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ABSTRACT

The’relationshlpobetWeenthrmfand content ln,the religious
verse of the metaphy81cal poets is of great 1mportance‘1n
\tra01ng the development of a tradltlon Whlch 1ncludes such
fdlSSlmllar poets”as Donne and. Traherne° The nature of thef
personal rellglous‘eXperlence,‘as expressed 1n the rellglous
poetry of the flrst half of the seventeenth century, undergoes :
_srgnlflcant changeo Thls change is most apparent 1n the verse
‘of Donne, Herbert, Vaughan and Traherne, and may be descrlbed ‘
basrcally 1n terms of the tlme when 1nd1v1dual soul and God

‘are'unlted. For Donne this unlon is. unattalnable in the present

and is to be found only after death, as the Divine Poems and the

Annlversarles demonstrate,'ln the poems of Traherne, however, it

is eXperlenced at the moment of blrth and becomes a contlnulng,
d’present reality.. As we trace in the work of the four poets the
gradual brlnglng lnto thlS world of the soul‘s unlon w1th God,
We discover also a process in which the barrlers of the self are‘
broken down, Individual personality becomes 1ncreasrngly

~identified w1th the D1v1ne Personallty,‘and flnally nothing
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kintervenes between present reality anafthe:long—Sought visione

3

'Thié“vision,VSymboliZéd in Donne's AnniverSaries by the

llberatlon after death of the soul of Ellzabeth Drury, is
‘progressrvely 1nterlorlzed in tne verse of the later . poets,
and in Traherne s lyr1cs finds a new embodlment in the llVlng
"fygxPerience Of'therpoetr‘j
Such a changeWCanabe traoed"initnekforMS the‘poets uSe;

'We may flnd not only in the inner structure of 11ne and stanza,

'but also in the total v15ual arrangement and organlzlng

‘prlnc1ple of a poem or group of poems, formal equlvalents to

the kind~of Vision‘expressed, ~The Annlversarles,and;D1v1ne

Poems of Donne and the poems in Herbert's The Temple are
notable for the oomplex1ty of thelr controlllng flgures and
the 1ntr1cacy”of thelr verbal structure. In Vaughan s Silex

‘Sc1ntlllans and in the poems of Traherne, however,pwe flnd

srmpler and more flexible organi21ng prlnolples and a corres-
pondingfdecline~in'the’use of complex;symbolsfand conce:.tso
‘In’general, the formal‘andastructurai changes which occur
oetween‘Donneoand Traherne may,best;be seen as. a progressive
51mpllfy1ng and parlng down——a removal, in . the ver se 1tself‘,
of all that mlght stand between 1nd1v1dual soul and God

kBut while the nature,of the:actualrrellgLOus experlence,

‘changes in the'four,poets, and with it,the‘inner structures and



v

outer forms of their verse, there remains one 51ngle, informing

,vision of God. God 1s encountered and descrlbed 1n dlfferent

ways, but His esSential nature is recognized as changeless

andﬁunconditioned@piln:thé'same,Wanye must eXamineythe differ—

‘ent formal pr1nc1ples w1th1n a larger context, ‘Inyall four
,poets the concept of the poem as a celebratlon of and a
)sacrifice tokGod remalns constant. “In all four poets the act
of poetlc creatlon ltself is analogons to the greater creatlvekj"
fAct of God ‘the poems themselves are 1ndlv1dual acts . of praise
whlch celebrate as they embody the mult1p11c1ty—1n—unlty of

/the Creatlon.n Wlthln thls context a study of the best and

most characterlstlc ver se of these poets shows that there is
nothing’accidental or unplanned 1n:the methodg~cf organlzatlon .
each usedkto,conteyhis religious experienceap Theidifferentk
,poetickforns we encounter; many of themhﬁnlqﬁe,;érg\our first
and most compelling~éﬁidegto thehspiritnal‘coremof‘thespoetry7
they are the means by whlch we recognize not only the unlqueness
of the 1ndlv1dual experlence, but also its place in the larger

‘framework ofyuniversal pralse.
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' INTRODUCTION

This study of four metaphysrcal’poets of the seventeenth
century has 1ts orlgln 1n a Spec1flc questlon. how can we best
relate the rellglous poetry of thn Donne to that of Thomas
,kTraherne, SO that these two apparently drssrmllar poetse
lwrltlng’at elther end of a perlod which produced so much
rellgious lrteraturea can be seen~as~part of,one evolv1ngk
: tradltlon = a tradrtlon whlch also 1ncludes George Herbert and‘
Henry Vaughan? What is the relatronshlp between the complexg
klntrlcately structured D1v1ne Poems and Annlversarles of Donne,
/,and the free—flowrnga repetitlve and almost structurelesem
7poens’of'Traherne9 The specrfrc questiona whlch serves to
,deflne the hlstorlcal llmlts of thls study, is only part of a
fmore general questlon whlch relates in some degree to all
,rellglous poetry:~hown1s the;rellg;ous exPerlence 1tself to‘be

'embodied‘and conveyed'through thekmedium of verse? If the



experlence of God and the understandlng of HlS nature vary
‘31gn1flcantly from one poet to anothern how are these
‘ dlfferences expressed 1n terms of the poetry 1tse1f?

~ In suggesting answers to both the specific and the

- egeneral questlon, I have chosen to concentrate on the actual
forms the poets use. The word *form? here 1ncludes both
«kouter~Shape‘and'inner structure——the total'!arrangement‘ of’
a poem as well es the comp051t10n of its separate parts. ;I

"fhave chosen to approach the poems not from the p01nt of v1ew

L ~of theme and 1mage, where these have meanlngs 1ndependent of

the partlcular'pOetlc'eontext,lnrwhlch‘theyﬁoccurg but from~ﬁ

the'point of Viewaof the'poém itSelf’asfa‘unique‘Verbal

‘Slgnlflcanterhythmrealfand v1sualfpattern.
VfMuchfettentioh haSZbeen~giveh to common rhétoridal'devices,,
common meditatiVe andfdeVOtional patterns, and'chmonpreligiouse
| philosophical and scient:i’.fio beliefs, “‘a;u of which 1linked the

metéthsical,poets'to;their predecessors¢ eha’tokthekEuropean |

; Rene~i~ssance kink genergl.; Less attention has been g'ivehy to the
way in which the indiViduel poetsytook oomm0n~aevioes,rpatterns
and‘beliefs andfmade‘from‘them’pOems whoseyown ihdividuel forms
~~‘,a;é ohiqtely'expressiVe of a particular and,personal'experienoe'

Of_Goa. Onetoffthe;most striking'reSults Of this’expressiveness



is the quallty of a1nev1tab11:|.ty whlch is to be found in so

many rellgrous poemS/of the perrod—»a quallty whlch resldes

‘not S0 much in the appropriateness of a partlcular poetlc,'

form to the experlence descrlbed, but 1n the feellng that no

other form could have been used ‘so effectlvely to convey that

ekperience. It 1s as 1f each encounter wrth God, eact moment~

of 1nsrght, demanded a new klnd of express1on 1n response to

"Hls own 1nf1n1te expressrveness.»~

. There is to be found in almost all the metaphysrcal poets -

a constant pleasure 1n devrslng new stanza patterns. new o

3uxtaposrtlons of rhyme and meter, new modulatlons and harmonles,

'of sound, wrthln the wrde range of lyrrc p0551b111t1es that
ythe Ellzabethan poets flrst began to explore. But 1n the four
lrelrglous poets I am concerned w1th the pleasure is not that

of 1nvent1veness for rts own sake. Norx 1s 1t v1rtuosrty only

whrch ensures that in so many cases a partlcular verse form

‘appears only once. The care and consc1ous craftsmanship no
fless apparent 1n Vaughan and Traherne than in Donne and Herbert
kk testrfy to the abldlng bellef of these poets that the rellglous

'“f poem was at once a hymn, a sacrrfrce and a celebration. The

: Church 1tself provrded in 1ts scrlptures and 1ts llturgy a rlch,

store of verbal patterns expressrve of the prarse and prayer o

‘ofqall,men. The metaphysrcal poets drew wrdely from these
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'common patterns, but thelr most famous and dlstlnctlve poemns

»descrlbe rather the unlque encounters between the 1nd1v1dual

’soul and God, These{poems~comb1ne what is unlversal.w1thb
: what iszmoSt perSOhal;;'ﬁekmay fihd,VEOr ihstance,kCOmmon‘
rdevotlonal and medltatlve patterns in the work of all four
| poets I have chosen to dlscuss.’ Such patternsé however,

'cannot deflne the essent1a1 qualrty of each poet's separate

v1sron, norc flnally. can they deflne what the poets share at

the deepest level—na v1sxon of God at once personal in 1ts

veffect and unlversal 1n 1ts appllcatlon.

By examining the form and inner structure of 1nd1v1dual
poems we may discover what ‘essentlal. rather than~(acc1dental,'
qualltles these four poets have in common, and what is

dlstrnctlve to each. I hoPe to show that the radlcal formal

'changes‘that occur betWeen Donne and Traherne are nelther

s
<G

'.random in;nature nor determinedabykthe vagaries of ‘taste.’

They are in fact '1nev1table, given the changes which occur

1n the nature of the rellglous experlence ltself-w-here

‘consldered as both~personal exPerrence, andlas a 1arger

: historical proCeSs. 'But it'is’one thing to:notice'that'changes

occur; it is another to ascrlbe to them a con51stent pattern.

' Even a brlef comparlson of one of Traherne s poems w1th one of

"‘DOnne‘s iS‘sufficient to indicate the radical changes which



‘~koccurred in theme and form.' But,is it possible~to,tracekthef'
'way in whlch these changes occurred, to flnd the lntermedlaryk
~steps by whlch the complex, analytrcal and 1ntrospective verse”

"‘of Donne gave way 1n tlme to the 51mplek ‘even naive, lyrlcal

outpourlng of Traherne° In ‘the poetry of Herbert and Vaughan

we. can, I belleve, trace the successrve stages by whrch thlS :

~changevoocurred., Each of the four, whlle remarnlng a dlstlnce

tlve poet 1n his: own rlght, represents part of. an evolutlon

in rellgious thought whlch is most clearly and 1mmed1ately

‘seen ‘in the poetlc forms each uses.‘

~In thlS study I shall be. glv1ng equal attentlon to each

- of the four poets chosen, 1n the bellef that each casts an

1llum1nat1ng llght on the others., Thus 1n my use of the termki

‘evolutlon' I do not w15h to 1mply a rlgld hrstorlcal framee“

worka nor w111 I pay. speclal attentlon to chronologlcal

'sequence wzthln a partlcular poet‘s work. Such a sequence

is in many cases 1mposs1ble to establlsh exactly, 1t must also
leave out many‘lmportant consideratlons in the develoPment of

style and form in rellglous poetrybucon51deratlons relatlng

inot to calendar time but to the. time of the soulpand ultimately

to«the,tlmelessnesspof God. That ‘the deepest meanlng of a
religious poem»isfessentiallykunaffected by;its,partlcular,
historical,contextylktake‘forhgranted;‘thevform in which that

meaning_is conveyed,,hOWever, does respond to an historical



evblution'of pOetic-style; and~eachfpoet5fby a combination of

‘1nnovatlon and 1m1tat10n, plays a part 1n this evolutlon.: l;
believe that thlS 1s the only kind: of evolutlon whlch can be"
'daccurately traced w1thout enterlng into speculatlon outside of
the“poetry 1tself. It<1s an hlstorlcalkevolutlon only in so |
far as dlfferent poetlc forms and styles succeed each other in

‘ tlme. But its course is determlned.not so much by an hlstorlcal

‘patternvof cause and effect¢ as by a contlnuous érocess of

'remembrance of thlngs past and antlclpatlon of thlngs future.
"Whlle occurrlng 1n tlme, thls process is not regulated by time,
'Its ultimate nature is mysterlous, but the verbal structures are
= there”before us,'concrete and unalterable,'and 1t 1s“1naterms

1of ‘these structures and the observable dlfferences and 31m11ar; ~
1t1es between ‘them that I w1sh to establlsh patterns of change e
in thekrellglous experlence ltself. |

There are several llmltatlons to thls study. ~The flrst

arlses necessarlly from a bellef that’the forms of metaphyslcal
poetry are ultlmately selfwsuffic1ent that ls@ 1t is not
' neCessary'to~consult WOrks of'conteﬁporary poetic theory, uanuals '
of rhetoricakor the~eXamples"of'Other‘poets;’ih:order‘to !éXplain‘
the forﬁ offa particularopoem."Theﬁpoets themselues tell usal
often in great detail, how their.religious;poetry isfto be read
: andkwhat the principles of its cOnstruction'areaéandJWith the

possible exception of Vaughan, they tell us in their own poetry.



If we first take'heed'of theSe'generel principlesgpthe‘cere
these poets take 1n thelr verse ensures that the form of any
partlcular poem will- generally explaln 1tself. I have trled
“lthereforee to keep outsrde reference to a mrnimum.: I have
excluded both theoretlcal works by other authors and the
pvarlous prose works of the poets themselves.,w

| The seconda ‘more 1mportant llmltatlon concerns the chorce7~
| fof the poetry 1tself. I have excluded from dlscussion all the

secular poetry of the poets under consrderatron. The drstlnctlon

v between 'secular‘ and,'rellglous~ partlcularly in the case of

dDonne, is admlttedly dlfflcult to establish-though lt seems

f,to have raised few drfflcultles for the poets themselves. My

chorce of poems, however, rs restrlcted to those whlch descrlbe’ﬂ 

srn a subjectlve manner the encounter between the 1nd1vidual’r
sogl and’God. 1As a general rule, these~ere the only relrg;ous*‘
.npoems,ofkthesecéoets in<whichtverse’formslbecome séghificant‘
'«in'themSelves.‘ Thereforeg I”havetnotnincluded@in this studyt
,‘religious poems’of apporely'expository or_didacticwneture; or
~¢?th°d¢3 devotiohal exercises inrwhich\the recoga7ofndistinct
‘personal encOunterpiS'absent., In such poemskas Herbert's
- The Church—porch,end,vauéhan?slterse~commeotaries on,passages'r
fr’om‘ scﬁptu;;‘e'? the cﬁgggn-form ‘isessentiallywa 'se'rviceeble‘h |
vehi¢;§, uninterestlng i“.itéelf-'hB“t:the major religious,"

poems of all fourcpoets are not of this tYpe; they;are poems in



o which fbrm'reflects perSoaal experiehce“at the deepest~level‘
A srmllar prrncrple underlres the chorce of poets. ‘I’
have chosen four poets who best portray ‘the personal search
for union with thefDlylneg_andfwhose poetry embodles 1n~1ts o
'fOrﬁS'the;aature of.thisleearch. kIWhavefnot included Richard
Craehaw because;fthoagh a’majorVderotioaal poeté his'poetry
kon:the whole’is°m0relaritaalietie,celeoration thah a’record
k!of’perSOnal searohiﬁthembaeisaOf eubjeotive;exPerieacekis
ktransformed ihtoVStylizedlmodee»of hfmnrandlincantation in;
whichrbersonal elemehtsvarerof sec0ndary;iﬁportanee;' Nor do -
Crashaw'stpoetic'formslappear to~arise'inevitablynfrohfa
- specific situation, as do those of the other poets; rather,
they-are'skillful;embellishments Of;given‘themes.i The e#dlusionluk
fotrAndrew Marvell reStskprimarily on tﬁe«faotnthat’little of |
,his;poetry*is essentially religious inwnature; Although in B
“many of hlS poems there 1s a defrnrte mystlcal straln, few if
‘any could be described as exPressions’of’a;personal encounter
with God. Finally, such is the diver sitky\ to be found w‘it;hih,,
therfour poets I haveachosen;ﬁthat the‘introduction'of morer
’poets would, I feel, make the pattern whlch I wish to establlsh ,l

"~less clear through less relevant example.

In;drscusslnngOnne‘s“D1v1negPoems and the Anniversaries,

HerbefthtThe Temple, Vaughan'SJSilekaointillansvaaaltheJVerse



of Traherne, I shail examlne¢ 1n addltlon to the best known
poems ‘in these collectronSQ lesser knoﬁn poems whrchu regard—
less~of poetic meritgrshow S1gn1f1cantkthemat1e andkformalz
featﬁres.vlSome poémsdwhich may appear eithér atypicai or
,of'onlyfmiﬂoryimporranoe in themselves;jnevertheleSS pointc
forward 1n a srgnlflcant oay. For . lnstance; sPeclflc themes
and forﬁs may be of only mlnorylmportance in Donne, and
‘,found 1n only two or three poems of The Temple, yet assume
:majOr~1mportance 1nfvaughan~and~Traherne;, COnverselYn;;f
Acertain‘themes*and forms‘whichsaregdominant'in Dohne‘aré"less,‘
d’important:ih Herbert,'andoﬁay disaopearkeptirely infﬁaaghanf'
and3Traherne.. : k |

I will also emphasize«poems, again~regardlessrof;merit,‘~

‘which deal specifically with‘the nature,of poetic creation and

‘poetic~formtasWthé‘poet seeskthem.s The religiousipoet'in

‘ particular:is~likely to'see them~in~therlight‘of'the Creation'

and Forms of" God, and 1t is poss1ble here to establlsh a
fpr1nc1ple whlch remalns constant, desplte formal and thematlc
change-—a principle which.doeS'lnithe“end unite the widely
idifferihg_grou,os of'poeﬁsadand:makes the,fodr’poetsffuhdae
: mentally one in ﬁheir:poetic purpose, ir;not;in the'meanS'by
which they fulflll that purpose. | | |
_This purpose has been brlefly alluded to already. It'isa?

~in the widest sense, to,pralse God, and~at,thefsame tlme to know



.Hin_to theffﬁllesttéoSsible.eXtenteand,to,enter~inte a state
' offnnion‘withrﬂis Wiii;;vWithin this Qeneral.purposeylies a
\'beliefrthat the,poem'which]expreSSes the’soul‘snlonging;fer
greater‘knowledge andaunity is_itself thearesult/ofka’k
creative‘act,’reﬁleetrng inkite oWn‘limiterwayjthe greate;
‘ACtkof,the'CréétOf-'iﬁhaﬁsince this:greater_Act'inevitably N
Vhlinksethe individﬁal;self}with'the reet‘ef'the’¢reatibn,;eo
'vthere is a\tendency'inaalihfeur:peetS'te-regardaallkekaature
as’ meaningful, its. de81gn and pattern reflectlng the mlnd of
God. This pr1nc1ple of harmony makes 1t 1nev1table that thek
,poem itself should be as far as p0531ble a: srmllar refleetlon'n
“7of God's De31gn, ltS beauty and pr0port10n an acknowledgementv
of Hls beauty and proportlon. <Th1s~1dea dld not of‘ceurse»4‘t
:orlglnate with the metaphy51cal poets./ It isfthey;’hewevergk
‘who - fully recognlzed 1ts 90351b111t1es¢ who carrled lt all the
~way 1nto the heart and mlnd and applled 1ts prlnclples to an
'understandlng of the deepest ‘and most 1nt1mate personal.
'hlexperience. It is thls experlence that is flnally erdered,
‘glven the shape and. form of poetry, and. offered up ‘as
heacrlflce. Whether the‘lndlvldual poem;expresses_goy,er
fpenitence, resignation‘orkdeepair,,it iefstill a sacrifice to
God}hwho.iskthe~ultimate reader,of the poem andnits~ultimateh
'Cause. In this sense the poetry of Denne, Herbert, Vaughan

‘,'and Traherne takes us beyond the llmlts of poetry 1tself to
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contemplatlon of ‘the Divine: Withih this light“rather ‘than in

the llght of any one. llterary or poetlc prrncrple we most clearly '
. see the unlty of these poets. |

: It;ls;ea51er~to suggest briefly what unites.the poets than>

it 1slto summarize the complex changesyln tone, theme and form ,
';Whlch account~for thelr 1nd1v1dua11ty. Just as the knowledge
:of God arlses froh many 1ndlv1dual srtuatlons and states of

mind, so does the verse of these poets take on many drfﬁerent e

y

’shapes and patterns;' EVen‘withih a Single,poet’s work can be

| heard dlfferent voices expressrng dlfferent asPects of the self"'
lln 1ts search forfwholeness. I have attempted as far as
fppos51ble wlthln each chapter to deflne these speclal vorces

;and patterns in terms of larger organlzlng pr1nc1ples._ We can

flnd poems, for examplea whose pattern of development 1s :
controlled by»an outer,;lmposed form, as*w1th Donne‘s.SOnnets
“and Herbert's dlalogues and emblems, by one central flgure or

; symbol, as in Donne's Annlversarles and - "Goodfrldayg 1613,“ by

a,real orplmaglned sequence‘ofvevents,:as anHerbert's and

- Vaughan's narrative poems; by the associative, non-logical

expansion of a single idea through a series of examples or
’»bvariationsa as in;Herbert°s "Man" ahd‘Vaughan'sv“Rulespand~
e lLessons;" or by an,interfrelating~series of simple words and

images, as in most of Traherne's poems.
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o Siﬁilarly, We willwfind‘poemsﬂof aystrongly'antithetical‘
natu;e'where lines, stansasyand'sections ate 'plaYed off',
agaihst each otherkandlbroﬁghtttOgether‘thrOugh,qutaPOSition
and logical’analyslsto,form~an:intricately strﬁotu:ed*whole;
or we willeindkpoems in(ghiohkstansas'proliferatelin’a kind
of‘spontaneOusaoverflow i; Which analytio method and'logical l
’ksequence are replaced by the dlrect, sensuous deplctlon of a

H

unlverse in whlch God and: self are one. WE‘Wlll flnd poems 1n;
Whlchsgrammatmcal structure 1s complex and’eontrolling,imagesk
multl-structured and amblguous, and poems whlch cultlvate an
'extreme smmp11c1ty of 1mage and syntax, poems in whlch space
“and tlme patterns form thelr ‘own 1ntr1cate structuresa and
poems,ln whlchtsPace and‘t;me, as perse1Vedkin thls world at
‘fleast, soarcely\seem'to eXist, ~There‘ate,poems inlﬁhich¢sas'
-in many of Donne's, inner confl:.ct se‘e‘ms to do ;v'j\.olénce to the
- form whidhyoOntains it,:andkpoemsp;like Traherne's;~wyere the’~
voice of discord is n'eve’r heard, and 1ineiflo§vs into 1ine,
stanza follows stanza, in a sustalned and seamless unlty.

I should only w1sh to suggest now that the great varlety
‘of'forms and‘methods'of'organlzatlon can‘be‘:esolVed~1nto,a
‘:meaningfulupatternkif*we oonsider theimotement'from‘Donne to t
Trahetnee-by way~of‘Herbert'and,Vaughan, as a‘movement'froﬁ

‘complexity to simplicity,"We will f£ind, for instance,
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- progress1vely less dependence onkcomplex s1tuatlons and figures,
and a greater emphas;s on dlrect and spontaneous modes of
’“expre831on."we’w1ll flnd‘thatftheipoetlc unit becomes smaller
’land srmpler. the Annlversarles and.ghg_zggp;g are large and |
1ntr1cately structured poetlc wholese the meanlng of whlch is
not fully apparent w1thout complete assrmllatlon of the whole.‘
k81lex 801ntlllans does not have thls krnd of overall struoture¢

'and by the‘tlme we reach Traherne we flnd that each 1nd1v1dual

‘poem contalns withln 1tself a v181on of the whole, and is in a

'sense 1nterohangeable w1th almost any other‘poem. ‘Whlle 1t ls;
"p true that stanza pattern after Donne becomes 1ncrea51ngly p
complex 1n terms of line length and rhyme scheme@ the 1amb1c
'foot becomes constant and individual wordsfandvlmages become
inoreasinglykSimple;, Paradox; antithesis,and complex oonceit
give Way to a srmplea transpareht vision,

I have mentloned only a few 1nstances of the movement toward
‘Simpllclty in form.k:Toidescrlbe the change in the naturerof
lthe rellglous ekperlence 1tself as a movement toward 51mp11c1ty
would be mlsleadlng—-yet, as I hope to show, the guality of
flnev1tab111ty‘ in the work of these poetspls such that no
t‘radiealrfOrmalchange could'oocnr withOthat the same~time
refleeting'deep changesiin_the wayIGod»is'experiencedland nndere'

stood by the individual poet. Wedoannot~say‘that in Vaughan
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and Traherne experlence and understandlng of God are 51mpler
;than in Donne and Herbert, we‘can, howevera find 1n the later
poets’a strong desrre for the dlrect¢ unmedlated v1s10n. We
can flnd an 1ncrea51ng dlssatlsfactlon with any order other
than the total order of God, Vaughan and Traherne both seem

to demand an rntlmate yet<complete realization of God’s orderﬁ
withln the self, and both show a moﬁeﬁent away from the more
loglcal, analytlcal methods of Donne and Herbert. There is

a gradual shrft 1n nohes of thought from the analytlcal to
‘,the 1ntu1t1ve and the mystlcal.' That whrch constltutes error
tfor Donne takes up more space in the Annrversarles than the
direct contemplatlon of God; in Herbert the reveallng and‘
exPlalnlng of error are asjlmportant as the actual descrlptlon
of the soults unlon’w1th God., 1If 1n thElrvanalYSlS of error
-uDonne and Herbert,are concernedimainly,with,thelpreparation
of‘the'soul for itS'future transformation¢ Vaughanfand Traherne
show lese 1nterest in the preparatlon, and morerln the trans~
kformatlon 1tself. In Traherne, flnally; that transformatlon
ocecurs not in the future but in the presentn ~and 1t is so
,immediate’and all—consuming that no construotion of mind and~
intellect,‘suoh as'Donne'e‘symbolic’ElizabethyDrury or Herbertis 
Temple; mediatee.betﬁeenhthe individualesoul and’thetVieiOn;it

has attained. To express this:immediate unity of the soul in
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~God Traherhesreplaces‘the comp lex organizing,structures of
Donne and‘Herbert Qith;his own simpler expression;k

Finally, I havekendeavored to make my own approach to
each’poet reflect the change from complex1ty to 51mp11c1ty :
:that I have outllned brlefly above, In Donne s poems my np
kmain concernsis theklarge<controllingifigures and the
intricate relatlonship‘lnheach poemabetween the;juxtaposed‘
parts ahd thehcomplek poetic whole;, In The Temple and Sllex
Sc1ntlllans of Herbert and vaughan I am - less concerned w1th
the overall structurezof»these~twolcollectlons of poems~than
with the smaller detalls of rhymef llne length ‘and stanza
pattern whlch make each poem, however short, a selfécontalnedrp‘
:unlt expre531ve of a particular 51tuat10n or state of~m1nd
Traherne I have approached inltlally from the smallest pOSSlble
‘ﬁnltg the.word 1tself@ in order to demonstrate that his poems
kare based on formal prlncrples 51gn1f1cantly dlfferent from’,_~
mthose of the earller~poets. In each case I have trled to assess'
the poeﬁSifrom akcriticalrpoint of view Which best accords with
k;the vision of thelindividﬁal'pOet ahd with the’poetic,principles
he eSpouses;k Sﬁch an approach willg I‘hope¢~convey the'e3sential
quallty of each poet and at the same tlme establish the common
‘end Whlch they all sharednugreater knowledge of God and ‘His

llfe within the individual soul.



-~ CHAPTER ONE

John Dbnne

£
"I£ is not easy to trééé a consistént patterh,of’déveIOPméntf
;in D6ﬁne;s‘religious.poéfry;; Written over a 10h9 Péri0a~éf k
 tiﬁé‘inkrespon§e‘to wideiy v5r§in§7ci:cumstan¢es; the'réligious
'pbems,seem £o~show,more différences~ﬁhanwsimiiarities; kNor“dQes’
;iﬁ,appearrthatfponne evé::COnaéived of thém as'é‘siqgle iiterary‘
}work, as did\Heibertg Vaﬁghan and Traherne iﬁ'their’respectiﬁer
‘cdllections.‘ﬁNeverfheiess¢git is éoéSible’to discover in the
forms of thé réligioﬁs verse a moVement towards,¢rder and
‘synthesis which reflecﬁs a changihg relationShip betweeh poet ’

‘and God.

_The Divine Poems, which I will consider first, represent

onlyfpart of>£his dévelopment. In them a number of different
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Christian themes are eXpressed, a number of different VOiCes
heard, a number of different formal and structural principles
explored, ;Butsthe sonnets, lyrics and’meditative and

devotional exercises which comprise the Divine Poems, while

_eSsential‘to aneunderstandingkof Donne?slreligious experience,
yare,in'manyfways¢a;prelude~to.the long and complex Anniver-
saries. In de3cribing,the différent_ﬁoices andﬂtheadifferent'

formal principles of the Divine Poems,,I;hopeqat,theVSame time

;fto'trace a movement tbvive;rask", ii;nte‘érétibnﬂof 'form 'andﬁ 'integration

k,of rellgrous experlence Whlch is not made fully apparent untll
the Annlversaries-%poems Wthhg at once personal, phllosophlcal.
and ethlcal 1n nature, reveal the essence of Donne’s rellglous
‘thought. The Annlversarles must be'regarded~as religious~poemsh
because, whlle}not spec1flcally Chrlstlan 1n content@ they show
the final result of the poet“s 1nvestlgatlon of the llfe of the

'lnd1v1dual soul on earth and. in heaven. They prov1de also the

esolutlon to problems whlch remaln unanswered in many of the '
sPeCLfically Christian poems. It is these problems I wish to

examlne flrst@ and 1n order to do thlS I have d1v1ded the

"D1v1ne,Poems 1nto,three groups:k first, the,“Holy Sonnets:"n
secondg'"La Corona“ and "A thanle ;" thirda the "Annunciation

and Pass1on" and "Goodfrlday¢ 1613 Riding Westward."
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:"The‘"HolyeSonnets" prOVidejthe'firstkdemonstration of
’Donne;s~ahiiityhtofsubﬁect a broadfrange of religious ideas‘e
and feelings to the diseiplineVOffpoetic form, and at the
same tine;touimbue'thatvformlwith hiS<own distinctive voice.
h,In view of ShakesPeare s achievement we mlght well ask whether
~‘any further develoPments 1n the sonnet form were 90551b1e.
The technlcal Sklll and the lntense feellng of Donne s sonnets
'are'justly”admired,,yet 1t~1snsomet1mes'fe1t vl’:ha’#l:,Z compared
with Shakespeare{s;'their\range;is1narrower and:their'interest,
,eonfined'to an‘intense but nevertheleSS'restricted investigation
of;one man's private relaticnship withtGod.';Bet thesefsonnets
are‘not just:a*postscript to'the‘great'agezofnsonnet'writiné:
they 1n fact contaln ‘the elements of another, older, htadition,
;and the comlng together of these two tradltlons marks a new
departure 1n’the use of a wellﬁestabllshed form.' Slnee Donne
is the only one of the four poets anluded in thlS study to
: make extensive use of an exactlng and establlshed poetlc form

llke‘the'SOnnetQ 1t'1s 1mportant that/We should"understand'the,«

ik  changes he wrought in it.

Brlefly descrlbed, the older of the two tradltlons Whlch
mexrge 1n Donne'’s sonnets is what Douglas L. Peterson calls n“an 3
,unlnterrupted tradltlon of renunc1atlon and penltentlal lyrlc

, beglnnlng in the Middle Ages and contlnulng ;nto’the,Renaissance

nl '
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with such poets as Skeitcnfasd SouthWeli., This«reiigious
kliterarytraditionkreecﬁedfits height in the metaphysical‘
ﬁeets.of the seventeenthicehﬁuiy, wheie it besame\“the’ k
domlnant and most v1gorous mode of Engllsh ler.c."2 ~On~the
'other hand we have the Engllsh sonnet tradltlon 1tself@ w1th
its gradual replacement ochetxarchan 1deal;sm by a klnd of

native secular empiricism and concreteness, as outlined by

:J.'Wf.‘. Lever in The El:.zabethan Love' ‘sdnne.’_c_. 'As early a's;Wyatt;,
'ﬁeVersiaims,kthe’sonnet;eamekte iefieétf“a ?ieﬁ'of'life“
selmost direCtiy antithetieal‘tovthet:of*PetrEreh,e’It was:
‘rayienalerather'thah imagineﬁivef empiriealHratﬁer;ﬁhen'trans;
~eendentalfkand‘infmatte:s of love it replaced somsntic éraeur::
by Tudor egOtism;“B The egotism sndnkationality efiﬁhe secular
:sonsetfon thefoﬂeAhané,,and'ﬁhe spirituality ahd,fenunciation
ofsthe,penitenﬁial lyrie;on'the ethermetheyfdo not suggesteanf
 easy,er”harmqnious,qombination;  Yet they,do ceﬁbine ;n'thesf
#HOly Sonnets@”‘ahdkif‘the'reSultingspoemS‘are"uneven¢ eveh
ﬂ‘v1olent in thelr extremes, 80 is the relatlonshlp with God whlch
they express.

,ThewEngllshisonnet had cerfain~distinct cha:acteristics,
end Denne’s iqitial choice_of this form as a,vehicle fqrrhis
Christian tconfession' was'not'an'arbitrary'one; ,But«if,‘as .

Peterson claims, criticism of licentiousness was one of the main



20 :

"causes of the rellglous lyr1c°s reappearence at the end of the
century,4 then why should Donne, as one of the major religious
tPOetsﬁofrthe perlod, seem almost to 90‘out,of hls way to
fxexpresS’religious.experience‘in thezformskand lenguageﬁof'
seoular verSe? ‘Ithdoegsnct'seemjtoghave heenkhis intention to

k'reQeen‘ the fornitselfhas.SpenSerimay{be'Seidhtothavetdone
‘oinoAmoretti.skﬁOrfdidHDonne“ask of God, as Herhert did;;“WhY"
, _are'not Sonnets‘madefof thee?«and'ieYes /*Unon~thine~Alter
burnt?” The: answer, I belleue, lies in the loglcal and even
/‘nsylloglstlc nature of‘the sonnet itself, 1n 1ts ablllty, as

_developed succe551vely by Wyatte Sldney and Shakespeare, to
embody~an argument'thatlmovesurrom premlses°to concluslonseln

' aewayrnotJPOSsiblefinfafsimple'lyric.~~For7Donne;'trainedkin
| logic and rhetorlc from an early age, such e form would seem to
have had an 1nev1table appeal. He would have been aware of the
~sonnet's ablllty to Juxtapose quatralns and couplet,‘octet end
sestet, 1n many suggestlve ways, to develop w1th1n a short
‘space of tlme the k;nd of ratlonally ordered and persua81ve
argument that s1mpler lyrlc and stanzalc forms were not sulted
f‘for.: ‘But nelther casulstry for lts ‘own sake . nor the reflnements
vof secular love are to be- found in these sonnets. They are
deeply’serlous~andrpenitential poems, and an examinetiOn‘of
“their form ﬁill show how Donne was able to adapt toohiS~own

religious purpose ‘the sonnet®s kra’t’ional structure.
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It is p0551ble to divide the'“Holy Sonnets" into two .
'general thematlc groups; One group(ls based upon the relatlon- ;
Shlp between self, God, and Chrlst the Redeemer, the main |
5 examples of thls group are Holy Sonnets IV@ XI, XII and XV.5 :
: kIt w:.ll be found that, on the whole, these are the more regular
kdln thelr form and dlctlon, due largely to the presence of Chrlst
who, in these Sonnetse allays all doubt and answers all
'drquestlons‘ For exampleg Holy Sonnet XV moves’steadlly forward
| 1n long balanced phrases.d Clear breaks between quatralns
permlt the orderly develoPment of the sonnet's actlon, reachlng
a cllmax in the thlrd quatraln w1th the account of the descent
' of the Son, and 1eve111ng out flnally 1n the antlthetlcal
couplet whlch summarizes and concludes the “medltatlon~“
'Twas much, that man was made llke God before,
But, that God should be made like man, much more.,
: s , (p-ll, 11.13—14)
The feellng 1s one of - wboleness and complet10n¢ of a. serles of
actlons both 1nev1table and rec1proca1, with Christ as the
- perfect.manlfestatlonfof the mysterlousklnteractlon,between‘
vindividualcsoulvandeod.f Tbe moredobviouskoppositionscof Helyf
SonnetrXII——thefguestion—answer~relationship between octeteand
fsesteth tbe clearly/drawnvconparison betWeen;sinfulcman and,
Ainnocent‘nature—#are'likewlseire301ved in the paradox of;the i

 Incarnation:
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v But thelr Creator, whom sin, noxr nature tyedy
For usg hlS CreaturesG and hlS foesg hath dyed.
: : (p.lo, 11. 13—14)
The extreme unevenness of thewfirst eight lines of~Holy Sonnet
IV, where the soul is suddenly called back to face‘the'imminence
of“deathgfis matched‘hykthe perfectebalance and the intricate;
'almest‘1iturgicalsrepetitions‘of the conclusion:
Yet;graee,.ifkthoufrepent,ithou‘canst.nOt lacke;
But who shall give thee that grace to beginne?
. Oh make thy selfe with holy mourning blacke, -
‘And red with blushing, as thou art with sinne;
- Or wash thee in Christs blood, which hath this mlght
That being red, it dyes red soules ‘o whlte.
'Even the v1olence of the famous 0pen1ng of Holy Sonnet XI ("Splt
in my face you Jéwesu) glves way to a repeated assertlon of that
; ”strange love" by whlch “God cloth'd hlmselfe in’ v1le mans flesh,
that so / Hee mlght be weake enough to suffer woe" (p.9¢ 11 13—14).

