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THE REPRESENTATION OF HELL IN MILTON'S ‘PARADISE LO ST

ANASTASIYAMAZGO, ALEXANDER GUGNIN
Polotsk State University, Belarus

The article is dealt with the image of Hell in JoMilton’s epic poem «Paradise Lost» (1674). The
attention is paid to the structure of Hell ands{sace organization

John Milton (1608-1674) is one of the greatestgoet only in England but all over the world. Hissh
famous work ‘Paradise Lost’ attracts readers’ dibenfor more than 400 years. On the pages of benphe
created the whole Universe with its own laws andgiples. The Universe of Milton’s ‘Paradise Lostnsists
of Hell, Chaos, Limbo, Heaven and Eden. Each gaunique and represents the ideas of the authiianvof
life and death, God and Devil. Hell is not an eximsp

After short introduction to the topic of the epiocgm Milton starts describing HellA*Dungeon horrible,
on all sides round / As one great Furnace flaned fipom those flames / No light, but rattdarkness visiblé
Serv'd onely to discover sights of woe, / Regiohsasrow, doleful shades, where peace / And restrever
dwell, hope never comesThat comes to all; but torture without end / Stiljes, and a fiery Deluge, fed / With
ever-burning Sulphur unconsum'd” [1, p. 3]. Milteepresents here the Biblical image of Hell as thek diery
place of eternal and continuous torment. The imajetarkness and fire may appear contradictoryrév@al
this contradiction Milton uses here the oxymororarkhess visible”’.The components of this oxymoron
combination are incompatible and inconsistent ftbmpoint of view of semantics out of a contexe tharkness
is associated with a lack of any light source witike visible bears in itself its existence. Thusrehthe feature of
the phenomenon is worked over: the visible is aergd as flickering, fluctuating, allowing to seeaealize
the world around only for a moment. From the paftview of the emotional plan the darkness represen
something hopeless, ominous, devil, visible is éegiégo something light, heavenly, bearing hopeaAssult of
the connection of such the inconsistent concemsntw dynamic image is formed: patches of lightrfran
infernal flame cover darkness only for a momerftecting horror and hopelessness, on the one hamatlhope
for changes, on the other. The correlation “devilivine” in this oxymoron strengthens doubts of thain
character, emphasizes a duality and inconstancgeiception of the world through inconstancy in waisu
perception, thereby embodying one of the basiccjpies in the baroque aesthetics.

Disharmony in Hell is emphasized by the absencthefcelestial light in whole: “... here their prison
ordained / In utter darkness, and their portior/ g&t far removed from God and light of Heav’'n / fkem the
centre thrice to th’ utmost pole” [1, p. 4]. Deding the position of Hell in the Universe Miltonfees to the
Ptolemaic model of the world. Total darkness andateness from the center of the Universe symbadlize
absence of pure Faith and inner harmony. Hellpsesented as a close system with specific bounasedaby
the loss of harmony after the Fall.

If Eden in the poem stands for life, Hell standstfte death and despair. The understanding of iHell
such a way comes to the fallen angels when thetptexplore it after the Stygian Counsel in Boak‘Through
many a dark and dreary vale / They passed, and magagion dolorous, / O'er many a frozen, manegyfAlp,

/ Rocks, caves, lakes, fens, bogs, dens, and sbadesith, / A universe of death, which God by eur€reated
evil, for evil only good; / Where all life dies, alh lives” [1, p. 43]. It is typical of Biblical h of Hell to
represent it as a valley, especially in New TestamBut Milton goes further — he makes the landscare
vivid by adding geographical details (rivers, lak@®untains, caves), physical features (frozenfieng places).
Nevertheless the key point of Hell representatérds to be the absence of light. It is the pawarfd under the
shade of death. It is emphasized by the usageeohntithesis “all life dies, death lives”. The LaafsNature
cannot work here. Life in Milton’s poem is dynamic)l of hope and dreams. Death is static, ther@as
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development, no changes. Death stops the timé&opkks vanish, monotone life of devils wandering imast
area of the dark valley is full of hopelessness degblation. Moreover, the poetic lines with Halkdription are
specific. The number of feet in a line varies frame to eleven, the iambic feet are replaced bgh@@ in
several places that shows the absence of harmohiglin The repetition of words “many” and “deathticws
that despite the presence of different landscapesterd and good only for devils the Hell is thecplavith no
spiritual light of holiness and harmony.

