, 102 n.109

Tepi ¢ooros dflpdmov, B f., 33 n.67; see also

. Galen, Comm“entarics

ept Tiis Toil wbopov xaraowevis (xal Tis
roii dvlpdimou (abbr, Tlepi xaraoxevijs), 5?1'.2
6o, 62, 64, 99 n.98, 108 n.131, 112 N.142
ﬁcpnla.r verses on Saturn, 194
asﬁg'g thwan ag-safa'wa-hillan al-wafa’, 99
n.

Regi: Salernit, , 114, 115, 116; com-
mentary on, 121 IS5

Salernitan fragment, and Hugues de
Fouilloi's Medicina animae, 113 n.144

Salernitan verses on the four temperaments,
114 and n.145, 118 n.151, 290 and nn. 34,
36; 206 n.55 369; illustrated in Cod.
Hamilton 390: 298

Sapientia artismedicinae, 611.172, 63 (table)

Solomon and Saturnus, Dialogue, 171

Somme le Roi, 300 f.; Low German version,
302 and n.76

Splendor Solis, 382 n.22

Treatisz on the Teirad, Cambridge, Caius
College, MS 428 : 292 and n.4r

verses on the temperaments, broadsheet,
Gotha, Museum, 118 n,151

210
Anthony, St, with the hermit's bell, 330 n.156
Antigone, 37

Antiochus 1, Berossus’ Babyloniaca dedicated

to, 140

Antiochus of Athens, 10 n.23, 280

Antonine Coins, Saturn on, 106 i

Antwerp, Museum, pictorial sequence of vir-
tues and vices, falsely attributed to Bosch,
3jor, 302

INDEX 411

Aphrodite, 21, 136, 137; ¢f. Venus

Apollo, 260 n.56, 355, 378

Apollonius, quoted by Abi Ma'Sar, 127 n.4

Appelius, J. W, Historisch-morvalischer Ent-
wurff der Temperamenten, 121 and n.161,286

Aquarius, see Water-Carrier

Aragon, Cardinal of, Ficino's letters to 261
n.58, 272 n.10z (on page 273)

Aratea Manuscripts, busts of the planets in,
198

Aratus, and Urania, 309

Archelaus of Macedonia, 26, 33 n.68

Archigenes of Apamea, 44, 46 f., 48, 50 n.133,

59
Ares, 136, 137; ¢f. Mars
Aretaeus, 406 1.120, 47 DN.121—4
Aristotle, 52, 54, 119 LX52, 144, 188, 323, 337
Alberti and, 361 n.266
and Dati, Leon di Pietro, 252 n.31
Ficino and, 256, 258 and n.50, 259 and n.53,
262
Filelfo and, 250 n.27 (on page 251)
and Logic, 312 n.09
notion of genius, 120
notion of melancholy, 67 ff., 75, 151, 247,
249 and n.zo, 250, 251, 358, 300; quoted
by Alain Chartier, 225
Regimen Salernitanum, cited in commentary
on the, 121
and scholastics, 67 f., 113

ém, 310
toporlo ical thought, %ﬁncip!e of, 153
works (incloding doubtful):
De divinatione per somnum, 34 n.6g, 36
n.8o
De generatione animalium, 34 n.71
De memoria et reminiscentia, 34 Nn.73, 35
n.77
De somno et vigilia, 34 n.72, 35 n.75
Ethica Eudemia, 36 and n.79, 39 n.92, 44
n.107
Etkica Nicomachea, 34 nn.bg, 70; 35
n.75; 38 nn.86, 87, 39 n.94; 338 and
n.186
Fragmenia, 30 n.04
Magna Moralia, 35 n.75
Metaphysics, 37 and n.85; 38 n.8g
Poetics, 30 and n.g4
Politics, 38 n.88, 64 n.117
Problemata X1, 38, quoted by Albertus
Magnus, 36 n.82; cited by Ficino, 259
n.53; French translation of, illustra-
tions in, 206
Problem X1, 38, 34 and n.74, 338 n.186
Problem XXX, 1, 151, 42, 43, 44
n.107, 45. 49, 59, 51 and n.135, 53,
56, 67, 68, 69, 70, 71, 72, 89, 96, 379.
quoted by Agrippa of Nettesheim,
356 and n.353; quoted by German
humanists, 278; referred to by A.
Guainerius, 95 and n.g4, 96; and
medieval doctrine of the tempera-
ments, 119 and n.153
Rhetoric, 39 n.93
Topica, 39 0.94 :
pseudo-, Physiognomica, 13 1.34, 55, 59
and nn.164, 165
Arnaldus de Villanova, 266
De da iuveniute, Ficino and, 263

and n.66
De morbis curandis, 88 n.60, 92 n.84, 95
Armnoldus Saxo, his encyclopaedia, 186, 187
n.194

Artemis, 355 1.245

Asclepiades of Bithynia, 44, 45 fi., 53 n.141
(on page 54), 91

Asclepiadiani, 48

Asclepins, 374 n.2; iconographical relation-
ship to Saturn, 196

Athena, 133, 200, 273 n.104; ¢f. Minerva

Athenaeus, Deipnosophistae, 46 n.x14, 134

n.I19
Athenagoras, Apologia pro Christiamis, on
Kronos-Saturn myth, 160, 161 and n.111,
163
Attis, Saturn in similar pose as, 197
Augustine, St, 60, 76 n.22, 166, 247
corrupt passage from, and Cybele fresco in
Palazzo Schifanoja at Ferrara, 171 n.139
Gifts of the Holy Spirit, 165
polemic against notions of Saturn, 161 fi.
portrait of, in a Dutch MS of the Confes-
sions, 314 N.I05
works: .
Contra Fausium Manichaewm, 135 n.27
De civitate Dei, French translation, illus-
trations to, 208; polemic against notions
of Saturn, 161 and n. 115; and Varro on
Saturn, 139 n.44, 161 n.112
De comsensu  evangelistarum, polemic
against notions of Saturn, 162, 163 and
n.ri8
spurious works:

De spiritu et anima, 703 n.115, 265 n.78
Aurelianus, Caelius, see Caelius Aurelianus
Auster, see under Winds, personifications
Averroes:

Colliget Averroys, 9o, 91 and n.79
Commentary on Aristotle’'s Metaphysics 338
n.187 (on page 339)
and Galen's doctrine of crases, 9o n.ror1
and melancholy, go fi.
Averroists, 72 n.15
Avicenna: 86, 87, 88, 404 and n.7
in Ficino, 263
and Galen's doctrine of crases, yu
Guainerius and, g6
and Neoplatonic doctrine of emanation, 152
n.82
and the temperaments, 101
works:
Liber canonis, BS, 8g and n.69, oo n.7z,
93 and n.87, 101 and n.106

Babylon, Temple of Bel, Berossus priest of, 140

Babylonians, planetary doctrine of the, 137
star worship of the, 130

Bacchus, 267 n.81, 404

Bach, Karl Philipp Emmanuel, disputation
between ''Melancholicus™ and “'Sanguin-
ens’’, set to music by, 228 n.35

Bacon, Roger, 264 n.75

Baltis, Aphrodite equated with, 136

Balzac, Médecin de campagne, 236 n.53

Bamberg, Sacristy of St James, Copy of
Diirer’s ‘“Four Apostles’’, 363 and n.207

Barbari, Jacopo de’, and Diirer's art, 364

Barberini, Francesco, 242 0.2

Bartholomeus Anglicus (Bartholomeus de
Glanvilla), De propriefatibus revim, 38 n 61,
175 n.152, 187

Bartholomeus of Messina, translation of Aris-
totle's Problemata, 68 and n.1

Bartholomew, St, 318

Bartolomeo da Parma, g2 amd no2o3 324
n.136
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Basil, 5t, 395 n.62

Basle, Council of {1433), Nicholas of Cusa's
De ¢oncordantza catholica prepared for, 119

Basra the Faithful ef, see Pure Brothers, the

Bathor, Nicolaus of, Bishop, Ficino's letter
to, 256 n. 44

Beatitudes, the seven, and the seven gifts of
the Holy Spirit and the planets, 168 and n.

135

Bec‘?ﬂ:r, 1. H., Kurizer doch grindlicher Unter-
richt von den Temperamenten, 1150147, 121
and n.150

Bede, 100, 102 n.109
anonymous tract among the works of, 3 and

n.4
and Hildegard of Bingen, 110
and Hugues de Fouilloi's doctrine of tem-

peraments, 108 and n.131
putative author of William of Conches's
Philosophia, 102 n.111
works:
De mundi constitutione, falsely attributed
to, 183 n.182
lie temporion ratione, 61, 63 (table), 64,
155 n.104

Beethoven, and melancholy, 238 n.59

Beham, Barthel, Madonna, 393 n.56

Beham, Hans Sebald, 373
Fountain of Youth, woodcut, 329 n.1s1
Liberal Arts (B 121-7), 335 n.176, 375 n.7
Melancholy, engraving B 144, 329 n.155,

377, 379, 380
Planets, cycle of, formerly attributed to, see
under Pencz, G.

Beheim, Lorenz: caster of Diirer's horoscope,
278 n.3; and Willibald Pirckheimer, 220
and n.19

Bel, Zeus equated with, 136

Bellantius, Lucius, 270 n.g9

Bellerophon, as melancholic, 16, 17, 18, 39, 9o,
and n.7o

Bellini, Giovanni: Allegories, 306; Four
Apostles, Triptych in the Church of the
Frari, 308 and n.298

Bellini Jacopo, 211; sketchbooks of, 209 f.

Bembo, Bernardo, Ficino's letters to, 260 n.
56, 261 n.58

Benedict, St, in Dante's Paradiso, 255

Benevento, Triumphal Arch, river god, as
model for Campagnola’s Saturn, 211 and n.
52, 288 n.24

Berchorius, Petrus, see Bersuire, Pierre

Berlin:

Museum, Cassone with Hercules at the
Crossroads, 300 n.67

Print Room, Inv. 2595, spurious Diirer
drawing, 209 n.63

Berlin  (formerly), Kaufmann Collection,
Lorenzo Costa, St Jerome, 212 and n,57

Bernardus Silvestris, De mundi wuniversilate,
106 n.125, 157 n.roz, 185 f.

Berossus (Chaldean), Babyloniaca, 140

Bersuire, Pierre (Petrus Berchorius), Mefa-
morphosis Ovidiana movaliler a wmagistro
Thomas Waleys . . . explanata, 173, 174, 176,
177 and n.160, 178, 208

Berthold of Regensburg, Sermons, 178; vir-
tues and the planets, 166, 167, 168

Bertoldo, plaque by, 306 n.81

Bible moralisée, God the Father as architect
of the world in, 339 n.190 (on page 340), 380
and n.19

Bindacius Recasolanus, Ficino's letter to, 260

n.56
Bloemaert, Abraham and Cornelis, Tempera-
ment-series, Melancholy in, 386 n.37 (on

page 387)

Boccaccio, 172

De claris mulieribus, illustrations in, 206

Genealogia deorum, 174 and n.150, 175, 176,
251 n.28

Ninfale Fiesolano, 218 and n.6

Vita di Dante,254 and n.39

Boeckhorst, ]., Geometria, Bonn, Provincial

Museum, 328 n.150, 386 n.37 (on page 387)

Boethius:

Arithmetica, quoted by William of Conches,
106 and n.124

Commentarii in librum Arisiolelis Tlepl
éppnveias, 180 and n.167

De consolalione Philosophiae, 265 n.78;
Boethius and Philosophia illustrated in
Manuscriptsof, 223 n.27 (on page 224) ; and
pictorial type of Philosophy, 279 and n.11

pseudo-, De disciplina scholarium, see under
Conradus

Bojardo, M. M., Orlando Iinamorato, 220 and
n.18

Bonatti, Guido:
in Dante's hell, 1091
De astronomia, on Saturn, 147 n.66, 167

m.132, 189 £, 212

Bonn, Provincial Museum, Jan Boeckhorst,
Geomelria, 328 n.150 .

Bonnattis, A. F. de, Universa astrosophia
naturalis, engraved title page, allegary of

Art and Practice, 344 n.207 (on page 345)

Bordeaux, Musée Lapidaire, font, 339 n.190

(on page 340) ) .