In all these sonnets there is 11ttle enjambment, and the 1nt1mate
kvomce of the poet descrlblng hls.own predlcament 1s,at the'end~
caught up in the general statement of reconc111atlon 1n Christ,
The actlon 1n each case moves steadlly toward the Atonement whlch’
plaees ;n harmonlous relatlonshlp‘all that'was 0pposed and |
‘antlthetlcal.; ‘Only 1n Holy Sonnet XIII does a more hesrtant note
'h‘ilntrude’,'"What if thlS present were. the worlds 1ast n:t.ght‘”'r The

soul whlch seeks the reassurance of Chrlst is presented w1th an

analogy, drawn from the poet' "idolatrle," whlch remains some-

'ﬁ,igkwhat tenuous. The'markedschange in tone between second and third
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Quatralns as‘sacred and profane are thrown 1nto jarring
Juktap051t1on, causes a break in the poem and a lapse in the
’loglcal development whlch the fmnal couplet cannot completely o
~ mend, The s1gn1f1cance of Chrlst's redemptlve act seems

ialmost‘forgotten;kand the persuas;venesskofkthe.couplet,corres—
. pondingly diminished:
e o so I say to theegb ‘
To w1cked Splrlts are horrid shapes assign'd,

Thls beauteous forme assures a pltlous mlnde. ,

- The lnterlor’stress of/thls Sonnet and’ the tendency of the couplet
: to polarlze rather than to reconclle two. extremes are character-’
'lSthS of the second group of "Holy Sonnets."
The'centralityfofvthe Christ‘figure iSTnotpaLconstant
prlnc1ple in the "H01y Sonnets.* In the second.éroup afdifferent

kind of thematlc structure prevalls, and there 1s a subtle but

1mportant change in the~way theksonnettform‘is,uSed, ~Instead of

Christ at'the center¢ symbolicfof the~reconciliation'betWeen self

‘reand God, in the second major group of sonnetsp partlcularly Ie IIa

7III. Ve VI, VII, XIv and XIX, the self lS at the center¢ caught

h1n what appears to be an unequal struggle between God and Satan--~

,unequal because, apparently, God does not. choose to flght, and
the'self rs,lmpotent 1n the face of the enemy;s advances, Wlth
~_such proﬁound~inequalities'as‘itshsubject, the sOnnet's develope

ment is not towards a balanced resolution, but towards polarity
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and despair. Oniy in Shakespeare's Dark Lady sonnets, with

k their'siénificant identification of the lady with the;Devil, do -

we find SOmethingdsimilar——no final equilibrium,'but‘rather a

plttlng agalnst each other of Opposed elements. ‘in Shakespeare,~

poet and lady, in Donne, self and God, soul and Dev1l. There

‘ is no isSue other than a_forceful statement of the 1mpaSSe.,";
To'understand why,yin tbese most antithetical of'Dbnne's‘

,Poéms, tnere~is no’baignc¢'or reSOiution;ywem“St:beginfwithna

‘basicrideaGCOnmon,to»all thefsonnete'of the‘éecond'group. Thls

-
i

is the idea of a contract between self and God drawn up a longA'

tlme ago,1now largely unheeded,’but'brought‘forcxbly to_mind
again with the,passing of"timecand‘theiimminent expiry of the
contract's”terms:
Thou hasbmade me, And shall thy worke decay°
Repaire me now, for now mlne end doth hast, -
(1, p.12, 11. 1-2)
The idea,is established, not only of a dellnquent self,'reduCed

now to pa851v1ty, but also of a seemlngly dellnquent God, who

could act but chooses not to. ‘Instead, like an absentee landlord

‘unmindful of his own bestbinterest, God-turns away while his house

is robbed and hlS enemy trlumphs-

Why doth he steale; nay rav1sh that's thy rlght°
Except thou rise and for thlne ‘owne worke fight,
Oh I shall soone despaire,

(II, pe6, 11.10-12)
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The essential tone of°many,of this second group of sonnets iS‘
conveyed here—edespaitybefofefthe fact that‘theqconttact is
allowed to fall lnto the hands of frauds and usurpers.k The g
kfsonnets of the flrSt group that deal SpGlelcallY with the d

Incarnatlon show an awareness of the fulflllment of the contract

'1n Christ, and they recognlze the nature of the legacy left by

Chrlst‘s death; but they express what Donne hlmself calls a
'“wholesomeWmedltation"‘(XV)-—of the klnd Whlch'seems~to,lack ;

| efflcacy when the predlcament is most sharply felt. In thls |
‘predlcament the self stands mldway between God and Satan, crylng
out to the‘one and unable to reslst the other. ‘Christ is not.
‘fmentioned. At the very brlnk of destructlon the contract’seems
to remain Stlll unfulfllled._  k

In;some cases reSentment,is~directed*against the whole idea

: 's,ofwcontracts andtlaws:

None doth, but all—heallng grace and Spirit,
'Revive againe what law and letter kill,

Thy lawes abridgement,. and thy last command

Is.all but love; Oh let this last Will stand'

S | (XVI, p.12, 11. 11—14)

kGrace, it seems, is to be extended not through Chrlst but throughhk

anklmmedlate d1v1ne gesture t0»the 1nd1v1dual soule—not'so~much

©in the fulfilling oftan 0ld covenant as in the creating of a new

whlch would cancel all others. 'It iskcharacteristic'of Donne d
"that thlS w1shed-for "abrldgement“kshould take the form of a

kcomplete destructlon of the bas1skof thekcontract,.the house of



the soulfitself:
; Letthelr flames retlre,
And burne me ° Lord, ‘with a fiery zeale ;
Of thee and thy house, which doth in eatlng heale,
There is a constant potentlal for v1olence and destructlon
in these poems whlch becomes 1mmediately apparent in the form.
1‘It works counter to the 1dea of order embodled in wllls and
‘contractse and dlsrupts the 1nner structure of the poems. The\
ordered relatlonshlp between component parts whlch characterlzes
the sonnet form is weakened by the constant sense of dlscon- ,
tlnulty between the soul and God. The personal vorce whlch in

the Chrlst—centered sonnets became 1n the end caught up 1n the

~transcend1ng order and eloquence of the Incarnatlon, is now

forced to fill w1th 1ts own eloquence the vacuum of God’s seemlng

1nd1fference.k The 1nt1macy of the terms of address in these
‘sonnets is profoundly 1ron1ca14 not only in view' of the great
gap between man and God, but also in v1ew of‘God“s apparent
fallure to respond.' And so 1t is that the imbalance between
: self ‘and God@ w1th the self as an 1mprlsoned sufferer calllng
for help, 1s paradox1cally reversed in such a poem askHoly

Sonnet XIV, where the full force of personallty and language

combine  to domlnate our responses to the verse. It is thls force

which cuts across and disruptskthe'orderly development of the

sonnet, Excessive enjambment and strong caesural breaks not
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only‘suggest tﬁédjaggediacoents"of”tneriﬁpassionedfspeaking;
“golde; but also_ effective ly prevent the productive coming
 together of ‘ogpo,;—.ites ina ‘: greater' whole In the end ‘iit\‘ is
othatypo%erfui‘voice whiah}”throWn‘againSt‘the'c103ed'systemfof B
: the sonnet form¢ dlsrupts ltS inner structure and generates an -
~energy of antagonlsm S0 often present in Donne s poetry when
the parts cannotybe unlted;1n~a'greater whole.,

eTo underStand”theifuii‘significanCe of thiS~antagonismﬁin

ethe second group of “Hbly Sonnets,":we need to con51der agalnye
the formal quallty of the sonnet in Engllsh. In contrast to'
Llonger, ‘more dlscur31ve forms, the sonnet became the vehlcle

for tlghtly constructed, logrcal argument.: It could 1end
dltself equally to w1tty trlfllng with the paradoxes of love oxr
to serlous exploratlon of 1nner psychological confllct, but in
'yany case it moved loglcally from premlses to conclus1ons.~ Lever
says that "the‘sonnet‘form~of WYatt'and Surrey Was;espec1aliy'
‘des1gned for progressive exposrtlon and 1nferent1al reason1ng."6
'One mlght go further and clalm that the’end of this exposrtlon

and reasonlng was an actron—~not necessarlly eXpllClt in the
kﬂpoem,:but surely“lmplled. fFor\sonnets are strongly rhetor1Ca1,‘
:‘andathe end of'rhetoriciis,action;;in~the case of the’loveVSOnnet

k;kthe*nnion of poet and*lady.‘
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The'“Holnyonnets“ haVe;alwaYS,as the end of theixr reasoning

- and rhetorlc the unlon, not of poet and lady, but of self and

",God.j The actlon they point to is the outgoing of the self and
fthe 1nflow1ng of Grace., But the ironies and paradoxes of the
isecond group of sonnets’prevent that actlon, and the poems end
in impasse.o The result lS a clash between vehemence of language
1 and paraly81s of w111 that is almost unlque to these poems. “We
c,‘see in them what Louls Martz in his study of the sonnets as
'formal‘meditatlons calls,“theoactlon of an 1nward searoh.“7 But

the outcome of that search, whlch in the medltatlve tradltlon

means. the translatlon of the dlscovery of the 1mage of ‘God Wlthln‘

the soul into the outg01ng of the soul toward God, 1s frustrated.~

hActlon leadlng to union is not p0551ble because God cannot be

‘ foundfwithin the~sou1. He is in fact.a terrible~distance_away.
,Thissauareness of diStance occursfin much'othonne’Sfreligious .
poetryc and accounts for some of ‘his most strlklng 1mages.8 It
'1s crucmal in the "Holy Sonnets,“ where the form 1tself seems/to

requlre reconCLllatlon in the couplet, but where in fact such a

reconc111atlon is denled because of the apparent 1nd1fference of o

"God and the 1mpotence of the soul. ,Thls lackvoffrecon01llat10n

!‘Lfls‘conveyed“byfsharply'opposed llnes,fand by increasing polar-

‘ization of images. ‘The mOSt striking example occurs in the

sestet of Holy Sonnet XIV:



Yet dearely'I 1ove YyOUuy,. . and would be lov'd falne,
But am betroth'd unto your enemlea
Divorce mee,'unt1e¢ or breake that knot agalne,
Take mee to you, 1mprlson mee, for I
Except you'enthrall mee; never shall be freeg
Nor ever chaste except you rav;sh mee,

: : (pell, 1l. 9wl4)

KHEre flve of the six llnes are separated from each other by
emphatlc antlthe51s, whlle each llne in the couplet is further
divided'withln 1tself& to,make‘the polarlzat;on complete, The
repeatedinegatiVes:in the‘éoupiet‘snggeSt:the'possibility of
,an'endlesscprolohgation~of,a State'of,epiritual aridityoand
;incompleteness;; In this way the "action of the inward search"

is cut off at just that point where both sonnet form and

meditatiVe pattern would'nOrmalIy carryVit-through_to its.

proper end and resolution.

cMartz‘saYScofvthe,meditative’patterncthet'&by repetition
the mihd gradually,hrings:fotﬁaxa,int§~the'li§ht of’the‘Divine |
| Idea that~knoﬁledge which lies, unfotmed; withiﬁ the mina'e
cnconscioﬁs‘and'sﬁchnscious depths."9 AA'similatfforQErd‘mOVee
ment is to be found in the son‘rie‘t_‘foém—-'-though in this eaﬁse the
movement'towerd'a sYhthesis ie-made,by wey Of,the‘ioéical'
:deVelopment’of'theJsonnet?s severai ?arts;[/But‘ih,this poemithe,
* ,elogicalhfofward moVement of,the sohnetkpattetn¢~and'the
r;emergehce[into the iight’of knowledge of the meditative
patterne are both checked by the rlgld ant1thes;s. Only an

llluSlon of forward movement is conveyed by the onrush of the
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verse itselfe the’effect‘mainiy of’a series of~closely\allied
verbs‘(mbreake;" “blowe;" “bﬁrn?"h"diyorce;"rﬁuntie,“ "breake")-b
only a parody of close relatlonshlp is conveyed by the repeated
kjuxtapos1tlon of first and second person pronouns. ~The energy*
?of the sOnnetkisfunprodnctivea glven'shape‘only;by the outward
kform of the sonnet ltself, whlch here is essentlally closed,
llke the walls of the self whlch have grown too thlck for |
penetratlon_from out51der JFortthe logical process‘of the sonnet
’fo’rm has been tﬁrneé‘ inwar:d"ﬁpon iitself ;,'and like ’the‘ sOulns |
’reason "is captiv!d¢iand proyes‘ﬁeakeyornntrue¢“,; |

th’all the sonnetsdarekas extreme’as thisévbut most of them
'yin the seeond,gronp;are'COncerned;withtthe‘same‘question ofd
fﬁlfillment“inktimegethessame_desirerfor,all:oonflictingthings
to be made one. This~desire‘is frustrated not only byfa
/paralysrs of reason and w1lla but also by a sense of’dlsruptlon
in tlme;‘ For 1nstance¢ 1magery assocmated w1th the Last Judgmemt
, oceurs frequently¢ but lnla‘curlous relatlonshlp,w1th the.poet’s
‘own’sense‘of the present monent.; In Holy Sonnet Vil ("At the‘
:round earths 1magln’d corners") the flrst two quatralnsak
unseparateda convey through a sustalned fliow. of 1mages a :
'magnlflcent apocalypse.‘ But in the succeedlng’51x llnes there
is a oomplete7reverSa1 of mood as;the'poet seeksysome private
nkpeace hereyandnow,k'Howeveralwe do notsfind,thekChrist'offthe

dearlier sonnets who reconciled the temporal and the eternal,jand
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there is no,final Order. - Death and the~unknoWn“loom up~ahead,
’whlle the past is a chaos whlch does not bear thlnklng about.
‘The 1tchy Lecher, and selfe tickllng proud
Have the remembrance of past joyes, for reliefe
- OF comlng lllS. To. (poore) me 1s allow“d
No ease. -
. There is often a dlStlnCt sense of terror as time and space seem
to close 1n.
This is my playes last scene, here heavens app01nt
My pllgrlmages last mile; and my race -
: Idlya,yet‘qulckly runne¢,hath thls‘last pacey
My spans last inch, my minutes latest point,
And gluttonous death, w1ll 1nstantly ungoynt
M.y body. ' ) ’ g
h_The sense of belng caught in some ever»narrowmng space between
- llfe and death comblnes w1th the sense of the 1nf1n1te gulf
- separatlng self and God to produce in several of the sonnets an
almost complete destruct:.on of the logJ.cal sequ.ence and the

orderly development in tlme whlch we expect the sonnet form and

med1tat1Ve patternfallke to reflect- -

Perhaps it 1s Just thls sense of collapse and dlsorder ‘which
gives the sonnets thelrfdramatic lmmedlacy. But what is thls
‘dramatlc qualltyg and how does 1t relate to the poet‘s relatlonu

'nshlp w1th God in these poems’ It 1sknot the same thlng that we

h7"s1m11ar1t1es 1n tone and prosodlc effects. It is somethlng that_

'narlses from the sonnets themselves consxdered as monologues. In

‘ flnd 1n the Sat.zg;ese the Ele 1e ; or the Song‘ and Sonets, desplte,
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| mosthoffthe seCular'poems there is}ahconstant sense ofpintef—:

k,action betweenktheipoet andksome“other,indiﬁidual-wmistrese¢~k
fniendeaor sometimeshonlyna,hypOthetiea;, Unidentified
kiietenefeawhoee preeeneeiis taken'for granted; These'are,

. eeeentially garrnlons; social poemsg‘and in’moet‘oases'theirk’

”'movement is that of conversatlon and argument with another

perSon.: They are dlalogues conducted between the poet ‘and a

liVinga respon51ve world.ll ‘The great‘energy of‘the~“Holy

Sonnets," howeVera‘Should‘not obscure thenfaeththat they'are :

monolOgues,'When whatkthe\poetmeSt,deeperately wants is

dialogue., If a monologue of this nature can be considered

. dramatic, it must be so in terms of a kind of internal drama, in

which the various 'voices' are aspects and projections of the

se 1f e
When this kind of internalfaranaoccurs in the secular poems,

it most often appears as’the'familiar=theme Of“man"as\microcosmg

ifand is closely allled w1th the ldea of allmencompaSSLng love, as

1n the‘"llttle worlds“ of "The goodwmorrow"rand "The Sunne

‘Rlslng." What happens to thls theme in the sonnets is made clear
in Holy Sonnet Vi where the theme of the mlcrocosma announced in the
AOPenlng line ("I am a’ llttle world made cunnlngly"), ‘is modlfled

‘drastlcally by what follows. The‘“llttle world” is drowned andk

burned in order that it‘might be made over entirely in the image -
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nof thee and thy house.” For the inner "drama" of these sonnets
is the unproductive dramaof solipsism, fruitless'engagements
with the self from which the pOetecries‘to be released. From

:thls 5011931sm comes the prlde whlch exhorts God to act:l.on,2 and

‘%’whlch, of course@ God does not respond toa as the poet hlmself

\ reallzes.‘“But who am I, that dare dlspute w1th thee / o] God°"
,Beyond the assertlons of personallty lles the one God in whom@'

hopefullya all 1nd1v1dua11ty w1ll be subsumedm-not S0 much

through an act of grace perhapsv as through an act of forgettlngf

That thou remember them, some clalme as debt,‘
I thlnke it mercyg 1f thou w1lt forget. T L

A further dramatic quality might°be'foundrinfthe elements of

formal:meditationrin the sonnetsh"Martz deScribes as'the essential,

process of all medltatlve poetry,‘“the 1nteract10n between a

progected; dramatlzed part of the self‘ and the whole mlnd of the‘k

: medltatlve man."12~,1t'seems,clear¢ however, thattln many ofkthek

sonnets where the;figUre of ChriSt,is’abSent;'there'iewno real
interaction at all, because theVthole‘mind“.is-fragmented.~ They
~deplcta in factg the dangers of‘subjectlv1ty whlch constantly
fattend~those engaged in the~"1nwardtsearch." The'"dramatlcwe
;,;reconeiliatiOn Of tWo selVes;fof aotor and hinde":ohich’Martzg

13

;dlscovers ln the sestets of the “Holy Sonnets," is not; I

".gthlnkg to be found there. We can~be led by the logic of the




sonnethformiitself“to"expectkamreconciliatione if not betWeen
h{“actor# ahd Qmind;w'then poSsiblywbetween self and'God;k Such
is our.accustomed hablt in readlng sonnets to expect a
resoiutlon in the couplet that we can easrly mlstake the"’
,dlrectron most often'takenkln'the'sestets of these partlcular

‘sonnets~~not a mov1ng forward to recon0111atlon, but a further

wrdenlng~of the»gap.f So alsoz the power of the speaklng vorce

~can distract usffrom the actual process of dlslntegratronethe~

WOrds describe. The “llttle world made cunnlngly“ becomes by't

1ron1c 1nvers1on a. symbol of the utmost dlsorder. ,We~are
flnally led to understand that, in the most extreme of these
_sonnets, nothlng is what 1t seems to be.

Oh, to vex meq contraryes meete in one:
Inconstancy unnaturally hath begott
A -constant hablt. ‘

(XIXI p.lSQ ll 1—3)

In‘this,sonnet the antitheses are powerful enough,to threaten

‘even the syntactic order, and when this‘happensg all sense of
 logical subordination seems to diSappear:

As humorous is my contrltlone'
As my prophane love, and as soone forgottrr
As rldllngly distemperd, cold and hott,
As praylnge as mute; as infinite, as none,
; (11, 5—8)

- The third quatrainepresents‘a similar‘breakdownvof the'temporal

order:
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I durst not view heaven yesterday; and to day
- In prayers, and flattering speaches I court God. 5
To morrow I quake w1th true feare of his rod.
: (11. 9—11)

In thls terrlble telescoplng of tlme and space no reconciliation

is posslbleg and at’the end we are'left wlth‘a weary assertlon
Vﬁof“the,arbittarineeeeof‘the’isolated self: |
" S0 my devout £itts ‘come and go away
- Like a fantasthue Ague.k~
i S , (ll 12-13)
The 'éh:ammat:t.zat;mn‘l of the soul's predlcament thus leads to no
f:u;tful 1nteractlonrbetween,“actor#’and,“m;nd@“‘or between
self'andeod.  The>o£ly resuitkof tﬁe ‘dtematiéetiOn? isa
,complete diseolﬁtion@ eonveyéd'through‘aﬁdiserdered timeescheme
'zend a ftagmented'syntax. ’ | |
e I haVe tri,ed to 1nd:|.cate that Donne was atble to take the
sonnet fOrm totthatkextremefstege wterekits;logical structurekis
threatehed by tﬁefnature]cf the thought andxfeeling expressed;
‘ ﬁnder most circumSteneee we:might'think'thet:the,result ef‘this
' tenSLOn between form and content would be a bad peem. It is
90551ble, howevert that many poems derive mach of thelr effect~~
iveﬁess from Such;a tension, which Wylie&Sypher identifies as a
k’»'manneri'st" technicjue : o |
,{The poets ahdjdramatists of this era have a 1ogic

of their own, a rhetorical and dramatic logic that

does not operate by transition and sequence but by

circulating through extremes, opposites, and diver-

gencies; digesting every sort of experience by
putting sudden stress on language and gesture.
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‘Butkit,is notvjust'that, as Sypher says, “the psychological

o effect‘diverges from the'structﬁral logic;;s--theysonnetoform
,aiéo“contains‘and‘restraihsw ahdois aha&ééouskto the power of
the ratfonalkmind;to‘formulate’the'terms°of its own~restriotionh
‘ﬂBut once itsfeSSentiai oharacteristicssofdlogiCal development\

: endiresoiution within an eVOiVing'timetScheme,haVe~been
"'ebehdonede itfcennoté“of its\Owne,provide a;SatiSfying order to

counteract the disorder within.

If in the majorlty of the "Holy Sonnets"“the loglcal develop-
‘ment suggested by the sonnet form 1s at varlance w1th the poet's
ylnner confllct, in the rest of the DlVlne Poems these antagonlsms
’are not so ev1dent. Two dlfferent klnds of orderlng prlncrples
'can be observed” and 1n nelther of them is an establlshed form
subjected to the kind of straln we flnd in the second group of
sonnets.; "La Corona" and “A Litanie" are poems of a less personal,
' more llturgrcal nature. Thelr basrc~structure is not that of an

4argument proceedlng from certaln premlses to certaln conclusions,
r‘but rather that of repetltlon of words, phrases anddlnvocetlohs.
If'ln’the majorlty of the "Holy Sonnets“ the rational process

‘fails to bring about the desired result, in the“repetitions of
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fOrmalLPrayer;are;foundtother,meahs‘to dispose“the soul‘toﬁardt
God and God towardvthesoul.‘kAnd‘so‘we'find-in‘"La*éoronatyahd
o “a Litanie® a h‘arm’oniy with God "which’ in the "Holy Sonnets" is |
only rarely experlenced. : | '

“La Corona" dlffers most from the "Holj Sonnets" in that klk

‘ here the ind1v1dual sonnets are llnked by flrst and last llnes

to form a unlfled whole—-as Martz says,,"proPerly speaklng, there

are no lnd1v1dual sonnets;“;§

,‘The l;nklngkof each in assequence
naturally reinfoICes'the sequeneekof eventsyln Christ's life |
whioh‘the poemssdesorihe. But‘more than this, the,final

joining of théllaSt sonnet to the1firsthto‘formha;COmplete
eirclekexéressesuthe perfectffﬁlfillmeht;of Christ“s death and
'kresurrectlone whereby the poet also may come to “salute the

1, last and everlastlng day L

It will be seen that the”structure of "La Corona," at once

o ,sequentia1~and,cirCulare,introduoes'a,concept of time very

different from that«of the "Holy Sonnets," and thus there is a

different'inner development. In manytof'the lllHOly Sonnets ")

S partlcularly Io IV, Ve VII, XIII, XIV and XIX, past and future

come together as 1n a nlghtmare, producang remorse and fear as

nxe;kthe.poet~flndskhlmself seemlngly lsolated from the redemptive

~ pattern., Here, beginning and end are fused in an eternal,

 transcending present:
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The ends erowhe our workes,;but‘thou erown!st'our ends,
"For, at our end begins our endlesse rest;
The flrst last end, now zealously possest,
: (1 pe2, 11, 9—11)

,’Thus, whlle the flfth sonnet speaks of those who cruc1f1ed Chrlst
as “Measuring selfeiifes;infinity’to“a span, / Nay to an~in¢hg"
iﬂ‘terms that recall “thisxlast pace, / My spans last inCh? myﬁ
, minutes~iatestkpoiht"iofkHoly'SonnethI@hwe”are’neVertheless
aWare that the 1eaStqﬁomeht in time cohtainsdwithih'ité in
;frultful paradox, all eternlty, The chtonologiealksequenoe of :
oevents is only the manlfestatlon on earth of the greater
mystery whlch lmbues each part with the whole. Thus_ls the
Virgin addressed ln‘the Annunc1atlon sonnet:’ e

Ere by the spheares tlme was oteated¢ thou

Wast 1n hls mlnde, who is thy Sonne, and Brother.
(za p.2,, 11, 9mlo)

As w1th tlmeﬁ so with space.k"Immens1ty cloysterd in thy dear
‘Epmgg" llnks second and thlrd sonnetsg and at the Nat1v1ty it
~is the eye of falth whlch sees "how he / Whlch fllS all placee
~yet ‘none holds hlm” doth lye." E

The destructlve paradoxes of the “Holy Sonnets" arise from
the ;rreconcllablllty of thetflnlte and the,lnflnlteg of self and
God; the'constructive‘paradoxes.of "La Corona" arise from the -
eoming’together‘ofhfihite and infinite injeach separate‘eveht, and
this oomingetogetherdis conveyediin‘the;most,direot Qay bydthe'

- overall interlocking pattern. Such a pattern does not allow for
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a traditional development within each sonnet.k Thefetare no
sharply juxtaposed quatralns¢ and there is no sense of antl-
the51s oxr complement between octet and sestet-ueach sonnet.
" moves forward smoothly and w:Lthout dlsrupta.on to its
‘concludlng couplet. Only 1n the 51xth sonnetQResurrectlon)do~
Cwe flndd in the flrst six l:n.nes,t a certaln unevenness as the
obduxate soul awaits release:~,
. Moyst w1th one drop of thy blOOdg my dry soule

Shall (though she now be in extreme degree

Too stony hard, and yet too fleshly,) bee :

Freed by that drop, from being starv*d, hard, or foule,

And life, by this death abled, shall controule
',Death, whom thy death slue. :

(6, p.4, 11. 1—6)
jFrom thls p01nt to the end of the sequence there is an unbroken
kupward movement, cnlmlnatlng 1n the trlple lnvocatlon of the
seventhisonnet:' | |

0 strong Ramme, which hast batter®d heaven for mee,

~ Milde lambe, which with thy blood, hast mark!d the path:;

; Brlght Toxch,. whlch shin’ st, that I the way may see.e

g , ; (72 p.5,t 1l. 9-11) '

,One.might conttast thesesemphatic,petallel statements w1th the’
dsomewhat sxmllar openlng of Holy Sonnet XIV.’"Batter my heart,
three person’d God, for, you / As yet but knockee breathee shlnea
andrseeke to mend.?d_Although in these llnes‘the Tr;nlty is
| diﬁeotly invoked, the antithesesrwhich dominate the sonnet’s
tstrueture'suggest¢ if not anftegmentedfeod, at:leaSt aeGodﬁMmm_

has not fulfilled Himself in time and space., He has "as yet"
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béen:too gent1é tofpiérce the stony heart, But at the end of

”"Ia‘Cdrona",it is emphasized that Christ himself was the
fﬁlfillment,,and'combinéa;Wiﬁhinihis Person allfthé'qualities‘
of gentleness and Strénéﬁhg»thé,"lambé” and the,“Rammeg" which

are opposed in the sound and struétufé'offthe‘first‘quatrain of

the other sonnét.’Vk
L The“ideaVOf*the'Incarnationkdominates "La Cordha," és,it
"doés fhé first grbﬁp 6f Ho1y Sohheﬁs‘(lv, Xi¢kxiig.XV);,bui‘in;*
aﬁdiffereht Qay,’ Iﬂvthdge éoﬁhets.Chfié£'ié;‘iﬁféﬁiﬁétﬁralk |

, termsaythe,logicalyiesoiutiOn df‘the doubtscand questions

1raiSedkét;the £éginnihg of,ea¢h poem;fand the°end towards which
each was moving. 1In fLa Corona" thére’is litérally nd énd. ‘As
‘DOnhe'indidates £h£ouéﬁou£; tﬁe"thlékis impliéd iﬁ eéch’part;
énd‘dhrisﬁis"ﬁhe~begiﬁnihg~0f'ﬁhe~argumentkas weil\as‘the end,
: "A'Litanie5“ thoughxa'méditaiive exexdise iikek"La\Co:onau?'
shows a‘quité,different use of thé'téchniqués‘of’repééitién; It
is not,only équﬁger_péém,‘buﬁ aisb*muchbmore‘diffuségland thei .

interlocking;pattern‘and internal cross-referencing of "La

‘Cbrona" are notably absent.  Somewhat paradoxically, "A Litanie“'

has a much more episodickefféct than the chrdhOlogically arranged

events of "La Corona." The twenty—eight stangas can be made to
fall into several larger grOupingsgyfoilowing;theistructure of

B I L | ’ |
~the litany, but Donne seems deliberately to lessen the effects
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of liturgieel‘fermalityby“varyinéythe'reeponses and
rearranging‘ih,many smeil,bﬁt important;ways the WOrding in  
" the eonclﬁdihgreoﬁpleteof each stahza: "delivet_us,“‘for
,e$am§le,teceurs‘in;eimost evefylpossiﬁlekpositioﬁt etd»is
sometimeS*repiaced'byie.parallel cehstructien euch’asr"heare
| us."ikTheSe~variations-make the work muchtmbre ihteresting
e peetieeilyt but#thefydq‘hot,ehaﬁge the‘essential ﬁature of
“,the lltany, and of all hlS rellglous‘poems thls is the moet
formal.: Even soj whlle 1solated passages stand oute they do
notkSeem to fiteinwtepeniklargerfwhele, ‘Intfactptthe _'~ 
’discrepancy betweeg,individueleparts end everail structute -
; arises from'much~the sameekind«ofediscrepaney we‘have\exeminedik
cln many of the sonnets, between what we have come to expect of
a certain form.and the way in Whlch Donne actually uses it,
‘Helen‘Gardner says ef wA_thanle:“~ ;
Vi Thereohtrast~between theheimple traditional outline

of the poem and the intricacies of the separate

stanzas is the formal expression of the poem® s

ambiguity. It appears 1mpersonala but iss in facta

‘highly personal,l8
This kindfof,ambi9uityg arisiﬁg from‘the ﬁse of ce:taih~poeticyot
iitufgidal f0rms~in,a~§ery peisonalfahd, in a sehse,:antif 5
traditional'way, is eften,a sOurcewof~great strength in Donne’e
poems.’ The most powerful of the “Holy Sonnets" are. the enes in

which thls amblgulty is strongest——no dev1ce could more powerfully
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1xef1ect*the‘noet's state of mind‘in; for~exampleakHoly SOnnet
XIX. ‘But lf it is not entlrely successful 1n,"A thanle,“ the
‘reason 1s that tradltlonal outllne and 1ndiv1dual parts are not
’ereally reactlng w1th each other at all, elther in harmony, as
in. ”La Corona,“ or ln onpos1tlon, as in many of the "Holy
Sonnets.‘19 ﬂ | )
Sk It‘seems‘eVidenththateDOnne ﬁas atnthis stage more interested
in the=possibiiitiesfofftheininenline’irregulan stanza than in
"the overallfsignificance“of;the form’of7the litanyefand.in'this
respect at leastg,“A:Litanie?tiskan interesting‘foreshadowing
of later dével@pmentsjinktheireligious?lyric. Donne’S'nee of
this particnlar stanza,‘howeﬁerg iS‘perfectly oonSiStentwwithd
‘what is perhaps the maln preoccupatlon in the poem, the search
| for a balance between the harmful extremes of human behavxor.
ThlS search is, I feela'not 80 much the result of any partlcularly
kkAngllcan desxre for the via med::.a,zO as=a manlfestatlonfof the
kdeep fear of the “Holy Sonnets" that contrary states of mlnda ask
'inkHoly Sonnet XIX,‘somehow reinforce,each other and bu11d~up |
~hetneen~them too»thiok a wailﬂfor‘God to penetrate;f We have
‘seen howeDonne'sﬁantitheticalkvetbalkstructures cankconvey;just
this impenetrable barrier:of'contraties: but in "A Litanieéﬁ as
yln “La Coronag“ the emphasxs is on "That harmony, whlch made of

£wo / One law, and dld unlta but not confound" (p.19, 11i. 66—67).
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Where antithetical structures are presentfwtheirkpOIarizing‘

effect‘is/diminished; firSt‘by the alternation of four- and

fiVe—stress lines, and second by our anticipation in each.
stanza of the!closing,supplication,whidhkresolveS'and rounds
‘,off with a couplet the»SGmetimes~diScursiVeedevelopment of the

preceding lines:

From belng anxious, Or secure,
Dead clods of sadnesse, or light squlbs of mlrthe
. From thinking, that great courts immure
All¢ or no happlnesse@ or that this earth

. Is only for our prison fram'd,

Or that thou art covetous. e

To them whom thouulov°st¢ or that they are maim'd
From reaching thls worlds sweet, who seek thee thusu
With all their mlght, Goed Lord dellver us. :
' P (p.zl,, 11, 127-»135)

‘The elosingaimpreCatibns areebas a;result of the nature of the

litany'itself¢ quite different from the agonized imperatiVes of

E the "Holy Sonnetsa" Just as the 0pposed states of mlnda as

descrlbed in the flrst half of thlS stanza, are hypothetlcal

'possibllltles rather than actualltles presently experlenced.; ALl

of these factors give to the poem ltS approprlately detached, ﬁ
rltual qualltye its sense of speak1ngv like the sermonse for all
manklnd rather than-just for‘the wr;ter hlmself. Wlthln‘thlse

setting the kind of devéldpment whieh we see later in Herbert's,

Vaughan's and Traherne®s use of the irregular stanza is not

possible. For this kind of stanza was to beCome‘the natural

vehicle for the most personal kind of meditation; in A Litanie,"
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‘however, the personal, subjectlve tone is dellberately muted, as
kwhen the poet, 1nvok1ng the Prophets, prays

That I by them excuse not my excesse

In seeklng secrets, or Poethuenesse.k

(p.l9, 1l. 71—72)

But 1t is not Donne s characterlstlc method in hlS rellglous

poetry~to,avoid excess, or”even‘to apologize for it. It s

doubtful whether the cultlvatlon of “meane wales,“ as a poetlc

pr:.nc:s.ple at’ least, would ever have resulted :Ln the k:md of

‘poetry we see in Donne at his best——poetry in whlch extremes
of feeling‘are subjeeted,toathe\restralnts‘of form, there to
:find their;resolutioh erhnet@fdepehding‘bn the particuiar poem.
Ih'ﬁhe casetOf the more,fermal“religious exerciSesylike “La-
éOrona"’and‘”A,Litanie”ythehforﬁs‘offer ne“real restrainte
beeaueekthere_are no reaigéenfliCtegyThe 'resolutione' owing
 to the pattern~of repetition which in each~case“is'establi5hed
early, is epparent in the form to begln w1th, and thls seems
not to have glven Donne the kind of poetlc 1mpetus which he‘
best‘responded*to——theylnltlalwstatement~of afproblem'the“h'

resblﬁtion of which must be,fOughtkar with all the resources of

 emotion and intellect. The "Holy*sonnetS“fprovidedghimlwith
one kind_ofuapprOPriate'form-—shortp,compressedg‘and in Donne's
“hands variable and unpredictable, but above all full of a feeling

of energy, movement, and?eveﬁ‘ofediscovery, The same might be




45

'said of the thlrd 1mportant group of poems; comprising “Upon
the Annunclatlon and Pass1on falllng upon one day. 1608" and
"GoodfrldaYa 1613. Rldlng Westward.“ o

| The 1ength of these two poemns is not restrlcted by any
' fbrmal~necesslty,fand~Donne extends hls sequence'ofgcouplets;
to whatever length his subject demands. The greater freeGOm
Ywhlch this allows him has the 1n1t1a1 effect of reduc1ng that
’tension'between‘form and'subject matter whlch hasjbeen noted~’
'1n many of the‘"Holy Sonnets,",whlle at the same time glVlng
hlm the oPportunlty for a fulier development of sub51d1ary
‘themes¢riBut‘moreflmportant 1nnthese poems is the waykln whlch
,the‘sttucturalvbesis‘shiftsffrom that of a“predetermined fqtm’k
such'as sonnetioftlitany;’to”an actualxeccesion:desctibed U
‘w1thin the poem 1tself.‘ The snbject‘matter 6f thesetpoens_is,
in general the ‘same as that of the sonnets. The gulf that
separates;man and GOd,;thetmystery of the Incernation, thek’k
“~kparadOXes that afise from manfs divided;nature; the struggle~
'of the self to enter. into communlty w1th the Dlﬁlne-—these
preoccupatlons remaln constant, but here they are. embodled in
a central 51tuatlon, or a central symbol, whlch governs the
whole'movement of the poem.? The. nature of thlS central
"situatien'er symhol‘miéhtfbe»deduced'from~those'SOnnetsfwhese

‘resolution is found in the image of Christ. It will draw




‘together“allrthat is .contrary, and~Will‘give an eternal

 significance to a specific event in a specific time and place.

‘The “Annunciationrand Passion” provides perhaps the'

clearest example of thls klnd of 81tuatlon, but it 1s on the

whole a statlc poem, show1ng llttle ‘sense of personal ’ aur

1nvolvement, apart from the rather flat conclud:.ng couplet

addressed to the soul. The 1ntellectual concentratlon of its

lines is remarkable, but achleved at the expense of the
;forward movement that we flnd in "La Corona," that other o ?
"Abrldgement of Chrlsts story.“a The~51tuatlon, that of the‘ k ’
'e01nc1dence of two mysterles in the church calendar, would

appear to lend itself admlrably to Donne s klnd of medltatlve

‘speculatlon—-too admlrably perhaps; srnce 1n thls case the

: sPeculatlonrtakes on a certaln mechanlcal quallty., But ‘this

may be the result of the "acc1dental" nature of the occa51on
itselfﬁ one ln whlchrthe poetvhlmselfvremalne essentlally
uninVoived.f The occasron glven, it can be elaborated\on, and
its 1mpllcatlons drawn ont and repeated, but 1t cannot be made
the~centeruof;a complex‘andreVOlvlng actlon w1th'wh1ch the poet
1s fully 1dent1f1ed. i | ’

The essentlal dlfference in the handling of a central

'occasion“ can be seen when the “Annuncratlon and Pa531on and - E

"Goodfriday, 1613"'are,placed next to,each'other. The two




fOrmally»similar poemS’are’linked by their meter, by'their use

of s:|.tua.t:4.on,7 and by 1magery derlved from astronomyk navmgatlon,‘

the Nativity., the Cruc1f1x1on, and contemplatlon of the Vlrgln,

butkonly 1n,the latterwpoem does Donne's full power‘emerge.; We

B note first:of”all*thekdominant sensezof,purpose, of movement in

%otk" tlme and space toward some ‘as yet unldentlfled goal. The‘ :
”speculatlon of the openlng llnes combines abstract hypothe31s S
S with thevthsiCalfmovement~suggestedfbytah acCeleratlngfserles
of;verbs;(@be;“ “mooes," 5hurried£t:"WEirld”)kwhioh change from
actiVegtoféassire‘io:?reperation foruthe'ooﬁélet which;focuses,'
'allythe cosmic’activity of the»0pening>on,the solitary,form of
the poet hlmself.e i
Hence 1s't, that I am carryed towards thekWest
Thls dayg when my Soules forme bends toward the East.