The devils explore Hell along the banks of fouemfl rivers, disgorging in the burning laké&bhorred
Styx the flood of deadly hate, / Sad Acheron of®er black and deep; / Cocytusam'd of lamentation loud /
Heard on the ruful stream; fierce Phlegeton / Whaeaees of torrent fire inflame with rage. / Farf sbm these
a slow and silent stream,Lethethe River of Oblivion roules / Her watrie Labyrintvhereof who drinks, /
Forthwith his former state and being forgets, /gets both joy and grief, pleasure and pain” [ 44p.Milton
like Dante places Hades’ rivers in the Christiarl.HEhe same rivers are mentioned in Spenser’s “fFaerie
Quenne”: “...the bitter wave / Of hellish Styx whibidden virtue to it [a sword] gave” [2, p. 207],l{a&t is the
river of Cocytus deepe, / In which full many soutesendlesse wayle and weepe” [2, p. 200], “...fidopd of
Phlegeton, / Whereas the damned ghosts in tornfignitg, p. 48]” and “...the bitter waves of AcheranWhere
many soules sit wailing woefully” [2, p. 48]. Thefir river fulfil several functions. Firstly, toxplore Hell the
devils use them as the directions similar to thmes of the earth. Secondly, the rivers symbdiiae, sorrow,
lamentation and fire which can be used to desdhibestate of the devils’ inner world and their lifethe Hell.
The rivers in Milton’s Hell are not the place ofrgshment yet. To compare with Dante’s Inferno, Styrcytus
and Phlegeton corresponds the fifth, ninth andrgéveircles of the underworld and Acheron forms lloeder
of Hell. Milton does not follow Dante’s descriptiaf Lethe’s function in Inferno. Dante describes tliver
Lethe not only as the Greek river of oblivion, algo as the river of cleansing of guiltyfifou shalt see Lethe,
but outside this moat, / There where the soulsirgpalave themselves, / When sin repented of heenb
removed [3]. Milton’s Hell in Book Il is only for devilsand Satan, but not for sinful souls. Thus, the maie
of the hellish rivers is to create a specific settihat depicts the hopelessness and despair ofethiks through
their surroundings.

Satan in Hell can not be represented as an argis,dmajestic pagan creature: “With head ugiiftve the
wave, and eyes / That sparkling blazed, his othetspbesides, / Prone on the flood, extended lowglarge, /
Lay floating many a rood, in bulk as huge / As whtite fables name of monstrous size, / TitaniarEanth-
born, that warred on Jove” [1, p. 7]. Satan is acient titan who revolted against God and now féesimg the
defeat. His sparkling eyes is a reflection of Isélfire shimmering in eternal darkness. The typicklgsimilarity
of the ancient myth about Titans and the Christar about the fallen angel is skillfully used by thoet to
create the image of a majestic giant, a furiousst@nthe king of Hell.

Like all worlds in ‘Paradise Lost’ Hell has its ggaphical center — Pandemonium, the Palace of Satdhe
end of Book | Milton gives the description of iteeetion: “Anon, out of the earth, a fabric hugedsR like an
exhalation, with the sound / Of dulcet symphonias @oices sweet, / Built like a temple” [1, p. 2&jton knows
Greek mythology well. Here he refers to the mytbuwtthe foundation of Thebes. According to thet firgsth
According to the standard tradition in classicatl dater times there were two founders of the dtgdmos
founded Thebes in the first place by building thpargity on the acropolis, while Zethos and Amphiecame
its second founders by fortifying the lower city, [¢ 305]. Milton uses this allusion for two reasofirstly,
Amphion was an excellent singer and musician. Wihelding the walls he played the lyre and his stofudiow
after him and take the right place. The soundseflyre in the Hell contrast to the sounds of thgan in the
celestial hymns. Secondly, Cadmos, the foundehefdity, later turns into a snake like Satan ddes ghe
temptation of Eve. Milton compares Satan’s Paladth vexhalations as something unstable. The further
description of Pandemonium in the baroque stylebsfine the tendency to luster and gloss but néteéadivine
light and harmony.