Boreas, see under Winds, personifications .
Boucicaut, Master of, 223 n.27 (on page 224)
Bovillus:

Liber de sapiente, 347 n.214 (on page 348)

Proverbia vulgaria, on Saturn’s dual nature,
253 and n.35

Brant, Ship of Fools. illustration of Sloth, 301
and n.72, 302, 317 D114
weig, Hieronymus:

Liber de arte distillandi simplicia el m{o-
sita, 1505 edition with Adelphus Muelich's
translation of Ficino's De vifa triplici, 277
n.1; woodcut in 1512 edition, 315 n.107

Medicinarius, portrait of Marsilio Ficino in,
315 and n.11o

Bregno, Andrea, Epitaph in Santa Maria

sopra Minerva, 309 n.93

Bremen, Kunsthalle, Diirer drawings: L 130
(self-portrait), 363 n.271; L 131 (Man of
Sorrows), 373 n.312

Breton, Nicholas, Melancholike Humowrs, 233

n.49
Breughel, drawing, Tolnai No. 77, 314 n.105
Bright, Timothy, Treatise of Melancholie, 233

n.39

Brun, Franz (Master F.B.), Melancholy, en-
graving, 329 n.155, 380 and n.17

Bruni, Leonardus, Epistolarum libvi VIII,
249 Nn.21

Buddeus, Elementa philosophiae practicae, 121
and n.158

Burchard of Worms, Bishop, 178 n.162

Burton, Robert, Anatomy of Melancholy, 88
and n.68 (on page 89), 217 and n.2, 233
Nn.49, 255 n.42; title engraving by Le Blon
in, 374 and n.z

INDEX 413

Byblos, Phoenician coins of, Saturn on, 196
n.z

Caelius Aurelianus, De morbis acutis et chvoni-
cis, 46 nn.115, 116, 119; 48 nn.125, 127; 50
n.I31

Caesar, Julius, 357 n.254

Calcagninus, Caelius, 289 n.27

Calendars:

Augsburg 1480, 299 n.62

Calendar of Shepherdes, 118 n.151

Comgpost et kalendrier des bergiers, 118 n.151

Kalendarius teitsch Maister Joannis Kiings-
pergers, 105 N.211

Konigspergerscher Kalender, 118 n.151

Poetic Calendar for 1763, 237

rhymes attached to the pictures of melan-
cholics in, 302 and n.76

Rostock 1523, 209 n.63

Salzburg 818, 204 n.48, 300 n.8g

Shepherd Calendars, French and English,
206 n.53, 207 n.56; temperaments with
animal attributes in, 378, 379 and n.13

Strasbourg 1500, 209 n.63

temperament-series in, 299

see also Filocalus, Reynmann, Schénsperger,
H

Calliope, and Homer, 309
Cambridge, Fitzwilliam Museum, Elsheimer,
Minerva, 385 n.33
Ca;}iaarius. J., Latin translation oﬁf Diirer's
eory of proportion, 341 n.195, 363 n.275
Campggo{a, Giulio:
Astrologer, 380 n.19
frescoes in the Scuola del Carmine, Padua,
portrait of Diirer in, 333 n.166
Saturn, engraving B 4, 210 f.; 288 and nn.
24, 25; 324 N.135
Saturn, engraving P 12, 288 n.24
Youth meditating on a shull, 388 n.40
Canigiani, Antonio, Ficino's letters to, 268
n.
Card%::‘aus. 157 n.102
Carducci, Filippo, Ficino's letter to, 260 n.56
Cartari, Vincenzo, Le Imagini de i dei degli
anticki, 175 and n.153, 214 n.64
Carus, Karl Gustav, Briefe tiber Goethes Faust,
analysis of Diirer's Melencolia I in, 365
n.z83
Casanova, Memoirs, 50 n.132, 122 n.163
Cassian, Collationes, 76 n.23
Cassiodorus, 46 n.117
Cassiopeia, compared to “Melancholy”, 229
Castiglione, Benedetto, Melancholy, Etchings,
390 and n.46
Cato, Dionysius, sayings of, 298 and n.58
Cato, Uticensis, 225 n.30
Cavalcanti, Giovanni, correspondence with
Ficino, 256 n.44; 257 and nn.47, 48; 258
and nn.50, 51; 261 n.58
Cecco d'Ascoli:
burned at the stake, 246
Ficino and, 256
L'Acerba, 192, 221 n.21
Celsus, Aulus Cornelius, 45 f., 268 n.gz
Celtes, Conrad, Libri amorum, 278 and nn.7, 8;
Diirer's woodcut as title-page of, see under
Diirer
Censorinus, De die nalali, 46 n.115
Ceres, 267 n.81
Cervantes, 233
Chaldees, 189; Saturn as king of the, 171

Champerius, Symphorianus, S honia Plato-
nis l::ﬁ A ris};atgc. el Galeni mtf ippacrate,
262 n.65

Chaperon, Nicholas, *Vanity-Melancholy”,
Dra Paris, Louvre, 390, 391 and n.49

Charles V, 223 n.27 (on page 224), 381

Charles 4'Or! Poésies, 222 n.24

Chartier, Alain:

Espérance ou Consolation des Trois ?crm,
221 ff. and nn., 229; illustrations in, 223
and nn.26, 27; 374

Livre des Quatre Dames, 220 and n.I4

. 30,

Camrburyiadis 231 n. 41; on Saturn, 193 £.
Chebba, Mosaics, 202 n.41, 204 and n.48
Choleric, pictorial representation of, 295, 206

and nn., 207 and n.56, 298, 299 and n.63,

oo and n.66, 302, 397, 398, 399; with
ear, 378, 379 n.13; by Flindt, Paul,

380, n.16; with lion, 296, 379 n.13; with

lion and eagle, by Virgil Solis, 378; by

Vos, Marten de, 396 and n.68
Choleric temperament, Minerva as, 388 n.42
Christ:

Ascension of, 205

Diirer painting himself as, 373

Man of Sorrows, 311

scourging of, pictorial type of the, 201

surrounded by the Four Evangelists, and

Diirer's Celtes woodcut, 279
Christine de Pisan:
Cent Ballades d’ Amant et de Dame, 219 and

n.1
Epuna d'Othéa, illustration of, zo05 f; om
Saturn, 194
Chronos, 213; characteristics of Saturn merged
with, 133, 214
see also Kronos, Time
Chrysippus, 43, 139 0. 44 T
Chrysostom, jJohn, TAPUPETINGS WPOS
Lray« i @wra (De providen-
tia Dei ad Stagirium), 75, 76 and n.21, 77, 86
Churchill, es, poem, 235 051
Cicero:
45, 68, 170, 172
and Aristotelian notion of melancholy, 43 f.,
249 and n.2o, 250 n.27 (on page 251)
portrait of, in Liberal Arts cycles, 311
cited in commentary on the Regimen Saler-
nitanum, 121
and Rhetoric, 312 n.g9
on Saturn as son of Coelus, 176
works:
De divinatione, 42 D.99, 44 N.107, 140
0.47: 378 n.12
De natura deorum, 137 nn.37, 38; 139
n.44, 161 n.112
T lanae disputationes, 33 and n.65,
42 1.99, 43 nn.1oz, 105; 240 and n.19
Cleanthes, 130 n.44
Clementinus, Clementius, Lucubrafiones, on
Mercury and black bile, 260 n.56
Climacus, Johannes, see Johannes Climacus
Cnidus, medical school of, 44
Coburg Bible, Vision of St John in, 314 n.105
Cochlaeus, John, Diirer’s correspondence with
364 n.276
Coelus, Saturn son of, 176
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Collins, W., lines on J. Hopwood’s engraving
of Melancholy after J. 'J?ﬁnnratom. 391
Colonna, Francesco, Poliphili Hypneroto-
machia, woodcut in, 405
Conradus, De disciplina scholarium (falsely
attn;mted to Boethius), 282 f. and n.23, 358
n.zs
Constantinus Africanus: 91, 326 n.144
on dual function of black bile with regard to
sleep, 118 n.151
Ficino on, 256, 263, 269 and n.g4
and Galen’s doctrine of crases, 100, 101
and Rufus, 49 and n.129
works:
De melancholia,, 82, 83 and n.44, 84 and
n.46, 85 and n.47, 86
Liber de coitu, 85 n.49
Practica Pantegni, 86
Theorica Pantegni, 86, 87 and nn.54, 55;
100 nNn.102, 103; Ior and nn.104, 105,
108; 105 n.122; 106 n.124; 369 n.303
Conti, Natale, mythological handbook, 175
Copenhagen, Royal Gallery, Cranach, L.,
elancholy, 383 and n.z5
Cordatus, Conrad, 310 n.117, 320 n.121, 321

n.123
Corio, B., Chronicle of Milan of 1503, woodeut
in, 315 n.107
Cornelius a Lapide, Commeniarii in scripturam
sacram, 77 N.24
Cornutus, tomb of, Rome, Vatican Museum,
Saturn on, 197
Corai%s, Johannes, biography of Ficino, 256
n.4
Corybantes, 200 and n.19
Cos, school of astrology, founded by Berossus,
140
Cos, school of medicine, 44, 48, 57
Costa, Lorenzo, 5t Jerome, influenced by Cam-
pagnola's Saturn, 212, 288 n.24
Cranach, Lucas: 373
Melencholy, paintings, 307 n.82, 331 n.162,
343 n.zo4, 380, 382 and nn. 394, 396;
Copenhagen, Royal Gallery, 383 and
n.25; Earl of Crawford Collection, 382
and nn. 383; The Hague, Collection Dr
Volz, 384 and nn.
Paradise, Vienna, Kunsthistorisches Mus-
eum, 383 n.23
Crater (constellation), in doctrine of the soul’s
" joum;‘y, 156
rates, Fragment, 154 n.
Cratinus, Iodros, :;1 n:':g
Crawford, Earl of, Collection, Cranach, L.,
Melancholy, 382 and n.383
Crellius, lacobus, editor of De conservanda
bona valetudine, 300 n.66
Creon, 37 and n.84
Crete, Saturn fleeing, 160
Cupid, 214 n.64
Curetes, 200

Cusa—cont.
works:
De concordantia catholica, 119 f. and n. 154
De docta ignorantia, 156 n.o8, 172 n.144
Cybele, 171 n.139, 200
Cyreneans, the, veneration of Cronus ameng,
134 n.21

Danae, paintings by Rembrandt and Titian,
D 322 n: 1251) o

amascius, De primis principiis, 154-1,0.
Dance of Death, cycle, Munich, cod. lat. 31_;4:,

331 n.159 :
Daniel of Morley, Liber de naturis inferiorum
et superiorum, 184 and n,186; 185
Daniel, Samuel, 233 N
Dante, 189, 191 i
Ficine and, 256
as melancholic, 254
works: '
Convivio, on astronomy, 333 and n.167
Inferno, description of the avaricious
man, 28g n.27
Paradiso, sphere of Saturn, 255 and n.40
Commentaries on, 252, 253 and n.33
Dati, Leon di Pietro, Commentary on Matteo
Palmieri, La Citté di vita, 252 n.31
Dati, Lionardo, Sfera, 116 n.148, 253 n.35,
288 and n.23
David, see Saul
De Gheyn, Jacob I, femperament-series, 292
n.39, 335 n.178, 395 n.65, 308, 309
Democritus: 6
quoted by Ficino, 259 n.53
and Heraclitus, portrayals of, 227 n.33
in Le Blon's engraving in Burton, Anatomy
of Melancholy, 374 n.2
on melancholics, cited by Agrippa of Nettes-
heim, 356 and n.253 )
named as melancholic by Melanchthon, 89,
Qo0 n.70
on poetic madness, 17 n.49
Democritus iunior, Burton as, 374 n.2
Demogorgon, in Boccaccio, 176
Demosthenes, in Olympiodorum, 16 and n.46
Denck, Hans, Diirer against, 372
De Vries, Series of alchemists, Hermes Tris-
megistus in, 329 n.155 (on page 330)
Dexippus of Cos, 9 n.zo
Diana, Luna as, 203 n.29; “‘phlegm" as, 338
n.42
Didtz 225 N.30
Diodorus Siculus, Bibliotheca, 134 n.22, 28¢g
n.27
Diogenes, 33 n.68, 305 .
Diogenes Laertius, Lives of the Philosophers,
23 0.57, 41 n.97, 43 and n.103
Dionysius of Halicarnassus, 135 n.33
Dionysus, 21, 355; ¢f. Bacchus
Dominicus Gundissalinus, De processione

Curio, Johannes, edition of De ¢ d.
bona valetudine, 200 n.34, 292 n.39, 300 n.66
Curtius, M., on title woodcut in Egenolff,
Book of Formulae, 377 n.g9
Cusa, Nicholas of, 264
copy of the Liber Alchandri philosophi of,
170 n.163
on the melancholic, 284
marginal notes on the Latin translation of
Proclus's Theologia Platonis, 254 n.37
parallel between earth and human iod)'.
143 n.52

di, 265 n.78 (on page 266)
Donatello, 210
Doni, A. F., . ¥
Disegno, allegory of Sculpture deseribed in,
386 and n.35 X
I Marmi, woodcut of Melanckoly in, 328
n.150, 386 and n.37, 387, 380, 300 n.48
Donne, John, 233 )
Dorian mode, 46 n.117
Déring, Hans, woodcut, Melankolya, 314
n.105, 329 n.151, 335 and n.179, 336, 343
n.zo3, 378, 398 n.73 (
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Dorotheus (astrologer), on Saturn in conjunc-
tion with Mars, 147, 148 and n.70
Dresden, Gemaldegalerie, Seven Sorrows of the
Virgin, attributed to Diirer, 362 n.268
Dresden, Kupferstichkabinett, Friedrich, Cas-
pm'GDSVid, Melancholy, drawing, 303 and
n.5
Diirer: 04, 210, 243, 373
and Henricus de Gandavo, 347
horoscope of, by Lorenz Beheim, 278 n.3
a melancholic, 363 and n.271
portrait of, by Cam ola in the frescoes
at Padua, Scuola del Carmine, 333 n.166
visit to Padua, 333 and n.166
works:
Drawings:
L 18, 370 n.306
L 79, study of Direr's wife (?), 289
n.26
L 83, page from illustration to Pirck-
heimer’s translation of the Horapollo,
2
L 3 33, Bremen self-portrait, 363 n.271
L 131, Man of Sorrows, Bremen, 373
n.31z
L 231, 363 n.271
i- 323, 33 ; mg:?
. 403, 4
L 5623, 4m:td Mantegna's lost ‘“Malan-
colia”, 307 n.82
physiognomic drawings, 14
Dresden Sketchbook, 331 n.160