(p.30, 1l. 9—10)

The movement so far has been rhythmlcally regular, carrylng us'

rnward to the: central smtuatlon through long vowels and balanced,
even couplets,;fThispmovement;ceasesfw1th-the first descrlptlon

of the Cruc1f1x10n.

There ‘I should see a. Sunne, by rising setg
And by that setting endlesse day beget; s
But that Christ on this Crosse, did rlse and fall,
Slnne had eternally benlghted alle. ‘
: : (p.Bl, 11, ll~l4)

The lateral:'breadth of the opening hypothesmsﬁls now replaced by

'thefvertical~movement suggested;bye"rise," *Set“~and "fall,“
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pwhlle the multlple puns. in these two antithetical couplets : | ;
establlsh a verbal den31ty which brlngs us close to the:

Structural center of the'pOem."Here,Donne allows‘us a‘brief

 rest £rom the fspectacle~Of too much weight," as he ponders

the queStion of whether the humen soul can bear'this weight,

But the lnward movement is resumed, and w1th one 1solated and

magnlflcent couplet we -are at the exact center of the poem. ,
Could I behold those hands whlch span the Poles, ,
And turne all spheares at once, peirc'd with those holes’
: o : (p.31, 11,21-22)
;Here the 1mages and rhythm of the openlng sectlon of the ‘poem -
(11 1—10) are comblned with the paradoxes of the second section
(ll ll—l4)~to prov1de a‘focal point and resolutlon.,iln Holy

'Sonnets IV,XI¢ XIX and XV, the same focal point and resolutlon

occurs ln the flnal couplete as we would expect, but in this

"poem there is a secondu;coﬂnterbalancmng'sectlon whlch constltutes
a movement away from the center, For only at“thatVCenterﬁ at

the Crucifixion itself, did the various orders of'timesend space

heCOme'fﬁsedkin one perfect, simultaneous turning of all the

spheres in harmony. Now these orders become once again separate

and distinct, and again we become aware of the poet‘riding‘
- westwaxrd, away from Calvary, At the same time the attention ”
shifts,,slightly,'frOthod's apparel, "“rag'd, and torne," to

Christ®s mother hesidefthe cross, But the inescapable nature of
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~ that central'vision,~once estahlished, persists’until'thexend}
even as the rider turns his back on Chrlst, the plcture of
Calvary'remalns burnedeln the memory. The nlnth line from the
end ("Though these thlngs, as I rlde, be from mine eye") echoes
‘the nlnth from the beglnnlng ("Hence 1s‘t¢ that I am carryed
towards the West"), but 1ntroduces in the last sectlon of the
poem a new personal 1nten51ty qulte dlfferent from the
expan31ve openlng, and remlnlscent in tone of Holy Sonnet XIV:
:'O thinke mee worth thlne anger, punlsh mee,
Burne off my rusts, and my deformity,
- Restore: thlneolmagea so much, by thy gracea
That thou may st know mee, and I'll turne my face.
' (p.31, 11 39~42)

But the effect of these 11nes 1s very dlfferent from the "breakea

blowet burne and make me new" of the sonnet. For the controlllng

symbol of "Goodfrlday@ 1613"5 the cruc1f1ed and the rlsen Chrlsta"

is present at the very heart of the poema ant1c1pated in the -
;nward‘mOVement of the flrst'pa:t,kremembered ;nitheeoutwardh
"movement_ofvthe~5econd. The Incarnation and the Redemption, so

notably absent from the sonnet, control the very structure of

o “Goodfriday¢ 1613," and it is the~immensity'of Christ's presence,

not his”absen(:e, which underlies the anguish of the closing
llneo

It is a measure of the poem’s subtlety that despite 1ts

,;stiuCtural symmetry and the centrallty of ;ts controlllng flgure,
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| the'note.hof engﬁish’heeemes:inCreesingly apparent as‘the'poem

’ ptqgreSSee; It,estabiiehes; impeteeétiblyfat firStg‘its own
trising;mOVemeht.,hWe‘seeﬁthe,firsthihtimationsbof disorder in;t;
,the "forraigne?motthsﬁ,othhelfourth 1ine;‘then ih the

convulsions which,shook‘thetWCrld;at,the timetof‘chriet?s death

and‘infthe'ragged and tornffleshy and~finallytin‘thekmOunting

violence of the COnCluding lines.' Wbrking'counter to the

- unifying figure of Chrlst which the poet has deplcted 80

;eloquently at the center of the poem, lS the obduracy of the
self, refusxng~1n~1tS‘t1m1dlty~and 1ts;perver51ty to-admlt‘
Chrlst, and fleelng in the opp051te dlrectlon."Against~the
mutllatlon of Chrlst's body, paradox1cal symbol of ~the complete~
| 'neSSJOf the Redemptlon&'must be seen‘the "deformlty Wof the soul
which will net,act,updn what it knows, ahé istthus_aehiedee
kkcempletiong‘cut of £ fromﬁthe reetoring,imaée,bylits ownhrusts.

Thus 1n dlrect contrast to the openlng llnes¢ the concludlng

‘llnes are harsh and dlsruptlve; Thelr relation to the central;
‘perfectly balanced couplet ("Ceuld I behold those hands Whlch
3span the Polesg / And turne all spheares at once, peirctd w1th
, thQSQ,h01352W) might be comparedrto the relatlon betweenkthe

, per£eet order which the soultapprehends, and,the,soul‘Ssown ,

disorder., Donne's mastery of‘the‘coﬁplet allows him, in these

~ forty=two lines,unbrokenkby stanza or paragraph division, to convey

- both the harmony of man and God, and the division between them,
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o fIII,;
For'the‘mosticomplete‘acoodnt‘of these-complexities of  }
harmony and division we must turn flnally to the Annlversarles;
where for the onlyktlme in Donne s rellglous poetry a v131on

capable of reconciling all dlsparltles is fully developed. One

mlght begln by con51der1ng ‘the way in whlch the Annlversarles,
~taken togethers comblne the dlfferent formal ptlnc1ples whlch
,have so'far~been~eXam1ned ln»the D1v1ne Poems..klee the "Holy
Sonnets" they are made up of Juxtaposed parts whlch are often
~in formal and thematlc op9051tlon to each other, like "La ;
'Corona“ and "A thanle" they also havevstrong llnks w1th
patterns:of formal~rellglous observance--mn this case the

‘medltatlon ‘and the sermon' and llke the "Annunc1atlon and

Pa351on"‘and "Goodfrlday, 1613“ they are wrltten in couplets and c

oonta1n4a powerful central flgure. Above all, when they are
taken“together the poems show‘Donne“s moSt_suooessfulVattempt
 to combine antitheticalhstruotdres with unifying resolutiOns.
Thus any’study”of ‘the formal~unitY~of the Anniversariee must

take into account a number of dlfferent conSLderatlons. The
main emphaSLS must, I thlnk, be placed on the central flgure

of Elizabeth Drury, whose death the poems celebrate, and it is in
| thelr relatlon to thlS flgure that the dlfferent formal aspects

of the’Annlversarles will be considered,
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The distinct;parts into which each poem is divided:do'
7not~at’first appear to be as 1ogically connected asythe
‘rtquatrains'and couplet, ox the octetkandasesteta ofkaVsonﬁet; .
Spread?ovet~aamuch §reater length, and pﬁnctuated,by the.same‘
A/ repeated statement that:she is deadarthe'firstoset~of

meditations on the deathkdf Elizabetthrury seems to be ‘a

tserles of varlatlons on the one theme, the 51ckness of thlS .
world now that she who could glve it otder‘and health has o

gone. ‘In the same way@ we' may tend to thlnk of the - second

‘poem askba51cally a’ repetltlon in klnd of the flrst# follow1ng

. on from Donne‘s-own declaredflntentlon 1nfthe'second poem,
“Yearely to brlng forth such a child as thlS."~ Yet a defmnitek
csequence links the two poems in a nonwrepetltlvekwaf. 'The

same sequence also blnds togetherylnternally the separate sectlons
of,each,poem;, I Qlll examlne the separate sectlons first.,

. The sequence*w1th1nreach sect;OnQ,as‘analysed by/Louls"
Mattsaz; consistS'ofhmeditationeeeulogya and tefrainfahd,moralm
With refraiﬁ ahdkmOraizlargeiy oﬁitted in the;second poemft The;
syllogistic‘nature’of this sequence,beCOmes:apparehtjif:We think
’of it as consisting ofkfirstwya genera1i5tatehent or obseIVatioﬁ
concerning‘the decayed state of thetworld;VseCOndasaestatement‘
’cohcerning the particﬁlar saving virtues of she who is now deadf

and departed to a new world; third, an application of her example
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to the world, and to the individual soul, that it might pattern
' itself'on het and regain, if not its lost purity, at least

self—knowledge~

fThls new world may be safer¢ belng told

The dangers and diseases of the old:

For with due temper men ‘doe them forgoe, . ~22
, Or couet thlngsa when they their true worth know,

But as these llnes 1nd1cate, it is not suff1c1ent merely

that the example ox- “moral“ be glven. We know from the “Holy

Sonnets" that even though the soul clearly sees the dlsparlty

between the real andvtheﬂideal,tthe'corrupt?and‘the pure, it
| nay be unw1lllng or unable to act upon its knowledge.; The
‘result in many of the sonnets is an 1mpasse¢ a frultless

paradox.‘ The 1mportance of actlng upon the knowledge prov1ded

‘1n the medltatlons and the eulogles is stressed throughout the

,AnniVersaries@ and becomes, in~fact¢ a key to an understanding

of‘the ehtire work The theme of necessarykaction“is first

'conveyed to the readert deceptlvely enoughg in two parenthetlcal

statements at the beglnnmng of the Anatomy' all men who possess

a soul celebrate the soul;of Ellzabeth Drury: "  , e ;

(For who is sure he hath a Soule, vnlesse
It see, and Tudge, and follow worthinesse, -
And by Deedes praise it? . o« o) :
i RO E O - (1l1.3-5)

Since she is gone, the world is perplexed, but it still must act: :
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(Because since now no other way there is

- But goodneg,to see her, whom all would see,
“All must endeuour to be good ‘as shee)
: (11.16-18)

But can any actlons ‘Now brlng about the regeneratlon of a

, corrupt world? Donne s answer at flrst seems equrvocal. Oon
- the one hand'he says:

But though 1t be too. late to succour thee@
Sicke world, yea dead, yea putrified, since shee
Thy'ntrinsique balme, and. thy preseruatiue,
Can neuer be renew'd; thou neuexr - liuve, : ‘
: ‘ (11, 55~58)

'yet on the other hand2 and paradox1cally by her very deatha
new world has been created.k

The twr«llght of her memory doth stay; o o
Which, from the carcasse of the old world, free, - N
Creates a new world; and new creatures be o ‘ N
- Produc'd: the matter and the stuffe of this, .
Her uertue, and the forme our practise is.
ey (ll 74~78)

Donne makes hls dlstlnctlon here clear- an old@ corrupt world

dled at the death of Ellzabeth Drury, whlle a new world was

23
i created. The couplet already quoted sunms. up the 1dea.

ThlS new world may be safera being told
The dangers and dlseases of the old,
(ll 87—88)

Thls new world, however,‘whlle its matter is her "uertuea must
be glven shape and form.by tour practlse. | It is thlS “practlse
which is outlined in the “moral," oxr appllcatlono of each

separate,section.
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" A brief examination of anykof thefseparate;sectiohs:of
the~Anatom¥ will;serve to show the pattern~whichkall follow,
and which Donne hashemphaslzed inkthe introduction.‘ In’the
'sectlon on the dullness of the worLd(ll 339—376) we have a.
v medltatlon of twenty-two lines on the fading of color and
‘beauty in the old world, an elghtwllne eulogy cn -she who was;~
’the source‘of all‘colorgﬂand an exghtellne'refraln and
appllcatlon’whlch refer forward to the “new world.“' Thus we
'have an inner structure whlch embodles a forward movement in
tlme.24  The essentlal contlnulty is prov1ded by ‘the flgure |
of Ellzabeth Drury; whose‘"uertue is descrlbed in the central’
eulogy, ThlS "uertue," whlch ex1sted lncarnate 1n the old’
world; continues;inethe.new,’but it must;now be glvenfformvby; 8
our‘OWn,aetionse-actions which must}be free of that deceit by"
- which the old world dled°~
’h Tis now but w1cked vanlty +to thinke o
- To color vitious deeds with good pretence, _

Or w1th bought colors to illude mens’ sense.25
: (11. 374—376)

J;The:sections‘inaTheiPreres of the So“le‘do n°t follow
qulte the same pattern, as Martz p01nts out;26kkThe’refrain
" and the moral seem to have dlsappeared.‘,This‘is(not, of'
coﬁrse,abecause thefworld is now remade ahd puren\and henCe ih

no need of 1nstruct10n.; Rathera the 1nstructlon takes a

dlfferent form¢ a form whlch relates directly to the dlfferent, s
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though cOmpleﬁentary, natureyéf:the secend‘poeﬁ. The first
thing we SheuldinofiCe ie_thaf‘the re@reih ofethekAnatbmg‘hae
not_dieappeafed completeiy# butkhas]changed;' In six of the
seven"sections~of:the P:of essglalways within foﬁr‘lines of
the'eﬁdgfthe Sameiﬁhraee'oecurs;‘withfenlfxminef verietibnsy

~ ,Af‘fhekehd of theffirst,eectienfit aPPears as,“Sheey shee is
gone,‘she‘is goﬁe“ (l 81) ;- thus establlshlng 1ts close k
relatlonshlp w1th the refraln of ‘the Anatomy¢ "Shee¢ she is
dead, shee;s deadg" In subsequent sectlons 1t occurs with
’variOus,interposea elements such;as,“shee,ksheea‘thus rlchlyﬂ'
,‘andllargeiykheus'd, is Qone@ (1.247);1orkwith~othef[minor
ehapges, such as "Shee, eheekaoth:leaue;it" (1.379};'ér'"Shee

:  to Heaﬁen is,gone; (l;467).v,Changesfinfyefdfﬁg do;notkaiter‘

the‘meaning'apperentﬁat the end of each of the sectiOns. Our

fattentién is drawnfto‘the futuie‘Sfate of theksoul of
Ellzabeth Drury once it has left this world, In‘thefAnatomykwe

are not told of this future state—~only that’"sheeﬁ shee is

dead." Nor, in the appllcatlons of her death to us in the new
'worldk are we told~speeifically how;we:are to act, but rathere

how we are not to act-~the "morals“ are in fact prohlbltlons

based essentlally on the contemptus mund1 of whlch her life on
7earth was the best example., But if the new. world is defined in

the Anatomy only in terms of lts opp031t10n to the old, in the
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: Prog;ess 1ts nature 1s clearly and pos1t1vely descrlbed 1n
the eulogles themselves. Thls new world is no mere con-
tinuation of the old; it 1s rather~a;complete tranScendence
of it, and it is towards'such~a‘transeendence that ourkactions
‘ must'be directed;‘ The fourth sectlong deallng w1th knowledge
in this llfe and the nextp furnlshes a clear example.\ The
openlng medltatlon of forty-four llnes (ll 25L—94) beglns by
empha3121ng ‘the change from old world to new.h

But t‘were but llttle to haue chang“d our roome,

If, as we were in this our liuing Tombe

Oppress'd with 1gnorancep we still were so.

T : (11 251~253)

There follows a detalled account of. the restrlctlons on ourr
hknowledge 1n:the‘old world:

What hope haue we‘to know our selues; when wee

Know not the least thlngs, which for our vse bee?

: (ll 279~280)
1Then, at the beglnnlng of the eulogy, our vantage p01nt is
hsuddenlyychanged:
But vp vnto the watch»towre gete

And see all things despoyld of fallacies: ,

Thou shalt not peepe through lattices of. eles,

Nor heare through Iaberinths of eares, nox- learne

By circuit, or collections to discerne. , :
‘In Heauen thou straight know'!st all, concerning it,

And what concerns it not, shall straicht forget.
(11.294~300)

Our virtuous actions now are clear: they are to be imitations

ofyher,pne actioni.even’though:they cannot equal it. eThOSe
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living in~thesnew>world~will*understand

~ That aie the vertuous Actions they expresse,
~Are but a new, and worse edition,
- OFf her some one thought, or one action.

‘ (11 308—310)

The new world, then, ‘is to be modeled on the heavenly wor ld
"where Ellzabeth Drury s soul now llves and moves. Thus in
the dlfferent sectlons of the Progres there lS no need of

moral or. appllcatlon—-the v1rtuous actlon whlch such a moral;

or‘appllcatlonaWOuldtp01nt'to has‘already been descrlbed‘ln
_the eulogy. :
The greater feellng of 1ntegratlon that we derive from

fthe Progres can be partly exPlalned by thls two~part structure

‘replac1ng the three-part structure of the atomy. But more
1mportant perhaps 1s the closer rdentlty between the soul of
d~Ellzabeth Drury and “my Soule" to whom most of the second

: poem is addressed——nor does the title of the poem make clear

‘whlch:soul the poechas 1n,m1nd., It,ls not just‘a matter of
lDonne s 1maglnat1ve prOJectlon of hlmself in the flgure of |
Ellzabeth Drury-—though there are strong elements of thls,’
partlcularly 1n the more bravura passages. Rathera the
;1nd1v1dual soul flnds 1ts ultlmate possrble development in the
soul of Ellzabeth Drury, omnlpresent since 1ts release from

'fthe prlson of the old world. Donne spoke, in the lntroductlon

kof the Anatomy, of our need to give, in our “practlseg" new
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form to her,"uertue:“khow this ietokbepdone'is‘madetfinally
cleaxr ia theICOncludingklipes ofkthe section; _shekis goneg"
~but in the triumph‘ofdher éoing,!"
_ cals vs. after her, 1n thatushee tookee
(Taklng herselfe) our best, and worthiest booke .
: A (11 319—320)

The stracture of theylnd1v1dual sections of each poem depends
upon the idea Of' trans:l.‘tlonm-fromf old world to new, from earth |
’kto heaven——w1th Ellzabeth Drury srgnlfylng both a 1ost perfectlon
in the backward—looklog atomy, and a perfectlon stlll to be
found 1n the forward«lookrng Progres . The two poems;taken~as
a whole reflect the movement that occurs 1n thelr separate

parts. Though the Sections in each poem repeat the;same~patterne

one cannot read the Annlversarles w1thout becomlng aware of the .

- way in which they are llnked by a sense of great movement 1n
trme and Space.erhlS devel0pment¢ whrch has been’examrned as it
works within the eeparate‘seotions;'isyoleariy at wo:t also in
'thetaotual titles‘of the‘poems;r‘The:Anatomy‘as‘a Wholedmight’be
regarded ae one ioagxmeditation¢ embodpihg4ajdownward’movement‘
into the'verytcore of,death'and,corruption; the’Progreespas>one
long’ealoéYg embodying an upWard movemehtkiato tﬁe realm;of |
heayen;p The turainé‘point is reaohed'at the beginniagrof.the
PIOQIQSSgiin theeXtraordinaryfdescription,of the'beheaded man

whose soul sails out upon seas of blood, leaving the body to its
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frantlc parody of movement and llfe.
Though at those two Red seas, which freely ran,
One from the Trunke, ‘another from the Heada
His Soule be saild, to her eternall bed, :
' His eies will twinckle, and his tongue will roll,
- ASs though he beckned, and ‘cal'd backe his Soul,
He graspes ‘his hands, and he puls vp his feet,
~ And seemes to reach, and to step forth to meet
' His soule. : :
(ll lO~l7)
At thlS pOlnt beglns the slow upward movementg the plec1ng together
~anew of the broken body of the world. The "gllmmerlng llght"
once percelved from the deathbedg
Thlnke thy selfe laborlng now w;th broken breathk
‘And thinke those broken and soft Notes to beef :
D1u1810n¢ and thy happlest Harmonee., :
‘ (ll 90-92)
The progress contlnues, the soul to whom the poem 1s addressed
‘1dent1fy1ng 1tself more and more w1th “the soul of Ellzabeth Drury. B
- The passage descrlblng the upward fllght (ll 179~218) is one of
@the most remarkable examples of Donne s ablllty to v1suallze in
~space and time'a proceSs which~tranSCendsfboth:
‘ But ere shee can con51der how shee wentg
At once is at, and through the Firmament.,
‘ (ll 205—206)
Such Striking images of movement as the free-flyingkbulletrand
the “speed'vndistinguish‘d"‘that/strings'thegspheres together
like beads arevthe means "To'aduance,these‘thoughts“ by which the
soul of Ellzabeth Drury and the soul of the speaker are brought

1nto such close 1dent1ty~ “Thls muste my soule, thy long-short
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Progressefbee.": The essential motement in;the,second poem is
‘always upward to perfectloneean effect most clearly seen in the ;
repeated use of the prepoeltlon in the passage beglnnlng “Vp VP&
nmy drOWSle soulegawhere;thy:newfeareﬂ/ Shall in thetAngels songs
nordiscordfheareﬁ'(1i;339%4d). This upward mOVementvis‘the key
to an'understendiné,ofsthe~detioh which’must clothe; in the‘new~
world; the abldlng “uertue“ of Ellzabeth Drury; it is in fact
~ the "practlse" whlch Donne‘set forth as atnece331ty at the
',beglnnlng of the atomz. 'Thus, the two,pOems taken_together
/demonstrate the same structure that governs the 1ndlv1dual
sections of each—-the translatlon of knowledge 1nto act;27 Ohly
by knowledge of the old world whlch, though dead, ls the center
of attentlon in the : atomz, can we proceed to the free, pure )
and unllmlted actlon of the soul in the new worlde which is the
center of attentlon in the Progress.

Ikhave trled to 1hd1catekthatathe two poems ere;themselves
a forﬁai emhodimentfof the prooess Donhe oqtlines\at the begihe
ning of thekWOrk,'ahd‘thaththey are'a unified wholee hy'virtue
’of their”structure~and the‘central'fiéure of Elizabeth‘brury.'
‘Yet the:Anniversariesicontinue:to mystifyé and‘the mysterykeeems |
to eentervon the'Symholic identity otkthe cehtral fiéure¢ who has
heen veriouslytidentified as QﬁeeneElizabeth, the‘Chureheof

England¢~Christ, the Virgin, Astream Wisdom and'Logos—éor,ae some
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kind of combination of all. I do not believe the question'of
‘identity can ever be satisfactorily answered; but it is possible
that the guestion itselfziShmisleadingk*at least in so far as
it attempts to find a fixed definition and explanation for the
;central flgure. 'Rosalie 601ie observes:
~..,when all ‘the separate expllcatlons and 1nterpret—f'
‘ atrons are added up; the Annlversary Poenms - prove to ‘be.
‘more than the sum of their parts. They hold in balance
many opposrtlons and contradictions: they are, in short,
paradoxical poems, poems about paradoxes and poems within
~the paradoxical rhetorlc.
‘,Yet for all the paradoxes that the poems conta1n¢ the flnal effect
1s not@ I feela one of paradoxe but rather of a constant develop-
k'ment toward an afflrmatlve statement of falth. We have seen how,
in some‘of/the "Holy~Sonnets¢" the flgure of Christ~in the sestet~
‘reconciles all opp051tes 1n the paradox of the Incarnatlon. For

all its centralJ.tye however@ the flgure of Ellzabeth Drury does ]

'not fulflll'the same functlon. In a way whlch would not be

: possrble with the Chrlst of the sonnets¢ Ellzabeth Drury is an

invented,and manipulated figure. I do not mean to lmply by thls

that DOnne:etrains'Our‘credulity in making such a paragon of a

child he hardly’knew¢ﬂorfin‘weighing‘her down With so much eymbolic,_
meaniné. Rather, I belleve Donne 1ntends us to go beyond

Ellzabeth Drary to the poetlc act that embodles her¢ as she'
embodled~all virtue. For if our‘actlons are to‘glve shape andr

form to virtue, as Donne claimed at the beginning¢'then,these‘two,
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_poems are just such an act. The Anniversaries are finally a

celebration«nottso much of Elizabeth‘bruryvas of‘the creatiVe

power of the soul ltself, and partlcularly of: the _power of the :
3 poet whoklnterprets and prophe31es and glves form to the

t hlghest truth.g In,noeotherrof hlS poems.does Donne referfto
thls 1dea of thevpoet; 1n the Annlversarles, however, the. truef
\poetlc functlon is qulte clearly alluded to, ‘and domlnates theoh
kconcluslon(of the_work,

| As the dﬁderiYinghﬁotementfofvthe two pOems is prefigﬁred ‘

at the. beglnnlng of, the atomyt so is thelr nature as poetlc

creatlons. There we flnd that Ellzabeth Drury first gave order

,fto the world.k“Her name defln'd ‘thee, gaue thee forme and frame

(la37). ~But the clear outllne\faded as the‘worldagrew~51ck and

corrupt, and with her death that order was lostv

- But thlS is worse, that‘thou art speechlesse groWneb,g
Thou hast forgot thy name, thou hadst; thou wast
- Nothlng but she, and her thou hast o'repast, -
: (11 30—32) -

It is now for the poet in his own way to repeat the act»offEiiza—,

beth Drury and to glve to the new world a pattern and form, in

hlS celebratlon of her who gave pattern and form to the old

world. For the poet, as much as Ellzabeth Drury¢ lS “A Prlncea
| 'expeoted long, come tokfulfill‘/ The Ceremonles (11.34—35). And
since eachVYear a new/poem;ie to be‘written, so, at theibeginhing

' of'the Pro res$arDonne refers,toythe future offspring of the
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‘orlglnal creative act:
Immortal Mayd, who though thou wouldst refuse
The name of Mother, be vnto my Muse,
- A Father since her chast Ambition is,
Yearely to- brlng forth such a child as thls.
: : (ll 33~36)
, Thus the poems, now descrrbed by the poet as hymnsa are to be a
perpetual celebratlon and re—creatlon of the name whlch the new
- worldg through the poet's art, w1ll not forget.
These Hymns thy issue, may encrease S0 long,
As till Gods great Venrte change the - song.
(11. 43—44)
As these llnes suggest, the creative actt whether of Ellzabeth"
Drury in the old world or of John Donne in the new, s~f1nally
to be. traced back to. the wrll of God, and Donne at the end of
the Progres re-establlshes the context in whlch Ellzabeth v
Drury, the pOet, and~the poems«themselves, are to be seen:'
" But thou wouldst not, nor wouldst thou be content,'
To take this, for my second yeeres “true Rent, '
Did this Coine beare any other stampe, then his,
That gaue thee power to doe, me, to say this.
(ll 519-522)
It mlght be argued that Donne is srmply attemptlng here to- brlng
back 1nto a more orthodox framework a poem which to many people
has seemed constantly to verge on the unorthodox, even the
blasphemous. But the structure and essentlal nature of the‘
workg'as;ontlined by the poet at the beginning of each poem and;

implied throughout, has led inevitably to the triumphant
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conciﬁsion; where neithexdElizabethrDre:y,nor the peet himself
is~the,originator ofithe original creative ect, but\both ere‘
';instruﬁents‘of it: : | |
| Thou art the Prociamatlon, and’I’ame ;
The Trumpetg at whose voice the people came.
: : ol (11, 527-528)
Wekhaveucome e‘leng‘waylf:oﬁ-the‘death'and fragmentationfof the
| oid‘WOrld\to‘thisfreunieing in the new ef~matter and form,
‘proclamatlon and trumpetw poet and people. In ihiswnew unity -
’we find a- counterpart to the formal and thematlc dlsunlty of
the "Holy Sonnets,"«themselves,paxtuof,the;eld‘worldgfnow~
ttaﬁeeended,,iSueh;a'unity cannot beyimposed. Iﬁecen‘only grow
\fromfa'poeﬁ which-ie iteeif;a unified whele;ea_fitting |
embodlment of the message it conveys.k‘The 5cope ahd ambitidn

of the Annlversarles are equalled only by the formal skill

o ‘;29
kwhlch went 1nto thelr maklng.

~ All of the rellglous poetry so far dlscussed shows Donne' s

~intimate concern with form as an expression in 1tself Of

;ﬁeligious feeling;‘ Whateverecdnclueiohs we ‘may reech*concerhing'
~the_nature'effhis‘attitude towards God; with’its elementseqf
hﬁmility:and pride¢'rebeliien and’sdbmissioh, certeinlf these
poems are cqhttolled,by a tight structurevwhich‘is ableeto~k

~contain and give order to all manner of opposing elements. With

thedpoSsibleeexception of those poems based on a liturgical series
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of repetitionsékthe nature of;this structure is’esSentialiyd
loglcal, movrng from‘premlses to- conclusrons; and from =
k‘conclu31ons to postulated future actlon. Sometimes, as in the
"Holf Sonnets," the conclusrons are contradlctory and no actlon
~1s poss1ble~—the forh here 1mposes an order fundamentally

‘ opposed to the confllct w1th1n the poem, At other tlmes the‘k
Vorder comes from an organlzlng pr1n01ple wrthln the poem 1tself,

from some complex and- unlfylng symbol such as the crucrfled and

‘»rlsen Chrlste or Ellzabeth Druryg and it is thls symbol¢ rather

'than a prescrlbed conventlon, which dlctates the shape and
~movement of the poem; In these poems the form eXpresses an
order already present in the subject of the poem. But in eitherh
case: antlthetlcal elements are always presenta due perhaps to
;kbOnne%s constantrawareneSS‘of the greatkdlstance between the

real and the ideal andybetween individual soul and God. The

: harmouious resolution of the‘Anniversaries‘is all,the,moré §
' effectivesfor its’heing rooted:in“an uhcompromising demonStration‘
of that distance. o | |
In the relationship between the,tWO,Anniversaries,‘hetweeni
the octet and sestet of'the,sohuets; betweeh'the'thoﬂlines'of”
the couplet¢~we see Donne drawn constantly towards the prlnclple'
; of resolutlon through 0ppos1tes. At the same t;me, what glves

WsDonne's\religious poetry;much of its force and'convictioh is the




‘_unlfylng forward 1mpetus of the voice 1tself—-def1n1ng,»
: questlooing, 1mplor1ngg prophesylngg but all the time pushlng
on’ toward greatexr knowledge of the God who is at once s0 close
k‘and~so far aWay,‘:It\is thiskvoice which so often seems ﬁo
disrupt the prosodic70£der, to impOse ifself‘onfand even to .
'obllterate the: poetlc structure~%untll we reallze that lt 1s‘
also the means whereby the 1n£r1cate 1nner balanees ‘and

paradoxes Canfbe made to yield the’true prophetic statement,

such as we find aé,the endfof;the;AnniVersaﬁies,k‘In other
woidsa the balenceskendfpa:adoxee:offeoelyEi; proviae ﬁhe
:oecessary means fof theef}nai syhthesis; «It‘ie heie‘thaﬁ we
o find the probable reason for'Donneﬁs,avoidence;ein his religiOﬁs'

poetry, of the more loose,and irregular verse‘forms“of his

Secularfpoems. The‘laﬁitude of the Songs_end,Sonetst;the
SatyyeS‘ahd”the,ﬁlegies ellows'him té'éoﬁbihe'éeiiaﬁsnéss;"
~w1th soPhlstryt cynlc1sm¢ bawdiness and irreverence, But
the seriousness of the. rellglous poeﬁry lles in its g;eater
commlfment to truth'and vlrtuousiactlon, and this is conveyed,
inkﬁheVPOems bykthe-Stricter and'more iigoxouskﬁeree forms. |
The only notable exceptionVOCours in‘the:thﬁeeklate hYmns,
' Theee.are poems of 1eevetakihga poems in whiCh thekproblems of
§lr£uous action 1n a corrupt world seem flnally to be taken out

‘of the poet“s hands.~‘Ne1ther the angulsh of frustratedfw1ll nor
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“the joy of the creatite’aotvis~present.; Therekis e sense‘of
cloeeness to God found'eowhere else%ihkthe‘religioue’poetry,
and it~is'not surprlsing that ih:theee‘poems the*teﬁsion,ofd
‘0ppositee is"absent.A Even in "A Hymne to God the Father“ the
Jquestlons and answers whlch seem 1n ‘the flrst two stanzas te
suggest great dlsparlty between the poet's ‘sins and God's
willlngness to forglve, merge ln the thlrd stanza in an
kevocatlon of the Son; and in. the qulet conclusron,l“l feare no
more,", The harmony whlch Donne seeks in the other poeﬁs and
finds'inksuch flgures as Chrlst and Ellzabeth Drury seems to be
achleved already in these‘poems of ecceptance and re31ghatlon,-
as the poet hlmself becomes, in hlS consolousness, the center ofk
all things.,‘No longer lelded wlthln_hlmselfﬁ hlS soul 1sofreedr
, nowito~expend;k\Hekcenask’in~nymne to‘God my Godg‘in~m§ o
‘Ieithe PacifiduekSea ﬁy;home?dor‘are
The Easterne riches? Is Jerusalem?
~_x§g¢ ‘and Magellan, and Gibraltare, - :
All streights, and none but streights, are wayes to them,
Whether where Jaghet dweltg or Cham, or Seme.
(pe50, 11 16—20)

The etructurekof the poem:is not,so;much‘loglcal'as aeSocietive:
'ﬁhen West endkEast are‘one; and “bothkgggmg metkin meg“'there.ie
no further'heed of the tightly'dlscipllned struoturee?end the
logical developments of the other poems. In this respect; Donne

is porntlng the way forward to: 1a ter developments in metaphysrcal

poetry._
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In the poems‘of‘Herbert; Vaughan and Traherne there is an

1ncrea51ng tendency to abandon a strlct loglcal development

w1th1n a strlct formal framework, and to adopt looser poetlc
hstructures whlch suggest a new freedom of the soul to escape
1ts worldly conflnes and become at one w1th the Creatlon. ThlS

klnd of v1smonary quallty is’ suggested by Donne in the second

'of the Annlversarles and in the late lyrlcs, but as an end,

not as a beglnnlng.' In the‘later poets the v1smonary quallty

'becomes more end more'a‘pOLnt of departurea to be developed by
'technlques of repetltlon, association and elaboratlon very
dlfferent from Donne's controlllng central fxgures and hlS
;:esolutlon through~ant1thesls.k The change 1n formal pr1n01plesk
helSO signifiesfa change in the hature~o£tthe relatlonshlp between"

indiVidUal’Soul’and‘Godg o
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FOOTNOTES

1 The English'Lz;ioMfrom Wyatt to Dongg‘(Princetona,1967);‘p;330.

: 2 p.107.

3 The Ellzabethan Love Sonnet (London, 1956), p.26.
‘7~4_p,172.,, .

5 John Donne: The Divine Poems, ed. Hélen Gardner (Oxford,'l952);
While following Miss Gardner's text,. I have in the.interests of .
simplicity retained the familiar Grierson numbers, given by Miss
Gardnexr in parenthe51s at the end of each sonnet.f All page
references are to the above edltlon. :

8 p.275. The Spelelc form the reasonlng process takes naturally
varies from poet to poet, and from sonnet to sonnet. But in ,
general we flnd a. three—part argument, cons1st1ng of a statement
of a problem or hypothesis, presentatlon of a further inference
which often modifies the premises of the initial statement, and ‘
flnally a resolution of the problem or a proving of the hyoothe31s.
~ This is the pattern of argument in most of the sonnets in
Astrophel and Stella. The initial statement occupies the octet;
~ the presentation of a new inference and the final resolution
‘occupy the sestet, with, as a rule, three lines to each, Each
tranS1tlon in the argument is lndlcated usually by an 1n1t1al
"but i "thereforek" "SOw" "s:l.nce‘," "lf (13 "yet ooy "then 1
/Representatlve examples are X, XV, XXVI, XXVII, XXXIII, XLV@ L,

_ LII, LIV, LVI, LXII, IXVI, IXIX, XC, XCIV, XCVII, . In- Shakespeare® s}7‘f

sonnets the pattern is more.- varied due to the four—part division
of the sonnet rather than Sidney's three-part division., Often,
however, the octet forms a unit similar to Sidney!’ s, and the ‘
sestet presents a new 1nference in the guatrain and a final
emphatic resolution or paradox in the couplet. But Shakespeare s
divisions are as clear as Sidney's, and his use of "but,"
"therefore," etce, just as indicative of the logical nature of

- his argument, Particularly clear examples are XXIX, XXX, XLII,
LIy LIV, LXII, IXXII, LXXVI, LXXVIII, ILXXXVIII, XCIIIa XCVI,~‘
XCVIII, CII, CIV, CVI, CX,. CXVIII, CXXVe CXXVII: CXXXVIII,r

- CXLVI. : i » S et
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7 The Poem of the Mlnd (New Yorkp 1966), ps4. See also
Stanley Archer, "Meditation and the Structure of Donne's
'Holy Sonnets,'" ELH, XXVIII (1961) , 137-147. Archer disputes
Martz's attribution of the- structure of the sonnets to the
‘meditative tradition, as. ‘does Douglas Le Peterson in "John
Donne's Holy Sonnets and the Angllcan Doctrlne of Contrlta.one
SP, LVI (1959), 504—518. ‘

8 The audaCLty and power of many of Donne'’s conceits may arise
from the need to lessen this distance by the forceful bringing
together of the images of heaven and earth,,, ‘dev1ce' found

: 1n almost all Donne s wrltlngs. : :

9 The Paradlse Wlthln (New Haveng 1964), Pe48e

10 A comparlson w1th Shakespeare is 1nterest1ng- Sonnet XXX,‘ ;
 for example, with its "sweet silent thought" and its “remembrance
‘of things past;" or LX, w1th its mlnutes hastening to.their

" end "in sequent. t01l.m No matter what damage time may do,

Shakespeare’s vision is always of process in time, and

: almost all his ‘sonnets move forward with this process to the

 repeated, confident affirmations of process itself transcended

by art. In this respect, as determlnants of poetlc structure,

- Shakespeare's ‘art' and Donne! S Christ are analogous, as are
‘the destructlve flgures of the Dark Lady and the Dev1l.