In Pandemonium Satan sits on the throne: “High dhrane of a royal state, which far / Outshone the
wealth of Ormus and of Ind, / Or where the gorgelBast, with richest hand, / Showers on her kingbdric
pearl and gold, / Satan exalted sat, by merit daiSio that bad eminence; and, from despair / Tigis uplifted
beyond hope, aspires / Beyond thus high” [1, pT8E opening of Book Il is very similar to the degtion of
Lucifera’s throne in ‘The Faerie Queene’ by E. Sygn“High aboue all a cloth of State was sprefhd a rich
throne, as bright as sunny day” [2, p. 33]. Ricknasd brightness of the throne are the visualbates of
Satan’s position in Hell. John Milton saves here ifmbic pentameter, but he changes the firstde#te first
and fifth lines to the trochee and puts stresshenwiords “high” and “Satan” to emphasize his su@eyrand
might. But the high position in the devils’ hierygcmeans not only great power but also obligatidditon
uses the contextual oxymoron “bad eminence”. Thegop@an become a burden for Satan. He as a traeafil
Hell should start a travel to Eden and destroylifieeof Adam and Eve. He understands all difficedtion his
way and the consequences of his plan but dispiteradictory emotions and constant doubts he shioilfid his
aim. So he stars his flight to the Gates in Hell.
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Milton’s Hell has its own bounds — the Gates: “.la@t appear / Hell bounds high reaching to theitdorr
Roof, / And thrice threefold the Gates; three foldsre Brass / Three Iron, three of Adamantine Rdck,
Impenetrable, impal'd with circling fire, / Yet umtsum'd” [1, p.44]". Satan sees the ninefold gdtas.a bound
for him to cross, the first step to the new wothle kingdom of Chaos, and the first step in achigviis aim —
the expulsion Eve and Adam from Paradise. The iteggedf the sound /r/ in the description of Hetiunds not
only keeps the reader in suspense, but also sh@aeiision felt by Satan.

The Gates are guarded by Death and Sin. Theseoatlabfigures are static. Like Satan they combine
both religious and mythological features. Sin igresented as half woman, half snake: “The one sg¢@vean
to the waist, and fair; / But ended foul in mangcaly fold / Voluminous and vast, a serpent arm@titth mortal
sting” [1, p. 44]. Suffering Sin, surrounded by Hebunds, parallels with Greek Scylla, a sea maonsted
Hecate, the goodness of the underworld. But thgétd Sin has also biblical features. It combiresitnage of
a woman as a part of tempted Eve and the imagesnéke as a part of a tempter Satan. Death, thefsgatan
and Sin, is darkness personified, a cruel ghogt wit shape and morality. The images of Death anda&
represented as a whole: “Thou, my shade / Insefggnadust with me along, / For Death from Sin no powan
separate” [1, p. 243]. If God gifts the first coagelestial bliss and immortality, Satan “giftsettvorld death
and sin as an embodiment of coming disharmony,dbbtiss and celestial light in souls.

Thus, Milton’s Hell is represented asdark fiery valley of eternal and continuous tormdhnthas the
center, Pandemonium, and the bounds, the Gatespdétefollows mainly biblical concept of Hell bué falso
follows the greatest predecessors Dante and Spanseadds elements from Greek mythology to theiapec
organization. In addition, Milton’s Hell owns banog features (presence of oppositions, the alleglofigures,
inconstancy). The unique way of the representdtiel in «Paradise Lost» full of vivid details showe great
skill and talent of its author.
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The appearance of the image of Courage in Gerntaralture, its peculiarities in the novels by H.J.C.
Grimmelshausen "Contrary to Simplicio" and its tsésrmation in the Brecht's drama "Mother Couragalan
Her Children" are analyzyd in the article. Both Werare connected with the Courage’s image, an prigéng
woman, who tries to survive in a whirlwind of théirfy Years War (1618-1648). Having imitated
Grimmelshausen’s colorful image of the woman in wa, Brecht divides it into two images of a cantee
keeper, who thirsts passionately for a monetaryigand of a mother, who is lack of trepidation amarmth to
her children.

The reception of the XVII century in the followirggas of German culture developed in several doasti
and was connected, on the one hand, with achiewsniretthe literature, and, on the other hand, i main
event in German history of the XVII century — thdify Years War (Drei3igjahriger Krieg, 1618-1648).
Brecht's drama (Bertolt Brecht, 1898—-1956) «Moti@aurage and Her Children» (Mutter Courage und ihre
Kinder, 1939) is related to the most famous wattks,ideas of which date back to the literaturénefXVIl century
and reflect the tragedy of the Germans during toedy Thirty Years War. The source of the play Imeea
Grimmelshausen’s novel (Hans Jacob Christoffel @ralshausen, 1621-1676) "Contrary to Simplicio" (Zru
Simplex oder Ausfihrliche und wunderseltzame Lebesshreibung der Ertzbetriigerin und Landstortzerin
Courasche, 1670), which entered into the so-c&Bedplicissimus’ cycle" (Simplicianische Schriften)

The first time in German literature when the theafewar is introduced through the woman’s eyethés
Grimmelshausen’s novel. The prototype of image ofirdge was the main character in the Spanish gigaee
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