VINgS:

B 40, 322 n.125

B 42, 362 n.268

B 46, 362 n.268

B 48, Apostles, 368 and n.z99

B 49, Apostles, 368 and n.2g99

B 50, Apostles, 368 and n.299, 370

ob

n.3

B 76, the Doctor's Dream, 302

B 84, 322 n.125

B go, 322 n.125

Adam and Eve, 378

St Jerome, 315 n.107, 320 n.120, 350
n.218, 364 n.276

Knight, Death, and the Devil, 350 1. 218,

Mg:gmm af the Wall, 318
Melencolia I, 228 n.36 (on page 229),
241, 245, zlif-s'rs wa;f&i‘osiﬁ
Campagnola’s engra 3
212; description of, by Melanchthon,
319 Dn.117, 320 n.I2I, 321 0.I23;
described by James Thomson, 233
n.49; and posterity 3? ff. .
Steel engraving B 70, “The Despairing
Man', 105 n.122, 349 n.217 (on
3 1113838 350), 403 fl.
ngs:
pm;u Saints, 363 n.271
Barberini picture, 370 n.306
costume picture L 463, 322 n.125
Four Apostles, : Munich, 36z n.268,
366-373 passim
Heller Altar, 370 n.306, 372 n.311
Self-porirait, L. 429, 363 and n.273
Prayer book of Maximilian I, Acedia in,
317 and n.114; St John on Patmos in,
314 N.105
woodcuts:
B3, 3220.12§5
B 38, 370 n.306, 372 n.311

B 60, St John on Patmos, 314 n.105
B 70, 314 n.105
B Bo, 322 n.125
B 84, 322 n.125
B 88, 322 n.125
B gz, 322 n.125
B 113, St ferome, 314 n.105
B 117, 362 n.268
The four complexions in Conrad Celtes's
Libri amorum, 279, 280, 292, 325, 370
and n.306, 371
Triumph of Maximilian, 304 n.79 (on
. Ppage 305)
writings:
Four Books of Human Proportion, 280,
281 and nn., 362, 365 and nn.
Unterweisung der Messung, 328 n.iso,

331
draft of book on painting, 281 {. and nn,,

340 1.
letters: to Cochlaeus, John, 364 n.276; to
Pirckheimer, 363 n.z71
spurious works: Dresden, Seven Sorrows of
the Virgin, 362 n.268

Eck, Johann, De primatu Petri librt tres, 372
n.311

Eckga.rt, Master, Sermon LXVII (attributed
to), 167 and n.133, 168 and n.135

Egenolff, Book of Formulae, title woodcut,
copy of Diirer's Melencolia I, 377 and n.g

Electra, 37

Elements, the four, personifications, 203 n.44,

2

Elsgfimer. Minerva in the attitude of Melan-
choly, painting, Cambridge, Fitzwilliam
Museum, 385 n.33

Empedocles, 5 ff., 8, g, 17 n.4¢, 19

Engel, Johannes (Johannes Angelusi. dsiro-
labium planwm, 150 n.78, 316 and n.111

Engelhart, Daniel, 367 nn.291. 202

Epigenes of Byzantium. cn Saturn, 15~

Erasistratians, 44

Erasmus of Rotterdam, 243

Ermengaud, Matfre, Le Brevzan £ nn 110
n.152, 208 n.47

Eros, as Carpenter, 308, 3co ng3 onp
¢f. Cupid

E.S., Master, engraving (Lehrs 203 206 153

Euclid, and geometry, 312 nog portrait of
in Liberal Arts cycle, 311

Eugenius 111, Pope, 185

Eurnipides, 16

Eurus, see under Winds, personifications

Euryphon of Cnidus, §

Eusebius, Praeparatio evangelica, description of
Phoenician Aion 196 and n.2, 214 1n.64

Eustathius, in Iliadem, 154 n.8a

Eve, creation of, 105

Everhard of Wampen, Spiegel der Natur, verses
on the temperaments in, 116 and n.149

Eyck, brothers van, 81 n.38

il

Fani, Sheik Mohammed, Dabistdn, 140 n.76

Faust, and Diirer's Meizncolial, 365 and n.283

F.B., Master, se¢ Brun, Franz

Ferdinand I, Grand Duke, pettion to by
Baccio Bacelli, 273 n.104

Ferrara, Palazzo Schifanoja. Cybele frecco,
171 n.139

Feti, Domenico, Melanckoly or Medilation
388 and n.43; 380 and nn.; 390
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TFeuerbach, Anselm, [phigenia auf Tauris, 393
Ficino, Marsiho 86 n.30, 95, 97. 189, 243
245 and n.8 247 and n 14, 250 and n.24,

326 and n.144, 327, 372 -
\gr.cp.. of Nettesheim and, 278, 352, 350
n.253. 358

and astrology, 270 and nn.g8, 99
cosmology of, 263 fi.
Diirer and, 362
horoscope o{ 256 and n.44
and magic, 269 and nn.g5, 97; 4s a melan-
cholic and a child of Saturn, 256
notion of melancholy and genius, 255 fl. and
nn., 284, 345, 350, 362 n.268
remedies for melancholy as discase, 256
n.46, 266 fi. and nn
portrait of, in H. Braunschweig, Medicin-
aris, 315 N.110
works:
Apslegia, 264 and nn.71, 73, 269 and n.97
Commentaries:
on Plato, 262; on Plato's Symposium,
2118 n.g
on Plotinus, 256 n.44, 273 n.106
Lie smmortalitate antmarum, 262
De veia Hiphet, 31, 32, n.63, 33 n.64, 72
n.1y 88 and n66, 258 fi. and nn; 346
and n.210, 347 and n.211, 349 n.217
jon page 350); on the bat, 323 and
n.t33; and Direr, 281, 340, 348 known
in Germany, 277; on melancholy, am-
bivalence of, 249 and n.22; and Peutin-
ger, 278 n.5; on Saturn, 159 and n.105,
253 and n.34, 254 and n.36
Letters: puhl:shed by Koberger 1497, 277
to Aragon, Cardinal of, 261 n.58, 272
n.1o2 (on %aga 273)
to Bembo, Bernardo, 260 n.56, 261
n.58
to Bindacius Recasolanus, 260 n.56
to Canigiani, Antonio, 268 n.g3
to Carduecci, Fi.ligpo. 260 n.56
to Cavalcanti, G., 256 n.44, 257 and
n.47, 258 and nn.50, 51; 261 n.58
to Forll, Matteo da, 271 n.100
to Gaddi, Francesco, 274 n.110
to Jacopo Antiquario, 260 n.57
to Nicolas of Bathor, 256 n.44
to Pico della Mirandola, 257 n.49, 273
n.105, 274 n.109
to Pierleoni, 273 n.1o6
to Rainald, Archbishop of Florence, 259
n.52, 261 n.58, 271 n.100
to Raffael Riario, Cardinal, 261 n.58
to Valori, Niccold, 260 n.56
Letters to, from Pico della Mirandola, 274
n.107
missive to King Matthias of Hungary,
258 n.50
Filarete, 242 n.2
Filelfo, Francesco, Letfer fo Lodovico Gonzaga,
250 n.27
Filidor, Dzbau between Melancholy and Mirth,
227, 228 and n, 36
Filocalus, Calendar of A.p. 354, 140 n.47, 198,
208 n.47
Firmicus Maternus, Matheseos libri VIII, 147
n.68, 149, 150 and n.78
Fish (zodiac-sign), 257 and n.47
Flindt, Paul, Quatuor monarchiae, partes
mundi, etc., 343 n.z03, 380 n.16
Florence:
Cathedral, Campanile, reliefs, 209 n.48, 310

Ilorence—cont.
Neoplatonism at 96, 273, 277, 281, 351, 361,
362
Palazzo Riccardi, roundels in the courtyard,
376
Floris, Frans, “Dialectic’ in The Liberal Aris
s.iumbmng during the war, 386 n.37 (on page

387)

Flotner, title woodcut in Vitellio, ITepi dmrucis,
328 n.150

Foligno, Palazzo Trinci, subscription to a
fresco in, 194

Forli, Matteoda, Ficino's letters to, 271 n. 100

Fortune, wheel of 202

Foxton, sez Johannes de Foxton

Freytag, Dr Johannes, Bericht von der Melan-
cholia Hﬂmkondrm title engraving, joz
n.7s, 34?

Friedri Caspar David, Melancholy, draw-
ing, Dmden 393 and n.56

Fulgentius, 172, 252 n.31, Mythologiae, 170,
176 and n.157, 177

Gabriel, and Luna-Artemis, 355 n.245

Gaddi, Francesco, Ficino's letters to, 274
n.IrIio

Gaea, 135

Galen:

4. 8, 10 n.22, 11 n.27, 14 n.38, 47, 67, 69,
73. 74 nn.17, 19; 82, 84, 88, 91, 93 n.85,
122, 188, 267 n.91 (on page 268)

quoted by Albertus us, 36 n.B2

anatomy of the brain"’, 69 n.5

on black bile, 44, 45

doctrine of crases, 93, 99, 100, 101 n.108
(on page 109), 148

Ficino and, 262

and humoralism, 48

and Rufus, 49

on temperaments, 57, 60, 61, 62, 63 fi.; see
also above, doctrine of crases

works:

Commentaries:
In Hippocratis epidemiarum libros 1 el 2,
9 n.20, 57 n.158
on ITept $voos dsfparmov, 42 n.1o1, 57 L.,
61, 62 (table)
De locis affectis, 15 n.42, 16n4,4 52 f.
De placitis Hip kibri
novem, 10 I. 23
De temperameniis, 52 n.i4o; 57 n.158;

101 n.108
De usu izem, 105 ML.I22
l'Itpn n:pamv. 13 1.30, 57

Hepi X ts, 15 0.43
'lixn]l tarpucy, 63 (tac?e? 65 n.17s
Spurious works:
Opot mrpwm 8'} 57
1lept xvpdw, 60, 61, 62 (table), 64, 8g
n.69, gg n. 98
Galenists, 65, o1
Galileo, 361
Ganymede, Aquarius as, 203
Gauricus, Lucas, Oratio de laudibus astrologiae,
256 n.43
Gellius, Aulus, quoted by Agrippa of Nettes-
heim, 357 n.254; Noctes Atticae, 16 and
n.48, 42 n.100
Geraldo de Solo, commentary on Rhazes, o8
and n.g6
, Matthias, Melancholy, painting for-
merly Vienna, Trau Collection, 380 and n.
19, 381, 382
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Gesner, C., Newe Jewell of Heaui title wood-
cut in, 329 n.155 (on page 330)
Glm-landmo St Jerome, in Ognissanti, 314 n.
105
Giorgio, Francesco (Franciscus Georgius), Har-"
monia mundi totius, 277, 278 n.2
Giorgione, 209, 288 n.25
Giovanni da Concorreggio, Praclica nova, 88
and n.64, 92 n.80, 93 and n.85
Giovanni d’Arcole (Johannes Arculanus),
Practica, 9z n.81, 94 n.8g
Girolamo da Santa Croce, 212
Gnosticism, origin of doctrine of the soul’s
journey, 156 and n.g9, 157
Goat (zodiac-sign), 138 n.40, 203; children of
the, 144 n.57 3
God the Father, as architect of the world, 339
n.1g9o, 380 and n.1g9
Goes, Hugo van der, see Hugo van der Goes
Goethe, 232 n.46, 236; Werther, 236 n.52
Goltzius, Hendrik, Engraving B 111, Ars and
Usus, 304 1179 (on P’Ge 305), 343 n.202
Gordonius, B., nun-
cupaia, 88 a:nd n.6z
Gotha, Museum, broadsheet with verses on
the tem ents, 118 n.151, 297 n.56
Gower, John, Confessio amantis, 184 n.18s,
193 and n. zoﬁ 194 D.207
Gra.y, Elegy, 236 and n.s3
r;;ory of Nazianzus, 5t:
omilies, 199, 200
Contra Iulianum, 198
In sancia lumina, 160 n.110, 199 {.
Guainerio, Antonio: 255 n.41, 266, 404 0.7
and melancholy, o5 ff.
Practica, 88 and n.65, g-z n.81, 92 n.84 (on
page 93), 94 n.88, 95 ff
Guariento, frescoes in Padna Eremitani, 203
and n.30, 287 n.zo
Guarino, Battista, Pastor Fido, and Saturn,
273 D.104
Guercino, Notte, 300 and n.48
Guglielmo de Corvi, sez Guillelmus Brixiensis
Guido Colonna, Historia Trojana, on Saturn,
150 n.78
Guillaume de Digulleville, Pélerinage de la Vie
Humaine, 287
Guillaume de Lorris, see Roman de la Rose
Guillelmus Brixiensis (Guglielmo de Corvi),
Practica, 55 n.150, 88 and n.63, 92 n.Bo
Guillemean, ]., Tables anatomigues, title en-
graving in, 388 n.42
Gyraldus, L. G., De deis genfilium varia et
multiplex historia, 175 and n.155, 176, 178

Hades, 134; Saturn cast into, 142; ¢f. Tartarus
Haly Abbas, see ‘Ali ibn Abbés

Hamlet, as tragic melancholic, 235
Hannibal, 225 n.30

Hausbuch, children of the planets in the, 397
Hecate, 267 n.81

Hector, as melancholic, 36 n.82, 68 n.1, 71

Heemskerck, Marten van:
secill:enoe of the  planets, engraved by
uller, 307
temperament-series, n.178, 397; melan-
dl:oﬁc poogpess 335 0.178, 397
Helios, see Sun

Henricus de Gandavo:
93 . 33, 337, 345 cggksy ! i
of, 347, ;
and Dﬁrer, 348 3 »

Henricus de Gandavo—cont.
quoted by Pico della Mirandola, 347 and n.