1L Thls is not to deny that many of the Songs and Sonets, for
instance, are complex poetlcal structures within themselves,
but voice and tone are what is first lmpressed on the reader.
Slgnlflcantly, those of the Songs and Sonets whlch are ¢losest
in tone and feellng to the "Holy Sonnets" are ‘the "Nocturnall
upon S.Lucies day" and "Twicknam Garden.~ Both poems are
essentlally monologues.-» : :

"«12 The Poem of the Mlnd, PeTo

‘13 Ibld.p p.6°

114 Four Stages;of.RenaiSSanoe'Sty;g.(New York;»l955),fp.ll9.

15 p.i27.

16 The Poetry of Medltatlon (New Haven, 1962), p.llO.‘
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17 See Gardner, p.xxviii.
19 Miss Gardner's explanation 1s somewhat dlfferent. "The form
has had to be too much twisted to flt the material, and the

materlal has been moulded to the form rather than exPressed by
itJ” (p.xxv111)

20 See'Gardner,‘p.xxvii,

21 The POetr? of Meditation, P.222,

22 John Donne The Annrversarles: ed. Frank Manley (Baltlmorea
,1963), Pe70, 11, 87-90, All subsequent line references are to-
- this-edition, When referrlng to each poem separately, I will

use Anatomy and Prog;es °

23 For further dlscu551on 'of the 'new world' see O.B. Hardison,
Jr., The Enduring Monument (Chapel Hill, 1962), pp.163-186.
‘The author compares Donne's ’new world' with similar- concepts
in Dante and Petrarch,

24*Hardison~c1aims that "the most striking fact about the -
organization of the Anniversaries is their use of topical--i.e..
analytical-~rather than chronological development" (p.171).
- This topical development "moves from physical through aesthetic
to spiritual aspects of the world" (p.l172). While this kind of
. development is demonstrably present, it does not, I feel, ,
~ constitute the 'main structural principle of the Anniversaries;
nor, as the author admlts, does it explain the inner structure
of each section, - e :

- 25 I hope to have suggested here a possible answer to Martz's
claim that one reason for the "failure" of the Anatomy is that
it is too rigidly divided into.sections and sub-~sections, that
the transitions are clumsy, and that "the parts will not fuse
~into an imaginative organism" (p.233). The main reason for

- his dissatisfaction is, however, the."central inconsistency"

'regardlng the true cause of the decay of the world (pp.229-232).
I believe this inconsistency exists, but I do not feel it
affects the structure ‘of the poem.‘ ‘ :

26 p.237.
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27 Arnold Stein seems to have thlS transition in mlnd when he

- . speaks of: the acute sense of self—consc1ousness in Donne's

poetry, and the unspoken desire to escape from self—consc1ous— ,
ness into action? "For the religious poet consciousness, B
whlch characteristically separates: sand detaches, must also
‘assume the re5pon51blllty of integrating the whole man, who'!
must act" (John Donne's Lyrics: The Eloquence of Action ; :
[Mlnneapollsa 1962), p.182) . The. author makes the same point
in reference to Donne’s prosody in “Structures of Sound in
Donne's Verse," KR, XIIT (1951)¢ 256-278, The Anniversaries
show that Donne himself was aware of the problem, 901ng so

far as to make this "1ntegrat10n" the major ‘'cause!’ of the
two poemss . ' :

28 Paradox1a Epldemlca (Prlncetona 1966)3 Ps 414.

29 MlSS Collel though proceedlng from a dlfferent point of
view, reaches a similar conclusion: "These poems are a dirge
that lies about 1tse1f, although like a good paradox it
leaves the reader in no doubt about fundamental truth: these
poems are a song of trlumph¢ both in God!s. glory and the art

of verse (p.429).




CHAPTER TWO

George Herbert

I

Of all the metaphy3iCal‘poéts¢ Herbert was the one who

waS'm9stkobviOuSIy concerned withVPOetic form. Unlike Donne

and the iaterﬁpoetsgﬁwho say ébmparatively*little ébouﬁkthe
natﬁre andkfunctiznkof Poetryg‘Hexbert:makéskcontinuai | |
refeienQeg implicit’énd éxplicitéfto his art., It is the art
of a'ményin whoﬁ ﬁheyfﬁﬁétiéns Qf:poét_and prié§t~are one; it’

is the art in which the celebration of God and the service to-

God unite. Donne at the end of the Anniversaries expresses

~ such a concept of poetry, He too is:préécher~ahd poet, the
‘voice to which the péople come; he too celebrates Elizabeth
Drury while rendering to her,these'annual services of tribute,

 And‘moré than this, he too pays ultimate tribute'in his own
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creative act to,the original creatiVe Act of God.f‘But this'is

the only place in Donne S relrgrous poetry where such a formumh

lation occurst and even here it is in the nature of a dlscovery
‘that the greatpforward;progress of‘the,Ann1Versarres inevitably -
leadS~to, ratherfthen e guiding prihdipie throughout. |

’A’baSie difference-betﬁeen thekreiigious poetrytof‘Donnek
‘and Herbert~can'be'foundtin thiéh“discotery‘. Donne’ s poeme

are forwthe~mOSt part explorations of‘thefpresent mOment:o‘

do not feel, as we begln readlng them, that we can be altogether E

'certaln of the dlrectlon they wrll take, ‘Some of the;"Holy
Sonnets" end in the reconcrllng presence of Chrlst, whlle others
end 1n‘despa1r-ebut 1t,wouldobe hard to predlct‘thetdirection
! ;frord'the beginnings of the poemeé even if we had re‘ad’all e
Donne‘sfother:poetry beforehend; Therefis}alWays in,Donne‘an
' e1ement~of~the‘unexpectedé-we liveAthrough‘hiSVPOems even as
~he hlmself llves through them, caught up in thelr movement and
in the 1mhed1acy of the poet"s speaklng voice. In Herbert”s
poems@ even the,most,rntlmate and COlquulala there“is'a‘Sense"
rof inevitability, of the experrence they descrrbe havrng been
lived through alreadyg and reflected on deeply. The‘greatest

,pleasure which Herbert offers is not the drscovery of new.

old truth may be newly shaped.
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, But~ify£he methods‘énd‘oﬁtéomé‘of Donne' s séarch are
kuhpredidtable; its*objedt is Cléafilharmbny of #he indiﬁidual,
wi;l with,the.will ofcbd."'Heibertfs object is the s;me.‘but;
,,it‘is‘fof him an‘éxperiencéd‘realityrfathér thah argoal mﬁch :_k
ioﬁged for but infieéﬁéntly'attained.  Donne‘é]methods of
‘}analysis'and°inferehCe;servekin,many casesfonly'tb‘widen the
gap between‘self and;God, and the harﬁdh? envisidnéd by‘thék
intellect‘réﬁainshunéttaihable by theiuﬁaided;will, kHerbert
is alwéyé‘aware of~this possibi1ity'of failﬁie, and knOWs that
kthékfeveaied t£uth-mast find its;way;throﬁghkthe‘snéresroff
’selfeceﬁﬁeredness tq‘beéome akliviﬁg,iéaiity in the ﬁeait,f:
(Ih érdei that;thié may occﬁr,fHerbert‘s/Poetry'containé an
eiaborété"systeﬁ of checkS'and édunterechecks Which serves ‘:
| cbnstéﬁtly/to,exPOSe fhe proneneéé of the,self £o’faliingkin£o

prideful delusion, At the¥¢entér 6f'thi$ ' system’ lies'theﬁ
v’ principle of imitatiOhgytﬁe principlekup0n whi¢hfThe:iemgle‘

is built.

' This principle is found also in Donne's Anniversaries, where
' the salvation of the new worldVand“the,individual_soul”liéskin_ 
‘their imitation of that perfect pattern which Elizabeth Drury

embodied. And, though perhaps less COnsciously‘than'in'Herbert,

the@AnniveISariés themselves formally constitute such an
imitation. But in Herbert the principle of imitation in poetic

form is fully articulated, and the visual forms of the p¢ems
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reflect in a hlghly consc1ous mahner the multlpllc;ty and
harmony of the divine plan. rWherever loglcal,e;gument and
inference~are at work in Herbert's‘poetry, theirtfunction is
to make more clear the beauty of that plan; whlch was not just
krevealed to ‘man at one spec1f1c tlmea but is a contlnulng
reallty. "~ That whloh‘lsrto be imitated is‘allvaround‘us.’

'.,Joseph Sﬁmmers hasidescribed the'relationShip betWeen?thekt

e ,d1v1ne plan and the plan of Herbert’s poetry as follows-

The poet’s duty was to perceive and to communlcate ;
God's forms, In the process he would comnstruct out
of the chaos of experience and the mass of language
another object which would reflect his discovery:
literary form as we understand it was but a reflection
of that form which was everywhere present, although -
often hidden to eyes that could not 'see.' It, too,
in its material embodiment appealed to man's.senses .
~and moved his affections, The rational contemplation
of it should lead to an understandlng of its symbollc
51gn1f1cance,1 . ; : ; -

Or, as Herbert,himself.Says,‘
. then shall our brain
: All her invention on thine Altar lay, 5
And there in hymnes send,back thy flre'again; ,
It is the pr1nc1ple of 1m1tatlon which, cons01ously applled
throughouti makes Herbert’s poetry a unlfled whole./ waever

'unlfled the 1nd1v1dual poems of Donne may be, they do not

‘ ‘tOQether constltute'such afwhole: theixr dlfferent methods of

e Organization~aﬁdltheir'different;inne; structures do not relate;

as those of Herbert's individual poems do, to a single, over-
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arehing poetic,cohception. It is with this basic'difference“

in mind that I wish,to'approach The,Temple.~

The Tempie i5~a complete edificeg3 ralsed to the glory of
God and consrstlng of a large number of dlStlnCt but related
aparts. kAs the separate‘llnes of the first poem in The Church,
"The~AltarlP are shaped into the pattern of‘an altar, so do

 the Separate poems join~asl"$tones to praise5thee,“'and so do

Church and The. Church Mllltantw comblne in a total symbol of

the Chrlstlan 11fe.: And as the body is the" Temple of the
Splrlt, so are the poems members of that body, jorned 1n pralse.
Wherefore eachkpart
of my,hard heart
- Meets in this frame,
To praise thy Name. ,
(“The Altar,“ p.26, ll 9—12)
But w1th1n the l"f:r:ame",o:E The Temple 1s found the greatest possrble
'dlver51ty, and the major problem we face 1n Herbert 1s in recon=-
clllng this dlverSLty\wrth the smngle poetlc conception,
The large‘number'of different verse'forms is of‘céurSe~our‘
flrst 1ndlcat10n of thls dlversrty-—they alone make 1t vrrtually

~1mp0531ble to absorb The Temple at one readlng. Each poem makes

lts own demands upon~us. Although,we soon reallzekthat faith in

“the revealed truth and in God?s love and justice are,inxeveryh

:\poem, each poem arriVes_at this faith from a different starting,

'&rfpoint in human experience. In this regard Herbert is the most
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,émgiricel of poets}k‘His:boems take their initial deperture

not from dectrihea buh frem‘thekdiveréity:of human expeiienCe
”and respdnse.f"Doctrine andeinstfuction emerge from this
“diversity, and it 1s one of the great achlevements of Herbert's
;poetry that ‘the doctrlne lS clear and persuas1ve hecause
| nothing of life 1s left out. The v01ce‘we hear, thekimagesfwe
see and the»rhythms.wQ feel 1n‘eaeh’par£icular poem, are those
_of a harticularhsituefion.ffAnd‘£herekis ne’huﬁah situetione
' Whether-rooted ihfanger~and‘fru5trati0n or ih:simplefjoyeand
thankfulneesg’that cannot be given its ewhfepprepriateepoetic\
kferm and made part ofvthe temple of pralse;k

I belleve thata 1n1t1ally, The Temple 1s best approached

" from carefql study'ofklndlvldual poemsﬁand the 1nd1v1dual sit-
, ﬁatione they eriSe;from. Sﬁch an apprOach'neeessarily involves
a gfeét'dealhofhseleetion;.’if"We_égree'with Summers:that "the'
 ‘only'justifiable geheraliZation‘ie thah,eVery‘peem‘requiieé eke’

new beginninégea,ﬁew‘foimwfa'newffhythm,“4‘theh~any selectioh
ﬁust'be'somewhat arhitrafyggdependiﬁg oanhaﬁ eech individﬁal
reader”finds‘most,impeftaﬂﬁyin Hefbeit's work; Fiiet;el,wiSh
ho aiSCuss’briefly,Herbert‘s owh cOnception,of'what a péém‘
« shouldrbe,“andftekehress ageinkthe imPOrtence to the'poet ef the
pr1nc1ple of 1ﬁ1tatlon. Then I wish tetexamine afnumber of o

,poems representatlve of the dlver51ty of The Temple, I have
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cﬁoseﬁ’them alSo to i;luStrate,what ivbelie§e te‘be en
impertantfinner'deﬁelopment ih‘use\ef'fo:ﬁ-;a.developmenﬁ‘k
 Whieh,doesﬂﬁo£'fdl1ow the exact'6rder’of the poems but is
_suggesteé;by it;',Thi§ inﬁe;'develepment reflects Heibert's
an,"pieéresstof’therseul,f from its first awareneeseof
,esepareteness'fromeGOG;,to itsefinallappﬁoach‘tofaystate of

unity.

P e
;Cextein general formal’pﬁinciples canebe,eppiied toeall |

of Herbert's poetry, w1thout our necessarlly understandlng how
they are applled so effectlvely to each 1nd1v1dua1 poem and the
31tuatlon whlch,produced it. I have mentiqnedkalready the
N goncept of the pdemras a gesture:of thankfulnesg, pxaise and
 imitation., Certainemore definite fo:mai principies_een be
vlearned”fromkdireet statemenéskabout~his/art~in the éeems'them—‘
‘selves. The;two’“quéan“'pqems,;for ipstance,,tell us of‘He;beft's
‘dieapprOValeofyornament for itseown sake; andiof’the necessityy
for form to reflectytrﬁth #ather thanefiction:u,

’Iskallygbod structureyln a Qinding eteir7'

May no lines passe, except they do their dutle

- Not to a true, but painted chair?
: (“Jordan I,“ p.56a 11, 3—5)
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"The true*poet,in the service of God must also learn to avoid
thetbeguilements of poetic figures which obscure rather than
reveal the brightness_of the subject:
B My'thoughts,began to;burnishg sprout, and swell,
Curling with metaphors a plain intention,
Decklng the sense, as if it wexre to sell,
: ("Jordan II," p.lOZ@ 11.4~6)

Yet "sweet phrases" and'"lovely‘metaphors" need not be~avdided,
even though

~ Thou art still my God, is all that ye

Perhaps w1th more embelllshment can say. .

: (“The Forerunners," p,l76, i1, 32~33)

_Fort"Beautiehahd‘beaﬁteous wordsfshould go together,‘; But how

is the srmple yet beautlful dlrectness to be ach1eved7keAnd

‘can man“s art approach the perfectlon of that Provrdence “through_
'whom my flngers bend / To hold my qulll°“ :in “PrOV1dence“ the'
poet surveys the harmony of the Creatlon and is fllled w1th awe .
Qat “ThY‘curious‘art in~marshalling thy goods,"‘ He knows that

h'"Nohe ean express thy workea but he that knowe them:;/ Andrnonep
ean know thy works" (p.1212f11;142él43);; But‘in imitation of

~that God who 1s present 1n the smallest thlngq who is "1nf1n1te’

~ in one and allp" the poet flnds that nothlng is so small that
yllt cannot serve, w1thout added artlflceg to express truth:

All thlngs that are, though they have sevirall wayesz

Yet in their being joyn with one advise

" To honour thee: and so I give thee pralse
In all my- other hymnes, but 1n thlS twice,
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Each thing that is, although in use and name
It go for one, hath many wayes in store ;
- To honour thee; and so each hymne thy fame
Extolleth many wayesf yet this one more,
: (p.121, 11. 145~152)

The principle of multiplicity in unitthhich the poet sees

evident all around him must be the principle of his verse, It
‘is not for the poet to“eet abOﬁtiadorhing and”complicating that
which inAitself.containS‘a multiple richness of meaning. This

meaning'Will be lost if the poet,insists on imposing on simple

thlngs the "thousands of notlons" which flll his braln w1th
metaphor and 1nvent10h, Insteada he must. draw out from 51mple
objects,and’situatiqns‘thelr own innex complex1ties, the;r own
ihfinite expfessiveness; o | | k

The "Jordan" poems and "The Forerunners" explain Herbert's

o theory‘Of»simplieity, but'we.heedhalso tq‘examinehthe hay the
poet puts his theory 1nto practtee. In “The Windews," for
jexampleg we see how a 81mple object is made to reveal‘lts own

| complex lnner meanlng. Here the church windows s1gnlfy the
‘ 7lfra11ty of man hlmself, the "brlttle crazie glass'“ the transe
khh;, forming of the. body into a flt house £or the soul, and of the
\tfychurch into the temple of the Holy Splrlt, the emanatlng llght
iof the prlestly functlon, the comlng togetherxr of senses and

V 1ntel1ect in the true celebratlon of God; the emptlness of words

k"thw1thout the transcendlng light. The w1ndows are the means by |

hff“whlch the llght of God 1llum1nates the inner soul, They are full
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of meanlng in themselvesg yet thelr purpose lles in "Maklng
thy life to shlne within," We;mlght view Herbert‘s 1nd1V1dual~
‘poems as just such artlfacts--each -one 1ntr1cate, self—
contalned, telllng 1ts own "story," yet de51gned to carry 1nto
the heart of the congregatlon—reader the light of God as

:reflected through'thehpreacherepoet. Their origins in specific

things and specific situations, these poems, sometimes in a
remarkably'short space of time, draw out the significance of

their initialysubject,in such a way that aesthetic'and’

intellectual pleasure are inseparable from ‘the moral teaching,
| As in the church windows;'
Doctrmne and llfe, colours and llght, in one

When they combine and mingle, brlng
A strong regard and aw.

(P.688 ll 11—13)

In "The Wlndows" the physrcal object and the lesson it
‘;teaches are asknear ;dentlcal as p0531b1e.' So‘ltlls Wlth those
best~known of Herbert’s poems\where thekactual-shapefOn the
"pagé suggests the:poemfs subject;; Only twoﬁpoemsm "EaSter“
kWings“ and “The Altar,"‘visually reéresent ah actualmobject,“
but numerous others attest to Herbert's pleasure in ensurlng

“5 In~“Den1all“

k"hi'that “ear ‘and eye allke’told the same tale.
i (p.79) the lack of harmony between self and God is suggested to
‘eye and ear by the jarrlng last line of each stanza but the last¢

Qih‘hwhere the rhyme is £inally “mended.~ in akmanner reminiscent of
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' Donne s "La Corona," the flrst and lastkllnes of the stanzas
of “Slnnes round" (p.122) llnk up to make a complete clrcleg‘
in thlS case. llterally a "v1c1ous c1rcle," unlike the circle
of perfectlon of Donne s’poem. In "Paradise“:(p.132) the last
word ln each llhe loses its lnltlal lettex 1n the succeedlng
llne, & ele) 1llustrate the parlng down of the self as trees are
kpruned to make them more frultful. That Herbert dld not
kcon51der such verbal dev1ces to be mere llterary gamesakiy
"quaint words"‘suoh:as he deploted in fjordan~(II),";is
ladioated by the fact that'as many’occot amohgithellater pOems
l]which were ad&ed to those’in’thefWilliamshmanuscript-off1629,
,;as ocour in‘thatlmanusoript~itself;6 At the simplest’leVel
they represent the fusionvofhthe emblem‘and the exPlanatory
;Vtext whlch accompanled it ln a new, self—explanatory whole.

But more 1mportant, they embody the pr1nc1ple of 1m1tatlon that

la;kunderlles almost all of Herbert's poetry: the poem should not -

= be merely a;commentary on a certain themeﬁ w1th~such poetlc

embelllshments as mlght be thought approprlatee but the overall

“'_J'form of the poem, together w1th its inner structure, should

ﬁ'~grow 1nev1tably_out of that theme. In many cases the nature of
~the subject does not lend itself'to an immédiately~apparent o
! ViSual equivalent* Nevertheless, the pr1nc1ple of the visual

hﬁ¢equ1valent is a useful startlng pOlnt in an examination of the

,,,he<varlous poet1c~forms;of The;TemEle.
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The simple hieroglyphic poem does'not'needkto concern

itself with a special relationship between poet andySubject;~‘

© Like emblems and their explanatory texts its meaning is.

egeneral and univerSalagandrits‘basis inythe poet“s own’personal
experienCe of;lesser importance,, But‘in'most of«Herbert's

' poems subjectlve elements are as 1nportant as they are in Donneg
d_and The Temple is as much a splrltual autoblography as the

“Holy Sonnets" or ‘the Annlversarles. Herbert's own relationshlp V
with God 1s as closely analysed, in all 1ts varled compleXlth

as Donne S; but it has an extra quallty of balanced reflectlon
;and:calm perspectlve that 1s not nearly £=lo) common 1nvDonne sk
w}iorko The originsfof Herbert's poems,lie'in'specific‘situationsak

but these situationsfare always part of a largerfwhole. The

",;Temple records Herbert's own progress of the soulg but every

stage in that progress is- recounted from the v1ewp01nt reached

o at the end of the progress. ‘The poems are'full of the,Splrlt of
self-knowledge and acceptance whlch comes after sprrltual crlsls,
even though the CrlSlS itself is presented,ln all 1ts 1mmed1acy.~’
frlIn the ensulng pages I wlsh to examine the different stages in

kl:‘the progress towards true knowledge of self and God——the knowledge :

k l;whlch 1nforms The Temple, and in the 1lght of Wthh the pr1nc1ple

 of imitation is most clearly understood.
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The difficult'path,of self~knowledge begins in Herbert with

thekrecognltlon of a ‘sense of otherness and loss, of the
; deprlvatlon wrought by men upon hlmself at the moment of the
Fall. The~first,major group of poems to be dealt with are |
'theSe’ih whiCh the‘estrahgement is\most‘deeply felt. These
'are‘pqe@s which are based upon the:reiationship betWeetrfallen
man and Christ who redeemed him. It~isinsttese poems that we
find Herbertfs1most,antitheticelspeetic'strﬁctures;‘it is these
poemssalso'whichrseem;closest in tone ana~p6etic method to
e[‘Denhe; The one whichtfirst engages our attentionyis “The,'
Sacrifice,“ if;only by virtue of its leﬁgth aﬁd its cermanding
,p051t10n in The Temgle.f "The Sacrifice“ is also signifieant
:because it is the only poem in Whlch the‘speaklng voice 1s not
that of the poet himselfg ,It‘lskaself, in order to establish -
‘the neCeSSary‘fremeiof‘reference'for the pqeﬁs that fgllew,‘

Herbert must present to himself and the reader the very archetype

‘;1  of estrangement, fouhd in the Passion itself, thefestrangement,~
of Christ from man and from God the Father:

Now heal thy self, Physician; now come down.
Alas! I did so, when I left my crown ‘
- And father s smlle for you, to feel hlS frowns: ;
: Was ever grief like mine?
(pe34, 11,221-224)
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, "The Sacrlflce" is perhaps the most austere and’nncompromlslng
’poem Herbert‘wrote. After every three—llne.stanZa'the;sane
refrain occurs, except for the last, where the questlon is
;flnally answered.'“Never was grief llke mlne.“ The'pattern of
g development w1th1n the poem is rlgldly controlled by the repeated
V:efraln, AS the’varlous,events:of the Pas51on are,recalled,'”w
kend,aslchristfskgreat'IOVe’is revealed,hwe ere‘btought‘back
at the end of enery‘three lines,to.the central'situationl‘t
‘Chrlst helpless on the cross.keThe stiong~sensefof«movement
"whlch domlnates Donne s "Goodfrlday, 1613 is the result of
; the poet“s inablllty,to,face "that‘speotaole;of too much weight,”
But Herbert speakshin‘thetVOioe‘of,Christ'hinself¢fand,forCes
thatﬁspectaele upon us;i Norffrom the‘vantage pointkhe assumes
lefdoes any frultful outcome appear pos51blec Paradoxicallyz the
; Act of Atonement is the subject of the only poem in The Temple
| whlch'conveys real‘despalr. In;h;s slngular concentretloneon
‘;thiS~one‘moment2 Herhert places the~center'of all suffering andr’
‘eolitude in the\consCiouSnesseof the one man who reseued from
hptéuffering and SOlituae all mena’ In doing‘sorhe delibefately
tminimizes the’implicetions of‘Chrlstfe,deathe—implicationsfwhidhk

“are brought outras'SOOn as the poet begins speaking in his own

. voice, which, unlike Christ's voice in "The Sacrifice," speaks

ﬁfin~the knowledge of the Resurrection.
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‘rThe other poems whiéh‘are centered‘onvthe figure Of‘ChriSt
udciuot Shothhe seme repetitive structure of "The Sacrifice,“
but«theiSenee‘of antithesis ie still dominant;w'ln‘“The |
Thahkséivingg“ which ie“in'a~Sense a compauionkpiece‘to “The‘
Sacrlflcen“ the poet makes a sudden tran31tlon to the risen

9Chrlst@ and with a talkatlve enthusrasm further empha31zed by

wu~theeone lougkunbroken stanzaavsets about the task of pay;ng

7ibédkythe debt'tc the Savior~-’

Shall I then srng, Sklpplng thy ‘dolefull stor1e,
f And-side with thy triumphant glorie?
Shall thy strokes be my strok1ng7 thorns, my flow'er'p
- Thy rod, my posre° crosse, my bower? :
: (p.35, 1L, 11~14)

y~The change 1n tone from "The Sacrlflce" is strlklng, but ‘at the
,r;end of’the poem ali the cheerful plans and act1v1t1es are checked
Mt, by a sudden remembrance of what was made -1 cleer in the
preCeding poem§“  |

Thy art of love,; whlch I'le turn back on theeﬂ
O my dear Saviour, Vlctorle.
Then fox thy pas31on-—I will do for that—-
Alas, my God, I know not what,
AR (p.36, 11, 47—50)

e'The sense of dlstance ‘and loss is abruptly re—establlshed in the

retlast 11neg and with it a new humlllty. The easy confldence of

| ?;f,the‘rest'of the poem is conveyed primarily by‘the rhymed couplets,

' tpa form rarely encountered in The Temple. Each couplet is

‘7,]emphat1cally end—stopped, suggestlng a mechanlcal succession of
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' actions gquite different from the;one'Act,offChristl which "The
Sacrifice“ suggested in‘its single repeatedrrefrain. Only‘
- once before thekendkdoes the voice desist for'a'mOment fromyits ;

long list'of pieties:

 As for thy passion--But of that anon,
‘When w1th the other I have done.
(pe35, 11, 29-30)
- Thef"Other"‘0ccupies almost the entirewlength;of the poem. “The
‘jSacrifiCe" and "The Thanksgiving" stand in close relationship
to each other. They areiﬁé,authentic'voiCe ofosufferingkand
ithetinauthentic'voice>of,scarceLthohcealed“pride and human
"busyness.” FTheiThanksgiving"trepresents‘an unsuccessful

attemptyto bridge the distance~that separates man and God, eVen

| The poems that follow show how¢ in- the llght of 1ncreased

self—knowledge¢ the relatlonshlp between poet and Savror is

. moxe deeply understood* the v01ce of Chrlst and the voice of

':the poet are not now lo) dlstlnctly at cross purposes. In "The

h ~eRepr1sall" (p.36), whlch dlrectly follows “The Thanksglv1ng

"the key to the new relatlonshlp lles in the acceptance of the

heifact that “There is no deallng w1th thy mlghty passron. ~ But | ‘ %
"hthls dlsparlty between Christ®s pure love and pure sufferlng, p “
'tand the hardness of man’s heart; need not be cause for despalr;

:~51nce the greater power of Chrlst's love will always respond to



90

the iesser love of man with forcetenough to break through that
/'hardness. 'Such'isttheamessage of "“Sepulchre," a poem which |
shows visibly in itskSt#uctuxe the’wbrkingsbof theSe oPPoSed:
;‘Powersg anatjuxtapqses the;Situatiens of Chfistkand thekpenitent.
“On:the one hahd we haﬁe the "celd hard stoﬁe"tof theksepulchre
’tuwhich‘now ho1ds theabody of éhrist; on the other handg,the'
')’capaciousneSS>offhen'sihearts, which yettrefused him., These.
sdisParities are cqaveYedkfirst of all by,the stanza pattern;

€

“three rhyming,deCa3yllabiC'lines¢ reminiscent‘of,“The,Sacrifice;"
"Thls‘klnd of stanzakpattern is very common in Herbertg,and 1ss
the mest frequentlYSdeCurring of his antithetiea1~forms.8 ‘His
use of it in preference to the,mere;eommohtvehic1e:forfanti;~
cathesis,fthe couplet,:ean be explained byfhis emphasis@,especiallyt
in the earlier;parts of‘The Temple, on the imbalance'between

. men's efforts and Christ's achievement. In this pattern the

"7 «finalfshort line usually works to counter'the‘longer preceding

’ etlines, and stiikeS‘home with the greatef force of +truth. We
1gshave already seen a whole poem, "The Thanksglv1ng, cdnstructed

‘~on*thls prlnc1ple. In “Sepulchre" each stanza is so constructed,

Hstw1th the addltlonal complex;ty of a system of stanza pairing by

‘:";rhyme scheme. In the first stanza the ‘tercet llnks together the

'”1"éola_hard~stone“ of the sepulchre and the "many hearts on earth,"




21

and opposes them to the concept of love so briefly expressedt
,in,the short final linei

O Blessed bodie! Whither art thou thrown?

. No lodging for thee, but a cold hard stone?

So many hearts on earth, and yet not one
Receive thee?
(p.40, 1lk.1-4)

In the second stanza the sxtuatlon is. reversed. All the

k ,"welght" of the tercet is glven to the false largesse of'the“,

\lheartt whlle the bltter reallty 1s conveyed in the final line:

- Sure there is room within our hearts good store,
For they can lodge transgressions by the score:
Thousands of toyes dwell there, yet out of doore

' : They leave thee.,
(11 5—8)

The same pattern follows in the two remalnlng palrs of stanzas.
In the llght of dawnlng knowledge, the rock of the- sepulchre,'
“becomes pureg 1ncapable of the "murder" ‘80 strongly emphas;zed

ln,the=last«11ne of:the;thlrd stanza; whlle ln’the fourthfkthe

COunterbalanCingd"order“,of'theklast line Stands oompletely,
: opposed to thefcrneltjsand~injustice,deSCribedfinrthe preceding b
dlines.‘ Only,in'the laSt~two‘stanzas issthe bleakness of these ”
0pp051tlons mltlgated flrst by the 1ntroductlon of a thlrd

-~ meaning of "stone" (the stone upon whlch the Law was wrltten),

and‘secohda by a sudden shlft at the beglnnlng.of the s1xth
stanza, which operates in relation to the whole poem as the

. final short line does to each individual stanza:
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Yet do we still persist as we began, -
And so should perish, but that nothing can,
_Though it be cold, ‘hard, foul, from loving man
e Wlthhold thee,
.. The poems SO far,dealt‘with“eccdrkearly‘in The Temgle,(and
they represent the~distancekbetWeen man‘andvchrist;"Their
. inner structure- reflects thls distance through a pr1nc1ple of
"1mbalance'——tercets welghed agalnst short termlnal lines in
“ThelSaCrlflce" and "Sepulchreg“;a short‘final line against
thé rest of the poem in "The Thankegiving.ﬁ' But this imbalance
can be rectified. Already there are signs;,partiCularly in
"Sepﬁlchre,“‘qf'how;the distance between Christ and the
penitent~soul can be~narrowed—ethr0ugh love and self~knowledge.
In this way the“Sufferiﬁgs‘of ChriSt, and his all—sacrificing
love, must be experlenced w1th1n the heart of every 1nd1v1dual,k.
and the drama of death and resurrectlon made the 1nterlor drama'
of eVery SOul. The_nature of,thisktransition is suggested in
"8ion," where the glory of Solomon's temple iskcontrasted‘with
God! s greaterkconcern for the temple of,thekheart:
e'Yet all this,glOrie,;all this pomp and state
- Did not affect thee much, was not thy aim;
. Something there was, that sow'd debate:
Wherefore thou quitt®st thy ancient claim:
And now thy Archltecture meets with sinne;

For all thy frame and fabrlck is within,
R (p.lO6, 11l. 7—12)
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'Herbert,is'netvbften’edntent mexely te point out the short~
;omings of,selfish menrwhen‘eompared'with‘himdthey crucifiedd—,k
‘besides, as "The'Sacrifidefushoweda Christ was also fuily’k
hﬁman, and‘tﬁe eventSdof hiselife are ﬁhese which are
repeated in'alibmenfszli§esdin’a cqmmbn paﬁﬁera of temptation,
‘betrayal,,injustiee; deSpair; death. and'finaliy‘everlasting
‘iife; ‘The'directidn of'these early'poems is clear-—theY‘mcﬁe
,steadliy toward an 1nter10rlzatlon of the dlsparlty whlch has
 df1rst been reallzed in the initial, glarlng dlsparlty of God's
'treatment at the hand of man. o

ThlS process of 1nterlorlzatlon is seen most clearlyrln ;’
,“Good Frldayg“ a poem Whlch¢ in its two formally dlstlnct
'parts,«shows how thellnner drama is arrlved at. 'In the first
part efdthespoem WeﬂretufnktO»the familiar‘questieh,'hew,to
: exp:eSS the~maghitude of‘Christ°s:sacrifice:k |
’ (o} My chief good,
How Shall I neasure out thy bloud?
How shall I count what thee befell,

' And each grlef telli?

(P.38¢ 11. 1-4)

The gquestion is. answered partlally in the fourth stanza by the

remlnd hlm of Christ's’ grlef. ‘He prays "That thy dlstresse

through all mayqrunne, / And be my sunne." ‘But it is in the

_ three quatrains which compose the second part of the poem that
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the specific interior‘action is described., For7the:eVents of
GoOd‘Friday'areVWIitten in-the heart itself, s0 that‘the sin
whidh,resided there before is forced out:
That when einne spiestéo\many:foeS,‘ ,
~ Thy whips, thy nails, thy wounds, thy woes,
"All come to lodge there, sinne may say,

. No room for mea and flie away.
i R : ’ f (p.39, ll 25~28)

‘Sln once gonea the heart can be fllled w1th the 1mage of Chrlst.
But the battle is one that must be fought contlnually, and
;constant guard must be keptM“Lestfslnne takeacourage and returna
/ AndhallVtheewritingvaLOtforoburn;w For if thé sufferings of
'ChriSt’are torenter*the heert¢:they*brihg With them«also,the |
”‘knowledge of the cause Ofpthbsé sﬁfferingsemthe'warped;ahé
ﬁnregeherate neture of'mah since the Fallg 'ThiSIis;made’elear
: ,in‘thevfinal'stanza of'“The Reprisall;” |
’ Yet by confessron w1li T ‘come
Into thy conguest: though I can do nought
Against thee, in thee I will overcome
The mang ‘who once agalnst thee fought. -
, (p-37, 1L, 13-16)
eThus withih the heart ere bOth'First,and Second Adam'present,
 They ere»present as ignorance andrknoWledge, will and coneciehce¢'
and the central body of poems in The Temgle records the 1nter~
actlon between themauthe "debate“‘of whlch the outer magnlflcence

of SOlomon's temple knew nothlng, and whose “frame and fabrlck

~is within," In none of Herbert”s poems, however, do we flnd
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the same drama. of fragmentation that we - flnd 1n many of Donne e.
'For the knowledge of Chrlst and the knowledge of 31nful man,k
both present wrthln the self, ‘have been establlshed at the
‘beglnnlng otoThe Temple. We see in the poems that follow many
delueions,hmieunderstandinés and setbacks, hut‘the clOSely
strnetnred;interlor dlalogues'betweenpone‘part'of the eoul and
ykanotherenever reaCh the impasse of,many of;the"Holf'Sonnets;“‘
Instead; the knowledge of Chrlst’s sufferlngeklsﬂalready w1th1n¢ ‘
;and there‘can never be that gulf Whlch made Donne “quake w1th
fearf,and glve wayito despalrr ,In Herhert‘sfinterior dramas
the};VOioes?_areenot thoSe of differentdaspects;of_the self
joineddin'frnitless etrug§1e;k One'ofothe lvoioes? is always

that of the indwelling God,

IV
Herbert”s inner dramas take’two major forms- dralogue and
d"narratlve. The s1mpler of the tW09 and the most clearly related
‘to the hleroglyphlc poems mentioned earller, is the dlalogue.;
; In several poenms, most notably the two “Antlphons" (pp.53, 92)
,rand " D1alogue~Antheme“'(p.169), the dlfferent sPeakers of the
‘llnes are 1dent1f1ed-—Chorus and Verse, Chorus¢ Men and Angels,’

'Chrlstlan and Death. But these~are fragmentary preces&'suggested‘
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by certain nus1cal and llturglcal forms. It is not this kind
"of exterioxr, 1mpersonal dlalogue 1 am concerned with, but with
theylnner dialogue 1n\wh1ch the partlcmpants are,not namedﬂ -
and whe;e often not eVen’the use of italics separates one
'speaker' from the other;’ A clear,divisiona howeverg separates
the speakers ofjtheapoemfsimpiy entitled “Dialogue.” Here
g chriSt speaks from‘ﬁithin’the soui itSelf;-*Infthe second stanza,

he rebukes the poet for flndlng h1s own soul unworthy. "What

,ghé_ip,ls the ballance thlne@ / Thlne the p01se and measure?"
(p.ll4¢,ll 9~10) The poet responds in the thlrd stanza by ,
dlsclalmlng all responsrbllltyt and shlftlng the entlre burden
oﬁoh;s Justlflcatlon to Chrlst, who in the fonrth stanza p01nts
ontothat in doinghthis the poetyisﬂunknOWingly doing what'he‘ |
himself did? | | | | k

That as I did freely part
With my glorie and desert, :
Left all joyes to feel all smart-~

Ah‘ no more: thou break?! st my heart., fvo
(p.llS, 11, 29~32)

| The dialogue is interrupted andkconcluded by the poet as theh
“truth,of Christ®s WOrdskhecomes‘apparent;:the distance which
was‘felt initiaily~to'5eparate the SOnl from‘Christa and;thus‘
~formally to separate the flrst two opposed stanzasg is removed

k 'by the revelatlon of chrlst’s presence within the soul, which 1s
in turn symbolized‘by'the,preSenee of'both voices in the final

: Stanza .
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Q But the self acts Oftenhin,rebellion agaihst‘thlshpreSenceak
and ih manyhof the inherierldialoguesythe ﬁwo’voiees are_thoSe‘
bfkwillfulnesskand conscience;"The method whereby the exceSsesh
of the ene are cohtIOlled‘by thelkneredge of:thekother is |
central to theee'dialogﬁeso*and'is outlined clearly in "The
kMethod;f Here ﬁhe heaxt’i5~in3trueted te'search‘within‘itSelflﬂ
fer’the<¢ahse of Ged!s apparent :efusalftokactffand the
,conscienee ahswereiv

L What'de‘I,éee : .
‘Written above there? Yesterday
I dld behave me careleslyg :

wWhen I dld br aVe
: - (ps133, 11 13~l6)

Again thefunsatisfied'willjrebelsg and,again the~conSCience‘khé
‘an5wers,'but at the endfof'thelpoem conseience}and will areyat
one‘in,prayer¢~and the final voice of the dialogue is that of
God:
- ; Then once more pray.
Down w1th thy knees, up with thy voice,
Seek pardon first, and God will say,

Glad heart rejovee,
~ (p,134, 11 29~32)

P0331bly the most famous of Herbert’s dlalogue poems is
“The Collar," For thlrtye WO llnes there appears to be no
k kdlalogue at all° Bl;nd will 1nstruets the‘poet‘to "leave thy'
cold dlspute / of hhat_ie fiti'and,not" (p0153, 11, 20*2l)¢ and
,for most of the poem the questlons and answers belong to the ‘

‘'same voice, the voice of'ratlonallzlngvselfmlnterest. Into this
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;specious“"dialogue' the vo’ice of God is not permitted to
1ntrude@ and the result is that "My llnes and llfe are free."
,But thls "freedom" is nOthlng but dlsordera a dlsorder conveyed
to eye and ear by an extreme 1rregular1ty in line length and
rhyme scheme.9 in the mldst of thls dlsordera one. sentence at
least ends with“a Calculated andfempha31zed amblgulty:~

Forsake thy cagea
Thy rope of sands,
V Whlch pettle thoughts have madek and made to thee
Good cable, to enforce ‘and draw,
And be thy law,
Whlle thou dldst wrnk and wouldst not see.
(p.l34k 11. 21w26)

\What the will does not see. is made clear in the concludlng llnesn
d where,lnathe newwaund harmonyvof~the,llnes themselvesﬁithe‘true
dialogue is heard for the first'time:“

“But as I rav“d and grew more flerce and w1lde
S At every word, -
Me thoughts I heard one calling, Child}
And I reply’da My Lord.
~ : (pp.153~154@ 11 33~36)
‘From this poem@ whlch Joseph Summers calls “one of Herbert‘s most

110 we’mlght turn to

dellberate ventures in ’hleroglyphlc formg'"
what is perhaps the most complex of the inner dlalogues.