21
Quod?!bcta on melancholics and mathe-
maticians, 338 and n.187
Hephaestion (astrologer), 144 n.57
Hephaestus, 133
Heraclitus, 39 n.g4; Dmml.::; mr-
trayals of, 277 n.33; in Raj 's of
Athens, 288 e

HzrwA les (l-leﬂmll es):
res {phnet ua with, 1
'Ruas, 278 u.537
chowa o! 251

at the Crossroads, 246, 299 n., 65, 300 n.67;
etching by Christoff Murer, 335 n.x76
as “"Fortezza", 242 n.2
Labouu of, 174, 373
melancholic of, 16, 17, 18, 89, 9o
n.zo
Hermannus Dalmata:
De essentiis, 184 n.187
translation of Abii-Ma'3ar, 128 nn.5 and 6
Hermes, equated with Nebu (Babylonian),
136; Pschhopompus and Michael, 355 n.
245; ¢f. Mercu
Hermes Tnamegmtus. 174, 230, 329 N.155 (on
page 330)
Hermippus, Anonymi Christiani Hermippus de
astrologia dialogus, 158 n.105
Herodicus of Cnidus, 8
Hesiod: 134 f., 153, 356 and n.253
Theogony, 134 and n.17, 135 and nn.26, 28,
32; 150 n.79
Works and Days, 134 and nn.19, 20
Hesperus, 136
Hesse, Eobanus:
editor of De conservanda bona valetudine,
300 n.66, 335 and n.177, 396
Farragines, 118 n.151 (on page 119)
Hesychius of Jerusalem, 395 n.62
Hﬁdeg;rd of Bingen, St: 113, 143 n.52, 267
n.81
Cawsae el curae, 79 and n.32, 8o and n.33,
& 110 f. a:;d nn.133-5, 137. :38 112
octrine of tem ts, 110
and mel-szm:ln::lylf'e'gr;m‘;;,l 82
Hippocrateans, 12, 33, 51, 101
Hippocrates: 84
orpus Happozmm:um 13
in Ficino, 262
cifﬁd by Jerome, 76 n.2z
and “physiognomy"”, 55
works ascn%s;lowy
Aphorismata, 15 n.42
Epidemics, 15 nn.40, 41; 34 n.74; Galen’s
commentary on, see under Galen
Iepl dépav, V8drawr, Témwr, 12
IMepi diowos dvbpiimov, see under Anony-
mous works
Holcot, Robert, Moralitates, 173
Holderlin, F., 239
Holy Spirit, gifts of the, and the seven planets,
, 165, 166, 168, 178
Homer:
in Aristotle, Problem XXX, 1, 19, 20
and Calliope, 309
on Kronos, 134 f.
Iliad, 134, 135, 139 n.43
as melancholic ted by Agrippa of Nettes-
heim, 356 and n.253
quoted by Melanchthon, go and n.70
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Hondius, Hendrick, Pictorum aliguot cele-
brium . . . effigies, engraved title page, 344
and nn.zos, 206

Honein ibn Ishiq, see Hunain ibn Ishaq

Honorius of Autun, 62 n.173, 102 n.111, 143
n.52

Hanhwood. J.. Melancholy, engraving after J.

urston, 391

gm'ace: Epistles, 244 ‘n.6: Odes, 140 n.47
orapollo, 314 n.105 (on page 315), 322, 32

Hugh of St Victor: 78 nn.27 al?dsz)ss i
D;‘dg;mm‘ou, on the two types of astrology,

1
Hugues de Fouilloi's De medicina animae
formerly attributed to, 107

Hugo de Folieto, see Hugues de Fouilloi

Hugo of Siena (Ugo Senensis), 86 n.50

Hugo Sanctallensis (translator), Liber Aris-
l‘o!;!is de cclv Indorum voluminibus, 129 and
n.

Hugo van der Goes, melancholy illness of,
described by Gaspar Otthuys, 8o f.

Hugues de Fouilloi, De medicina animae, 107
ff. and nn.; 112, 113 and n.144, 122

Hugues de Libergier, monument of, 310

Hunain ibn Ishiq (Johannitius):

Isagoge in artem parvam Galeni, 99 and n.go
Isagoge in Tegni Galeni, 53 n.141
Commentaries on, 113 n.144; Glosae super
Johannitium, 104
William of Conches and, 104
Hyginus, Fabulae, 170

Iamblichus: 44, 169, 358
De mysteriis, 44 n.108, 152 and n.83
Ibn Esra, A, 290 and n.32, 322 n.127, 332,
383 n.24
Tsaac de Stella, Epistula de anima, 265 n.78
{on page 266)
Isaiah, 164 and n.124, 166
Ishiq ibn Amrin: 54, 01
-and Rufus, 40 and n.129
work on melancholy, 83 ff., 86 and n.52
Ishtar, 136
Isidore of Seville: 76 n.23, 137, 171
cited by Bartholomeus Anglicus, 187, 188
and Hildegard of Bingen, 110
and Hugues de Fouilloi's doctrine of tem-
peraments, 107, 108 and n.131
on the humours, 65 f,
MSS of, tetradic systems in, 292 n.41
works:
De natura verum, 158 n.1o4
Etymologiae, 12, 50 n.132, 53 n.141 61
n.172, 63 (table), 65 and n.178; 66 and
nn.179, 180; 102 N.109, 135 n.33, 157
nn.10z, 107
Isis, Aphrodite (planet) equated with, 137
Ismene, 37
Ivo of Chartres, Bishop, 178 n.162

}acobsan, J. P., Marie Grubbe, 240 and n.61
ames, St, 371
Jamnitzer, Wenzel, Perspectivacorporum regu-
larium, 328 n.150
Jandun, Jean de, see Johannes de Janduno
Janssens, Abraham, Malinconia and .Alle-
grezza, painting, 227 and n.33, 228 n.36 (on
page 229), 387 n.39
}anus. and Saturn, 160, 285 n.6
anus Damascenus, ses Yuhanni ibn
Sardbiyin
Jean de Meung, see Roman de la Rose

Jean de St Paul, Flores diaetarum, 112 f. and
nn.; 119
Jerome, St:
Epistula CXXV, 76 n.22 :
portraits of: .
and Campagnola’s Saturn, 288 n,2
Costa, Lorenzo, 212 t
Direr’s engraving, 315 n.107, 320 n.120,
350 n.218, 364 n.276 :
by Ghirlandaio, in Ognissanti, 314 n.105
and Vanity pictures, 388
Jews, as illustration of the melancholic tem-
perament, 121
Jode, Gerard de, planet-series and tempera-
ment series after M. de Vos, see under Vos,
Marten de
Jode, Pieter (Pietro) de, Varie Figure
Academiche, engraved title page, 344 n.z07
Johannes ab Indagine, Inirod. apotelesmat. in
Chyromant., 278 and n.6
Jobannes Angelus, see Engel, Johannes
ohannes Anglicus, see John of Gaddesden
ohannes Arculanus, see Giovanni d’Arcole
ohannes Climacus, 76 n.23 _

Johannes de Foxton, Liber Cosmographiae,
cycle of the four temperaments, 296 n.55
Johannes de Janduno, and Pietro d'Abane,

72 M.I5
Johannes de Sancto Paulo, see Jean de St Paul
Johannes Hispalensis, translation of Abi
Ma‘3ar, 128 nn.5, 6; 190
}oluumes Lydus, De mensibus, 134 n.22
ohannes Monachus (pupil of Constantinus
Africanus), possibly author of De quattuor
ibus, 104 n.119
Johannes Scotus, Commentary on Martianus
Capella, 172
Johannes  Trithemius, see Trithemius,
ohannes
:{o annitius, see Hunain ibn Ishiq
ohn Chrysostom, see Chrysostom, John
John aDamascene, De virtutibus et wvitiis, 98
n.z
John Evangelist, St: 287
on Patmos, by Diirer, 314 n.105
as sanguine, in Diirer's Four Apostles, 369,
371, 372; in Rubens' Evanmgelists, 169
304
vision of, 314 n.105
John of Gaddesden (Johannes Anglicus), Rosa
anglica, practica medicinae a capite dd pedes,
92 n.81, 92 n.84 (on page 03), 94 n.8
John of Neuhaus, Tractatus de plexionib
(attributed to), 115 and n.i47, 116, 200
and n.35, 405 ;
John of Salisbury, Policraticus, 27z n.102
(on page 273)
John Ridewall, Fulgentius metaforalis, 173,
177 and n.159, 207, 208
Jonson, Ben, Every Man in his Humour
235 and n.51 !
Every Man out of his Humour, 235 n.51
Josephus, Flavius, Conira Apionem, on Beros-
SuS, 140 .45
Judas, as melancholic, 121, 192 n.217, 286
ugurtha, 225 n.30
julian of Laodicea, on Saturn and the melan-
cholic, 145
uno, 206 and n.39
upiter: 130, 162, 254, 353 n.233
auspicious planet, 140, 168; to be invoked as
aid against Saturn, 271 and n.100, 272
and blood, 128
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Jupiter—cont.

Capitolinus, 162

Cavalcanti's star, 257 and n.47

children of, 190

and Kronos-myth, 139 n.44, 162, 163, 174,
181 n.173, 186

dual nature of, 251 n.30 (on page 252)

and geometry, 333

gifts of, 156, 157, 166 n.128, 167, 185, 193
1.205

the god and the planet, 133

connected with the liver, 130 n.g

magic square of, 325, 326, 327 and n.148

as Marduk (Babylonian), 136

name of day of the week (in Martin of Bra-
cara), 163 n.1zo

nature of, 128 n.5, 132, 264

in Neoplatonist ‘‘series", 151

patron of men in law, 260 n.56

portraits of, 205; bust, in Aratea MSS, 198;
in oriental illustration, zo2

“ratio” and, 272, 347

and sanguine temperament, 127, 187, 397

and Saturn, 278

and serious music, 268 n.g3

and the seven ages of man, 149 n.74

see also Zeus

Juvenal, 140 n.47, 172

Kairos, 160, 213, 214 and n.64
Kant, Observations on the Sense of the Beautiful
and the Sublime, quoted on the tempera-
ments, 122, 123 and n.166, 363 n.275
Kaunffmann, Angelica, Portrait of Lady Louisa
Macdonald, 391, 392 and n.54
Keats:
and Melancholy, 236
Ode on a Grecian Urn, 238 n.58
Qde to Melancholy, 238, 2390
Sonnet, 238 n.58
i Geiler von, Sinden des Munds,
satirical woodcut in, 314 n.105

ngmmm doliorum, 313 n.103
al-Ki 28, 129 and n.7
Kircher, Athanasius, on journey of the soul,

157 n.10z
Klopstock, An Ebert, 236 n.52
Koberger, publisher of Ficino’s correspondence
in 1497, 277
Kronos:

castration of, 206 f.

characteristics of, 133 ff., 255

— Chronos, 139 n.44, 154, 162, 201, 212;
regarded as sun in Macrobius, 154 f.

devouring the stone, 160 n.110

myth, in polemics against the gods, 160

in Neoplatonism, 153-70

— Nemesis (Egyptian), 137

~— Ninib (Babylonian), 136

— voils, 153, 154, 155

in 01Ph|5mr 135, 154

Phoenician, 196

physiognomy of, 144 and n.56

Plato’s interpretation of, 153, 154 and n.8¢

polarity of, 133, 134, 158

in Pythagorean , 138

— Saturn, 133, 135, 136, 143; guardian of
wealth, 285

imprisoned in Tartarus, 143, 144

and Uranus, 196 n.3, 199

as Lord of Utopia, 134 n.19

with veiled head, 287

¢f. Saturn

Kyeser, Konrad, Bellifortis, Manuscripts of
193 n.205, 296 f.