“Love unknown"” bears eertalnfresemblances,to "The Collar."
An experlehce is recounted’at some length in one unbroken stanzaa

and at the end we are given the truth underlylng that experlence.

: But in almost all otherfrespects the poem‘presents a strlking
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;contrast.‘ Unlike "The Collar,“‘“LoVe uhkhown" describes an
expérien¢e~whiCh,oceuhied someytihe agos: it‘isha “ldhg and7sad"
;tale‘which the poet now teils to a ”Deexe Friend.;' it isltoldi
;inilong,'even, alternate'thymekpenteheter lines,khrohen only by
three short 1nterject10ns ("I sigh to say,“ "I sigh to tell," |
"I sigh to speak") as the poet expresses hlS present sorrowﬁat
the,memory.‘ The listener likewise\interrupts three times to
"tell the poet that hlS heart was "foul "’"hardi and "dull "

: but these 1nterruptlons are 1ncorporated 1nto the basmc k ’
pentameter pettern.} F;nallyg the "frlend“,concludes the poem

; with;hiszown.explanetioh of the cﬁtious ehents‘deSCribed;\ A

‘ tripartitekstructure iS~appareht in the;intefﬁectionshof;both,
khairetor‘and friend, ahd alsoiinithecthtee eventsidescribed.
;ih‘two of these eventsta sacfifice is'offered upg'hut in each
‘case it is insﬁfficienté and the narrator‘S‘heartris taken
‘insteada to be purlfled flrst by baptlsm and second by - affllctlon.'
In the thlrd event, he retlres to bed, but flnds thet “some

: had’stuff'd the bedrwith,thoughtsg / I wouldxsay thorns" (p.l30¢
11.51~=52) it is possible, askHutChinson cleimsé;l,thet'Herbert
is~Wotkihg here from specific emblems, and that thehfuliﬂ
s1gnif1cance of the three events must remaln somewhat obscure.
'Neverthelessf the symbols of Baptlsm and Eucharlst¢ and the

,reference to the tho:nsfof the Cruc1f1x10n, recall the actual
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events in the life_ofeChrist,'to whom the narrator had given
the key to his "house;"” thus Christ's suffering is re=enacted
within the individual'eoul; as HerbertkindiCated it must be in
 the first,group>Of,Easterfpoems; But the,identity of the other
VOice'in the poem remeins undisclosed.k Perhaps the best clue
yls provided in the llnes whlch descrlbe the Lord 1nstruct1ng
a servant tO“take the,narratorws heant'lnstead‘of the frult he
has brought:
But he-
, (I sigh to say)
, Lookt on a servant; who did know his eye
‘Better than you know meg or (whlch is one)
‘Then I myself '
: « ;(p.129,‘ll.7ell)
This seems clearly tohindicate that the two voices are those of
the divided self, or, as in "The Method" and "The Collar,"
| conecience~andowill; The will, hOwever¢ in'this-poemeclearlyt
Seeks'to do good; it is from convictionfof,itskown*virtuekthat

itfremains S0 puzzled bY>the‘apparent rebuffsritfmeets. It is.

tthls conviction also Whlch allows the will to tell the con301ence,

at the beglnnlng of the poem, that "In my falntlngs I presume
-~ your love / Will more complle then help"'(ll 2—3).; SlnCe

k compllance is obv1ously what the will at this stage wante, it is
made~all the more;d;fflcult for the~eon5clence to get a word ina’
and~wheneitvaoes;,in.thekthree interjections;’its,voiee passes

,almosthunnoticed,'caught up in the cOntinuing narration. At the
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same'time; it is the will's hurt pride which captures our atten-
tion in'thefthree isolated interjections, "I sigh to say," "I
_sigh to tell" and "I sigh to speak,"~ Finally, the pretense is
dropped. The;virtuousfSelf~a3suranCe disappears and the will
confesses that it has not always acted in accord with conscience:k
'Indeed'a'slack,and eleepie state of minde
Did oft possesse me, so that when I pray'd,.
Though my 11ps ‘went, my heart did stay behinde,
(polsoa 11, 57—59)

It is thls recognltlon that at last enables the conscience to

~ sPeak forthrlghtly¢ and to convince the w111 that its good

lntentlons were not sufflclent, that "“All dld but strlve to

’mendm what you,had marr‘d;" In thlS dlalogue,:theng 1t 1s the
fallure to dlstlngulsh suff1c1ently between the two v01ces whleh
,lS 1mportant, the fallure 11ee in the readlnese of the Wl11“;
convxnced,of its virtue, to,takefor:grantedkthe‘acquieScence
~of cenecience. ‘This is the lesson Whi#heﬁust’bé 1eérned: it ie
~the’ieSSQn Whieh'underlies the~eventsedeeCribedkin'tﬁe peem,k
‘end which Herbert; in his most eubtle?Way,ifigures forth'in the
‘very stiucture Of‘the poeﬁ. |

in the,nethgtoupkof’poems to be considered;‘Herbert further
reflnes hls technlque of 1nterlor dlalogue by replac1ng the
dev;ce of two separate ‘voices w1th a 51ngle¢ stralghtforward :
narrat;ve of seemlngly unlform tone, Thlsftechnique‘has been

anticipated to a certain extent in "Love unknown," where an
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/eVent, oraéeries:¢f‘eventsg’was deScribed‘froﬁ afdualnpoint S
of view;in £ime._‘One voice told‘usfof:the feelings ahd .v
\emotions théSe evehts~eVoked at,th¢ time;they OCdurred;iwhile
ftheabthér~voice explained‘their deeper signifiéahée wheh
,réflegﬁed_on later«by'knowledge and expérience. blngthis ¢ase
the voiCe;of reflecting ¢onscien¢e ga§e’a moral méaningrto’

~ things which the wil1‘waéwbiindktofatﬂthe timé;: Herbértis use
6f a formal disﬁinétion*betweehjt£e voices made thévpdint_'
clear. Buﬁrhdw’t?”conveyfboﬁh’thé immédiécy‘of thé,évén£s
;deSQribeég‘ané,theirwmoral‘implicatiOns,_when there ié}dnly
onejvdice,*and‘no,appérehtidiVisidn in'timé? For; aS~Hérbert

so often showSmidurkunderstanding of the things that happen;to

‘us is fragmenﬁed and~deludéd until we can incorporate our
immediate response within the framework of knowledge and faiths

~He is able'to convey both immediate’response‘and later under-

standing Within‘arunified narrative byfmaking the*o:dering
principle of the poem the events themSelvés.; In much the same
IWay,that Donne shifts his structural center from'thefpree

determined forms of sonnet and litany to the central interior

' situations of his longer poems, so Herbert's dialogues of the
“self lose théir two=voice structure, and:this~strucfure becomes
implicit within the events described. For(this to occur, words,

images, even the events themselves, now take on double meanings--
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but no second vOiee;is the;e.fo explain‘them.k‘lnstead, the two
levele of meahing refer direeﬁlykte‘the initielerespohse to a
siﬁuatien, and'to itsVlater underseahding by thekreflectingk
’~censciep0e.ne |

kThe simples£ eXaﬁple of this preeess can be found in
Hefbeiﬁ‘s"ﬁse of familiei‘eymbole. 'Thus,in'ﬁLove'unkhown“ the
:eymbels’of Baptism, Cemmﬁnion and’thekCrucifiéiOn arekquiee 
evident in Ehe’nerraﬁer’s’storya bﬁt aie 'explained“knohetheless
by the voice;okaOneeiencekand knowleage~at'the;end'ofefhe‘
peem.lyNeﬁexPlained inethis wéY%,bu£1just aseclea§, is,the;
meaningeof ﬁRedemptionﬁ“ Wheie thensamekbasic conceit of “LoVe
unknown," the narrator as tenant to a Loid,'serves as vehlcle
for an elabofate play on the meanlng of such legal terms as
flease”‘and_“sult."k Herbert?s‘use;of,ehls termlnologykls ,
‘Véifferent'frem Donﬁeie simila£'use dfthe>contfact idea in the
"Holy Sonnetsg“yln that Herbert dellberately adopts the v01ce’
of a bustllng, bourge01s man of affalrs. The prosalc and almost
“com;cally deta;led aecount of the search,for the Lo:d whovisk
kto Yenew the leaSe eccupies the'thfee*qﬁatrains of Herbert's
sonnet,‘untii~the "raggedneieekand mirth / Of,thieQeskand
murderers"benmounces the end of the quest atkCalvary:

| there I hlm espledk

Who stralght, Your suit is granted, ‘said; & dled."
: ‘ (p.40,; 11, 13~14)
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The cancelling of the”old;Hebraic law in‘the“new 1aW~of Christi H'
Ehe,great'pricékof God's téking on man‘s fleshé and £he-fihal
~granting’of the’suif aﬁ the?crﬁCifixiOnﬂ are ail:immédiateiyr~
appéréntgas symbolic meaningé'lbng before the:last italicized  ‘
:words of‘Christf'whidh néverfheleés;conVey‘a fo?céful impact
‘in 0ppositidn to the,ga;rulous~tbne Cf‘the~re$t 6f the poem,
kHefbert'S»use,of £hé sonnet form might Weil’paSS uhnoticed@,
f'gince'it in nd way,dependsion’a’traditidnal‘logical’devélOpmént'
from'premiseé torc5qclusions.; ThekthreeunAtréins{simply record'
‘the¢different stages'in’the séaich;;éhjambéd‘lines’heip to-make
one seam;ess'structureejtﬁé £hird éuatréin‘moving,withouﬁkbréak
into~the,§limax’o£ thekcoﬁplét. In this Way’the cduplet',
£unctions n§t~as:a1resdlution:forja nﬁmber‘of'oppésédror
,c0mplémeﬁtaiy elements éariier’in the poem;,bﬁtfas‘the vitai,key'
with which we must réihtérpret‘ail that has gqhéfbefOre; The 5

: éffeét ié'similar £d‘that:§f‘the’short'terminai lineg‘we find'u
‘;‘invmany‘Offthe‘hiéroglyPhic‘and dialOgUelpéems, exceptvthat here
the line On'whichfail theTWeight:falls‘is not in any kind of
formai bpposition5to whét haéypreéeded‘it. 'inyemérging,asfthe :
final and inevitéble Eoncluéion,‘it'dOés‘hot'draw together two’
ybpposéd vOiceshbf iénorancé and khowlédgegkbut‘reveéls both

voices simultaneously, co-present in the same narrative,
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" Thisrbrinciple‘islfound inrctherypoems of’greater«COmplexity.‘k
"Redeﬁption"'achieves'its effect thrcugh its relative“simpliCityg
due ﬁain1y7to the fact that there is no innerfconflict‘present
’ln the narrator—persona, no debate concernlng the llghtness of
hls actlons or the 1ntegr1ty of his search CBut, as‘usual in e
Herberta ‘much attention is given toﬁsuch matters,kand in
'?Affliction Ié”‘another éoem based on the cOncept of‘narrator

es servantgythere is a constant moral amblgulty in the nature
of the search engaged in ‘and the serv1ce pald "Affllctlon I""
mlght be regarded 1n1t1ally as another Vers1on of "Love unknown wo

w1th the dialogue of that poem replaced by a srngle, unlfled

L dmonologue¢~descr1b1ng an:unbroken serles,of events from'the

flrst enllstlng ln the Lord‘s serv1ce up  to the present moment.
But the tone of the mohologue is elu31ve;' There are hlntS!Of
‘complacency, rebelllousness, dlsap901ntment and genulne grlef,
often shadlng 1nto one" another., Nor does’Herbert~glye the readerA
any clearly 1dent1f1able~symbols thchswili*ehEble himkto;“
ﬁnderstand\what the narratcr oStensibly does nct. kIn this:poem
hf;/the reader,iS~obligedkto identify‘closely with'the~herrating”
cvoice, ehd to share indtherflﬁctueting;moods and’the verieus'
',attemptsfat’underStanding, with none of the help~that\encther

'voice' or a familiar symbol would provide.
A Lams p
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The flrst three stanzas tell of the srmple joy. whlch
accompanled the first entry 1nto the service of the Lord Thisg
it seems, happened a long t1me ago, when the Lord and the
created world allke were full of ‘beneficence and the promlse
of future Joy.

‘Vhen flrst thou dldst entice to thee my heart,
I thought the service brave:
So many Jjoyes I writ down for my part,
’ : Besides what I might have
- Out of my stock of naturall delights,
‘ Augmented with thy graCLOus beneflts. ,
. (p. 46, 11 1-6)
Yet a desire for greater knowledge prompts}theksoul.to seek the
face of the Lord, and the many years of sﬁffering'begin.,fThe'”
' Lord's initial enticements seem to have,beenkmere trickery;kthe
promises hollow, for now, "Thus thinne and.leah“without akfepcef
or friend?;/‘l was blown throughrwith~ev'ry.storm and winde"
(p.47, 11, 35—36). Distrust of this Lord increases to thekpoint
where cynrcrsm and susp1c1on reject any s1gn of good w1ll, and
brlng the soul to a‘state:of helpless pa551v1ty:
Thou often dldst with Academick pralse
Melt and dissolve my rage.
I took thy sweetned pill, tlll I ‘came “whexre
: » I could not go away, nor persevereﬁ
(ped7, ll 45-48) :
But~1estkthe soul grow to love its ownrfamlllar mlserygvthe‘Lord,
*heapstnewemiseries upon it, until it seems the soul is engaged

~ in a cruel contest with a totally superior adversary:
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Thus doth thy power crosse=bias me, not making
Thine own glft good, yet me from my wayes taking.
(9.48” 11, 53—54)

,The'eecend iastStaaza‘bringskusﬁup to thekpresent tlae (“wa
i,am hefe");  The:1astVstanza looks.into’the’futuregféndiéﬂey
eOulikin’a‘sudéen burétiofttravadc, plots a rebeilion:
1; Well, I w1ll change the serv1ce, and ‘go seek
: Some other master out.
(11, 63-64)

Then the eudden andparamatic about—face of the concludingalines;

ah my deare ‘Godlt. though I am - clean forgot, - b

-Let me not love thee, if .I love thee not.

e ‘ (ll 65—66)
But the,ihterpenetration‘Of the‘divine will’andythe human will,’
ef‘diyine and’haman love; which theyharrator 'discoVers!aat tﬁe'
’end,yWill be,seeh t6 have been present in,eveIYyaction the poem
_describes, ’The‘seCOnd levei offmeaning,iapparently so centrary
to the first, is stated explicitly in theflast:twbylinesf'and“
from it we must reconstruct the'rest‘ef‘theepoem in;a new way,
in the 1ight’of’a number:ef key’woide and phraeee. "Ehtiée" in
‘the first'and Seeond etanzas,'fer instaﬁee,‘refets atafirst‘
readlngkto the soul's belng taken 1n by falee premises.raIt is
in this sense that it is later "betrayed." a v1ctlm onlylof
1ts own mlsunderstandlng, 1tehas taken'the‘thingeeof the world
eas the true payment for its service. 'Bat the~Lord does "entice,“y

does attract by hlS own truth and beautYa and the "payment" is

Y
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‘the service~itSeif. “Nor need there’be any conflict between ~
,Ged‘ana;His‘creatibng.any more‘than, aekthevfihal lineS-ofnthe
Pdem;indiCatet there~need'be cohflict‘betWeen:diVine and'hdman
'wili;"The world, belng created for man, 1s full of "naturall
‘ dellghts," and the "grac1ous beneflts“ are in fact the super—
addltlon of Gracekwhlch the unlnstructed soul reads merely as
a worldly leldend S;mlla:ly in the:second‘stanza; the soul
is wreng,to‘count theistars askitetowh‘if it fegards’them:as
kpayment‘for'the;se:vice,itéhas;rendered,_ﬁut‘right»intdoingtso~
if'it,recoéniZes theh as exéressionS'of Goa?S'infinite leve
~and bbunty tOWerd man¢dthekclimax of the”creatiqh.~ Sinee‘the
VQeneroeity of qu is at first.misunderSteodﬁisb is Hie‘apparent
eruelty and~injustice.’ The "eieknesseS" ahde"consuﬁing agues,"”
fthe’betrayel‘"to atiingrihg Eooké" are in'fact’the implanting 4
'w‘of thoseyexpetiencewahieh God hiﬁseif_suffered/in'erder to
tredeem'man“froﬁ the'effeets\of the Fellg The.pOWer'of God to
"crosse—blas“ the 1nd1v1dual soul is ln fact the very way of
'"maklng / Thlne own glft gooda" by taklng the soul from its ownk
selﬁlsh~ways.~ As the poet\says elsewhere in “Assurance:“,‘
: ' Ormost grac1oue Lord,
If all the hope and comfort that I gather,
Were from my self, I had not half.a word, -
Not half a letter to oppose

What is objected by my foes.
(p.lss, 11 20»24)
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7,"Aff11ctlon I",represents, llke many other 1nd1v1dual
et

-

‘poens; the progress of the soul from the flrst hlgh expect-'
atlons in the service of God, through doubt and mlsunder—
standlng of God's ways@ to flnal res1gnatlon and acceptance.
The form of thefpoem~1s anvunbroken narratrve Sequence‘ln
whlch ‘the meanlng of the whole 1s ‘not. conveyed by any
o dlalectlcal method 1nvolv1ng text and commentary, but rather
by an 1mplant1ng of the deeper meanrng in the words and phrases~
used in “telllng”the\story." The~read1ng of such poems |
“approxz.mates closely ‘the eXperlence ‘of the narrator--only at 3
kthe end of the events descrlbed do we have the knowledge that
’enables us to read the whole correctly° t |

Other poems which reflect the samerpattern may be brlefly
mentloned In "Vanltle I (p.85) the varlousrobjects of man s
engulry are presented to us in the flrst three stanzas. The :'
astronomer,s spheres, the;dlver»sf"dearely—earned pearl,";and
the alchemist's elixir,:are,ail instanceskof;man's pridefand~'
“his 1nsat1able desrre to know’all thlngs. ‘But in the'last
“stanza the poet asks,'"What‘hath not man sought out and found,
/ But hlS deare God’“ and in retrospect we see that the spheres
are the symbol of perfectlon, ‘the pearl 1s the pearl of great
prlce, and. the elrxrr is the abldlng Splrlt when worldly

encumbrance is strlppedfaway. In "Peaceﬂ (p.124) the soul seeks
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its goal in awcave,karrainbow ahdtawflOWer. The cave is emptya E
the ralnbow dlsperses as: the clouds break, and the flower is
devoured by WOXmS; but:all'three preflgure the."Prlnce\of;old¢"~
~‘Melch1sedeca whom SWeetnesseéddidfhot saVe froﬁhdeathn yet f
from whose grave sprang the wheat whlch “dld soon dlsperse /o
Through all the eart! ; In the same way Melchlsedec hlmself
fpreflgured Chrlst.k “The«Collar“d(p.lSB) is full of,images of
a more obv1ous typologlcal nature-—the board, the thorn, the
w1ne and the cornf*- and though thls‘poem drawsrltsumaln:force
from its hleroglyphlc elements¢,itytooireveala'its~deeper
;meanlng 1n 1nd1v1dual words ‘and images;g The essehce ofvall‘
these poemsgisksummed.upfin’the‘laet lihee,ofh“vanitie‘I:W,
- : ;kPoorefmanéfthou:searehestrrouhd‘k
To flnde out deathg but missest life at hand. '
(p.se, 11, 27—28)
To £ind death and life 1n’the same 1mage, the same . exPerlencegh

is one,of‘Herbert’s unlque quallties,as;a poet. It*;Slin this

rsensekthat?Herhert‘skpoems can only he;poeme writtenkfrOm,thek
’v;Etandpointvof‘a,mature and~reflectiveﬁwisd0mg’deepite their
remarkablefevocation~of immediate'exPerience. Mary Ellen Rlckey
‘sees the presencekof dlfferent levels of meanlng w1th1n the

same image as that whlch separates Herbert from the other,

~metaphysical poets:
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+sohis feat of managing language so that several
metaphorical statements are offered at the one
~time; and offered without the fanfare of conspicuous
amblgultya makes his verse very different from that
of the other so-called metaphys1cal poets, whose
practice it was to use dlfferent 1mages succe351vely,
" not attendantly. l el

Certalnly thls quallty is not often found in Donne s rellglous
poetryb HlS is a more duallstlc mlnd, where the thlngs of llfe

and the thingS‘of:death remain separate. Even in his most

Uunified work¢ thejAnniVersaxiesfwthe transcending figure of
,E;izabeth,Drury hefseif isttieWed conStantly{from het two aspects,;
) the eaithij‘andathe heaVenlyﬁ anafthetformkof~the ﬁork isoetrongly
‘dualiStio;Tasfthe tWO—poems—inéone indicate;"In thelnartetive |
poems~of‘ﬁerbert, however,‘form itéelf becomesfmohe ahdtmore‘r

integiateogiandkthe ekpetieneesfthe poems deSCribe~containrwithin
’themselvesfboth the way to‘life ané‘thekwey to death;f The”soul |

itself can choose whlch way to take, as it chooses whether oxr

. not to accept God*'s love and prov1dence. Herbert, llke the Lord o

he describes in "Slnne Iﬁ (p;45)f'mlght seem,to invent many
"Fine nets~and:strategems,to,catch»us in," but like that Lord,~

he never indulges in obscurity for its own sake.

v
The : poems which~describe‘God'S~indwelling'presenoe by means

of hieroglyph, dialogue'and single unified narrative, occupy a
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major part of The. Temple. But in most of them Herbert ie more
concerned w1th ‘the 1nf1n1te number of ways rn whlch the’soul
comes to God, thantw1th the statefof}the soul in God. In many
poems a simple gestureroffacceptance,kremorse or iove Sigaifies
that,the:SQﬁl'is in’ﬁhitykwith God, andfthat the wvicissitudes |
it'sufferedeinharrivingehere,are;how made ﬁeaningful aﬁa canrhe,"
seen as1part;cf;GodJs providenee; aBut these gestures‘are
usﬁally.briefa ahd?their‘importaneealies in’the new meaning theyrk
give 7 to the ej‘cper?iences that led 'up“ to’ them'.; ,The‘yr'ihterpret
the past rather than predlct the future. ﬂerbert~does not write
much concernlng future states of bllss, and seems not to possessk'

e those mystlcal yearnlngs whldh even DonnefexpreSSestln the moren,

’visionary passages oftthe;AnniVerSariggvt‘Perhaps Herbert‘s
strohgkbelief in’the’directihé'preSenee owaodain ail phases‘of‘
human_lifefen:earth leads'him,to.coﬁcentrate‘on the\present '
~rea1ities'of*the soul in thetfailehkworld ratherkthah on its
futuretblies. Bﬁt havihg eaid this; onefis still aware of a
strong visionar§ eiement~inaThe Temgle. The 1aStkgroup of poems -
I,wish*to.discnss are poems ihwﬁhiehhtherrisionary_element
o éredomihates.’ TheSeféoeme have their~ownfprinCiples of
' cehstructioh£ ahd though few in number, anticipate the,visiohary

x Poems of Vaughan and Traherne,
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Herbert's vision does not take the form of a sudden
apocaiyptic §r"mystic;1 illﬁminatioﬁ—-it'isnin féct’firle‘
roéted in the obseivaticn‘of"ordinaryﬁ‘réality; We have seen
how God,is :évealed ih»humanusufferihg¢~ana'how thé‘trdubles
that beset thé soul are reminders of the greatér'agdny of
Christ's Passion. But God reyealéd Himéelf alsoVin His
Creation, in the Bosk‘ofiﬁhe‘Creaturés~as‘well as inﬂﬁhe
,Séripturésg’ahd the sou1¢ having~c6me to God through its oWh
1nner experlencep can'now see w1th a new clarlty God“s omni~
présence in the world. The soul:ltself ls'now able'to flow
‘out and encompaSS the€wb£ldg asis shown in'"Conﬁent;w~Th0ugh
l_it'"Gad not abroad~at,ev'fy~ques£\and call'"‘ | |

| ThlS soul doth span the world; and hang cdntent ;

: From either pole unto the center.

(p.69, 11,17-18)

Thé innérkdia1ogue céaSes£  k | ~
Then cease dlscour51ng soul, tlll thine own ground

' ‘Do not thy self or friends" importune,

He that by seeking hath himself once found,

- Hath even found a happie fortune.
(11, 33—36)

One poem whlch outllnes thls tran51tlon from inner dlalogue
to a néw harmony\WLthln the soul’and within nature 1s‘"The’
Flower.“ ‘It‘ﬁétéins a'narrativé‘strucﬁﬁreg but the‘nafiativé'in
R ~»this'ca§e‘is framed by sianzas eﬁpressing the,néw found joy in

"the'Creation:
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; How fresh, O Lordg how sweet and clean
Are thy returns! ev'n as the flowers in spring;
- To which, besides their own demean,
‘The late—past frosts tributes of pleasure brlng.
: ' (pel65, 11.1-4)

The'suffering of the past is;then,describeda but withka new
lyricism and richness of natural imagery suggestive in them-
selves of the mood of the present. "Killing and quickning,"
“growing~and groaning" are linked tOgether as parts of the same.
process governlng the cycles of nature. And now there has been
a new transformatlon and reblrth, a new creat1v1ty.'

o And now in age I bud agalnk :
After so many deaths.I live and wrlte-
, I once more smell the dew and- raing
And relish versing: O my onely light,
: = It cannot be T
That I am he
On whom thy tempests fell all night,
(p.l66g 11, 36-42)
The poem 1tself of course is testlmony to the reblrth, to the
hdlscovery of the soul‘s true home in the ”garden“ ‘and “Paradlse“
ofkthe last stanza. In,thls gaxrden thefsoul need Suffer~no
- longer under che:yOke,of time, no longer need exclaim "0 that
I once past changing were." With less emphasis on temporal
, changeg the stanzas of the poem-a:e not’linkedknearly so closely
itogether'by narrative‘sequence. Unlike "Affliction I," the i
sufferings;of the;past ere leftkdeliberately'vegue and
unspecifiedg consighed to a similarly unspecified "then," The

’iooser structure of the poem which results turns our attention
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more to each individual stanza and to its inner~music,-'In
this poem we can see emerging a new principle of organization,

whereby the first stanza announces the basic theme, and the

 succeeding stanzas constitute variations on it, In the same
' way”that“the‘soul has now arrived at its destination, softhe~'

'vrslonary poems of Herbert do not necessarlly go' anywhere.

Movement forward in tlme is replaced by movement outward in

space, as the soul expands to. flll the world,.

aPerhaps the best‘example of thlS klnd of poem~is “Mah "
a celebratlon of the beauty of the Creatlona and 1ts culmlnatlon
in man hlmself ‘ Throughout the poem Herbert weaves a tapestry
of geographlcal and astronomlcal 1mages¢ none dwelt on for long
or made in any way partrculark as rn “The Flowera" but all
comblnlng~ln a»general harmony. At the beglnnlng the theme is
ustated 1n an almost prosalc manner , but 1mmed1ately afterwards
St is elaborated and drawn out in a series of perfectly
balancedfstanzas:
Man is all symmetrle@
~ Full of proportions, one limbe to anotheri
And all to all the world besides: :
Each part may call the furthest,. brother.
For head with foot hath private amitie,
: ‘ And both with moons and tldesw'
(p.9l¢ 11,13-18)

Close examination of these stanzas reveals the extreme srmp1101ty

of Herbert's means, There are virtually no adjectives or
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cparenthetlcal construct:.ons¢ and there is llttle enjambment.
- The first four llnes of each stanza are usually s1mple statements
unlinked by any subordlnatlng dev1ce' in the last two lines
‘there is a summarlzlng and somewhat longer syntactlc unit., Yet
we scarcelyunotice this in,the delicate harmonies of image and
rhythm:
: The starres have us to bed-
nght draws the curtain, which the sunne w1thdraws,
‘Musick and light attend our head.
All things unto our flesh are klnde
In their descent and belng, to our minde
- In thelr ascent and cause.
(p.91,, 11. 31-36)
W; Reflectlng man, who 1s "all symmetrle, / Full of proportlons,"
each stanza is a perFectly symmetrlcal unlt, the two central
'four—stress llnes flanked on elther slde by a flve—stress and a
three—stress llne. Yet varlety w1th1n unlty 1s conveyed by the =
: varlatlons in rhyme w1th1n each stanza: only the second and

’elghth stanzas share the same rhyme pattern.l3

The lack of
subordlnatlon of ideas together with the pr1nc1ple of varlatlon
lead;me~toybe11eve that, with the‘exception of the first and,last‘
e‘stanZas‘which provide:a’kind;of doctrinal fraﬁework, the
remaining stanzas could be rearranged in some’other order with
little harm belng done to the total meanlng and effect of the

poem, Thls does not mean that Herbert is careless in his

constructionn-Only that the ordering principle'isybasically
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different‘from~thatlof the dialectical and harrative‘pqems;
hThe7nﬁmber'cf StanzaS'end the way they,are'arrenged are'hc
lohger determinedkby logicel‘argumentg‘dehate; or temporal
sequence.’ | |

One of the longest poems in The Temglea "Prov:.dence £

represents the extreme to whlch Herbert takes hlS structure of
theme andfvarlatlon. Thls poem,‘thOUghlitkshares the,theme‘of‘
“Mane“‘differsgin Several”important respects.;4' "Man" draws on
,épaCiéﬁSkahd unSpecifickimageS~offcosmic proeesses;—séheres,
’stars;‘sunfémcgns,ktldes;“wihdsgifouhtains~;the generality is
-emphesiZed~by~the iepéatedfplural*houns,':;Providehceé‘onithe.‘
~other»hena is a.deliéhted eXcursicn ihto the particuler, God-
JbeingfpreSehtﬁin'all‘thingsngis "curiouS*art" leadslthekpeet
,into'minute’ebServations on the jeWS‘of cr0coéiles;kthe sleeping
habitsnof,elephants,'and other singﬁlaritieSEWhich serve "“to
show thou art’notrboﬁnd.“ God's easy freedom, ena/the multi—
pllClty He allows w1th1n HlS one lan is. very ﬁuch ev1dent in
kHerbert‘s own poetic structure. This structure is perhaps best
kdescrlbed by the follow1ng llnes.

; How,flnely dost “thou tlmesnandiseaSOnsispin,~

And make a twist checker'd with night and day!

‘Which as it lengthens windes, and windes us in,

As bouls go on, but turnlng all the waye.
(13..118,l 11. 57—60)
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‘The method is 51m§ler and sParer than in "Man." The stanzas
w1th thelr four llnes of equal length areﬂnot carefully
structuredp;symhetrical units whleh‘are’played off aga;nstieach
otheﬁ‘by‘a.&arying~rhyme scheme, The'poem is notreo:much~
concerned with oterali pattern askWith the individual threads

as they w1nd their way through the mu1t1p11c1ty of Creatlon. : o eé
iThere is even a suggestlon that the total pattern can never be
‘comprehended. "If we could heare / Thy sklll and art, what
mus1ck would 1t be“" Ratherg allvwe can do is observe how

~every created thlng fulfllls 1ts own functlon and complements -
the functlons of others.' Each shoxrt stanzajrefleots thls
Nconcern,by‘its ihterior ju%taposition“of,elemehts# by which,itk;“
isbbioken QOWn'ihto eveh,smaller uhits:‘ k |

’Light'without‘winde is glasse-.warm w1thout welghtk

Is wooll and furre: cool without closenesse, shade:

Speed without pains, a horse: tall without height,

A sexrvile hawk’ lowew1thout losseﬂ a spadef.
‘Thektotaiﬁeffeet iska eutiOue one——elliptical yet’reﬁarkab;yﬁ
oetailed¢'alwaYS waveriné and’moving,’yet confinedfwithin’a rigid
kframe.“ In'itself itt cOmplements "Man“e?thektwO together'show ,
thehiahge of Herbert's Vision oftcteatioﬁ, 

| tSuch‘poems as these seem to stahd in complete opp051tlon to
a poem like ﬁThe Sacrifice." 1In "The Sacrlflce" there are also
vafiations oh'a theme and a:Similarly~3pare technique, but the

theme is‘estrangement}and division, andkthefrepeated refrains a
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'hammering-hcmeyqf‘this.themefby repetition and jarring trans-
_ ition. ~The‘totai effedt is of great concentratione-on’a smail~
Hiber ef evehts'occurringin a;specificftime and place. 1In
"Man" and “PrOVidence"ﬁwe‘arehinfa World spaciou5~and,free; a
~world in which it seems'the Fall had,never~hap§ened( where time
and space are infihite,:and'where all.that'is pertial is, -like
‘ ,Donne?sl"brbkenrahd Sthiﬂotes," "Division, ahd*thy héppyest

, HermOnie.? ’ | : | ’

Bﬁt ir muetrhe reeognized:thaththie visioh of Creatioh,‘and
the partrcular ﬁethods used to. conveyklt in these two poems,‘
are not common in The Temgle. There rs,necessarlly a klnayof'
lmPersonalitY in'this visidn, even*a‘hint of‘deistie‘remotenese;
despite:the richness of:detaii.~ The sense. of personal engage~‘
ment so central to ﬁost of Herbert's poetry is m1551ng here.
Elsewhere the poet pornts out the dangers of worshlpplng the
Creatlon‘rather;than the Createrfeas'lngﬂMans Medley(“*for
inStanee, where we are reﬁinded tha£ deeéite~thekSingrngfbirds;
andrthe_ringing weods;kﬁMans jeyeand pleasﬁre / Rather;hereafter;,
~ then in present, is;" ihe poem goes on to put ihto‘a more
dualisticrand‘DonneaheperspeetiVe’thejéleasureskof rhis world:

’ “ ’ Not that he may not here
~ Taste of the cheer,
- But as blrds drlnk and straight 1lift up their head,
: , ‘ So he must sip and think
Of better drink

He may attainyto, after he is dead,
| | (po131, 11,19-24)



120

Herbert-is*catefuljtoeavoid:regatdihg God:askthe,image,Ofenaturea
’;tather.than'nature ashthelimage of God:“ | |

But the viéionary quality’in;Herbett‘is not7restricted~to"
thoseypoemsfﬁhich’desctibe the Creetion; ~There are visionary‘
'poems which‘deSCribe ihtense;persohal expetience. There\are,
v131onary poems: whleh return agaln to the famlllar pattern of
ktemporal change whlch "The Flower " "Man"’and "Prov1dence“ seemed
’to,be*escaplng frOmi vts;onery poems whleh_:eturn agalnutofthe
’unlfylng flgure of Chrlst., Ih so far-aswthey'bringttogether;an
fawareness of both man s fallen state and his potential transe
'cehdence throughtchrLStakthey maY'be tegardea as moxejdoctrlnally'
| orthodox in'theme then fMan“xor “ProVidence;" ‘But more,hk
importanthis‘the'way‘iniWhieh'the”viSionary oﬁeiity'is made to
infuse and brlng together the’dlfferent types of poems whlch s0
far I have dlscussed in separate groups accordlng to thelr |
structural’ba31s."l w;sh now to show how hleroglyphlo~poeme(
‘ dialeéticaltPOeﬁé,’harrativeHPOems'and‘poems of theme end~
variatioh oah‘he Seen,together;as a totai expreseioﬁ of'theh

Christian visioné—thefvision‘which~i3“the ehd‘of,The,Temple‘sf,t

: stbolic~journey from outer,recognition:of the suffetings of
Christ, through innerfconflict and-dialogue, to‘final peece.15
In the first group of poems deallng w1th the Cruc1f1x1on we'u

flnd two whlch, whlle malntalnlng the ‘same relatlonshlp between
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'the*indiViaual soul,end‘Christ that Qe tind‘ink“The-Reprisaiirﬂ

‘"The Thahksgiving“ end,“Sepulchre;“‘treat thetrrelatiohship ini

a new light} the iight offthe riseﬁ‘Christ; kThe diSParityfbetWEen

the‘individual soulhand Christris,formally;expressedoin the other

poems of this groﬁp by~imbaiance between short:single lines and

10nger stanzagﬁhitse‘leéding;to a 00rresponding sense*of
;,imbalance,betWeen divine and human‘actiohs; ‘In ﬁEaster~wingSf oo
the visualtpettern_of the hierOglyph seems at-firstttO‘make

5 the same point:'

iordawho createdst man in wealth anhd store,
Though foolishly he lost the same,
Decaying more and more,
Till he became.
‘Most poore:
~With  thee.
‘0 let me rise
As 1arks¢ harmonlouslyg,
o And sing this day thy victories: - :
Then shall the fall further the f£light in me.
: (p.43, 11 l~lO)

‘The dlsparlty between man and Chrlst is conveyed srmply by the ,
short lines at the center of the w1ngs~" "Most poorey"e“Most
thinne;" ‘But these short lines are followed 1n each stanza by -

one equally short,'"with'thee*“ and the'conjunction,of the two

enables the'Verse to "expand?'to thefﬂvictories“ ando“flight"
of thefCOncluding'long'lines; From "SickheSses"‘and'"afflictioh"

<emerges the new. freedom of ‘the soul's fllght, the v1510n whlch

s Donne descrlbed in 51m11ar terms in the Annlversarles ~«in
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; "Easter—wings"ewe may even see a‘Smallg emblematic‘replica'ofk'
Donne“s majOr‘visionarYipoem.