Lactantius, Divinae instifutiones, 135 n.34,
160 and n.108, 163 n.118, 174
ps.Lactantius, Narrationes, 170

Lambaesis, Mosaics, 204

Lana, Jacopo della, Commentary on Dante,
252, 253 N.32

Landino, Cristoforo:

C Idulensi C tions, 245 and
n.1o, 260 n.57
Commentary on Dante, 253 and n.33

Lanfranc, 69 n.6

Langrenée, Melancholy, Paris, Louvre, 391
and n.52

Last Judgment, 205

Latinus, Picus grandfather of, 274 n.108

Latium, Kronos's flight to, 143, 150 and n.7q,
160, 162

Le Blon, title-engraving in Burton's Anatomy
of Melancholy, 374 n.2

Legrand, Jacques, Observations on Death and
Judgment Day, 232

Lemnius, Levinus, De habitu et constitutione
corporis quam Graeci wpdos, triviales com-
plexionem vocant, 121 n.157

Leningrad, Hermitage, Rembrandt, Danae,
322 D.125

Leonardo da Vinci, 60 n.5, 143 n.2, 189, 342,
360, 361

Leone Ebreo, Dialoghi d’Amore, on Saturn's
dual nature, 253 0.35, 271 n.100

Leopold of Austria, Archduke, 256 n.43

Leroy, Henri, engraved series of the planets,
383 n.24

Lessing, G. E., 237
Briefe die meueste Literatur betreffend, on

Petrarch's "melancholy’’, 248 and n.17
Nathan der Weise, 232 and n.46
Lethe, in doctrine of soul's journey, 155
Liberal Arts:
Cycles: 206, 307 fi.
Beham, H. S, 335 n.176, 375 n.7
Broadsheet series from Alsace, 312 ngg
Lucas van Leyden's drawing, 330 n.157
Naumburg, Cathedral, 385
Virgil Solis, B 183-9, 335 n.176, 375 n.7
Arithmetic, 309 n.g1, 312 n.gg
Astrology, 288 n.25 (on page 280)
Astronomy, 312 n.g9g, 313n.102, on Nurem-
berg Clock, 385
Dialectic, in Flons, Frans, The Liberal Arts
slumbering during the war, 386 n.37 (on
page 387) )
Geometry, 307, 312 0.99, 316, 317, 330, 346
and Acedia, 335
A.C., Master, 376
Boeckhorst, J., 328 n.150, 356 n.37 (on
page 387) )
Diirer's Melencolia I as, 316 1., 322, 332
Euclid as, 311
in Martianus Capella’s description, 313
nn.rol, 102; 314
in Reisch's Margarita philosophica, 312 1.,
327 fi., 332
Saturn and, 333, 334 and n.174, 335
Grammar, 312 n.99
Logic, 312 n.gg
Mathematica, 306 n.8t
Mausic, 311
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Liberal Arts—cont,

Philosophia, 223 n.27 (on page 224), 348;on
Diirer's Celtes-woodcut, 279

Rhetoric, 311, 312 and n.gg
Theologia, 348

Ligozzi, J., Allegory of Avarice, 286 n.11

Lille, Musée Wicar, Lucas van Leyden, Geo-
melry, drawing, 330 n.157

Limburg, brothers, Les frés riches heures de
Jean de France, Chantilly, Vision of St John,
314 n.105

Lion [xadmc -sign), Saturn in, in Ficino's horo-
scope, 257 and n.47

Locher, Jacob, Panegyrici ad regem . . ., wood-
cut in, 315 and n.109

Lomazzo, (. P., Idea dei‘ tempio della pittura,
232 M.45, 251 0.30

London, Victoria and Albert Museum, Melan-
cholv, stained glass, 379 n.13

Longinus (pupil of Conrad Ceim) 278 n.7

Louis XI, story by, meaning of the word
“mérencolie”’, 219

Lucan, Bellum civile, on Saturn, 140 n.47, 141
n.48, 172

Luc:s van Levden, Geometry drawing, Lille,
Musée Wicar, 330 n.157

Lucretia, 225 n.30

Lucretius, 356 and n.253

Luke, St:
as melancholic, in Rubens’ Evangelists, 369

n.304
painting the Virgin, 312 n.g9, 362 n.270

Lullus, Raimundus: 92 n.83, 319 n.117
Principia philosophiae, 69 n.6
Tractatus novus de astronomia, 337 and nn.;

338

Luna, see Moon

Luther, Martin, 246, 336; Diirer and, 372, 373

Lycophron, Alexandra, 154 n.03

Lydgate, J., 193 and n.206

Lysander, 18

Lysias, 16

Macinghi-Strozzi, Alessandra, Leitere ai fig-
liolt, 220 and n.15

Macrobius, 166, 170, 172, 251, 254
Ficino and, 260 n.57
Landino, Cristoforo, and, 253 and n.33
and the planetary gifts, 155, 158, 169
on Saturn, 192, 193
works:

In Somnium Scipionis, 1 55 and n.g8, 156
anonymous commentary om, 182 f

with nn.

Saturnalta, 134 n.21, 135 0N.27, 33, 147
n.66, 154, 155 and n.g6, 170, 330 and
n.157, 333 1. 170

Madrid

Conde de Valencia de Don Juan, Collection
of tapestry, 223 n.26
Prado, Titian, Danae, 322 n.125
Maimonides, Tractatus de Regimine Sanilatis,
77 and n.25
Manetho, Apotelesmala, 147 n.68, 149 and

n.75
Manfred, King of Sicily, 68
Manilius, Asironomica, on Saturn, 141 and
n.40, 142, 143, 144
Mantegna:
frescoes in the Eremitani Chapel, 210
Malancolia, lost painting, 307 and n.Bz,
384
Triumph of Caesar, 210

Maracus of Syracuse, 24, 95 and n.94, 356 and
n.253

Marcantonio: engraving B 319, 405; engraving
B 460, wrongly attributed to, 393 n.56

Marbod of Rennes, hymn in praise of medita-
tion, 244 n.6

Marcellus Sidetes, 15 n.43

Marduk, Babylonian king of the gods, 136

Mark, St, as choleric: in Diirer’s Four A postles,
369. 371 372; in Rubens' Evangelists, 369

Mams:o,G poet, in Bruni’s Epistles, 249 and
n.21

Children of, 381

and choleric temperament, 127, 187, 397

colour of, 128 and n.5

dual nature of, 251 n.30 (on page 252)

as evil planet, 140, 152 n.82, 168, 169, 182
n.178, 261 n.58

in (l;ndno, 253 n.34, 261 n.58

and geometry,

g:ft.ssof 156, 1 5‘}?3166 n.128, 167, 185, 193
n.zos

as good lanet, 152 n.83

and thepcouupgndmg humour, 120 and
n.8, 130

“imaginatio” attuned to, 271, 347

Jupiter and Venus counteracting, 271 n.100

magic square of, 326 fig. 1

and the melancholic temperament, 118 and
ni

namesof day of the week (in Martin of Bra-
cara), 163 n,120

in Neoplatonist '‘series”, 151

as Nergal SBabyloma.n], 136

portraits of, 205, 381, 300
bust, in Aratea MSS, 198
in oriental illustration, 2oz
Paris, Bibl. Nat. MS lat. 7330, 202 and

n.z4
and red bile, 128
Saturn in conjunction with, 147 n.68, 148
and n.70
between Sun and Moon, 147 1n.68
and the yellow bile, 1 30 n.9
Martianus Capella, Nuptiae Philologiae et
Mercurii, 170, 175, 221, 330 D.157. 331
n.162, 335 N.245
cited by Bartholomeus Anglicus, 187, 188
Commentaries on, 172
Geometry in, 313 nn.xo1, 102; 314
Liberal Arts in, 309, 333
Ma.rh.n of Bra.cara, De corvectione rusticorum,
lanets and names of the days of the
i 163 n.120
M.agdalen Feti, Domenico, 389 n.44;
Melanchely and, 390;-and Vanitas, 388
Massys, Comnelis, Series of Emblemata, wood-
cut from Dom s I Marmi in, 386 n.37 (on
page 387)
Maths:m Jacob, Vanitas, 388 n.43
Matthew, St, as phlegmatic in Rubens’ Evan-
gelists, 369 n.jo4
atthias, King of Hungary, Ficino's missive
to, 258 n.51
Maximilian 1, 327 n.148; see also under Diirer,

works
Mechanical Arts, personifications, 309, 310,
echl. &mmo de’, Ficino and, 262

Medici, Lorenzo de 245; "Sntnmme 273
and n.105

e ———— e ——
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Melancholic, pictorial representations of the:
with elk and swan, by Virgil Solis, 378
with head resting on one hand, 287, 288 and
n.24, 295

with lamb, in Wolfegg drawing, 379 and
n.1

in me:tj:lical ﬂlnntratwns. 289 and n.z9, 290,
291 and ::dai

with purse eys, 285, 286 and nn.

in series of the four temperaments, 291, 292
and nn.39, 40; 205, 206 and nn.; 297 and
n.56, 208, 299 and n.63, 300 n.66, 301,
302,-303, 316, 318 and n.116, 397, 399

Solis, Bgﬂsﬂ engraving, 378, 379 and n.14,

Voas, Marten de, 396 and n.69

Wolfegg drawing, 378, 370

¢f. Temperaments, the four

Melancholy (Melancholia, Malinconia, Melan-

cholie, Dame Mérencolye), personification:

Alain Chartier’'s Dame Mérencolye, z21 fl,

in Filidor's Debate between Melancholy and
Mirth, 227

French Romances, Dame Mérencolye in,
229

Milton, 228 fl.

René of Anjou’s “"Melencolie,"” 221 fi.and nn.

daughter of Saturn and Vesta, 229

and “‘Tristesse’, 231

Portraits of: 287 {., 288, 288 n.25 (on page
‘33%} 329 n.155 6,

.C., Master, engrav » 3
Amman, Jost woodmmf HAr:snn 79(
1589, 377, 378 n.11, 379, 380, 382

Behsarﬂ- engraving, 329 n.155, 377, 379,

380

Bloemaert, Abraham and Cornelis, 386
n.37 (on page 387)

Brun, Franz, engraving B 78, 329 n.155,
380 and n.17

Castiglione, Benedetto, Etchings B 22
and B 26, 390 and n.46

Cranach, Lucas, pa.mtmgs. 380, 382, n.21,
%?);;ei%sagen 83 and

" n.z5
Earl of Craw‘firg 382 mﬁ nn.,383
The Hague, Collection Dr Volz, 384
and nn.

Dame Mérencolye, 305, 307 and n.83

Dog and, 383

Doni, A. F., I Marmi, woodcut in, 328
n.150, 386 and n. 37, 387, 389, 300 0.48

Doring, Hans, woodcut, 314 n.105, 329
n.151, 335 and n.179, 336, 343 n.203,
378, 398 n.73

Diirer's Melencolia I, see under Diirer

Egenolff, Book of Formulae, title woodcut,
377 and n.g

Feti, Domemc.o. 389, 390

Flindt, Paul, in temperament-series, 343
n.203, 380 n.16

Friedrich, Caspar David, drawing, Dres-
den, 393 mga n.56

tthias, painting formerly

Vgenn;. Tra.n Collection, 380 and n.19,
381, 382

Guillemeau, J., Tables anatomiques, title
éngravin 388 n.42

Janssens, Ai:raha.m amtlng contrasted
with “"Allegrezza’’, and n.33, 228
n.36 (on 229) 3 7 0.39

ée, Louvre, 301 a.nd n.52
in late medieval almanacs, 393 ff.