“Easter“ follows a more‘compliCatedkpattern. We begin
with joyful recognition of the~meaningyof the Ascension: "Rise
 heart; thy Lord is risen.” The first three stanzas of the‘peem
stress the close parallel between‘soul‘and Christ., The short
lines,alternate withkthe longklines'as corroboratiOns and
EXtensions ofﬁthem, while the,finaitcouplet imposes'its own
kbalanoed‘harmony, at the same‘time'continuing to stress the
ineVitahle;disparity‘between the perfect,and the imperfect:

Consort both heart and lute, and twist a song
Pleasant and long:
Org 51nce all musrck is but three parts vied
‘And multlplledg
O let thy blessed Spirit bear a part,
‘And make up our defects with his sweetest art.
~ (p.42, 11, 13~18)
i"; The second three,stanzasfarefquatrains of eVen length and:k
alternatihgerhyme;‘ Infthis they'recall the~stanzas of “Providence“’r
andfthey too are concerned with the w0r1d~of,thekcreation. They
are a natural counterpart to the first three stanzas deallng w1th
the soul, but though the two parts are formally dlstlnctg they
are linked thematlcally, in that the created world, llke the'

1nd1v1dual soulg 1s 1nfer10r to the great sPectacle of Chrlst'

‘ascension:
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" The Sunne arising in the East,
Though he give light, & th'East perfume;
If they should offer to contest ‘
With thy arising, they presume,

(11.23-26)

So, in these two poéms’antithetical elementS‘apparent atteVen‘
the srmple v1sual levei are recon01led by a greater v151on whldh
kblnds God, Man and “the Creatlon together. | | |
| '“Chrlstmas"hpresents_a two-part strnctnre similar to
-“Easterg“,butrhere’the difference hetween theotwo partstis,mueh
nore’apparent. QThe'firstfpartlis a sonnet;'heginning with a
dellberately prosalcvnarratlve and endlng with a prayer that
"81nce my darke soul and brutlsh is thy rlght, / To Man of all
beasts,be not thou*afstranger“ (p.81y‘ll ll~12). ‘The second‘
part is a’psalmrllke song in whlch the Nat1v1ty 1mages of the
openlng narratlve are exPanded into a hymn of pralse whlch
' becomes.the poem 1tself: : |
His beams shallqcheer my breast and both so twine,
Till ev'n his beams srng, and my musick shine,
' (p.sl, 11. 33—34)

fFrom the past of the narratlve through the present of the prayer
'to the future of the hymn of pralse, "We 51ng one ‘common Loxd, " 

A similar effect is obtalned in “Sundayn“ though thls poem
»is madewup of a series of variations\onjthe general;subject of
thatiday ﬁmost ca1n¢‘nost bright;“ In one‘Wayhthe stanzas, iikeh
those of “Man,“ are separate acts of'pralse, resembllng the

"Sundales of mans llfe" whlch¢
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‘Thredded together on times string,

Make bracelets to adorn: the wife

~Of the eternall glorious King,

(Jp.76,z 11i. 30&32)

‘The strlng whldh binds them together in the poem is the hlStOIY
of Redemptloni from the Sunday when Chrlst rose to that flnal
"day of,mmrth" whlch the poet addressesfln,the last stanza:

0 let me take thee at the bound, |

Leaping with thee from sev'n to sev'n,

Till that we both, being toss'd from earth,

4 ' Flle hand in hand to heav'n}

“PerhaPS‘the most accomplished set offvarlatlons is thet
played on,thekname'of‘“Aa:ong"‘where'five,fiVeeline stanZaS'haVE
the same identical rhyme‘scheme,'evenethefsaﬁe-rhymingﬁworas.
,Each stanza repeats the same patternfOf increasingtand diminishing
llne lengths, suggestlve of the "harmonlous bells" on the hem of
Aaron“s coat¢ ,What makes the poemn more than Just a technlcal
tour-de-force, however,'ls the sustalnlng vision whlch is bullt'
up throﬁghsthe‘SucceSSive,stanzasg a;vision'Whereby the "profane-
nesse" and the “"darknesse® of the "poore priest" are redeemed in
?Ahother musiCk¢ making live not dead, / Without whom Ikoould'
have no rest.“ ;The "old man" dies,sthe~new is born in ChriSt;
the darkness is replaced by llght, the defects by perfectlon-—and
fall w1th1n the sPace of a poem whose separate stanzas are as near

1dent1cal as poss1blea and who se mu51c 1s one sustalned harmony,

almost obscurlng the great trans1tlons w1th1n. Once agalntwe have




125

a poem which is invitself’an expression of the "doctrine" it
teaches:‘
So holy in my head,
Perfect and light in my deare breast,
My doctrine tun'd by Christ, (who is not dead,
But lives. in me while I do rest)
 Come people, Aaron's drest. -
: ‘ (p.l74, 11, 21—25)
Only one other poem, perhaps@'expresses as much in as short
a space and-wrthlﬁ o) formally demanding a framework“ The last
tpoemein'The“ChUrcha the*familiar “Love~III,"~is a Simple

diaiogueenarrative. But the antltheses and planned ambiguities

of the earller dlalogues and narratlves are almost entlrely

absent. The two vorces sound in a perfect counterpornt in
Whlch there is no s1gn of the dlstlnctlons made 1n the otherk
dlalooues’by 1talrcs_or juxtaposition of 1onger,and shOrter'
units,kvwhen the voiceuof the soui as it enters heaven~expressee"‘
doubt conoerning 1ts own 1nadequacy¢ Love counters not by

 oppos1ng but by 1nclud1ng, not: by telllng of future bllss, but

by referring back to the Cruc1f1x1on¢ when man S 1nadequacy was
first redeemed:

Truth Lord, but I have marr’d them~ let my shame
Go where it doth. deserve.
And know you not, says lLove, who bore the blame?
My deare, then I will serve.
You must sit down, says Love, and.taste my meat:
: So I did sit and eat,
(P.1892 11, 13—18)
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That'thevreceptiOnfef the soul’into heaven‘sheﬁld be the subject
ef this‘final poemyis enlyffittiné“infthis recoxrd of,the~jeurney “
of the’Christian_soul.;6 fThaththeaPoem §houidhtake the formkef
a'cloSelf—Construetedunarretiveedialeguehis, I'believe,kentirely_
characteristic>of‘Herbert’effihai‘Vision¢\ Thishvisioﬁ,dees not
lobkyforward,into hliss, but baekWardhintovthe loné hietory of
the sbul ftomfthe-time, ieeorded‘ihf"The»Sactificeth when:Chriet
,ﬁirSt.spoke;te ﬁan?from*thejcrosshanéfchehged the very ﬁatﬁre
of ’the"” wor lci, B | |

The final*visiohgethen,’ie centered_oﬂ'thejfeltering soﬁl .
‘6f’mah in thiselife, éndhiezdeseiibed,ihjthe cemmonplaCee'bf
‘ everydey existence,~kHeibert,aSVWe~heVe‘seen¢”is‘qﬁite‘capable
Zzof cenveying thelvieien'ofia,glorioﬁe_éreatien,e{uhivereelof |
multiplicity‘in«unitY‘Which man,himself is heir té;‘hBut he
conClﬁdes_With‘a~short,dialqgue——no longer theldielogee,of~the
~ihner,soul,fthe dialoguekef’will and~cOnscienceg,but;the dialogue,
of,the resolveda subﬁiSSive soul and~the power“cf;universal,
all-eneompassing“LeVe, ‘This dialogue is the fulflllment in
tlme of the pledge made at Chrlst's deatha the dlalogue which
kcould grow: out of the flrst terrlble monologue, “The Sacrlflce "
once man's soul madeechrist's sufferings its own.. The final
poemsI have dlscussed show that in the life ‘of. the soul, from

1ts memory of the birth and the death of Chrlst ("Easter" and
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r"christmasﬁ) through.itS'participation‘inﬁthe life of‘Christ's
, éhurch ("Snndey"’and ;Aaron“) to its final‘reception into
’heaven ("Love III"), in thls llfe all stages are 1llum1nated
'/by the vision of.transformlng Love and Grace. -In thesevpoemsa’

no matter'which,particular form Herbert uses—~hieroglyphic or i

narrativegkaialogue'or;veriations-éthat/Vision is not just
suggeSteda but is actively present‘aSwen‘organizing'principle;‘
It is the knowledge of that v151on, whether lmpllClt or
expllc1t4 whlch 1nforms all Herbert‘s poems and makes them
carefully,structured ert;facts-and'fltyofferlngs tO‘God. ,But

‘each poem in The-Temple establishes itskownfinner,music'and

its own visuai pettern;'and the relationships:between the two
areias subtle and intertwined as that between the complekyinner'
nrocesses of the soul and its potentlal unlty w1th1n the larger
pattern of Godts w1ll. As The Temple as a whole reflects +the
1erger patterna'so the‘lnd1v1dual~poemsfrecordeln'the;r many‘
forms‘thelway in‘whichrthat patterniis'perceived,in dafeto;da§
existence, It wes Herbert‘s great eChievement tO'giVe to the
’rellglous lyrlc e new range of expressmve forms, to comblne the
act of devotlon w1th a new process of inner dlscovery, and "to
’remalnﬁ whlle surrenderlng hlmself to God, 1ntensely aware of

Godtsnpersonality and hiskowngwl7
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Vaughah and Tréherﬁetwere,to learn much from the expressive
;forms“of The Temgie.  The Varied intricacy of their stanZat
~;patterns, the SlmpllClty of their dlctlon and‘the colloqulal
rhythms of thelr verse, reflect Herbert‘s rathexr than Donne's
‘1nfluence.‘ They also;'ln thelr own ways, pursue the goal of
;self—knowledge and 1nner dlscovery whlch the act of devotion
makes possz.ble° But in these poets the concept of perscnallty;
both'God!skénc thelr owna:changes\slgnlflcantxy as'thesmoment«
cf fihalctraﬁsfcrmationﬁdraws‘closer. cwhat.could‘be'experienced
. only after death~fcr Donne éhd Herbert 5eccmés fot'Vaughén*anb’
1nterm1ttent experlence in the ptesent, and for Traherne a
chtinulng reallty which began'at‘the mcment of b;rth. It is:
thiS~Change:which~at‘bottom_acCoﬁntstfotythe.neWiand difterent

p;inciples oftorganiZation we find:in,their poetry.c



129

FOOTNOTES

1 George Herbert. Hls Relrglon and Art (Cambrldge, Mass.f 1954)¢
:jp.93, EO : .

2 "Love IT," 11. 6+8; in The Works of George He;bert, ed,. F;«Ee
Hutchinson (Oxford, 1941), p.54.‘;Allwsubsequent references are
to this edltlon. ‘ o ST S

3°For‘furtherfdiscussion'Of the title of the work; see g
particularly Mary Ellen Rickey, Utmost Art: Complexity in the
Verse of George Hexrbert (Lex1ngton, K¥eoz 1966),vMargaret Bottrall,
- George Herbert (London, 1954) ; John David Walker, "The
fArchltectonlcs of George Herbert's: The Tem le," ELH, XXIX

(1962), 289—305. S .

4

p.149.

3 Catherlne Ingk Ellzabethan Lyrlcs (London, 1951)@ p.Sl
~ Mrs, Ing . deals at length with the Ellzabethan taste for visual—
aural - correlatlons, geometrlcal‘flgures, emblems and devices,
For the more direct influence on Herbert of the later emblem
books, see Rosemary Freeman, Engllsh Emblem ‘Books (London, 1948),
Pp.l48—l72. . . e S -

l6 For a dlscu551on of formal and styllstlc dlfferences between
- the earlier and- the later poems, see Rickey,; pp.133~l47.

i For a detalled discussion of the long tradltlon of medleval
lyric which lies behind "The Sacrifice," see Rosemond 'I‘uve,7 3
Reading of Georde Herbert (Chlcago, 1952)¢ pp.l9—99 \

8

Other clear examples of thls form are "Longlng,“ “The
'Pllgrlmageg" "Gratefulnesse," "The Pearl," "Vertue". -and “Grace."
In many other. .poems the technigue is modified somewhat by . '
placing emphatic short lines within the stanza as well as at.
the end. In these cases the sense of antithesis is less
pronounced.

9 As George Wllllamson says,‘"Here the verse rather seeks freedom
from the inner constraint symbolized by the collar, and so

escape all set patterns" (Six Metaphy51cal Poets: A Reader's
Guide [?New York, 1967] ¢ Pelld). But see also Miss Rickey's
discussion in Utmost Art: she finds. that the poem is actually ;
‘made up of quatrains, all of which are "distorted versions of the
tranquil measure of the conclusion" (p.l146).

¢
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10 9.

11 works, p.522.
12 P-60o

13 Miss Rickey observes that "the changing stanza forms are
clearly approPrlate to his exploratory mood," and clalms also
that "the difference in the degree of change. occurring in the
stanza patterns coincides with the thematic shifts® (p.144).

My own examination of the poem 1eads me to the conelusion

that what thematic shifts there may be are of minor 1mportance.
Apart from the last stanza, I find there is basically only one
theme expressed in a number of dlfferent ways. See also.

Ge H. Koretz, “Rhyme in Man," N&Q;,III (1956)3 144-146,

14 See also Colle, pp°209—214. Mlss Colle s chapter on Herbert'
is a. useful account of Herbert's '1m1tat10n‘ of the Creatlon.

;15 :
For a detailed account of The Temgle as a splrltual journeyg

see Walker's article., The: author describes The Temple as :
"a poem of the soul's progress from primal obedience to Christ,

| to maturlty in affllctlon, to the ultimate destiny of Union

with God" (p.291). I am indebted to this account, and have
tried to.show how the dlfferent stages in the journey descrlbed
by Walker are given dlfferent formal treatment.

16 For further dlSCUSSlon of the symbollsm of "Love‘III“ see
Summers, pp.88-89, and James Thorpe, "Herbert's-*Love. (III)e
Expl:u.catore XXIV (October, 1965), item l6. N

17 Je B. Lelshman, The Metaphy51ca1 Poets (Oxford, 1934)3 p.139



 CHAPTER THREE

Henry Vaughan

I
Herbert®s influence’oh Henry Vaughan has been widely
a.ckndwledged° As F, E. Hutcﬁinson says in his introduction to
Herbert, "there is no exémple in English literature of one poet
adopting énother’poet“s woxrds so extensivelyo"l Vaudghan himself,

in the Preface to Silex Scintillans, confesses his indebtedness

to "the blessed man, Mr. George Herbert, whose holy life and

verse gained many pious converts (of whom I am the least) o . "2
Yet most modern criticism of Vaughan has recognized that the
Welsh poet has his own music and his own vision~-and that, not

unexpectedly, his true excellence is most apparent in those of
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‘his poems whi¢h~are least‘imitative of thé earlier‘poet;3 This
k» excellence has beeﬁ foﬁnd in~$£rikihg individué1 imagesfénd'
lines in which a sénsé,of‘brooding darkness and vague ldnging
is sﬁddenly quickehéd by a brief, bright viéion;' such visions
'in‘Vaughah seem to fade as’quiékly'askthey come, to be glimpsed
Only occasional1y through the misﬁs of the world around him—-a |
wor1d of "meer glimmering ahd'deCays."’ Somelfeél that Vaﬁghan’s
poetry achievés7cdmplété éuccess only'in”theséroccasioﬁ%l
‘kglimpses, éhd,mény instaﬁces are given qf‘poems~whichkseem to
‘begih with’a,bright‘freshness, but which cahnot susfaih it, and
tnail off into ﬁhe'commonpléce and thé repetitivé.,‘But no poet
fcan survive only 6nkthe basis of é few striking imagés aﬂd 1inés.
Vaughan's beSt‘pbems have a'déliéacy'and strength thch, like
éimilarfqgalitiéé‘in Herberta depénd upon ah'absolute,rightness

‘ of outéf formvand inner struCture;t_Such‘poems,'though'there are

fewer éf thém in Silex SéintillanS-than;in'Thé Témplggvgrow,out
réf andrgive perfeét“fbrﬁ to*thé>pérsohal~ex§éiiéhéé’théykdeSCribe.k
Sihcé this experienCe is different‘from“that‘of~Herbe:t or anné,
fhe poéﬁs themselves,~for all théirxindebtedneSSatdyHerbert; ;
- must bekexaminedvformaliyffrom,Vaughan's own unigue Eut mo?e‘,
- élﬁsiﬁe standpoint, and it’is tﬂis standpoint that T first wish‘

to establish,
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cvaughan‘s exCellence as>a poet does not dependVSOlely‘on
his most effectinefimaées7dnér are his weaknessestsimply a-
tresult‘ef,flatness of imagery and;dicticnfwhen;the ‘visionary?k
kquality'is absent, ,If‘We‘strees‘cnly the"Visionary' qualitj
and the famons’lighteandfdark imagery wnichFSupportSjit,‘we
‘may overlcck the~formal’and-Structural:basis withbut Which it
could not‘existfikHow deeskthis basis~differ,fr¢m Herbért?e,
kandehat differences in\the quality of religions'e%periencer
arerreflected‘in’it?

As the Preface to Sllex Sc1nt111ans shows; Vaughan was

~ aware of the dlfflcultles faced by any poet ‘who took Herbert

- as hls model. ‘But hls comments on the varlous 1mitatlonseof

'The Temgle whlch appeared after Herbert's death4 show that he ’
was more concerned with the Splrlt in whlch these 1m1tatlons
'werefwrltten than w1th:the‘formal poetlc standards whlcn The

| Temple established. Thé~ﬁvast distance from him" which these

~imitations show is a result of their concentrating on mere "verse
rather than "perfect10n~“u

Hence sprang those w1de, those weak, and lean
conceptlons, ‘which in the most inclinable Reader
will scarce give any nourlshment or help to .
devotion; for not flowing from a true, practlck
piety, it was impossible" they should effect
‘those things abroad, which they never had acqualnt-
ance with at home, being onely the productions of
a common spirit, and the obvious ebullitions of
that light humor, which takes the pen in hand,
out of no otherxr con51deratlon, then to be seen
in prlnt. ~

(11.391)
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The Preface~abounds with ériticiSm of "Vitiouskﬁerse.f
It lacks the milder and more‘urbaneftohe of.Hérbert's striétures,
énd suggests that Vaughan is; paradoxicaily; iéss certéin‘of
his own poetic'intentions;than Herbert Was. But, more impbrtént,
Vaughan's initial didédticiSma hid Singlé—minaedkinsiStenceVOn
Nthe éndsfbf poetry:rathei’than the’means, thiéateﬁé‘a divisidn
betweén subject andkfbrm which Heibeftﬁé'strohgly‘émblematic"
'sehSe did hot'all¢w, ’Thefresul£‘is~that throughout~§;;g§ ;

Sciﬁtil;ans we find a search for appropxiategf0rmkwhich is'

.only‘sqmetimes sucdéSSful§ﬁkThé'greatkvariety of]metriéal,and :
'stanéaié'pattéins refleéts’n§t so~muchka’délight in'thefmany"
wayé in’whiCh'God'méy-be pfaiséd¢kbu£frathér‘a‘constant’éndeavdr
to f£ind the ohé ”way‘e, ‘the one true, pe'rfe'cj: exprélss;ton of God's

' love'and'beauﬁy; 'in:short; there is in‘Vaughanrafkindkofh
absoiuti@m'arising‘from‘a\dissatiéfadtioﬁ,ahd frustration
’reminiscént‘ﬁorexdf Donne than ¢f“Herber£.-'This kind’of,'k
ébSo;utistVEOrn:of'ﬁheychViétion thatfnothing lesshfhankthe‘
fullyrealizaticn of thé‘Kingdom of Heaven on éarth:can provide
‘,COmpleté sétiéfa¢tione’aﬁd'nurturedlﬁy actualkbrief éxpgriepces,
éf what,tﬁistingdom~is like; was”nct tb‘be:Weil@sérVed by
Herbert’s*exéﬁple; neithér Hérbert‘s themes norrhis=forﬁs prOVéd'

in the end to be of much use in Vaughan's own poetic search,




The problemdin Vaughan emergee\more clearly if We recalld

; _the kindyof integratioﬁdof form‘end sﬂbject which\Donne,and B
ﬁerbert~ﬁere able to aohieVe;“Donne relled ‘on elther e strong,
‘,regulatlng form or a powerful controlllng flgure to express a
large body of confllctlng 1deas and feellngs. Herbert, with

his great v1sual and mu51cal Skllla unlted form and subject by

da number of methods ranglng from s1mple hleroglyphs to the mos£~'
‘complex of stanza forms, at the same tlme amblguous words and
1mages gave hlS‘VerSé”lts charaoterlstlc density andk;ts fu51on
of'different ieve;s of experiencé;’:Vaughen\as a primariiy 1yric
poet dbee not for‘the:m03t~part useoﬁonnefstkindrof reguleting
forme~aﬁd central‘figures; nor'do“werfind in his poetry Herbert’s
\density ofytﬁought and his belanCed understanding.‘kVaugﬁan‘did
inheritrfrom Herbert aflargeroumber or‘forms‘eod condentione
;sqiteble for rhe‘poetic eXpression,pf religious truth}ﬂin Vaughah;k
k; however@‘that truth haddhotﬁdeﬁ‘leaStyaﬁd#he,time ofdwririﬂg

Silex Scintillandj, been made fully manifest. The‘search forxr

thatktruth'underiies and_egplains the nature:of Qaughan's forﬁéio
vqualities‘ae a,poet. |

i fForkVaughan the true’eiperiehee‘of God\tends,toolie in‘some
, future stete that the poems can suggest, but nOt”fully embody
c:u:kfc‘.kee,cri]oeo In this sense hefis a poet“of»the intaﬁgible.k
The eearch for;bliss is conducted with iittle,apparent regara,

- for the complexity of experience in the present, and in this



136

Vaughan;difféts considerably from Donne and Herbér£,  The béetryk
itself, in;ité ﬁéﬁy éhangeé éf,mo°é and its;frequent odd |
dislocations,of meter and Stahza~develgpment, reflects\akkindV;
of restlessnesékof‘mind‘ana sou;; ‘Indhis‘searCh for'thét jéy_
and peace in Godiwhich is,bnly sOmeEimes;found_in the present,
and for the'méstfbartkremaihs:dimly perceived in an'indétér-
minate future state, Vaﬁghan uses'manyre){ngéss'ive?forms° The
‘way'infwhich‘ﬁhese‘fbfms,age~uSed‘§uggeSts thatJthe'poét sées

k 1n them many pékséiblé axze;'lues to thedi’scovery of i;he jkoly' and’
peace he seeks, bﬁt cahno#yﬁéké?of themé aslﬁerber£>¢an, thé
formal»émbodiﬁent Of,that discovery. jWheféaé Herbeﬁt’S'pqeﬁs\
interpret preéent and pastke&ents'f:om £he poih£~of view~of‘one‘
thyhas, as far as stsible in thiﬁ‘world, :éachedifhe‘end~of
khié;éea:Chg\Vaughah's poemé‘léok'continually fofWarakto that
 future time Qhen,all’thé’impérfect stages in=£he'soﬁl's‘progtess:f
will féll awaY'énd’be~forgotten inkthellongeé;for b:ightnéS§. 
Vaughan'é different attifﬁde toward everYday éxpériencé;khis,
récnstant anticipationyof something mbrekpuré and more4¢OmPléte
which is‘és,Yet 6niy intermittenﬁly'ﬁisiblé, iéicenﬁtal'to,an
understanding;hot bnly of his imagery bﬁt also of'his'p§etic;
férmé.’ For'thése fcims are best.seen as experiments, attemp£s
in themséivés to define what is imminehtiybutkhaS‘nbt yét been

'fully’expériencéd¢6



If we~allowkthe memorydof Hetbert tokdominatelour;reading,
kof'‘’V'an,;lfghan,r we mayofindvln the latter poet's tentativeness and
, unprediotability” ae in thefetruotural'shifteeﬁhioh’charaoterizet
many of his poems, a‘oettain caréleSsneSS‘and;an insuffioient’
attention to thekformal~demands'of his aft;"GeOrge Herhert~
‘Palmet first]made‘the‘comparisondwhen he'clained:that‘the

; religiousdpoets ﬁhoefollowedoHexhert?fincludinolvanéhan,
Ctashaw‘and:Traherneé,have,littlelfegard'for "sttuctural plan",'
‘and afek"conepicuouslf laokingkinkrestralnt.“?‘ Albert McHarg
Hayes¢ one of the first to oppose Palmer s theory concernlng
ZyHerbert's obscurlty and unmu51callty, nevertheless contlnues _
‘thektradltlonkof’v1ew1ng,Herbert‘s mastery of‘form as theaonlyk
standatd. In,contrastingmthe later poets;withhHerbert, he’says,
‘ that'“withpall,thesefmen o o e the'vatiety of,their'stanzask
repreeents“lioenee,‘not‘law. ‘Their inVentions are haphaéard,
thoughtlessa unplanned "8 The Temple has 1ndeed cast a long

: shadow over Vaughan, and 1t is perhaps 1nev1table that it should,
Moet crltlcal;attentlon‘hasfas a resultfbeen glven to thoee
poeme which‘Share¢~tota_greater ot‘leSSet extentm'Herbert‘s
qualitiee,of compactneSS,'Ve:bal density and oonSietencyhof‘
metrical,and etanzaio:pattern.h Butyweemay better understand
Vaughan if our formal approach‘to his‘poetry acoords,With the

f"peculiatly restless quality of his mind.
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‘Such an approach has already been suggested in two recent

studies of Vaughan. R. A. Durr'claims’in The;MYStical;POetry;

"Of'Hen;y‘Vaughan;that,“we"have no right‘to‘demand Qf Veuéhanf

'théfgggg ef ferm‘sofreedily discoverable in'He:bert and theng
not finding‘itk to'diSParage'his artiétry; fer the tWo‘pOets
had undertaken to transform into art qulte dlfferent experl—
ences within the rellglous llfea and the structural nature of
thelrkpoems mustfdlffer’accord;ngly.“gk‘Thefnature of;thls'
'dlffefenCe lieskin‘the’faet thathVauéhanésfpoems "mete With
,the°unpredietabilitytof a“snentaneous gesture but; rightly .
seen, wlth‘as much gface. They express;Life;ebnllient, dynamic,
k unfixed, unformuleted, -impérfectyiﬁlo,fihis istclose to what
I have called the 'restless' quallty in Vaughana and furthet
§01nts up. the dlstlnctlon between a poet who is constantly
' mov1ng ahead to some as yet unexperlenced fulflllment, and one
fwho;looks back to relnterpret pastvexPerleHCe‘1n~the\llght;of,
‘ nan‘achieved end.~:But théﬁforwerd mnvenent'bf'Vaughen's*poetry
kis nottuSually thet Of:c1oselereasoned*argnmentksuchlae-we
find@lin different\nay5¢fin‘Donne and Hetbert; E.‘C.;Pettet:
has'defined this‘nevement as”folldWs:'w |

,:. » many of hls lyrics, 1nclud1ng most of the best

ones, evolve not so much through the logical con-

nected development from thought to thought, as by

way of association, sometimes rather obligque in

‘nature, and by the spontaneous prollferatlng of
some unlfylng complex of 1magery.1l '
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This inner mpvement of,his pOetry,iwhethér’or not it can '
 ‘be described as assoéié£ive,,alogical,_3pontaneoﬁs:or‘oblique,f~
‘is linkedkin’é;profound Vay with‘Vaughah's awaféness of:hime
'sélf;'the world around3him, and the~pe£fection beyOnd’thatf
worid. Like Herbert, Qaughan is aware of the perfect order of
the Creation--but itkis ah:o:dér>fr6m whicﬁ ih‘many poems man
himself/is‘excluded,~an'6:der which is as é réSultkdiffidult’ 
for mah,tq’imitate; for ﬂié‘knbwledgefof it,is 1iﬁited;,
,Thé impliéatibns,of ihis Sense of g#clusion»injé study of

' form1Will beéomé clearer ifgﬁe]briefly ¢Qn£raSt EEIbeﬁt's 9Man"
rwith Vaughan;srpbém ofpthé;séme‘name. ‘Héﬁbért?s,poem“ -
(Hutchiﬁson,kp,90) be;ébrateé mah‘as.the center and climaﬁ of
thé Creation? man’is all proﬁdrtioh and‘ali‘harmony, and in his
wo¥ks he can reflect thls proportlon and harmony,rand make of
hlmself a f1t dwelllng—place for the Splrlt. The,poem itself : 
is a harmonious visual and formal 1m1tat10n of the unity and
‘dlver51ty of the‘Creatloh., But Vaughan's "Man" is q;ite
different. While birds, bees and Flowers are all,part of the
greater‘harmony,‘and "To his divine appointments ever cleave,"
mén‘himseif>i$ “rest1ess‘and Ifregular,“ mévin§ abou£ the earth

with no real sense of direction, only a vague awareness of loss:




He knocks at all doors, strays and roams,
. Nay hath not so much wit as some stones have ,
Which in the darkest nlghts p01nt to thelr homes,
: By some hid sense their Maker gave;
“'Man is the shuttle, to whose winding guest
~ And passage through these looms
. God. order'd motlon, ‘but ordain'd no rest.
: (I, 4770 11. 22~28)
‘Vaughan‘s image,here,is likewiSe signlflcantly dlfferent from
vHerbert‘s checkered twast in “Prov1dence," whichk"windes us in,"
or the silk tw1st of “The Pearl" whlch leads us stralght to
God.y Herbert's ratlonally apprehended pattern derlves from
the des1gn of‘the Creation: and prov1des the des1gn of the' poema
and the’indiVidual'soul is- ahle,Z at least through Naturee to
apprehend the desrgn, butg l;ke,the shuttleo 1s not part of
it, and must llve w1th the knoWledge‘of~its own estrangementr
in the present world.~
The 1nab111ty in this world to understand and feel part of
the overall deslgn oprod 1s'of great 1mportanCe‘1n~Vaughan‘s
. poetry. It explains the restless tone of many poemsgvas'well
as the constantly repeated desire‘to'eSCape from the clouded
vision of this world to the perfect knowledge of the soul after
~ death, to that vision which Donne made the center of the Second
Anniversary.
Either disperse'theSesmiSts;pwhioh'blOt,and'fill
My perspective (still) as they pass,
Or else remove me hence unto that hill,
‘Where I shall need no glasss

("They are all gone into the WOrld of
~light," II.484, 11,37-40)




It explains also theeﬁnpredictable and varied structure of many
of the poems, since Vaughan lacks Herbert's Sehse_that~the'poetn
as an individual soul at the center of the Creation,'can under4,
stand and,reflect’that orderedkbeauty in his oWn creation, his
~ own poems., Last, and most important, the'obscured‘vision and_
the sense of separateness~are“closely related to Vaughan's own
oonsciousness'of,Self; That sense of individuality which is
 s0 strong in Donne and Herbert..ahd which we recognize inftheir
'poetfy‘in the easy colloquialism and the intimacy of;addreSS,
is/not nearly so,eVident inlveughan., Even -in those poems of
Donne and Herbert where the assertlons of self are most deplored,
the 1nd1v1dual¢ personal tone'Serveseas'a constant, unlfylng
foxcesy suggesting”thefimmediacy of the soul's strhggle/with
,i£Self‘aﬁd even with God. In Vaﬁghan the perSonal'tone‘is;muchk‘
mOre'elusiveglbecauSe,,és Robert Ellrodt‘points out;”the
individual soul, so often addressed directly in the earlier pbets,
 is no longer seen as the microcosm, the point of convergence
between self and God, anyjmore than man is the Central‘figure in"
the design of the Creation:
 Une conscience diffuse eSt:moins,apte que la

conscience é&troite de Donne,‘de7Herbert ou de

Marvell 3 se saisir elle-méme comme un centre,

comme un point de convergence, dans l'acte neéme

de la vision ou de la réflexion. Elle sera aussi

plus disposée a se repandre au dehors, 2 se méler

aux choses qu'a en prendre posse551on intérieure~

ment par une appréhension réfléchie. N'ayant pas

de centre, elle s'abandonne plus alsement
‘a 1terrance des songes et de la réverie.
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In their respective' studies, Durr, Pettet and Ellrodt
have all attempted to define that quality which separates
Vaughan’sepoetry frOm‘Herbert's. They have pornted to the"
spontaneous, a55001at1ve develoPment of thought, to the
»reverlex and to the desrres whlch are not always clearly
defined., These qualltles_are especially~noticeable in‘those
poems where metrical and stanzaic patterns areknot consistently
maintained, but £luctuate and change in a seemingly random
manner., ButzeaS'I hope ﬁo show, they7are preSent also in the
mo st formally regular poems; because they are all 51gns of
that lack of self~centeredness whlch characterlzes Vaughann
' religiOus‘eXperience,kkThe core of‘this experience is a proceés
of fragmentation in which distinct personality disappears in
the search for a greater identity with God:
O that I were all Soul) that thou
; . Wouldst make each part
Of this poor, sinfull frame pure heart‘~
Then would I drown '
My single one,
And to thy praise
A Consort raise

of Hallelujahs here below
("Chearfulness," I1. 429, 11, l7~24)

‘Donne describes,'from w1th1nfthe strongly dualistic framework

~of the Anniversaries, what such a greater identity within God

B will be like; Herbert, at the end of,The Temple,;brings us to

the very~threshold of union;inf"L0ve‘iII.“' But both,poets-deal
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with this myStiCal'transformation from the point of view of
the individual soul; a soul inteneely self~conscious and
self-aneiytic. In Vaughan, however, we do not find that
same preoccupation with the individual soul and its inner
~drama which are at the center ef;Denne‘s.and;Herbert's~pbems.
Ellrodt refers to Vaughan'S‘laCk'of'"selfécenSCiouSness"
'(the Engllsh word 1s used)¢ and descrlbes its 1mportance in
‘the development of thought and feellng 1n the poems.;
~ Ce mouvement naturel de la pensee et de 1'émotion
chez Vaughan est un mouvement llnealreg ralenti ou
‘f»dev1e par la medltatlon@ mais sans rev1rement ,
hpsychologlquea'sans ces brusques détours que l'analyse
de leurs sentlments@ la perception d'une intime f
: complex1te imposent a la reflexron chez Donne et -
~‘chez Herberte
It is as if*Vaughan seeks in his poems to break down the barriers
of self to the'point‘where the personal voice and the distinct
‘personality will dissolve in the DivihefPersehalityg whose
immanence is for;Donne~and,Herbert ankendm but forkVaughan only
a beginning.

" The end of Vaughan's search, as religious man and poet, can
~ be deduced from several poems which are specifically concerned
with that'transformatiOn whichvthe immanence»of the Divine has
promised, The poet knows, as Donne and Herbert do, that phy31cal

death must flrst 1ntervene for the soul to be freed from its

earthly priSOnr‘hut unlike Donne~and Herbert, Vaughan finds
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- immediate and striking evidence of the transformation to come
infbrief moments of Vieioﬁary iesightgtmoments of ecstaSY when
all wbrldly_things are suspended and madertransparent¢VWhen
ignorance is replaced by knowledge, and the soul itself is
touched momentarily by ‘an unexpected brightness:
He that hath found some fledg”d birds nest, may know
' At first 51ght, if the bird be flown;
But what falr Well, or Grove he: 51ngs in now,;
That is to hlm unknown.
And yet, as Angels in some brighter dreams
Call to the soul, when man doth sleep:

~ So some strange thoughts txanscend our wonted theamsa
And 1nto glory peep..

("They are all gone into the world of
llght," IT, 484e ll 21—28)
In such poems as fThetMornlng—watch@ﬁ “Cock—crOW1ng“ and "The
World," these brief moments are extended into whole stanzas or
sections, but for the most part it is the search for such
_moments thetpoems recerd; .
I searchm and rack ny soul to see
: : Those beams again,
~But nothlng but the snuff to me ‘
Appeareth plaln.‘ ~ ‘
(“Sllence, and stealth of daysi" II. 426, 11, 17—20)
The 1nner world prov1des no more opportunltles for trans~
cendence than the outer wor 1d. Evenfthough, astLQuis Martthas
pointed eut,jthe'memory'of'a divihe reality still‘remains, and

in several of Vaughan“s poems we see "a sinking 1nward upon the

mind!s resources, untll all the evocatlve ramlflcatlons of the
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ﬁemory'have beeh restoredf"l4’3uehfa restoratiOn of memory
cannot be fully satlsfylng to the man who has peeped into the
- glory’ still to comes, ASs "Vanlty of Splrlt" showsr all we' can
£ind through,painful ipner search is an awereness of the
ftagmehts ofkﬁisiong not the vision;itself:5 |

T summon'd nature: peirc”d'through all her store,
Broke up . .some’ sealesx which none had touch®'d beforew
Her wombe¢ her bosome; and her head ‘

Where all her secrets- lay a bed
I rifled quite, and having past S
Through all the Creatures, came at last
To search my selfe, where I did find
;Traces, and sounds of a strange kind,
: (rx.418, 11. 9~l6)

But these traces are "Hyerogllphlcks qulte dlsmembred¢ / And
broken letters scarce remembred." The pleces cannot be unlted:

; At last¢ sald Ig;
Slnce in these veyls my Ecclips'd Eve
‘May not approach thee, (for at night
Who can have commerce with the llght’)
I'le dlsapparell, and to buy
But one half glaunceﬁ _most gladly d:Le° S
: : ‘ (11,419, 11.29-34)

With the batriers~of self'brekeh downﬁibut‘with the ultimate
tranéfbrmatidn unattainable,until.afterkdeethg it,is~almost‘as
if deliberate search in this world is'a weite of time, Unlike -
Donne‘whozedeprived in the "Hely Sonnets"‘ef'any menifestation
of Gpd?s providence¢ remainetimprisonéd in~the walls of'the.’
selt, Vaughan is f:ee:to }wender“ at‘will, His excutsiohs into
Hermétibismrand occult philosophy, into medieiﬁe~end the Book of

the Creatures, can be seen as different stages in his wanderings.
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Butkalways in the background is the‘voiee atuthe end’of ﬁihe;
kéeéfehg" | | k |
;Seareh well another world; who studies'thisﬁ
Travels 1n Clouds, seeks Manna@ whexre none is,
, (II 407, 1l. 95w96)

The act of searchlng 1tself 1nvolves an assertlon of w1ll |
~-and personallty whleh seems tofdefeat 1ts ownktrue object, That
~sense ofa‘distinet¢ engagedfpetsonality whiéhg as I heVe,h

'hclaimeda‘is neverlstrengfin°Vaughanm is 1eaet eo‘ih‘those poems

where some object from naturek unsoughtg seen’almost by chanceé

becomes the object of rapt contemplatlon and seems to take over

,completely the poet’s consc1ousness¢’restering in hlm once more

hls falth in future fulflllment., Such\poems aslﬁThe Tempest“ e

,and~“Thekwater-fall“ show clearly’the restorative'preeess.‘

| Despite theif'eerth;boﬁnd'haturesa‘bothhstoxm and‘waterfall
eembody that‘ﬁpward mevement tO‘heaven which man lohgsrto imitate;

" All‘thlngs here shew him heaven, ‘Waters that fall
' Chide, and fly up,,Mlsts of corruptest fome
Quit their first beds & mount, trees, herbs, flowresg all
Strlve upwards Stlla and p01nt him the way home.
(“The Tempest," I, 461a 11, 25~28)

It is- the waterfalla the tempestx the crow1ng cockl the tree¢ the‘

ehower,?all natural~andfspontaneous sources of energy,‘whlch ;

provide ithaﬁghah‘e7poems'the‘maih'ehanneis thrdugh which
regeneratlon w1ll come and the 1nd1v1dual soull now wanderlng

and fragmented, w1ll be made whole again. The way is not easy
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'to'find,’but it is thereah It mey be seen only paftlallyailn
”1nfrequent gllmpse54 "But is stil trod / By eviry wandrlng
clod,." In_its~Waqderingséhthepw the soul is hesitant and‘even
deSPairing;in~the~fece,of thedunkhowahlew but itsdwanderinge
are ﬁeceSSary¢ for~only:the’restles$ soul'remains receptive to
the divine spark Whidh atkintefvais illumihetes the’darkness
: aﬁd renews the.promise»ofecoming tranSforhation,, TheffiXedtsoulg
on the other hand, remains . 1gnorant of the tempest's meanlng'
VThus grovellng in the -shade, and darkness¢ ‘he

Slnks to a dead oblLV1on. -
: - (ll.41é42)

o
1"The poems ofhsilex Scintilieﬁsg takeh as‘a’Wholéz reflecth
the wanderlng quest¢ but unllke Herbert’s journey of the soule"
the end of Vaughan“s quest is often obscure2 and there are few
sure guides. The poems are not pa:ts contr;butlng to‘a’temple
. of preise¢hwhe£e the;tempiefis-a symhol of'thehtraditionei@

eternal bond»between soul and;God. They are the records of long

perlods of sorrow and frustratlon 1nterspersed w1th the brlefer

moments of 1llum1natlon. They are not COntalned wlthln a:carefulj'

overall pattern like that of The Temple; since such a pattern is

anyimitation of the divine pattern which to Vaughan has not'yet
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been fully ievealed;\ Nor within themselveskdo:they exhihit,thek
'tighthand;eontrolled sﬁsuetﬁre found in indlvidual peemS‘Of

: ‘Donne and Heibe:t. fThere'lsgih many single poemns of Vaughan a
sensekof something‘fermally incomplete,’a sense eVeh ofhfragments
aweiting theirgfinsl osdering;;'The‘effect is not accidental.~‘
;The~emblemfon_the title page‘sheﬁs’the dewnward droppiné'tears,'
and the ﬁpwerdkrisihg‘flameseehut:only~in,some future state will
thehfragmented/heei; be reunitéd‘ih God.ﬁ Inlhis explahetion of
the emblem Vaughen‘writessh |

En_lacerum® Caelosque tuos ardentla tahder
Fragmenta,7 & llggldas ex Adamante gena o

But this is a futuxe VlSlong the long awalted release of the soulg

~from its earthly prlson. The poems of Sllex Sc1ntlllans are not.

the carefully hewn and placed stones of The TemEle¢ but fragments
of thekstony'heart seeking their'unification‘in the sustained |
light of God'hQW‘glimpsed ohly es:sParks. Vsughan’s temple is
not ef‘this‘world.f‘ - | | i
eTQ eohvey in VerSeethiS viSionkSeenkonly inteimi#tently was
" no easy'task;‘ Vaughahkwas'se:ved by a fairly herrew but fﬁlly
explored and'interiorized,Vocebularykef~WOrds andhimages which
‘he‘returned;to‘ih poemlaffer poeﬁ;‘flmages ofylight and dark, of
,starsg,clqudsg sprian end plants;hrecur es cohstants, but ther
formal centeth in which:theyiappear vary considerably. It may

_ | | 15 v E ;
be true, as Kermode has suggested,  that Vaughan often used his
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familiar'and;eVOCatine imagesnwhen;the :eal,viSion'Wasyabsent;
That VaughankWas aware of the danger here is made clear by the
insistenee on integiitY~of}feeling infthe Preface, andkby thé]
~ short and unusuallyn'Self—cenSGious"”Anguish:“
'Cf “tis,an easiesthing |
, ~To write and sing; ;
“But to write,truey unfeigned verse
Is very hardi{ O God, disperse
These weights, and give my spirit leave
To act as well as to conceive}
' (1x. 526, ll l3~18)

But4rather thannquestionkthe poet's Sanerlty,“ more: Wlll’be
’iearned by’loehing at the formal‘contexts in,Which the familiar
images 'o'ceur . k |

’ h;n‘doingisog we should first take note O£hthe viitnai absence
of seneral of the strnetural,prinCinleskwhichsare sofwidely usedh
'by'Hefbert; For this is one’casea Ifbelieve,Lwhere'the absence
of imitation ef‘Herbertnis"efaconsiéerable importance in an’
assessment of the forms we ao £ind, FirSt} there'are very few
; hleroglyphlc poems where verbal or typographlcal devaces 1m1tate‘
in a dlrectly visual way the subject of the poem. “Dlstract;on“ ‘
(II 413) and "Dlsorder ‘and Frallty" (II 444) echo the planned
1rregular1t1es of rhyme and line length of "The Collar,“,"Love~
‘sick“‘(II.493) and‘"Thevwreath"'(II 539) ,; w1th thelr repetltlon
of end words in succeedlng llnesxyecho Herbert‘ A Wreath"kand

"Sinnes,Round" (though in Vaughan this pattern 1s not con51stently

smalntalned), and "Trlnlty—Sunday" (II.493), with its three three-
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line stanzas, is a dlrect 1m1tatlon of Herbert!s poem of the'
same‘name.16 But Vaughan’s v1sual sehse is essentlally dlfferent
| from;Herbert’sa,and'what-Herbert~was able~to,ra1se‘to a high
poetienart remainskin Vadéhen aeSOmewhateeelf—eonscieus device.k
Nor‘waekvaughan’s &isdel sense ﬁSefully employed in the;close;
systematic analysis of an objeetrforkits inner~symbolic'meahin§¢
- in the mahner of Herbert? "The Pulley,“ "The Church—floore "

or "Thefwindews;“ Only one of Vaughan s poems, “The Lampe"

(II 410)¢ is embiematlc ln this way, and it is more labored than’

l? Such an 1nterlorlzatlon of meanlng as Herbert was

‘eeﬁealing.
able to achieve ln the objects and 51tuatlons he wrote of is
rarely fOﬁhd‘ln Vaughan;~1newhomkcencentratxon on small and
intriéate~detailis,replaced by a proeess in whieh]analysiS"
gi§es way to synthesie in the light of the imaéined anity to
come. Even that ebjecteef profound cbhtemplation,,thefWaterfell;
loses itefform\in its plunge to deSﬁruCtion, aﬁd'its trens~ L
formatlon suggests all the more strlklngly the heavenly unlty |
which lles beyond thlS world. | |
Slncekwe;cannot hepe to find,hete‘inkthis world the unif&ing :
vision, thén the objeets ahd situatione~whichvHEibert found'
meanihgfulkenoughpt0~represent in the'detaileaiﬁisuel‘equivalentsf'
;ef hieroglyph'and,eﬁblem,'wili;not;be'so significant to Vaughan.
 ;‘;$he same appliee £odthe enclosed woild~of the self.~ Sineeethe'

transforming of the self in the world to come is the major
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motivating force in Vaughan's search, the drama of inner
personality in the present world is not nearly as important in
his poetry as it is in Herbert'szyand thus it is not surprisingk

~ that Herbert's dialogue:and narrative'formS'are;largely‘absént

from SilexﬁScint;llans. On £he,lack of'dialoguekih Vaughan
J. B. Leishman'has commented:,‘

It may indeed be doubted whether the essentially
contemplative, single-minded. and consistently serious
author of Silex Scintillans would have.been
capable of writing a genuinely dlalectlcala
~dramat1c and two-sided dlalogue ~

There is 11ttle'to indicateghoweVer;‘tha£>Vaughan féund,any '
kind of lOgicalkofkdiéléctiéqprqcess condqcive toithe‘atﬁain~‘
iment Ofvtruth; ‘N0r doe5~hekfind useful~the~ahélytiC~éndf
abstrécﬁing:précéss by which Herbéit in his dialogués gives
  &6ice,t6 Such‘sééarate,ehtiﬁiés as the;Will,‘the‘COnséience,
andlthelﬂoly Spirit¢’as they'WOrkywitﬁih‘the‘indiQiduél soul,
‘It iSVWifﬁ £heir fﬂsibn;in~a future tétality rather.than with,
éheir relaﬁionship’in the imperfecﬁ pfeéent that Vauéhan’ié,k

mainly conecerned, Thére are only three short formal dialogues

in Silex SCintillané: "Death" (II;399);j"RésurrectiQn and
Ihmortality“ (II 400) and “The Even1ng~watch" (Ix, 425)0’ They
‘take’the form of the tradltlonal 1mpersonal dlalogue between'
body,and‘SOulg énd‘iﬁ no way Suggest,Herbert'sfcompléx ;

interiorized dramas.
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But the Yack of formal dlalectlc in Vaughan's poetry is
not the result of a solemn 51ngle—m1ndedness, or. of any lack
'of.lmag;natlve power s - The poet's wander;ng search takes him
threugh many~states of;ﬁiﬁd and‘feelinga’but the linear develop=
- ment ofdthe pqems teﬁae £0 prevent’tﬁekestabiishihg of’ény clearf
,éndldefinite reletioﬁship between these sfates, and we cannot
give‘such labels'an"Will“fand “ConscienCe"kto theedifferent
'voices?:Whichfoccﬁf”ineﬁﬁeJPOeﬁeal Even #ﬁoSekeXterior voices,
usually1Signifiedfby_ita1ics; whiehﬂ“whieper?:at ﬁhefend of
Such peems as "The Seareh“ and "The,ﬁbrld"~a¥e‘notureadily‘
identifiedt aneimiiar voiceS“ieiHErbert’erle |

,‘The,lack~ef\concern,fer £he inhefwdiama of the’self,t

~togetherkWith an episodic develepﬁentkof ideas and feelings¢'
make it impossible for Veﬁghan to“wri£e a true dialogﬁe in:the
~ manner of Herbert. TheTsame episoaic devélopment precludes the
'particulerfnarrativegforms Of.Herbert,;where eXperienCes are 
receuntedVWhich‘arekfinterpretedf by'a secOnd speakefJOr by
ecarefully’planned‘amblgultlesg and the poet”s acceptancevof
God's will at the time of wrltlng reflects back upon thekevenfe .
descrlbed and glvesrthem deeper meanings unpercelved at the‘
’time,e Where by an act of'retrosﬁeetion Herbertjexplains dnd
placee within a’wider\christian,contekt £he ﬁriels of‘the‘soul
in this Worid;yVaughan'sv'narrativeS'~move'¢haracteristical;y

tOWard¢ not a reinterpretation of experience in the world, but a
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. transcendence of it. At the endiof.theSe Fnarratives',we are
not intended to go back and discover the divine truth whiéh
Herbert SOUOften'presents¢:on first reading¢ as divine
perversity; we ean'only go on, for inkthe‘past'lie only "broken
letters‘scargesremembred.“‘

.The'first”person narrative peems remain on~the whole full
of mysterlesg full of 1nt1matlons of . somethlng not yet made
clear. ’In thlS way,f"Regeneratlon," the first poem of Sllex
Sc1ntlllans, takes us threugh a succeSSLOn of strange 31ghts
and,sounds. The poet‘ restless Eye" and llstenlng ear seek
explanations, as deeS'the reader. . Theiexplanation,kwhen it
comes, does not really explain anything,~but,rather opens up
an entirely newfrange of ?ossibilities beyend our immediate
hnderstanding.; The poem ends with the description of a "rushing
Wind:“’

LT turn”d me round, and to each shade
; : Dispatch'd an Eye.
*,l‘To see, if any leafe had made
‘ - Least motion, or Reply,
- But while I listning sought
My mind to ease
.By know1ngg where 'twas, or where not,

It whlsper'd Where I please. '
' (II 399, ll 73«80)

'Nor do the separate events which make up the narratlves necessarlly

show.a‘close logical relationshlp. In Herbertjeventsewhlch seem .

funrelated to the uninstructed soul always become.  meaningfully
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related-ihfthe light of“oonseience and knowledge;kinjVaughahf
theix unrelatednesssisflikelyvtosbe~centralstofourkreading‘of
the poem, and our’search to find relatedness, rn the form: of a
, clear and flxed allegor1cal pattern, as frustratlng as Vaughan‘s
own search to f£ind the perfect de51gn in the mlsts of the world.
Lacking the sense of fulflllment in present time, 1ack1ng
the'assurance of~knowledge and the strong, controlling perSOnali
‘;v01cea Vaughan develops hls poems 1h a much more tentatlve way
than Herbert. I will examlne a number of poems under two'  |
general headlnés.,those whlch show an 1rregular pattern of
edevelopmentyand thOSe which show a regularfpattern: In a‘feW‘k
, of~the‘irreQUIarrpoems,lack of purposehis an obVious tlaw,~but,t
in~most,cases formal‘shifts and incousistencies‘are deeply
‘,exPreSSiveoof cohpiex'feelings and“thought patterns; In the
regular poems, those in which a unlform stanzaic and metrlcal

pattern is malntalned throughout, the 1nner structure of ‘the

 stanza may show theisame klnd of;approprlate or inapprOpriate

‘metrical variation, In the remainder of this chapter I will
examine in closer detall the way ‘in Whlch both the formally

‘regular and the formally 1rregular poems in Sllex Sc1ntlllans can

be seen to embody the same search'for truth and;wholeness, the
,seareh in whose terms so much of*Vaughan's‘religious experience

is defined.l9



155

III |
siJWill,begin by considerihg,a’humber oproemskofhthe;s
irregﬁlar type;,where_abrupt shifts in‘meter~and‘verSe‘f0rm‘
create effects whlch may be- relatlvely common  in post—Romantlc
poetry, but whose orlglnallty in the seﬁenteenth century is :
strlklng.go, The flrst of these poems to be dlscussed is "The

Search' ——not only because ‘its very title conveys the quest

Whlch underlles so much of Sllex Sc1ntlllans, but aWSo because

it contains several devices whlch appear to be borrowed from
Herbert.; Itplsa-narratlve;ya~se00nd‘volce“1s heard~at;thes’
end’in what;mayiseem 1ike<a dialogﬁe"and’it“coﬁtains‘many
SCriptural allusioﬁs, ~But it does not look 11ke a poem by
:Herbert.~ Its verbal ’masses' appear’unevenly‘dlstrlbutedkand
'top--heavy° Seventy—fourrllnesfof tetrameter’COuplet formihg
a SOlid block are f011owed,by three short'lyric StaHZasﬁ ana,
the Whole is<rotnded off by a'pentameter couplet, - The flrst
long section of the poem records the search 1tself begun in
darkness: - |
| ‘ :_all night‘havecl
Spent in a roving Extasie
To flnd my Savrour.

(1II. 405, 11, 3—5)
kThe poet wancers from place to place, follow1ng Chrlst's own

'patha from Bethlehem to the Hlll of Calvary, but all he flnds :

1s_heaps~of ashesa s;ghs, empty tombs, mere "Idaeas of his Agonie,"
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The fOrWard{movement~of this part'of the poem is vague——a
succes51on of‘brletly‘mentloned places seen only in darkness~-
- and 1s conveyed w1th great approprlateness by couplets whose
own outline is blurred by constant enjambment and various
parenthetlcal phrases.. There is a feellng oflbreathlessneSs
‘and of basic indirection; similarkin effeCtjtokthe~narratlve
‘in Herbert’sl”Redemption;“ But as dayllght comes, and w1th

it the dlscovery that "my Quest 1s valne,“ the poet decrdes
lhe w1ll go to the w1lderness, for "He llv’d there safe; 'twas

his retreat / From the flerce Jew, and Herods heat,“ Seeklng

"k sanctuaryﬁ he- ant1c1pates the pleasures of rest'

What pleasures should my Journey crowng :
What silent paths, what shades, and Cells,
Faire, virgin-flOWersmsand hallow'’d Wells
I should rove in, and rest my head
‘~Where my deare Lord did often tread,
' : (II 407, 11. 68*72)
The couplets are now lulllng and even in thelr movement, and w1th
the 1ntroductlon of the voice of "one 51nglng¢" we may expect a
ycont;nuatlon in the same manner. But the short lyrlcs that
;follow are unexpectedly;disruptive@ notronly'of the movementk'
from restless wanderlng to the promlse of ‘peace which has

 evolved up to this point, but of the whole 1dea of peace and rest.

in thlS world,l even in those places of hallowed memory~—places

‘“;‘ now seen merely as "the sklnne,'and shell of thlngst" "old

Elements, / or Dust." This, then, is the real wilderness, and
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the broken lines and awkward rhyme pattern tell their own
story:
‘The sklnne, and shell of thlngs
Though falret
’ are not o
- Thy wish, nor pray'r
but got.
By meer Despair
.of wings.,

(11.81~87)

BEven the scenes of the‘Pession and‘the Crucifixien seem Now
‘w1thout meanlng, thelr 51gn1f1cance 1s solely to p01nt forwardg
kand the flnal antlthetlcal coupletg whlle it brlngs the worldlyyi

search to a conclu51ve end, pornts forward to another wcrld@
- whoseAnature‘we,mlght deduCe from Scrlpture¢ but about which
vaughan'remainS'deliberately vagues:

Search well another world; who studies this,
Travels 1n cloudsa seeks: Manna” where none is,.
(ll 95-96)

LITE 1s ev1dent that the final short 1yr1cs and couplet are in o

'structural andgthematlc‘Qppdsrtionjto,the rest;of the,poemy but
 rather than modify each other in the kind of meaningful inter-
‘action we £ind in similar examples in Herbert ("The Pearl,"
"Iove Unknown," etc.), the two unequal ‘halves’' of this poem

serve tc)j_oointiz in different ways, to the continuation of the 
'Search‘in~realmsfbeyond this world; and beyOndethisfPOem,
eFortunately we have a continuation of "The Search" in a poem

which bears much the same relationship to that poem as Donne“s
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Secondenﬁiversarv'does to the First.

"Ascensron—dayg" “the flrst poem in the second part of

Silex Sc1ntlllans¢ and an ev1dent companlon—plece to "The
Search,"lreverses the structure of the earller poema‘and‘
complements it w1th an 1maglned 1dentlf1catlon of the poet with
the rlsen Chrlst.2l Instead of a longg uhlform Openlng sectlon
glVlng way abruptly to a seconda shorter, fragmentary sectlona
here the '1ntrus1on‘ of a short erlc occurs at the~beg1nn1ngg‘
and after 1n1t1al unevehness the poem proceeds through sustalned,h
regular couplets to a trlumphant conclus1on. This poem'ls’one'
of the»few inkwhiCh'Vaughan seemskto‘achieve transforﬁatioha l
and in‘it he looks back~in theelight of’the‘newudiscovery. We -
may notealso, along wrth the‘structural reversala a reversal in
~the'soul's relationship with God. In “The Search" (as in k
N"Regeneratlon"), the soul is flnally thrown back upon itself,
and its dlstance from true unlty 1s stressed in the abrupt and
= unsettllng concluslon,u "Ascens1on—day“ beglns at this pornt.
sThe gap that'onCe”separated the soul fr0m God is'alluded to at
the beglnnlng of the poem, where close juxtap051tlon of pronouns‘z
emphatlc enjambment and:a parenthetlcal intrusion recall Donne's

‘use of s;mllar devlces 1n‘the "Holy Sonnets:™
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~ Thy glorlous, bright Ascension (though remov'd
So many Ages from me) is so prov'd
And by thy Spirit seal'd to me, ‘that I
Feel me a sharer in thy victory. ’

: (II 481, 11, 5-8)
The tentatlveness of these lines 1s suddenly dlspelled hy a short
_lyrlc sectlon, whlch, desplte its lack of any poetlc merlta
announces a transrtlon as clear and abrupt as that at the end
‘kof “The Search~“'

I 'soar and rise‘

~Up to the skies,

- Leav1ng the world their day,

And in my flight,
For the true light
‘Go seeklng all the wayo
. (ll 9~l4)
From this new v1ew—p01nt, 1maglnat1vely at one w1th the risen
Chrlst, the poet, rather than seeklng furtherg in fact returns
to the scene of "The . Search" and finds the Sepulchre, the Graveg
the now‘Prlmros’d—flelds,“ shlnlng 1n the llght of the risen
sun, The lonely traveler of the earller ‘poem, no 1onger locked
- w1th1n hlmself, becomes at one w1th the transformed world.
I see them, hear them, mark their. haste, and move
Amongst them; with them, wing®’d with faith and love.
, , - (11.31-32) '

In contrast to the long opening section‘of "TherSearch,“ where
in a deliberatelY‘prosaic way the;succession of couplets recordsk
an actualkphysieal journey conducted in thishworld's time and

space, the long closing section of "Ascension-day" reveals a
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'spaciods,vision in which the poetkseemssto be‘in allfplacesaﬁ
and insall time, ‘at once. Past and futurekbeccmekcne in an
V'endless'éreSentpaas‘fI walk»the_fields'of,Bethani'which
vshine /*All now as fresh as7Eden,‘and as finee“ Further
’comparlson reveals that narratlve ‘has glven waf tc pure
1maglnat1ve1vas1cn,vas the search is succeeded by the dlsccVerYt‘
particularity cf detail is replaced-by:awgenerality*whichrinr t
Vaughan; as inﬂTraherne\later; signifies/the soul's yearning
,“for‘wholene“SS,tz2 The’hercic couélets of this-poem take up
the“Edenic‘visicn—so fleetinglyyélimpsed\inf"The Search," and
extend it in aystatelyimusic ﬁhich owes‘ver§}iittle‘to Herbert,
tbut whichkseemS'rather to suggest the balanced~neaSureseof’the‘k
Augnstans: | | o ’ “
| When Heav'n above them shln"d like moltenkglass,k
“ While all the Planets did unclouded pass;

And Sprlngs, like dissolv'd Pearils their Streams did pour

'Ne er marr’d w1th floodse nor anger’d with a showre, 23

f (II 482ar 11, 45-48)
Bcth poems,!then, use immediately apparent,lmbalances to make
, their‘point. The- long repetltlve 0pen1ng sequence of “"The Search"

‘deplcts the unprofltable realltles of this world, but the pattern

L of this sequence is abruptlyfbroken by new rhythms, andg,f;nally,

" new possibilities;f'The'terminal couplet establishes the dominant
;metrical pattern of WAscenSioneday;” in which, after an initial

"abrupt transitiOn;‘the soul breaks;free of the world, and the new
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reallty is established 1n a new time and a new sPace. Like
"The Sacrlflce" and "Love IIT" in The Tem leq these two poems

constitute a beginningrand;an end in Silex Scintillans. 'They

are in a sense atypvical poems—é-few others give so little ‘
1nd1catlon of the end of the soul‘s quest as "The Search;" few
make the end so 1maglnatlvely expllc1t as "Ascen51on~day "
‘kBetween these two poles can be placed other more typlcal poemst

‘where structural,shlftsfbrlnggthls‘world and the‘nexteinto |
;,‘much closer~relation5hip With‘each other-—into the kind of
proxmmlty whlch Vaughan’s own sudden moments of v1s1on¢ and
'also, perhaps, hlS readlng of the Cantlcles and the Hermetlca¢~
,had suggested. This prox1m1ty 1s’most 1mmed1ately felt when
the power of some natural phenomenonf spontaneous and unself-k
conscrousa enterscthe‘soul and'dlrects it back t0‘1tsktrue’
courSe,: ’ |

"The Tempestp" like "Mana" contrasts the lntultlve closeness

of nature to God w1th man‘s almost perverse preference for
1gnorance and separatlon.,_Although "all things here shew.him”
“heaven,“ and allsliving:things'as well as'all elements point
upwardxyman himself remains 1mprlsoned by false values, ThiS~
1mpr1sonmentrls suggested 1mmed1ately by the four~line stanzas
w1th thelr enclosed .abba rhyme schemeoy Thls stanza is also

well“sulted'to express the contrasts which the poet establishes -
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by;means of repeated questions and eXclamatiOns:‘

"~ 0 foolish man! how hast: thou lost thy sight?
How is it that the Sun’ to thee alone
Is grown thick darkness, and thy bread, a stone?
' Hath flesh no softness now? mid-day no light?
L (IT.462,; 11.53-56)

eThe'extent‘of our lOse’is,khewever, maée immediate1y epéerenﬁ by
the~i@ser£ion~betweenefirSt and,sécendestanzas‘of a twelve-line
lyrié which reealls;a time when earth‘andfheaven were ih’
harmonious accbrd: .

When nature on her bosome saw.
Her Infants die, :
‘And all her flowres wither’d to strawg
: Her brests grown dry; :
She made the Earth their nurse, & tomba g
' Sigh to the sky,
_'"Til to those sighes fetch“d from her womb
Rain did reply,
So in the midst of all her fears
And faint requests '
 Her Earnest sighes procur'd her tears
And flll'd her brests,;f
~ (I1,460, 11. 5«16)

The,simpiicity of thie 1yric‘ie‘in obv;ous coetrast to the patterh
of the'rest of the poem, - Alternating'four- and two;srress lines
. aﬁd'an alternetingfrhYmekscheme,Cohbine~with carefully juxtaposed
1ong andﬁeherr VOweie,anderepeated key‘erde‘like "sighes"‘and
“brests"’to produce'a’mysteriOuskand sensuous musieVWhiehiman‘

canzno_longer,hear, for "Heaven hath less beauty than the dust

 he spies,‘/'Andemohey better masick than the Sphere " In the

rstanzas‘that follow the~lyric;‘the,vision of unity is alluded
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~to:se§eral times,dbut‘Seems tc‘retreat~further and'further as ‘
the agltated angularlty of the dominant pattern establlshes
1tself.

Since‘thefshort’lyriC‘ieka formal italicized intruSion in
| “The Tempest," it gains an added empha31s and calls to mlnd
’the great dlstance separatlng the real and the 1deal.- In
"The Dawnlnga" howeverg there isa greater sense of nearnees
,dandklﬁmlnence;‘and metriéal shifts and variation5~are’worked‘
into the ba51c pattern of the poem to produce a mood of
~ expectancy. The 1rregular1ty of the,flrst of thefpoem's.two'
sectlons conveys w1th con51derable Sklll the‘mountlng exc1tement
of the soul as it awalts the vision of. llght.’ The~openingw
pentameter line scarcely has a chance tq'eStablish~itself;kit
is foliowed imﬁediatelydbfjfeut’octosyllabic lines; which in

turn give way to a'daring four-syllable lihe'in which the iambic

o ,pattern of the openlng 1s almost entlrely lost~

Ah’ what tlme w1lt thou come? when shall that crie
- The Bridegroome's Comming® fil the sky?
‘Shall it in the Evening run o
When our words and works are done?
Or will thy all—surprlzlng light
Break at mldnlght7

*(11.4513 11.1~6)
Three more short,lines interrupt at irregular intervals during
the rest ‘of the opening section, as if to'concentrate our

wandexing;attention‘Oh the,joyous event, But thetirregular
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openingfeerveeje further purpose; Man, until the dawning;kis

uwithoutVmeasure;ﬁkbutgnow "Fﬁl hymns doth jield@f and "The |
F'Qhole Creatioh shekes offknrghr,"‘ The eecohd parr of tﬁe poem

proceeds in the new;meesure~of reguiar octosyllabice.; As
ksometimes happens in Veughahlrtheoinitial excitemenrkis

dissipated. The poem turns into a more conventional devotional

exercise as, paradoxiCallyg the{“all—surpriZing light" xretreats
.into,some‘undétermined fﬁtﬁre;_‘
E:,Sokwhen that day, and hour shal come
In which thy self wil be the Sun,
- Thou'lt find me drest and on my way,
”'Watchlng the Break of thy great day.
: s (II 452? 11, 45~48)

"The Mornlng—watchﬂ“ on the other hand@ sustalns 1ts ”full
hymn" throughout. Flve—stressg three—streSS and two—Stress l;nes ‘
are arranged 1n a set order. Man‘"without measure"” is now
raised into a "world in tune." Lines of widely varying length

are run on, and a complex rhyme scheme establishes its own

interlocking pattern to suggest the~continuingg unbroken dawn-
Vision:

; ~ In what Rings
e And Hymning Clrculatlons the quick world
- Awakesl and srngs, ' :
The rising winds,
And falling springs,
Birds, beasts, all things
Adore him in thelr kinds. '
" Thus all is hurl'd.
" In sacred Hymnes, and Order, the great Chlme‘
And’ ymghonz of nature°

(II.424, 11.9-18)
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’There~is no feeiihgiin this pOeﬁ; es there is in "The Dawning "
that a famlllar metrlcal pattern is belﬁgklmposed‘as a kind ofi
substltute for the celestlal music only half-heard What
finally eludes the poet in "The Dawning” is here made fully
amanifest,‘and,tin'thebwordsfof aoother ofnvaughen*s critics,
,the~rhYthmicalfachievement is "perticﬁlarlf notiCeeble:in;the
sectlons of. shortened lines, where the dangerously brlef
'ephrases and the close prox1mlty of rhyming words rarely 1mpede
theksustalned flow of*the poem.“24

"The Mornlng-watch," while offerlng a- useful’comParlson
with "The Dawnlng,“ remains on’ the -same level throughout,~ The
'ordeted pattern ofwlts lines does not embody the sense  of
lmovement apd trans;tlon,~the search;ng;qualltyx whlchyformal;t
irregularity in Vaughan usually’expresses;o Sometimes, however,
as‘ih’"ThedBird,h[metrical and'stahZaic‘Varietion’are merely‘ o
'gratuitouSvend reflect a lack of realuinterest ing ordan,
‘uneasiness'withzythe‘subject. A seriesiof gene:el :eflections
~ on the birds of 1ight end the'birds of’darkness is giyen no
| point or direction by seven differently.structured stanzas,}
‘OnlY,the‘SiXth'seizes oof attention With its stark bailad—like
thythm which Vaughankhahdles, in thisuinstance, with'perfect

control:
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The Turtle then in Palm—trees mourns¢
While Owls and. Satyrs howl;
The pleasant Land to brimstone turns
And all her streams grow foul.
(11,497, 11, 27—30)

‘ Fer Vaughan*é irregu;erly‘structuredfpoems to succeed, there‘
must be a feeling‘eﬁ clOsekidentity with the eubject; and’such
a feeling is lecking here;ff

As a flnal example of the 1rregular poems, one mlght -
examine . "The Water—fall. Its structu:e is ba51caliy simller
to,that Of'“The pawning"iana‘"The~Tem§eStL“ in that the
irreguiar ﬁiﬁtrueione'eeccur $£ fhe beginﬁingpkafterZWhich the
poem e stabli shes its ovm £ ii‘ed metri ’ca‘l p‘ai:te rn . | The dJ.f ference
clies'in theffaet'thetethere'is'no‘division\inetqne'Orkmeaning,
bjust as there is no’etahze‘division; The seamless integratien
Ofethe whole‘is a result~df’the cOmplefe'absorptien‘of the poet
in the subject of the'peem.4'The poem itSelf.imitatee the‘
waterfall. Yet there is no eense:of ihgenuityker chtrivanCe,‘
ehdethe imitetiOh‘is heaﬁdkrather than seen;"The two’initial‘

‘sleﬁ pentameier lihes,yfor instahcel with‘theif long suggestive

vowelskena ellitereted cenebnents, 'flew' almost 1mpercept1bly

into the second couplet, where four verbs in two four~syllable

 lines convey the senSe of an unexpeCted fall, and a new,

;ﬁuicker music breaks through:
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- With what deep murmurs through tlmes silent stealth
, Doth thy transparent, cool and watry wealth
S : ‘Here flowing fall,
And chide, and call,
As if hlS 11qu1d, loose Retinue staid
Llngrlng, and were of thls steep place afraid,
- : : : (II 537, 11.1-6)

The £ifth and 51xth llnes 1nterrupt the qulckenlng movement of
fthe verse—-the v01ce must slow down progress1vely to glve equal
welght to the last four words of the flfth llneg and the run-on,
perfectly placed “llngrlng" of the flfth But the descendlng
movement contlnues until- flnally checked by the two 1n1t1al
'negatlves ofmthe;tenth and,eleventhflines;“
. The common pass :
~Where, clear as: glass,
All must descend
" Not to an end: :
But qulckned by this deep and rocky grave;
kalse to a longer couxrse more bright and brave,
, (11, 7—12)
The. sudden change in dlrectlon s1gnaled by these lines introduces
cthe renewed journey of the stream toward the "seanof light"

from which it came.‘,Thisknew‘movementefindseits-Structural

counterpart in the “longerycourSe" of the poem‘itself, as the

interaction~of,five;stressfand twe—sttessilines'resolves itSelfn
in the“steady,flcwing‘rhythm of the tettameter ccuplets Which ‘
- make up the COnclading‘section, 'Within;this new:movement,the
'POetgdrawseout the:ﬁlesson“rcf the waterfall. - There isfnowha

certain distancing from the subject--not because a vision has
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’been lost, as in "The Dawnlngs" but because it has been found,
othrough the poet's absorptlon in his subject.

The movement of the- water is now revealed to be hltlmately
CYCllCR and 1t 1s’the perfectlon of the great clrcle of stream,
sea ‘and sky which drams the mlnd to God‘ and which has partlcular
srgnlflcance;for the\wanderlng soul of man. The Waterfall never
~dlsappears from the poem,2 but its movement becomes part of
the greater movement of all “mystlcal, deep streamscﬂ part of
‘the Splrlt "Whlch flrst upon thy face did move, / And hatch'd
all with hlS qulcknlng love“‘(ll 31—32). The successive and
'llnear movement of the poem'seems in thle one  case-to mexge
wlth an ever5W1den1ngfc1rcular;movement,,asfthe soulomoves out=
ward like the “streaming’rinée"~at'thehbase of the waterfall,

r“WhichﬁreaohebfecourSe thehbanh;;andothehz/aAre no morekseen,
’h_ just so bass,meh“ (ll 35—36). 'Finally,‘theewaterfall itself; as
a mere part of the greater order, is transcendedm at the very |
fmoment’when~the}poet?spldentlfrcatlon wlth it lS'szt'complete:
| jO my'invisible‘estate,r ’ | |
My gloxrious liberty, still late!
Thou art the Channel my soul seeks,
-~ Not thls with Cataracts and Creeks,
: (ll 37= 40)
UIn this way the traneltlons at the beglnnlng of the poem, where
the actual phy31cal waterfall of the senses is. SO v1v1dly evoked,
are forgotten when the souleltself‘merges with the "mystical

stream" -in the "longex couree" towards 1ibertyyand light.
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" Throughout the irregular'poemskwe‘are made aware of the
importance of the couplet, but its true sighifiCance'in Silex

Scintillans is best revealed in thekarmally regular poems

which I now wish to discuss;t No other metaphysical poet,

éxdept perhaps MarVellp makes‘such‘extensive and varied use

‘“”;t of thlS "hallmark of the Jonsonlan mode.“26' Edmund Blunden

tnoted thls in hlS early study of the poet, and clalmed that lt
;1s only when Vaughan is wrltlng coupletsg partlcularly octo;k
syllablc couplets,’that "his thought adVanCes vigo;ously and
clearlyaland»iststreﬁgthéhed»by aét»modifitationsof”accept
~ and SOQnd;"27 At first glante it may seemkstrangé that'a Poet
asyunanalytié ahé as]little;given toflogical atgument as
Vaughan shOuld befattraéted to‘sﬁch a precise and even con4‘
strlctlné formr-partlcularly when his master Herbert made only
sparing use of 1t, as dld hls more ’mystlcal'vsuccesspr Traherne,
But it seems llkely that 1nrvaughan,the couplet‘serves'tﬁe'éame
ﬁuﬁﬁosetastﬂerbert'stmore tightly orgaﬁized'stanzakpattefns;;to
pxbvide‘a stlid formal basi5~fbr,subtle nuancé and,épontaneity’
Qf feeling, k B o |

Pettet draws our'attention, in “The,Water-fallt“’td’“the
‘cqunterpoint effect‘bf the naturalg ﬁﬁcontqrtediword;ordet and

~the flowing supple rhythm of'onetlong Sentence against the taut
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and highly formal metrical pattern,"  Ellrodt finds Vaughan's
poetry occupying a kind offmiddlekground between complete
formal spontaneity]and'adherencepto.one particular,‘prescribed,
but infinitely adaptable, 1iterary convention:
Il ntest pas“de ces poetes dont l“esprit se
forge spontanément ses propres moyens d'expression,
Mais son inspiration n' epouse pas non plus les
formes strictes d'une conventlon littéraire
deflnle, dont l'artifice méme, chez Crashaw ou
chez Marvell, est le fond neutre sur lequel
s'accuse les plus menues partlcularltes de
l'lnsplratlon personnelle
'The kind of progress we observe in much of Vaughan’s poetry is
towards the establlshlng of a formally regulatlng pattern. Such
a pattern rsybased almost rnvarlably~on the couplet, or a
~modifiedoversionw0f~it.
Entire'poems can show this transition to a couplet pattern,
‘as I have shown iﬁ “AScensioneday* and:“The‘Wéter—fall."' Some
simply concludeywith a'singlez summarizing‘ooupletxka favorite
s ~dev1ce in poems of a more orthodox devotlonal or’ dldactlc nature,k
‘such as "Death" (II.399)4 "Rellglon" (II 404)¢f"The Pursulte",
(IT.414) and "Jesus weeping“ (II;SOB). _"Regeneration" (II.397),
' "Affliction" (II 459), Mrhe Evenlng-watch“ (II 425) and "Joy"
(II 491) are poens’. 1n whlch a 31ngle termlnal couplet relmposes
a sense of order On innexr dlscord,' Slmllar'transltlons can also
be observed to form a common, repeated pattern within each

individual stanza, and the control of the couplet can be felt
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~through0ut the poem; Such isfthe*case in'"Dressing“ (II~455),
"The ILaw, and the Gospel" (rT.465), "Cock~crow1ng“ (II 488) and

"The Jews" (II.r99). Flnally, taklng Sllex Sc1ntlllans as a

Qhole;,it'wiiikbeeround that an overall°pattern offincreasing~
regulariz’aytiohyemergeeclearly° Less than a quarter of the

" poems in Part I (1650) consrst wholly of regular or alternatlng
couplets; as 0pposed to over half in Part II (1655).