Melancholy, personification: portraits of—
cont

London, Victoria and Albert Museum,
stained glass, 379 n.13

Mantegna, lost picture, 307 and n.82, 384

and Mary Magdalen, 390

Minerva in the attitude of, Elsheimer,
painting in Cambridge, Fitzwilliam Mu-
seum, 385 n.33

Morandini (Poppi), Francesco, Florence,
Palazzo Vecchio, 386 and n.36, 387

Naumburg, Cathedral, relief, 385

on Nuremberg clock, 385

Ripa's “‘Malinconia”, 226 f. and nn.31,
32; 228 n.36 (on page 229); 229, 387
and n.39

South-German or Swiss drawing, Paris,
Ecole des Beaux-Arts, 393 and n.57,
394, 395, 399 n.76
Steinle, water-colour, Frankfurt, Sta-
delsches Kunstinstitut, 392 and n.55

Thurston, J., engraved by Hopwood, J.,

391
the traditional picture of, compared with
Diirer's Melencolia I, 317 ff.
Vasari, destroyed fresco, Florence, Pal-
azzo Vecchio, 386 and n.34
Vien, J osle_“ph Marie, 391 n.52
Vincent, Frangois And.ré 391 n.52
Vos, Marten de, series of planets, title-
piece to, 388 n.42
Melanchthon: 33, 330 n.158, 404 and n.7
and art, notion of, 340
conjunctions, theory of, 278 n.6
De anima, 72 n.15, 88 and n.67, 89, go and
n.jo
description of Direr's Melencolia I, 319
D.1X7, 320 n.121, 321 n.123, 363 n.271
Meletius, Ilepi s 7of dvfpdmov xaraoxevijs, 61
n.171, 99 n.g8
Menander, "Emrpénorres, 17 n.52
M %
and the brain, 130 n.9
children of, 190, 312 n.gg
dual nature of, 251 n.30 (on page 252)
“‘gainer”’, 168
and geometry, 333
gifts of, 156, 157, 166 n.128, 169, 193 n.205
liberal arts “ministrae’ of, 333
rgmly, carse N?f 266 nb&)
i wi ichael of
Nettesheim, 355 n.245 v Agrigpa
name of day of the week (in Martin of
Bracara), 163 n.120
— Nebu, Babylonian god of scribes, 136,
260 n.56
a.nd neutral music, 268 n.93
“‘neutral’’ planet, 140
pahents fallen sick under, 146 n.65
patuzn of intellectual professions, zﬁo n.56,
34
portraits of, 205
bust, in Aratea MSS, 198
on a plaque by Bartoldo. 306 n.81
in onenhl illustration, 202, zo4
Paris, Bibl. Nat. MS Jat. 7330; 202 and
n.24
“Ratione et Experimento”, Mercury as,
344 n.207 (on page 345)
— Thot, 260 n.56
Messahald (Misael), 184 n.187; 187, 188
“Methodics", school of the, 44, 47-8
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Michael, St, and Mercury or Hermes Psycho- Nebu, Babylonian god of scribes, Mercury as,

mpus, 355 N.245
M?cohae Scot, see Scot, Michael

Michelangelo: 328 n.150 (on page 329), 306

Hours of the day as four temperaments, 369

n.304
London Cupido, 403

as man of genius, 159 n.105

on melan y, 232 and nn.45, 46

goem, 227 n.33
istine Chapel, Slaves, 376
Statue of Lorenzo de’ Medici "Il Penseroso”,
and Milton’s poem, 229 n.37
Milton: 241, 388 n.42, 301
L' Allegro, 228 and nn.35, 36
“‘Melancholy”, 228 fi.and nn.; 237 and n.54
Il Penseroso, 228 and n.35, 235
Minerva, 206 and n.39, 385 and n.33, 388
n.42, 395; ¢f. Athena
Minu((:)igs Felix, Octavius, 135 n.34, 160 and
n.1
Misael, see Messahald
Mithraic tombstones, 212
Mithridates, 225 n.30
Mizaldus (Mizauld), Antoine, of Montlugon,
Cometographia, 324 n.136; Planetologia, 271
oo

n.1
Molina, Tirso de, El Melancolico, 233 n.49
Moloch, Kronos-Saturn as, 135 n.31, 208
Months, pictorial representations of the, 294
and n.48, 309 n.89, 381

oon:
children of, 381

in Ficino, 253 n.34

gifts of, 156, 157, 166 n.128, 193 n.205
and corresponding humour, 129 and n.8,

130
andzthe lungs, 130 n.9
and the phlegmatic temperament, 127, 128,
130 n.m; 3937
portraits of, 381
as Diana, l;aru Bibl. Nat., MS lat. 7330;
203 n.29
as man, like oriental god Sin, London,
Brit. Mus., Sloane MS 3983; 203 n.29
“runner’’, 168
as salubrious planet, 182 n.178
in conjunction with the Sun, 147 n.68
Morandini, Francesco (Poppi), Melancholy, in
series of the Temperaments, Florence,
Palazzo Vecchio, 386 and n.36, 387
Moysis, Rabbi, see Maimonides
Mozart, 237 and n.5
Muelich (Mulichius), Johannes Adelphus, trans-
lation of Ficino, De vita triplici, 40 n.95, 277
n.1, 282
Munich, Pinakothel, Diirer, The Four A postles,
362 n.268, 366-73 passim
Miinzer, Hieronymus, 81 n.38
Murer, Christoff, Hercules at the Crossroads,
etching, 355 n.176
Muses, the: 47, 309; in Agrippa of Nettesheim,
355 and n.z45; "‘Musarum sacerdotes”’, :455
254, 361, 362 0.268; see also under the indi-
vidual names
Mythographus 111, see wunder Albericus
diniensis

Nantes, Museum, Death of Darius’s wife, 391
n.52
Nau':;lburg. Cathedral, altar in the east chan-

cel with reliefs of Melancholy and the Liberal
Arts, 385

136, 260 n.56
Petosiris, on comets, 324 n.136
Neckham, Alexander:
and Aristotelian notion of melancholy, 68 {.,

73

and Mythographus III, 172 n.143

and Neoplatonist notion of the journey of
the soul, 168

works:

Commentary on Martianus Capella, 172
n.143 :
De u:tlm's rerum libri duo, 69 and n.6,
165, 166 and nn.x127, 128; 167, 178 and
n.161
Nemesis (Egyptian), Kronos equated with,
137; Saturn as star of, 142 and n.50, 158
n.Io4
Nergal, Babylonian god of war and hell, Mars
equated with, 136
Nero, 225 n.30
Neudorfier, Johann, Nachrichien von Kdnst-
lern und Werkleuten Niirnbergs, on Diirer's
Apostles as the four Temperaments, 367 and
n.291, 368
Neumayr, Franz, S. J., Curatio melancholiae
(Gedult in Tviibsalen), 77 n.25 (on page 78)
Nicholas of Cusa, see Cusa, Nicholas of
Night, School of, 228 -
Nile, sculptural group of, 384 and n.31
Ninib, Babylonian god, Saturn equated with,
136
Noafnus, Dionysiaca, 135 n.30, 138 n.39
Notitia dignitatum, fifteenth-century MSS of,
208 n.47 )
Notker Labeo, translator into German of
Remigius's Commentary on Martianus
Capella, 172 n.142 . .

Offhuys, Gaspar, on Hugo van der Goes's
melﬁcholy illness, 8o f., 82

Old Testament, Wisdom of Solomon XI.21;
339and n.1go

Oppian, manuscripts of, zoo and n.19

Ops, wife of Saturn, 187

Oribasios, 99 n.98

Origen, 164 n.124 (on page 165)

Ormuzd, and the Zodiac, 156 n.99 (on page

I
Orp?:;;)m: illustration, zoo; myth of, 46; quoted
by Proclus and Damascius, 154 n.04
Orphics:
on Kronos, 138, 143, 154 and nn.g1—4
Orphic Hymns, 135 n.30
Orphicorum fragmenta, 135 n.30
Orphic tombstones, 212
Osiris, Zeus equated with, 136
Ovid: 121, 170, 356 n.253
Ibis, 140 n.47
Metamorphoses, 274 n.108
Ovide moralisé, 173 and n.146; illustration of
Saturn in, 208, zog n.48

Pacioli, Luca, on the planetary squares, 327
and n.147

Padua:
founded by Antenor, 210
Eremitani, Guariento frescoes, 203, 287

n.zo
Salone, frescoes, planets and " chil-
dren, 204 f., 320 n.152, 332 L., 400
Scuola del Carmine, frescoes by Campag-
nola, 333 n.166

INDEX 423

Palchus, on Saturn’s effects, 149 n.76
Palmieri, Matteo: 157 n.1o2, 261 n.61
La Citta di Vita, 251 and n.29, 252, 347 and
n.214 (on page 348)
yra, tessera with Venus above ram from,
196 n.4
Paracelsus: 4, 95, 189
influenced by Ficino, 267 and n.gr
on Jupiter's magic square, 326 and n.144;
P Opsrj 3&3150 n.'.}r_:r
aris, Ju ent of,
Paric: 373

Ecole des Beaux-Arts, Melancholy, drawing,
393 and n.57, 394, 395, 399 n.76

Louvre:

Chaperon, Nicholas, drawings, 390, 391
and n.40
Langrenée, Melancholy, 391 and n.52

Notr: Dame, cycle of virtues and vices, 300
n.

Parmen.gdes. and early Greek star-worship,

136

Par?_nigianino, Vanitas, etching, 388 n.40

Passarotti, Bartolomeo, drawing, Mond Col-
lection, 303 n.56

Paul, St, in Diirer's Four Apostles, 362 n.268,
369, 370 and n.306, 371, 372

Paul of Aegina, 54, 55

Pauluzzi, Ferrarese chargé d’affaires, on
Raphael, 232 and n.44

Pencz, George:

Saturn in ecycle of planets (formerly attri-
buted to H. S. Beham), 213 n.63, 335
n.170, 336

Tactus (B 100), 319 n.117

Pentecost, iconography, secular adaptation of,

205, 206

Peripatetics, notion of melancholy of the,15ff.,
44, 59, 51, 52, 68

Perrier, Frangois, Segmenta nobilium signorum
et statuarum quae temporis dentem inuidium

enasere, 213 n.58

Personifications, see Allegories and per-
sonifications
Peter, St, as phlegmatic in Diirer’s Four

Apostles, 369, 371, 372 )

Peter Damian, in Dante’s Paradiso, 255
Petrarch: 7z n.15, 171, 189 n.197, 207, 246,

“acedia”, 248 and n.18, 249; Darmstadt

miniature of, 315 n.107; and notion of

melancholy, 248, 249 and n.zo0, 250

works:

Africa, use of Mythographus Il in, 173,

174
Epistola Meirica to Zoilus, 248 and n.15
Letter to Laelius, 249 and n.zo
Secretum, and acedia, 248 n.18
Trionfo del Tempo, illustration to, 213 and

n.6
Petrus de ?lpono, see Pietro d’'Abano
Petworth House, Collection Lady Leconfield,
Romney, Mirth and Melancholy, 228 n.35
Peutinger, Conrad, 278 n.5, 348 n.215, 374 n.2
Philainis of Leucadia, 36 and n.8o
Philip, St, 371
Philistion, 7, 10 = :
Philo (of Alexandria): 163, 164; De opificio
mundi, 164 n.123; Legatio ad Caium, 134
n.1g
Philodemus, 138 n.39
Philolaus, 5, 9 n.20, 136 n.36, 138 n.39
Philostratus, Titian’s reconstruction of pic-
tures of, 210

Philyra, turned into a mare, 203
Phlegm (temperament), Diana as, 388 n.42
Phlegmatic, portraits of the:
Flindt, Paul, 380 n.16
with owl and ass, by Virgil Solis, 378
with pig, in Wolfegg drawing, 378, 379
with sheep, 296, 297 n.56
in temperament-cycles, 295, 206 and nn.,
298, 209 and nn.63, 65; 300 and n.66,
397, 398, 399
Vos, Marten de, 396 and n.68
Phosphorus, 136, 137
Phrygian mode, 46 n.117
Picatrix, 152 n.82, 256 n.43, 269 n.g5
Picinelli, F., Mundus symbolicus, 330 n.156
Pico della Mirandola: 184 n.185, 189, 254
Ficino's letters to, 257 n.49, 273 n.105, 274
n.109
on Saturn and Jupiter, 272 n.102
Saturnine, 274 and nn.107-10
writings:
Apologia; 347 and n.214; 348 n.215
Heptaplus, 264 and n.76
Letters to Ficino, 274 n.107
On the Dignity of Man, 245, 246 and n.13
Opere di (irolamo Bemvieni . . . col Com-
mento, 260 n.57
Picus, son of Saturn, 274 n.1o8
Pierleoni, physician to Lorenzo de’ Medici, a
"Saturnine”’, Ficino's letters to, 273 n.106
Pietro d'Abano: g5, 266
in Ficino, 263
in Lucas Gauricus, 256 n.43
and the melancholic, 119
works:
Commentary on Aristotle’s Problems, 68
and n.3, 72 and on.13, 15; 95 n.g4
Conciliator, 93 n.87
Instrumentbuch, Ingolstadt 1533, title
woodcut to, 328 n.150
Pindar, Olympics, 134 n.19
Pirckheimer, Willibald: 243, 277 n.1
Agrip of Nettesheim's Occuita philo-
sophia available in circle of, 351, 352 and
n.224
Diirer’s letters to, 363 n.271
Letters to Diirer, 363 n.271
studying at Padua, 332, 333 and n 1845
translation of Horapolle, 322§
Pirovanus, Gabriel, De asiromomias veritale
opus absolulisssmum, 270 n.gg
Pisa, Campo Santo, fresco by Fiero di Puccio,
339 n.190
Planets:
children of, 204, 206, 209, 296, 307
Florentine series, zo7
Padua, Salone, frescoes, zo5, 329 n.152,
332 1., 400
gifts of, 157 and n.roz2, 158, 165, 166, 178
magic squares of the, 325 ff.
portraits of the:
on horseback, 207 n.56
by Henri Leroy, 383 n.24
Vienna, “Lottery Book", 206
Vos, Marten de, 329 n.155, 374, 358 n.42
see also under names of individual planets
Platearius, M., Practica, 55 n.150, 85 n.1g.
87 n.56, 9o n.72, 92 n.8z, 92 n.84 (on page
93), 404 n.7
Plato:
on Kronos, 154 and n.go
notion of “divine frenzy", 249 and n.21
250, 259 and n.53
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Plato—cont. Proclus—cont.
Ficino and, 260 n.56, 262 Olympic gods as regents of the “‘series”, 155
doctrine of Ideas, 362 and n.270 and the planetary gifts, 158
Guainerio and, g6 on Saturn, 168
horoscope of, 257 and n.49 works: . .
as melancholic, 17, 19, 34, 39, 41, 356 and De sacrificio ef magia, Ficino's translation

n.253 of, 263 and n.69

cited by Milton, 230
and "‘musical therapy"’, 46
and Neoplatonic notion of Saturn, 153
Paracelsus's medicine and, 267 n.91 (on
page 2068)
doctrine of recollection, 84
a child of Saturn, 273 and nn.105, 106
“tyrannic’’ nature of the melancholic, 145
in William of Conches, 183 and n.181
works:
Cratvius, 138 n.39, 153, 154 and n.8g
Epinomus, 136
Iom, 356 n.253
Laws, 154 n.go
Letters, 153 n.85
Praedrus, 16 and n.45, 17 and nn.49, 50;
49, 1535, 259 n.53. 355
Phalebus, 330 n.1go
Republic, 5 n.g, 17 and n.51, 46 n.117,
154 n.90, 339 n.190
Statessnan, 154 n.go
Timaeus, 11 n.z5, 17 n.50, 52 n.138, 259

n.54
Pliny, 170; Nal. Hisl., 138 n.40, 140 n.45, 384
n.31
Plotinus, 4, 45 n.113, 155, 182, 251, 267 n.gx
(on page 208); source for Ficino, 260 n.57
Enneads, quoted, 153 and nn.86-8
Liber de favore coelitus hauriendo (parts of
Enneads), source for Ficino, 263 and n.67
Flutarch:
De defectu oraculorum, 44 n.107
De Iside et Osiride, 140 n.47
Life of Lvsander, 33 and n.65, 42 n.99
Mepi povowds, 46 n.117
Polemon, 6o n.166
Poimandres, on the soul’s journey, 157
Poliphili Hypnerotomachia, owned by Durer,
323 n.128; woodcut in, 405
Politian (Poliziano), 245
Pollux, Saturn son of, 176
Polybus, 8
Pompeii, Casa dei Dioscuri, Saturn, 197, 198,
399 .
Pompeius, 357 n.254
Pontano, Gioviano (Pontanus, Jovianus), 95;
De rebus coelestibus, 277, 278 n.2
Poppi, see Morandini, Francesco
Porphyry: 154
Life of Plotinus, 45n.113
Life of Pythagoras, 138 n.39
Schol, Homer., 138 n.39
spurious: [ntroductio in Plol i opus de
effectibus astrorum, 147 n.67
Poseidon, 133, 134
Posidonius (Stoic):
elemental qualities of the planets, 138
and melancholy, 44
and "physiognomy"”, 56
Posidonius, physician, fourth century A.p., 91
Potter, Dirk, Der Minnen Loop, 220 n.14
Priamus, as melancholic, 36 n.82, 68 n.1, 71
Priscian, and Grammar, 312 n.9g9
Priscian, Theodore, see Theodore Priscian
Proclus: 170, 251, 267 n.91 (on page 268)
Ficino and, 256, 260 n.57

Theologia Platonis, 154 n.Bg; Latin trans-
lation, Nicholas of Cusa's marginal
notes in, 254 n.37
Commentaries:
ad Hesiodi Evga, 154 nn.89, 94
In Platonis Cratylum, 154 nn.89, 94
In Platonis Timaeum, 151 n.8o, 154 n.89,
155 n.gb
Prometheus, Kronos as, in Orphism, 154 and
n.g
Propez'tius, 140 N.47
Prudentia, Saturn as, 177
Prudentius: 221; Psychomachia, illustrated
MS of the, 227 n.33
Ptolemy: 179, 182, 187, 188
Lucas Gauricus and, 256 n.43
portrait of, in Reisch, G., Margarita philo-
sophica, 328 n.149
as source for Arab description of Saturn, 132
Tetrabiblos, 138 n.40, 145, 146, and n.65
147 n.67, 148 and n.72
pseudo-, Centiloquium, 184 n.185
Puccio, Piero di, co by, see Pisa
Pugin, see Welby Pugin
Pure Brothers, the, 90 n.g8, 129, 130 and
n.g, 152 n.8z
Pythagoras, portrait of, in Liberal Arts cycle,
1z
Pyihagoreans, 4, 5, 9, 10, 46, 136 and n.36,
138 and n.39, 143, 163

al-Qabisi, see Alcabitius
Quintilian, 121 and n.156

Rabanus Maurus: 78 n.27, 85, 171
De wuniverso, description of Saturn, 198
n.12; illustration of Saturm, 198, 200,
201; MS, Monte Cassiuu, 309 n.89; MSS
of the fifteenth century, 208 n.4
Rainald of Florence, Archbishop, Ficino's
letters to, 250 n.52, 261 n.58, 271 n.xoo
Ramler, K. W., Kurzgefasste Mythologie, 286
n.7, 323 and n.130
Ranzovius, Tractalus astrologicus, on Saturn
and night animals, 323 n.133 (on page 324)
Raphael: 306:
as melancholic, 232, 241, 361 n.266
mosaic in Sta Maria del Popolo, 381
School of Athens, Heraclitus in, 288
Sybils in S. Maria della Pace, 376
Raymond of Marseille, De cursu planelarum,
184 n.187
al-Rizi, see Rhazes
Redlich, Sebastian, 319 n.117, 320 n.121, 321
n.iz23
Reid, W. Hamilton, 217 n.x
Reinhart, Marcus, of Kirchheim (Printer),
Horae B.V. Mariae, 297 n.56, 307 n.72
Reisch, Gregor, Margarita philosophica, *'Geo-
metry” in, 312 fi.,, 327 ff., 332; portrait of
Ptolemy in, 328 n.149; "typus Arithmeti-
cae" in, 300 N.91
Rembrandt: Danae, Hermitage, 322 n.1z25;
drawing H.d.G. 877, 393 n.5
Remigius of Auxerre, Commentary on Mar-
tianus Capella, 172 and n.144
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René of Anjou, King, Le Cuer d’ Amours espris,
221 fi. and nn., 307 n.38

Reéeynmann, Leonhard, Nativitet-Kalender of
1515, 324 N.135, 334 and n.174

Reynolds, portraits, 392 n.54

Rhazes, 49 n.128, 50 n.134, 82 and n.43

Rhea, 138 n.39, 200

Rhetorius, 143 n.53, 145, 147 n.68, 150 n.78,

191
Rhodiginus, L. Caelius, Sicuti antiquarum
lects tarios innaral vindex
Ceselius, ita nunc easdem . . . reparavit. 277,
278 n.2
Riario, Raffael, Cardinal, Ficino's letter to,
261 1,58
Richard 1l, geomancy written for, Saturn in,
202 n.23
Richard of Mediavilla, and melancholy, 72
nis
Richardus Salernitanus, 69 n.5
Ridewall, John of, see John Ridewall
Ripa, Cesare: 242 n.2, 391, 393, 394, 305 0.6z
omplessioni, on the melan iic, 3?4‘::.4
Iconologia, 344 n.206, 374 and n.4; 379 n.13
“Accidia’ in, 387 n.39
on ‘‘Astrology”, 288 n.25 (on page 28q)
bat as attribute of dusk, 320 n.119
“Malinconia” in, 226 f. and nn.31, 32;
228 n.36 (on page 229), 229, 286 and
n.9, 374 and n.4, 387 and n.39
"Meditatione' in, 387 n.39
""Meditazione della Morte", 388 and n.40
peacock, meaning of, 313 n.102
Rivers of ise, personifications of the:
Rostock, baptismal font, 203 n.44; and the
four {emperaments, 367
Rivius, Vifruvius Teutsch, 309 n.39 (on page
310), 328 n.130
Roman de la Rose, 184 n.185; allegories in, 221
and nn.21, 23; 222, Saturn, 193
Rome:
Museo Capitolino, Salone, No. 3a, base with
relief of Rhea and Saturn, 197 and n.6,
200
Sania Maria della Pace, see under Raphael
Santa Maria del Popolo, see under Raphael
Santa Maria sopra Minerva, Andrea
Bregno's epitaph in, 309 n.93
Vatican Museum, tomb of Cornutus, Saturn
on, 197
Museo Gregoriano, statuette of Saturn,

399
Vatican, Sistine Chapel, s¢e under Michel-

angelo

Romney, Mirth and Melancholy, Petworth
House, Collection Lady Leconfield, 228
n.35

Rostock, Baptismal font, Rivers of Paradise
on, 293 n.44

Rousseau, Jean-Jacques, 134

Rubens, Four Evangelists, Sanssouci, 369

n.304

Rufus of Ephesus, 14 n.38, 33 n.68, 42 n.101,
43, 44 0109, 48-54 passim, 57 nn.156, 157;
59, 60, 82, 84, 85 and n.49, 87, 282, 319
n.I117

Ruggieri, Tommaso, medallion for, 300 n.g3
(on page 310), 314 n.105

Rutilius Claudius Namatianus, De redify suo,
76 m22

Sabbath, Observance of, pictures of the, 310 f.

Sachs, Hans, Gesprdach der Philosophia mit
einem melancholischen, beiriibten [tingling,
218 n.5

Sadeler, J., Temperament-series after Marten
de Vos, see under Vos, Marten de

Salerno, medical school of: 49, 82, 86, 87, 88,

98, 113 n.144

dietetics, Ficino's based on, 267

humoral characterology in, 104, 112

Regimen Salernitanum, see under Anony-
mous Works

Salernitan verses on the four tempera-
ments, see under Anonymous works

Salutati, Coluccio, Leiters, 192 n.z03

Samson, as “Fortezza", 242 n.2

Sandrart, Joachim:

Iconologia deorum, 175 n.153, 289 n.27
Teutsche Ahkademie, 343 n.203; on Diirer's
Four Apostles, 366, 367

Sanguine, gctonal representations of the:
Flindt, Paul, 380 n.16
with horse and peacock, by Virgil Solis, 378
with monkey, 297, 378
in temperament-series, 294 n.48, 295, 296

and nn., 297 and n.56, 298, 299 and nn.
63, 65; 300 and n.66, 302, 303, 307, 396
Vos, Marten de, 306 and n.68

Sanguine tem ment, personification of,
Venus as, 388 n.42

Sannazaro, J., Arcadia, 220 and n.15

Santa Croce, Girolamo da, Safurn, 212, 288
n.z4

Saturn:
attributes of, 177, 181, 185, 106 and n.3,

322 and n.127, 323 0.133
Chaldees, King of the, 171
Children of, nature and professions, 127,
144, 148, 150, 168, 175, 179, 185, 190, 191,
192, 193, 195, 206, 252, 261, 281, 285, 290,
302, 319, 324 and n.135, 332 f., 334 and
n.174, 337 and nn., 346, 376, 383 n.24, 398
discussed by:
Agrippa of Nettesheim, 353 nn.231, 232,
233; 354 and n.239
Alanus ab Insulis, 186
Arabic writers, 127 ff., 188
Augustine, 162
Bartholomeus Anglicus, 187
Bernardus Silvestris, 185
Bersuire, 178
Boccaccio, 174 f., 251 n.28
Bonatti, Guido, 189 f.
Chaucer, 193 f.
Church Fathers, 160 ff.
Epigenes of Byzantium, 137
Eusebius, 214 n.64
Ficino, 255 fi., 257 and n.47, 258 and
n.50, 259 fi., 266 n.80, 270 fi., 327
Hermannus Dalmata, 184 n.187
Manilius, 141
Martin of Bracara, 163 n.120
Michael Scot, 191, 192
Mythographus 111, 172 fi.
Neoplatonists, 151 ﬁ?., 162 f.,, 177, 188
“‘popular’’ texts, 194 f.
Seneca, 147 n.38, 138 n.42
Tertullian, 135 n.33, 160 and n.1o8
Vettius Valens, 142 fl., 146
Vincent of Beauvais, 187
William of Conches, 180 ff.
gifts of, to the soul, 156, 157, 158, 167, 169,
185, 193 and n.zos, 251, 258
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Saturn—cont. Saturn—cont. !
and intellectual facuities, 69 n.6, 159 n.105, Padua, Eremitani, fresco, 203, 287 n.zo
167, 177, 245, 247, 250, 255, 269 and n.g5, Salone, frescoes, 205, 332 ¥
277 and n.102, 333, 347 and n.214 (on Pencz, George, 213 n.63, 335 n.179, 336
page 348), 359 Pompeii, Casa dei Dioscuri, 197, 198, 399
mythological features, 133, 135, 139 n.40, as peasant, 203 !

143, 147 n.66, 162, 163, 174, 177, 178, 181
n.173, 186, 193, 196 n.3, 197, 285
nature:
auspicious, 152 f., 166, 171, 188, 250
dual, 135, 177, 186, 247, 251, n.30 (on
page 252), 252, 253 and nn.32, 34, 35;
254, 261, 270 f.
evil, 140, 141, 177, 181, 182 n.178, 187,
188, 101, 192, 250 m.23, 257 and n.48,
261 and n.58, 273 n.104,278 and nn.3, 6
as Nemesis, star of, 142 and n.50, 158 n.104
as Ninib, Babylonian god, 136
qualities of, 128 and n.s5, 130 ff., 138, 142,
143 n.52, 144 fi., 147 £, 140 fI,, 169, 171,
203
representations of:
206, 287 ., 317, 384
in ancient art, 196 fi.
Cam ola, Giulio, engraving, 210 ff,,
288 and nn.24, 25; 324 N.135
Cartari, V., Le I'magini de 1 dei degli
antichi, 214 n.64
De Gheyn, 399 and n.76
Eastern s of, zo2
Florence, Campanile, relief, 200 n.48
full length, standing, 196 f.
as Indian, 204
in Italian graphic art, 207, 209
as King of Latium, 207
in Manuscripts:
Andalus de Nigro, 203
in Aratea MSS, 108
Athos, Panteleimon, Cod. 6, 199 and

n.17
Augustine, St, De civilate Dei, French
translation of (Cité de Dien), 208

Calendar of A.D. 354, 198

Erfurt, 206 n.54

Ermengaud, Matfre, Breviari d'Amor,
208 n.47

Floventine Picture Chronicle, 207

Jerusalem, Bibl. Graec. Patr.,, Cod
Taphou 14, 199 and n.17

John Ridewall, Fulgentius Metaforalis,

207

Ieiden, University Library, Cod. Voss.
lat. 79, 198

London, British Museum, Sloane MS
3983, 203 and n.28

Michael Scot, 208 n.4&d

Milan, Ambrosiana, . E49/50 Inf,,

199
Munich, Staatsbibliothek, Cod. lat.
New ok, Pi M Libr:
ew York, Pierpont Morgan Library,
MS 485, zo3e:£d n.28 ¥
MS 788, 204 n.34
Ovide movalisé, 208
Oxford, Bodleian, MS Or. 133, 204 and

n.33

Paris, Bibliothtque Nationale, Coislin
239, 199 and n.17
MS lat. 7330, 203
Suppl. turc. 242, 204 n.34

Rabanus Maurus, 198

Rome, Vatican Library, Reg. lat, 123,
198 n.1x

with purse and key, 285 and n.5, 286
and | , 197 and n.6, 200 '
as river god, 212
Rome, Museo Capitolino, relief, 197 and
n.6, zoo
Vatican Museum, tomb of Cornutus,
197
Vatican Museum, Museo Gregoriano,
statuette, 399
Santa Croce, Girolamo de, 212, 288 n.24
seated, 197
as Time, 207, 213, 214 and n.64
and Time, 162, 177, 178, 185, 103, 212,
213 ¢f. Chronos, Kronos
Saul and David, story of, 46, 81, 291 and n.88
Savonarola, Hieronymus, Adversus divinatri-
cem astronomiam, 263 n.67
Schedel, Hartmann, 348 n.215
Schénfeldt, J. H., Vanitas, etching, 391 n.49
Schongauer, Martin, engraving B o1, 329

n.154
Schonsperger, H., Teulscher Kalender, 117,
118 and n.151, 195, 299 0,62
Schréter, Lazarus, on dual nature of the
planets, 251 n.30
Scorpion (Zodiac-sign), and Saturn and melan-
cholics, 147 n.68
Scot, Michael: 95, 189, 193, 195 n.2117
Liber introductorius, 191, 192
Liber phisionomiae, 101 n.108 (on page 102)
Manuscripts of, illustrations of the planets
in, 208 n.47
Scylla, phlegm as, in Ficino, 267 n.81
Seasons, the four, rel:memtaﬁons of, 203 and
n.46, 204 and n.48, 381 .
Selene, see Moon
Seneca:
De ira, 56 and n.153, 138 n.42
De tranguillitate animi, 33 n.65, 248 n.15
Diirer and, 362
Naturales quaestiones, 137 n.38
Septalins, Ludovicus, In Aristotelis Prob-
lemata Commenitaria, 24 n.58 .
Serapion, see Yuhannd ibn Sardbiyin’
Servius, Commentaries: ¢
on the Aeneid, 156, 157 and nn.roo, 102;
170, 172 and n.144, 173 N.145
on the Georgics, 138 n.39, 181 n.174
s iricus, Adversus dogmakicos, 39
n.94; 44 n.107; Huppw Trorvmdoeas, 56
and n.155
Shal are: 233
As You Like It, 231 and n.41, 235~
Henry IV, I, 2, 217 0.3
King Lear, 246 n.13
Sonnels, 238
Sibyls, 24, 356 and n.253, 357 and n.254
Sidonius Apollinaris, Carmina, 135 n.34
Sin, Luna represented like, 203 n.29
Socrates, 17, 19, 39 and n.94
Solis, Virgil: Melancholicus (in series of four
temperaments), 378, 379 and n.14, 380;
Seven Liberal Aris, 335 n.176, 375 n.7
Solomon, 223 n.27 (on page 224)
Sophocles: Andromeda, 135 n.31; Antigone, 37
and n.84; Electra, 37 and n.83
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Soranus of Ephesus:
and :n 1y, 44, ::. 50n.131
pseudo-Soranus, on the Temperaments, 11
n.24, 59 n.163, 60, 61 n.170, 62 (table),
64, 65 and n.x76, 112 n. 142
Spee, F. von, Trutmachtigall, 219 n.9
Sm Chrysostom's letter to, see under

tom, John
Stahl, G. E., Neu-verbesserlie Lehre von den
Temperamenten, 121 and n.160
Stein am Rhein, Inn “Zum roten Ochsen”,
copy of Jost Amman's woodcut Melancholy,
378 n.11
Steinle, Melancholy, water-colour, Frankfurt,
Stidelsches Kunstinstitut, 302 and n.55
Sterne, L., 237
Stoics:
Kronos-Saturn myth, interpretation of, 160
and Galen’s anatomy of the brain, 6o n.5
and melancholy, 42, 43 {., 49, 50
“Moira” and astrological fatalism, 139 and
n.43
myths, interpretation of, 181
and planetary doctrine, 138, 141
Sun (Sol):
and the Beatitudes, 168 n.135
children of the, 381
in conjunction with the Moon, 147 n.68
in conjunction with Saturn, 181
dual nature of, 251 n.30 (on page 25z2)
gifts of, 156, 157, 166 n.128
and the heart, 130 n.9
“imaginatio’’ attuned to, 271, 347
and the melancholic temperament, 118 and
n.151
portrait of, in Erfurt MS, 206 n.54
qualities of, 128 n.5, 264
— Ratio, 347 n.214 (on page 343)
salubrious, 182 n.178
and serious music, 268 n.93
and the seven ages of man, 140 n.74
— time, 213 n.63
Sutrium, founded by Saturn, zo7

Tabula Bianchini, picture of the four winds,
279
Taisnier, Johann, Opus mathematicum, 278 n.6
Tartarus, Kronos imprisoned in, 135, 143, 144,
154; ¢f. Hades
Tasso, 233
Temperaments, the four, pictorial representa-
tions of: 279, 288 and n.23, 201-306 passim
in almanacs, 374 and n.1
Bloemaert, Abraham and Comelis, 386
n.37 (on page 387)
De Gheyn, Hendrik, 335 n.178, 308, 309
Diirer's Four Apostles, 366-73 passi
Heemskerck, Marten van, 335n.178, 397, 399
Morandini, Francesco, Florence, Palazzo
Vecchio, 386 and n.36
in Shepherds’ Calendars and Books of
Hours, with animal symbols, 378, 379 and

n.13
Vos, Marten de, 398; engraved by Gerard
de Jode, 349 n.z17; by Pieter de Jode,
396 and nn.68, 69; by J. Sadeler, 396 n.69
see also Choleric, Melancholic, Phlegmatic,
Sanguine
Terence, MSS of, 208 n.47
Tertullian: 163
Ad nationes, 161 and n.112
Apologetic., 135 n.33, 160 and n.108
De idolairia, 159 n.107

Thales, 5, 38 n.86, 71

Thasos, coin from, with Hercules, 278 n.5

The Hague, Collection Dr Volz, Cranach, L.,
Melancholy, 384 and nn.

Themison (pupil of Asclepiades), 47

Theodontius, io quotes on Saturn, 174

Theodore Priscian (physician), 54, 61 n.170

Theodorus of Gaza, translator of Aristotle,
Problem XXX, i, 24 n.58

Theodulf of Orleans, quoted on "tristitia",
78 n.27

Theo Smyrnaeus, 4, nn.5, 8

Theophilus, Liber de wrinis, commentary on,

104
Theophrastus: 26 n.5g, 41 and n.g7, 46 and
n.irg4
Characters, 56
De sensu, 6 n.11
Tepi mupds, 23 n.57
Thomas Aquinas, St: 168
on stellar ipfluence, 183 L.
works:
In Metaphysicam Aristotelis Commentaria,
167 and n.131
Opusculum X VII, 183 n.183, 184 n.185
Summa contra gentiles, 133 nn.183, 184
Swumma Iheologiae, 183 n.183; 184 and
n.185
Thomson, James, The City of Dreadful Night
and Other Poems, description of Diirer's
Melencolia I, 233 1.49
Thot, Mercury equated with, 260 n.56
Thurston, J., Melancholy, engraved by J.
Hopwood, 391
Tiberins (Emperor), 45
Tibullus, 140 n.47
Time:
Dragon of, 207, 208, 209 n.48
in illustration to Petrarch, Trionfo del
Tempo, 213
wheel of, 209 n.48
¢f. Chronos, and under Kronos, Saturn
Timotheus of Metapontus, 8
Titian: 209, 211
Danae, Prado, 322 n.125
Paintings for Alfonso 1 of Ferrara, 210
reconstruction of Philostratic pictures. 210
Titus (pupil of Asciepiades), 46 _
Tolosani, F. Giovanm M., La nuova sfeva, 110
n.148
Trithemiuns, Johannes:
Agrippa’s MS of Occuita prilosophic sent to
351 and n.222, 352 and n.224 _
Antwort Herrn Joh. Abts zu Spankeim au’
acht Fragstuck, Chrysostom quoted in, 75,
76 and n.21
Epistolarum familiarum libr: due, 352 0.224
Trajan, Emperor, 46
Tscherning, Andreas, Vorfrab des Sommers
deutscher Getichte (Melancholy speaks her-
self ), 226 and n.31
Tynnichus of Chalcis, 356 and n.253
Twins (Zodiac sign), illustrated in MS Paris,
Bibl. Nat., lat. 7330, 20z and n.24

Ugo Senensis, 86 n.50
Urania, Muse, 288 n.25 {on page 259

and Aratus, 309 -
Uranus, 133, 135, 153, 196 n.3. 10a: ¢f Coelus

Valeriano, Giovanni Pierin: 313 m.io2: 323
n.129; leroglifict, 395 nnhz, 53 of
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Valescus de Taranta, Patlonium, 92 n.8o, n.84
\on page 93!, 94 and n.go, 98 n.97
Valori, Niccolo, Ficino's letter to, 260 n.56
Varro: 130 n.44, 170
De Lingua Lafina, 135 n.33, 161 n.112, 333
n.i6g
Vasari: 229 n.37;: on Durer's Melencolia I, 336
n.181; Melancholy, destroyed iresco, Flo-
rence, Palazzo Vecchio, 386 and n.34
Venus: 177 n.160, 253 n.34, 267 n.81, 404
in Agrippa of Nettesheim, 355
birth of, from Saturn’s genitals, 187, 199,
208
in Boccaccio, 174
children of, 100, 200, 210, 281
colour of, 125 n.5
dual nature, 251 n.30 (on page 252}
gifts of, 156, 157, 1606 n.128, 193 n.20§
and corresponding humour, 129 and n.8
as "'good” planet, 140
influence of, in Diirer's horoscope, 278 n.3
— Ishtar, 136
and jovous music, 268 n.g3
“lover”, 168
name of day of the week (in Martin of Bra-
cara), 163 n.120
patron of intellectuals, 260 n.56
and the phlegmatic temperament, 127, 130
n.1o
portraits of,
bust, in Aratea MSS, 198"
in oriental illustration, zoz
Paris, Bibl. Nat. MS lat. 7330, 202 and
nz
tesser; from Palmyra, 196 n.4
and the sanguine temperament, 388 n.42,
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and 101
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and the stomach, 130 n.g
Verderius, A., 175 n.153
Vergéce, Ange, scribe of MS Paris, Bibl. Nat.,
Gr. 2737 (Oppian), 200 n.19
Verlaine, P., 240
Veronese, Paolo, St Helena, 393 n.56
Vesalius, A., 69 n.5
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145, 140, 147 and n.68, 148, 150
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Vien, Joseph Marie, Douce Mélancholie, 391
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Cranach, L., Paradise, 383 n.23
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formerly Trau Collection, Gerung, Matthias,
Melancholy, 380 and n.ro, 381, 382
Vincent of Beauvais, Speculum naturae, 186,

187
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n.52

Vindsician, Letter to Pentadius, 11 n.24, 48, 59
n.163, 6o f., 62 (table), 64, 65 and n.176,
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Ages, 114, 118
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Virgil: 170, 174 !
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Watteau, 237
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Whitehouse, John, ode, 391
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De universo, 73 and n.16, 74 nn.17-19; 169,
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William of Conches: 69 n.5, 405
on astrology, 180 ff,
the sanguine as perfect type, 105
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temperaments, doctrine of, 60 n.167, 102 ff.,
119 n.153; and Hildegard of Bingen, 110
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Philosophia, 62 n.173, 102 fi. and nn.,113
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Zephyrus-sanguine, 279
Wine-Bowl (constellation), see Crater
Wolfegg, Temperament-series, drawings attri-
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INDEX 429
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