The tendency towards the formallty of the COuplet aoes, I
think@ suggest‘that Vaughan,foundxit avﬁseful discipline and )
;guide fOr'feelings aﬁd experiences which lay buﬁsrde'the
pattern of‘Anglican'erthodoxy; ~If‘it’is true, as;H;ﬁi. Oliver
has'suggeSted¢30 rhat Anglicanisﬁg like‘Hermetieisﬁ; &es for
Vaughan a useful framework for a genulne but 1nﬁerm1ttent’
myst1c1sma then the prevalence of couplet/forms becomes more
SLinflcant. 'As the disciplines of orthodqx reiigiouS'
observance are always there,Whenrthe‘ecﬁual tranSforming vision
is hbtg so in Vaughan'®s peetry the’discipline‘and order of the
‘eoupiet remainlhhen‘the aawning of‘a new"order"does‘not'ceme
 and‘the,vision is.obscured'in miSt,h The couplet can become
*mereiy axvehicle’for instructiont‘as~in’the many orthodex

exercises of Part II of Silex Scintillans; it is often used in

a mechanical way. But in several of Vaughan's most successful

' poems it provides a flexible and expressive framework for the
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same search‘for ﬁnity and‘light that has been observed in the
irxégulaf poems. |
"The Retreate," the only onekoffVaughan'S‘well—knownypoems
to bercomposed entirely in couplets, ﬁas reeeived‘attention‘more'
because of its Supposeé*foreshaGOWing‘of Wordsworth and the
childhOOd'vieiohkthan'beeause“of its own technical and formal
merits, It is esSentiel to a study of Veughan‘s oWn,search
‘motif,~particulerl§’in view of itsiﬁuted, elegiacrtoneof'There
is little senss. oF immediate~f»anticipatian,;_fo'r in th:Ls ”peem‘*the
‘discOverY' has been made already at the beg:.nn:l.ngo ,Because of
 thng ~the klnd of forward movement and accompanylng structural
shifts~which characterize,many of the irregular poems are no
1 longer appropriaﬁe.‘ Nowethatethe,poetkhas correcrly "under stood
this place,” he?must return\te;therether,place, ther"énéell_
infaneyﬁ rnﬂwhichfhie eearch was first begun, |
| | When‘yet I had norywelkt'above
A mile, oxr two, from my first love,
And looking back (at that short space,)
Could see a gllmpse of his bright-face.,
' : ' (II 419, 11.,7-10)
The first twenty—llne sectlen of the poem is a conmplex medltatlon 
"on the 0pening~exc1amation, as formally balanced within itself as
the Coupieﬁs which'make“ir‘uP. Present estrahgeﬁent and'past,
kfr unity are'juxtapeseé by‘meahs ofwfour:distincr;'feureline,

i parallel clauses, a “before" clause on either side of the two
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"When? clauseSé suggestingithe restriction of that past vision
,‘Qithit-the confineskofvthe,ptesent.'”For now the soul is
,ditidediaGainst itself Wﬁere'before”it coﬁld te at one'with
the celestial thought, the bright face and the gilded flower,s‘
:vltS various parts now corrupt each other:
| , Before’I taught my‘tongue to;wound
My Consecience with a sinfull sound,
Or had the black art to dispence
A sev? rall 51nne to ev® ry sence,
(ll 5—18)
In theklast'cOtpletkas in the first of this section Vaughan;
~5rings together timekpresent‘and past¢‘fragmentationaand Whole-k
ness, ih onerof‘his most‘fameus images: "Buttfelt threugh all this:
fleshly dresse / Bright shootes of everlastingnesse." 'So”coﬁ~
;‘v1nc1ngly does thlS coupletp with its ViVid concreteness, bridge
ij,the great gap10f~time¢fthat the second ‘section of,the poem,seems
almost to be,aniafterthoughtf similar in effect'to thekopening
of7the second section‘df “The Water—fall.“ ,But/the discords of
:,thekpresent a5sert'themsei§es’again'whenyafternsix smeethly— i
£lowing lines the vision of the "shady'city“ finally disappears
| and the first of the two "but" clauses brings about a new feeliné

aof separateness: "But (ah‘) my soul with too much stay / Is

drunkﬂ‘and staggers in\the waye" Theaemphatic breaks after

”'i, “drunk" and "way" diSrupt the basie‘rhythm in a,striking confirm—

"ation of‘theesense of the lines, but this rhythm is restored in

‘i"vthe last four lines:
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Some mehta forward motion'love,
But I by backward steps would move,
And when this dust falls to the urn
In that state I came return,
: (1,420, 11, 29—32)
"BéckWardﬁ and “forward" balance eaoh other llke,the‘“befOre“;‘
55a "WhenJ clauees of tﬁe’first seotion; bﬁt here theleffect‘is
“r'ather ,thet of myutuaylk ca.ncelletion,‘ The f’ihal‘coupiet nioves"
1with‘a eiow,kfellingtcadenceiwhich'cootrasts with the rieing
‘cadence of the last oouplet of the firet section and brings us
baok’iﬁa/fullycirole‘to*the,oPening lines‘of‘the'poem. ‘Thue,
joatSéries,ofvsobtle rhythmicei;ahd giammaticel,juxtepositione
worke in clOSe;aSSociatioh:with the couplet base aﬁdvthe
0pposed image patterh to produce a totel realiéatioh oftthe’
searohjfor unity--not now a forward moviﬁg search through’
Sﬁoceésiﬁe statesAbut a tetreet back through timekto the source
of‘all thet‘is:constanta to'that unity whose'presence seems to
, beAsuggested,throughoutothe poem by the coﬁplet‘s éloy music.3l
, Veughan“s use of this meter‘is”nowhere‘else as successful -
es in“"The'Retreate," In’othet poems where it is used'uhvaryinglyg
it can'easiiy become‘meteiy akmethod of Stringing together &
series of impereonalkmoraiistic comments, as in "St. Mary
Magdaien“ (II. 507) or “"Fair and young llght“ (II 513). Or, when

not held together by any sense of domlnant movement or flxed

purpose,; it can~result merely 1n the poet spreading hlmself too
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' thin, over too littlevmétter, as“in."Miséiy" (IT.472) . Iﬁ
pqems of celébratiénivaughan usually chooses ﬁo‘avoid the
coupletgythqugh exéeptions OCCur in‘“Easter Hymnﬁ«(II.457)g
‘whe:é‘a COmbinatiop in'thekfirSt haif'of troéhaié féét and
‘feminihe endings'produces ah'unfortunatejdoggérel—iike,effect;
and in “White Sundéy" (II;485)tZWheré a long seriéé’of “ifs"
and~"bu£sﬁlresﬁlts 051§'ih inéPProPIiété‘équVOcatioﬁ.~‘In‘
many of his mbét sucéessfﬁl poem's@iﬂh’c;wéve::r,Y VaughangchOOéés,
~ £o~m§dify,the closed~couplét foim withyaynumberkof simple
variations‘whiéh;affect 1ine,1ength,‘rhyme scheme and stanza
pattern; butxihyolve‘no'radical-départuﬁe from the couplet bases
~k"Cock—croWing,"fforfinstancé; maintains an,octosyllaﬁic.
'i?attein throughoﬁt# butkié'organizéd;by stahZas_ﬁadefup of four
1ines Ofkalternatingrrhyme andktwo‘lineS‘foxming~a'reguiar
éloéed couplet.  Thiskstanza pattern alléWs‘thefpoet’to use
'fthe'first fpur liﬁes for'exclamétibnﬁ cohjecture and gquestioning,
. éﬁt~of which emerges the authoritatiQe'affirmati§n ofxthe~last
“twbai In the first stanza we ¢ah see how in the first four 1ines
,kalternéte‘:hyﬁé énd enjambmént are é‘preparationkfor the themé |
’wﬁicthoes not:appear,with full:clarity and Simplicity until

the‘couplet:
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Father ofrlights‘ what Sunnie seed,
What glance of day hast thou confin'd
‘Into this bird? To all the breed "
This bu81e Ray ‘thou hast assign'd;

Their magnetisme works all nlght,

And dreams of Paradise and light,

(II 488, 11,1-6)

 The final couplets of each stanza in the flrst half of the poem
k provrdefa'serles of dlscoverles and~aff1rmatlons whlch‘arlse
',directly'from‘the more. complex teXtureiof the preceding 1ines
andaconVey a,seDSefof‘the real immanence of the "father of
‘llghts." By the end of the fourth stanza the Shlft in
emphasrs from bird to 1nd1v1dual soul is complete, and the
couplet:m:.ght we'll ‘be the conclusion of a quite sat‘isfyingnpoem:
"Seeing thy seed abides in me;,/ Dwell‘thou in it, and I in
thee." But as in bther~poems there is a change‘in»thOught and
tone, and the second half'is'full of the images offdarkness,
shadows, and the veilfWhich,separates,the soul from God., The

note'of,affirmation~contained in the couplets of the first half

'efdisappears@rand these later couplets are tied in much more

tnﬂe closely w1th the argument of the rest of the stanzas. The £ifth

stanza is made v1rtually 1nd1v131ble by the repetltlon of "thlS’e

kjeik,veyle" at the beglnnlng of the flrst, thlrd and flfth llnes. In

“the last stanza "0 take 1t offi" is repeated in the first and

5fifth linesa and so the poem ends‘with a sustained prayer in

 marked contrast to the more logical deductions of the first half

- of the poem.
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hA similar Stanzaepattern is foundtin "Rules and Leesons,"
an unevenapoem’which shows that in Vaughan{theVCOuplet?S'
‘influehce was not at all,times salutary. In "éOck—crowing?
the‘interaction~between the couplet and the foar preCedingﬂ
'iines is always sighificantgkbuiiding upcat the ehd to the
- point where the two parts merge in uhified prayer,i Thek”lesson"
' which‘thetbird; as part of hature? provides is not‘sofsihply |
‘fappiied;as_theifirstthalf of the poem.SQggests,::Ih,"Rales and'
'Lessohs;" however;'the COuplets,supply‘onlf a 1oné stringfof'

moral tags ‘who se sound and sense often jar with the rest of

';'therstanzas., Desplte a carefully drawn up- program'yln whlch

-~ the natural phenomena of a 31ngle day become the pattern for
man's whdle devotlonal 11fe, the;poem‘should not be read as an
: organlcally developed whole. aIt'is a simple'series of
‘var;atlons~on onettheme. But we need. examlne only one repre-
sentative stanza tokSee that two differeht;organizing principles
‘are pulllng agalnst each other.
"Walk with thy fellow—creatures- note the hush =

And whispers amongst them. There's not a Sgrlng,

Or ILeafe but hath his Morning-~hymn; Each Bush S

and Oak doth know I I AM; canst thou not 51ng°

0 leave +thy Cares, and follies! go this way

And thou art sure to prosper all the daye.
: (II 436, 1l. 13~18)
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’The brightness of the morhing-visionyis eonveyed‘withjgreat

~ effectiveness in the first four lineskby the way in which the
verseﬁ throgghtunprediCtable emphases’and varyihg‘caesural'
:breeks¢ seeks to free itself froﬁ the basic fourﬁlineepatternof
But‘this’senSe‘oftfreedom_end expansion is checked by thek
iﬁposed authcrity ofythe couplet, where‘it is,not~so mﬁch thekt
medieCIity'of~ttought as thegiﬁappropriateness of the new

~rhythmic order'which'produces thesSense'ofkdeflatiOna This’

exaet‘pattern‘is net repeated in every‘stanZa-esometimes a
Whole’stanZa‘is devoted tora description,of¢the Creatioh, in
/swhicﬁ ease thefcouplet loses its rigid outline aﬁd‘merges with
the rest (see stanzas,15e‘l6¢,22, 23); at:ether times e~whole

,.stanza:beeomeska’moral tag, in WhiChfcaSe-the final couplet
“exerts,its-power'0ver the;whele,, The first fqﬁr lines‘show_the
sametrigid structure‘as the last‘tﬁqkeand~the short, periodic 

’sentences take on thevmovementVOf the.wagging~finget‘ratherfthan
v,‘the;spontaneous’vitality of the:natdrei world‘(see stehzes 6;9)‘
It is as if‘the “MySteries"kof thefmornihgs,,tte‘"restless

motlonsp" the "runnlng nght s" and ‘the Vast Clrcllng Azure" of

noon-—the day s great movement of “Rlsea hlght, and Descent"~-are
belng forced into a smallera narrower scheme.} The weaknesses
of thls poem, the great dlstance between its hlgh and its low

, P
. pointse are worthy of note because they indicate that Vaughan's,
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‘  "choice‘éf‘poeﬁic~forms'Wés often muéh less suré than that of
“‘Donnequerbert and Traherne, all of whom foundwﬁheirkOWn
appropriaté wéys'ofiCOnveying the samefkihd~of expansive vision
,ahd the‘"mOral" itiéontains. :
| InigRules'and Leééonsf~théreiis no active search for
'meaniﬁg,‘ho ﬁersonai éngagément, nd inner movement through
differént'states of mind and fee1ing; kVaughén'é viéion is, |
‘ most effectiVé whenjit‘remains elusive,'mysterious and ultimaﬁély
;ihdepéﬁdent'Of the things 6f~thi$ worldE—wheh'it is‘Suggeétédg
* not déscribédor One may refef‘again'to‘"The'Morhing—Watchaﬁ‘
vwhere a bright‘VQSioh‘is desdribed, yetf£he'§oem conciudesT
with the "histiekshrowd“'and the "Curtain'd~gra§e"\wﬁichfkeep
the’visibﬁ still~dis£an£,kstili uﬁéttainable. ;

k Infone great‘p6em only, fThe World,"'is the'viSibnkapparently
déscfibed rather than Suggestéa§~dé5biibéd in,aiminutenesé‘of :
detail'which haé léd,to considérablé critical;disﬁute¥9ver |

"whetherbthe Visiﬁh was really experiénCedg and whether thé‘pbem'
ié‘in,any way afﬁhified whole;32 ‘it shOuld ben6ti§ed first,
i pethapsa'that‘tﬁe actuél‘ring df eéernitf is described only once
k',inyﬁﬁefwholeiéoem: it is calm and bright. “The‘resf’of the poe@é
as~it§ title,indiéaﬁesg'describeskthekworldiOf time, "like a
vastréhaaow;ﬁ aﬁd it is essentially £rom thefStandpoiﬁt‘offthis,_

. world of time that the poem is written. As in "Regeneration"
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'and "“The Search,“ the poet hlmself is 1nstructed by a mysterlous =
‘whlsPer~—he does not, until the end of the poeme know exactly
‘whlch is the way’ "where you mlght tread the Sun, and be / More.
k’brlght than he,"kf | | |
[ In "The Wbrld" the couplet is used 1n such a way that its

initial force at the beglnnlng of each stanzavlskmodlfled by a
":rhymlng three-stress llne that follows 1mmed1ately after;, Thek
subsequent pattern of flve—stress llnes alternatlng w1th two—
‘and three~stress llnes retalns the rhyme scheme and the metrlcal
kauthorlty of the openlng pentameter couplet. The'same pattern;

'glves the,poem a constantly varylng movement and a lyrlcal

“ ‘“llghtness rarely found 1n other poems of a didactic natureg

andiblndsf1t't09ether’1nto one;rhythmical‘whole.-’"Theyworld“
'“:is fot’vaughannan:unnsually 5complete‘ pOem¢,>The lnagevof the~
rlng ltself; mentloned expllc1tly only at the beglnnlng and the
yfenda encloses all the allegorlcal flgures and thelr separate
_actlons, as. does the sustalned metrlcal pattern. The last two
H'lines take us backktO‘the,first'two, but the change which‘occu:s
hff:from the opening Qision,‘throughsits:deteiled‘explanation, to
the final assertion oftthe doctrine of electidné islclearly :

_ seen and heard in the metrical variation which is found in each

:h7s stanzag and‘in»the poem‘as a whole, At the beginning the,couplet

' fﬂkis !extended,"the great vision flows over into a third rhyming

_ and appositive line:
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I saw Eternlty the other night
Like a great Ring of pure and endless llghta
: All calm, as it was bright.
: : (II 466, ll l~3)

But at the end the ultlmate dlstance of man - from this v1sron is

‘f:krconveyed by the restrlctlon of the last antlthetlcal, "truncated"

fcouplet:

Thls Rlng the Brlde—groome did for _none provrde
~But for his brlde.

(II 4674 11. 59—60)
' "The WOrld" dlffers somewhat from most of the poems I have

: 7¢exam1ned 1n that the vision actually precedesthe "search " But '

. its ooetlc method is shared by many of the most successful

:"poemsl where a regular stanzalc pattern ‘is made up of various
& modlflcatlons of,the couplet‘base,fand where the.strong frame~~

 work provided by this base allows for pleasing variationsjin'

‘ifM line length and subtle changes of mood.

- ThisVis the essence of Vaughan's COunterpoint,' It lacks the
flner mu51callty of Herbert because of its lesser. range,
i“particularly‘in the‘matter of rhyme¢ andylt only rarely suggests

\theuharmony between individual soul and God which informs~The .

 Temple. Silex Scintillans does not approach Herbert's complete-

hh,hessé—it iilumihates“hy1sﬁdden sparks and flashes rather than by

 a sustained light. But out of the varying accents of Vaughan's

 verse arise the intense moments and images for which the poet is

‘uo~chiefly remembered. It is not~that such momentsfand‘imagestare'
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‘merely happy dlscoverles rn otherwise bad poems. To examlne
t more closely the structure of the verse itself is- to discover
that these moments and images cannot be 1solated¢ that they
1‘can in many cases be fully experlenced and understood only by
ylooklng at the larger structure in Whlch they occur, Thus the
rlng of llght is the central symbol of a poem which, desplte
apparent changes in tone, remains unlfled not only by this -k
symbol, but by a metrlcal and stanzalc‘structure which in rts
k;own way exPlalns' the symbol and makes lt live 1n’the senses‘

aslln,the rntellect.,

In the same way., "Gods srlent, searchlng fllght" and "Hls'

stlll, soft call" become more meanlngful when they are seen to
be reflected in the structure of each stanza of "The Night,”

, Out of the 1nterweaving pattern of sound wrought in the first‘

e four 11nes comes the response of the concludlng couplet with

1ts sense of balance and commerce between earth and heaven-~

such a commerce’as NlCOdemus first knew and which the poet

1 I seeks'to:know es well° But the poet”s own "searchrng fllght"

is full of longlng and uncertalnty.’ In the flnal stanza of the
,u‘poem the 1mage of the "deepg but dazllng darkness“ is 1ocked up

‘ln four llnes whose dlslocatlons in rhyme and meter glve a

e pecullar added welght to the fourth line:



There is in God (some say) .
A deep, but dazllng darkness; As-men here
Say it is late and dusky, because they
, See not all clear, , :
‘(11;523¢ 11.49~52)

:;But the~ways,ineWhioh‘ﬁenntry’tOjdescrite'God; ahdfthusddefine
*’their ownfsearch,oare confused This confu51on’1s a product of
”',the dlsordered self which in the clarlty of the flnal couplet
' dlsappears in the longed for new order where self and God are
one: d”%if‘ ‘ '
0 for that nlght‘ where I in him
Mlght live 1nv1s1ble and -dim.’

(11.53~54) -

For further knowledge of this new order whlch Vaughan seemed

"[*¢ ‘never qulte to attalnt we mast turn to Traherne.
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~ FOOTNOTES

1 -
WOrksa p.xliia

The Works of Henry vauqhana ed. L. C Martln, 2 vols. (Oxford,

7’1914), IT, 391 ~All subsequent references are to thls edltlon,;

3
The follow1ng works all take as thelr p01nt of departure

~ Vaughan?s essential originality: R. A, Durr, On the Mystical

- Poetry of Henry Vaughan (Cambrldge, Mass., 1962); E. C. Pettet,
Of Paradise and Light (Cambridge, 1960); Ross Garner, Henry
Vaughan: Experience and the Tradition (Chicago, 1959). See
“also F, E. Hutchlnson¢ Henry Vaughan: A Life and. Interpretation
(Oxford, 1947) ; Helen White, The Metaphysical Poets: A Study in
Religious Experience (New York, 1962), Chapter 11; Robert
;Ellrodta Les Poetes Metaphy51ques Anglals (}?ar:l.s,r 1960), II*
Chapter 3e , o

s : ,
For an account of these 1m1tatlons, see Hutchlnson"s Wbrksk
pp. l—xlll. :

,15 The suddenness and'apparent intensity of Vaughan's conversion
~has been much commented on: see particularly Hutchlnson, White,
and E, L., Marllla, "The Rellglous Conversion of Henry Vaughan,"

r/fRESJ XXI (1945), 15-22, The nature of this conversion and its.
- essential- d;fference from the experience of Herbert is, I believe,
- best revealed in those poems in which Vaughan anticipates and

-6

~~ searches for the bliss to come, as opposed to the generally less
:1nterest1ng poems written within a more orthodox scrlptural and
~doctrinal framework.

In this regard I feel that attempts to read the poetry as auto-

 biographical statement are misguided. Frank Kermode makes the

same point in "The Private Imagery of Henry Vaughan," RES, I
- {(1950) , 206~225, He discusses. the relationship between the.
~poet's own religious experience and the images and symbols,

~ often traditional in nature, which he uses to describe it, and
'~ suggests that in his best poems Vaughan uses traditional images

~ and symbols in a poet's way, “which is not the way of the

~ philosopher or mystic" (p.209). It is still possible, however,

 that Vaughan's use of .a traditional terminology helped to give

. shape and‘form‘to what remained undefined in his own experience.

B ? The Engllsh Works of George Herbert, 3 vols. (London, 1905),
“‘1 141. : ¥ :
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8 "Counterpoint‘in Herberttﬁ;§g,‘XXXV (1938), 57;
p;lo'; , S St .
10 5,11,
1 Of Paradlse and: nght, Po24, This study of Vauéhan includes

““!‘the only detailed account so far of the poet's meters and rhythms

{pp.179-190) . Though somewhat brief, it contains valuable

-~ insights into a. number of poems. A further chapter on "The
~Unity and Contlnulty of Silex Scintillans" is also of interest,
though I cannot agree that Silex Scintillans “makes o o o its
profoundest impact as a whole" (p,l96).,v ~

12 11;183;“

A3 11,108,

) '14 The Paradlse Wlthln, p.25.

15 See‘n*6~

16 See Mary Ellen Rickey, "Vaughanz The Temgle and Poetlc Form,"

;;,SP, LIX (1962), 162-170, Miss Rickey, in seeking to demonstrate

~ -the formal debt which Vaughan owed to The Temple, places, I feel,
mfhitoo much emphasis on these relatively few minor poems. But her
- reference to "the use of carefully controlled rhyme irregularities
' throughout the poems and then the normalizing of them in the last

stanza" (p.163) points to one of Vaughan's main structural

‘h‘dev1ces, and in particular to his distinctive use of “the couplet.

1 w1ll take up thls p01nt later in the chapter,

4u'°317 There are of course many allegormcal and emblematlc figures
~in Vaughan's poemsa but they are not subjected to the kind of

o analysis that we find in The. Temple. I believe they are

~i '1nc1denta1 rather than cru01al in Silex Seintillans. -See Freeman,,
 p.151, for an account of emblem figures in "The World;" and

‘Kexrmode, p.215, n.,7, for a number of borrow1ngs from the Emblemes

: ’f'of Francis Quarles.

18 The art of Marvell!sfPoetry (London, 1966), p.214. Ellrédt
. explains the lack of irony and humor in Vaughan from a similar

‘?fstandp01nt, but he places more emphasis on the absence of "self-

consc1ousness-" "L‘1ron1e et l'humour semblent de méme bannis de

1a vie onirigque, . Point d‘amblgulte o il n'est p01nt de self-

. consciousness" (II 192). S
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My dlscu551on ‘will omit poems in which conventlonal Chr*stlan

o morallzlng replaces the sense of wandering and search, and poems .
. which act as commentaries on and extensions of scriptural texts.

Such pieces are to be found throughout Silex Scintillans, as

'ﬂ mlght be expected, this work not being a carefully arranged whole

'fﬁ'end,

like: The Temple, where they occur separately at beginning and

j'20 I do not include here llnked series of formally different
lyrics such as Jonson's "Celebration of Charis," or formally
,'1rregular' Plndarlcs such as Dryden’ “Alexander s Feast.“

J'2l This klnd of 1dent1flcatlon w1th the risen Christ is quite
‘common ‘in Vaughan, and is in keeping with the constant theme of

' regeneration and re-union #n God, There is correspondingly less

1dent1f1catlon with the crucified Christ of Calvary. This

o constltutes in Vaughan a major shift away from Donne and Herbert,

towards Traherne. As Ellrodt says, "Il est d&s-lors 1nev1table

"'qu il y ait au coeur de la theologle personnelle du poete « o .

e

l”attente d*une regeneratlon mystigue, renouvelée en chaque
creature¢ plutot que le falt hlstorlque de’ l'Incarnatlon“,
(II 234) ® '

S;mllar shifts from detalled, SpelelC 1mages of thlngs in
this world to a general, unspecific evocation of the world to.

:ef?,come can also be found in "The Proffer," "Regeneration," "The
- Timber" and "The World," to.name only a.few where the shift is

'epartlcularly apparent. -Whether in the outside world or in the

. self, particularity implies separatenessg and separateness is
jranathema to Vaughan,a,'

“7 The. 'authcrized' version of Denham's ‘“Cooper s Hlll"‘appeared
~in 1655, the same year as the complete Silex Scintillans. If

‘:5u_not acqualnted with this version at the time of writing
. "Ascension-day," Vaughan may have read the poem in one of its

k7,earller pirated. editions. There are certainly strong formal
. resemblances, Compare for instance the lines quotelwith

‘fh~Denham's famous description of the Thames:

Though deep, yet clear, though gentle, yet not dull,
Strong w1thout ragee without ore-flowing full,
: (II 191—192)

2% pettet, p.127.
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25 Ellrodt claims that this poem is the one great exception
to Vaudhan's besetting weakness——"lmpulssance a unir 1’1mage
et 1'idée dans 1le symbole" (11.258),

25 Martzl The Poem of the Mlnda Pe 51 _ See also Jean-Jacques
b Denonalnz ‘Thémes et Formes de la Poesme “Metaphy31que“ (Alglerst
o 1956)a pp,44l—444 ' . i

27 on the Poems of Henrv Vaughan (London¢ 1927), p.46

p.181.
@,29 I1.175.

30 "The Myst1c1sm of Henry Vaughan A Reply o JEGP, LIIZ (l954)a
352-360; - ‘ ; S

31 The same power of successive couplets to suggest unlty w1th1n‘
a time scheme which embraces past, present and future was ‘
recognized by other poets of the period as well, See partlcﬁlarly
Jonson's "To Penshurst,” King's "The Exequy," Herbert's "The
Church Militant," Denham's "Cooper's Hill" and Marvell' -"The
Garden" and "Upon ‘Appleton House," . : o

'32 See James D Slmmonds, "Vaughan s Masterplece and its Critics:
'The Woxrld® revaluateda“ SEL, II, 1 {(Winter 1962), 77=93,




CHAPTER FOUR

Thomas Traherne

I

InAhis study of Vaughan, R. A, Durr makes the following
commenﬁ on Traherne, whom he sees following on ‘in the same
- "mystical" tradition: "His poetry . » . Seems 1éss accomplished,
~though itbmay be we ha&é not yet read it correctly.,"l Since
Durr's premise is that Vaughan's poetry.is a uniquevreflection
of his own experience, and is not to be judged by the standards
we apply to Herbert, we may assume that Traherne too deserves
to be judged on his own terms. Yet we méy ask why it should be

felt that we have not yet read Traherne's poetry "correctly.” At

First glance Traherne would seem to offer no difficulties, since
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“hepis one of the most open, the mostknaiveg the least *subtle’

‘;y“;of the seventeenth-century religious poets, There is much
,‘repetltlon and llttle varlatlon in the manner and content of

all hlS wrltlngs, both poetry and prose. There are v1rtually

a:rpno symbols and no conce::.tsQ and there 1s’llttle syntactic
hphppcomplexity.‘ In his poems"there is less ldgical argument and
~development of 1deas than in any of the poets so far studled,
{\ and the tone remalhs‘much the same throughout——fervent and
,enthus;astlc.’ From thlS we ‘might assume that any difficultYy
in»aseessingeTraherne'the poet comes not from what we find in
i hisypoetryt‘bﬁt from what we~60'ﬁotkfind§ ahd'if whatIWe‘do
zynotofind isrwhat'we~consider essential to;ali'good poetry,;
'then'Traherne may'be conSidered'as interestingkfor his !ideas‘
but a relative failure aS'a‘poet.'
2An adverse judgment of the poetry has in fact been made by

ykmany people who have yet found much beauty in the Centurles of

e Medltat&onsa'and have been receptlve to Traherne'!s B'vn.s:t,on.

 Helen White, for instance, has found himk“sadly deficient in
t‘that sustainedkemotional'glow of sound'and;mOVement thatyis the
v:h;peculiar 1ife30f poetry " "flat in sustained emotional pitch,

'~~}'heavy and almless in movement. ; Louls~Martz says that "the

”yfhfpower of Traherne ‘s mind seems hampered bY the necessrty Of

*_rmaking ends meetfin,verse,“oand\that his poetry "too often :




190

e cdnsists,primarily in Versified statement, assertion, or
‘exclamation.“B Oﬁe of Tréherhe's editérs speaks of a lyriCal‘
impulsef”inSﬁffiéient té convert the thought~into the fine
  Qago1d‘of poetryz“é and even the poet's most enthusiastic
3‘k admirer and‘bi0§rapher says of the-pbems that “there is not
Lf’ a vital connection between‘foré and céntentg” éhat his form

is ;only é dreés, émbtoidered and arranged with some care.">
;Theﬁemphasis'varies, but a consensﬁs rémains:fTraherné?s
poétiy¥WaS'anyattempt to put into VerSe what"héd'been,~or was '
to be, better expressed in/the form of thekprose Céntuiies. |
1My présen£ concern is‘not so'much‘to”rescué”TraheEne £hé poét;

'~as'to,suggest that we encounter in his work problems‘which

- ‘,haVe'a wider bearing on the guestion of'religious”poetrykthan

is usually assumed--problems which make it legitimate to ask

Y whéther we have yet read Traherne correctly.

'Theré ére three immediate problems which‘leadvme!tofrepeat
V»Durr(é question_here. fFirst: can we make the kind ofk¢1eaﬁ

‘ disfinctiqn,between’Ehe poetfy and the prose that‘has;been
“;readily made in the past, or ié there in fac£ a closer relation~-
éhip,'a formal and structuralybond~that would make'itmere ‘

difficult to reject the one while wholeheartedly accepting the

other? A glance at the Thanksgivings and the Contemplation,

" 1;and at the verse we findfscaﬁteiéd throughout the ggggggigﬁ
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;and Chrlstlan Ethicks, would lndlcate that Traherne himself

! ~ﬁade llttle dlStlncthD between poetlc and prosalc modes of E
,expre351on; and indeed blended the two in a way famlllar to
any reader of the ?salms. We must, I think, formulate'an

i impossibly rigid‘disﬁinctiOn between.propriety in‘pr0se and
propriety in verse if we are to,acoept one 'half'! of Traherne's
“worﬁkandyrejectrthe other;6  ;
The second;probiemchncerns,the repeated emphasis which
‘Traherne-giyes'throughout“his work to the importancefof the
forms:ahd_strﬁcturee we percéivé in the‘worldearound'ue, ahd
to rhe hatﬁre and ends of creative power . Though generally
abstract in tone, and concerned with the essentlal nature of ‘
;GodrandgHis eternal creative‘Act& these,speculations have'an

‘~important bearing,on'the nature of the creativefand‘organizing

i power that is 1mmed1ately apparent in the careful and deliberate

  forms of his verse., I shall only observe for the moment that
qi\,these speCulations dirfer in some ways from those whioh underlie
our- own usualkmethods of analeing and judging,the created formsa'
\’h‘ofvpoetry@- Doee Traherne, then, conStitﬁte~ao'Special~caSe?"
- "Thefanswer liesfia the third‘and most importantfproblem fror‘the

'°-§¢iﬁt.0f aiewkof this’stﬁdy: what is Traherne's relationehip to

- the other poets so far discussed?
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To approach Traherne as an eccentrlc orlglnal would be to o
neglect the presence in thekearller poets of srmllar 1deas
; concerhlhggthe\nature of the soul and its relatlonship to God,
similar conceptiohs of the Creation and of the eternalrcreetive
Acte and 51mllar poetlc‘forms in Whlch to express them.
Traherne carrles to an extreme 1deas and expre551ve forms Wthh
are present,ylf not. domlnant& in the earller poets. It 1s
klmportant not that Traherne should be made to constltute a
sPeCLal‘case,'but that'in~him we shduldpsee the expression~of
‘:e'kina offreligioﬁs aWareness which‘is alsospresent,‘though torh
’a 1esser degree, 1n the poets who preceded hlm.  It is
tlmportant,'too, that, whatever our final judgment of Traherne
as a«poet,may.be, Wefflrst‘judge the'approprlateness'of‘the
:rexPre531on to this awareness. | |
| In thls chapter, . thenm I w1sh to discuss flrst the develop—

,ment in Traherne of those perceptlons concernlng the soul, God

‘k'“‘and the Creatlon which are.present~tosa lesser degree in the

. earlier poets, and second, to show how the formal expression of

h‘these perceptions in Traherne's poems accords‘with~formal
;t‘patterns‘foundialSOZih the earlier poets., I alSo‘wishpto stress
thekrelationship‘of;Traherne to Donne, the other ‘pole’ of this
studyytahd to examine:the Waysinwwhich Donne's vision‘of‘the soul

~of Elizabeth Drury is reBOrnbin'the poetry of Traherne,
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Perhaps the first thing to strike the reader of Traherne s

gverse is its essentlal sameness throughouto ‘There;is'littlep

. variation in tone, and even‘less sense‘of a developing

'pe‘rsonzsuli"v:y‘l than in Vaughan, \ThOSe attitudes, ranging from

'rrebelllon to acceptance and subm3s31on, whlch glve such

Ydlver31ty to the poetry of Donne and Herbert and whlch

constltute the many- dlstlnct ‘and often opposed ‘v01ces' of

these poetsy are absent from- Traherne° ~Even though‘hls poetry

‘1s osten51bly the most ‘self—centered' of all the. metaphy51cal

5poets,scon815t1ng~as it so‘often does of extended'celebrations .

of "Myself," there is a curious lack of distinct pérSonality;k

Traherne's egotism, which to Douglas Bush amounts to a certain

“inhumanity¢"7,is very different from the egotism of Donne,

The,complex personality which emerges from the "Holy Sonnets,"

. for instance, is largely a result of a series of encounters
 between self and God in which the many 'voices' of the self
- assert, defendk,imploref appeal and even pray, but to no

4‘e,'éffect-—mcre?often they succeed in'building up a wall which the

'voice of “God cahno‘t; penetrate..' Only in the ,AnniVersariesi in"
ﬁ :the‘greatmactkof*celebrationrof'cne’whose;'perechelity"in no
:p:Way‘reeﬁricted Qr;defined'her eSSentiai beingfin'Goda does the

'VoiCe cffthe poer become abSOrbed in~the~greatheee‘cf the

 "proclamation”--become, in fact, a transparent; impersonal
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kj "trumpet.“ There are~eVen:mQre ?ﬁoicés' inkHerbert} but the
‘ﬁrbgress fowérd the closer identificatioﬁ~ofmself with de~ié
:kconsiderablyfadvanced,,sinte":esignation of the~self,to;God‘s

‘:;Will is at‘onéefthe state'in‘which;all of'Thé Temple is f

written, and the point of view from which the difféfent voices

f;‘are controlled and flnally unlted in the greater whole,

Vaughan, with Little of Herbert's sureness of self—knowledgeg -

“g'nonetheless moves even closer to that mystlcal 1dent1ty w1th

"God which Herbert for the ﬁost part does not actually describe,
‘,,The‘lack»Qf Self~dons¢1ousness and personallty whlch,l‘have'
' #oted in Vaughanﬂcan‘berattributed~to his~cbh$tant awéfeness of
kthé;QOminéVtranSformatidn Qf his whole sélf and~personali£y in
ﬁhe, light of eternity. In Traherne ‘thi,s“rtirans'formation has
alréady occurred. Frcm £hehmomentkbf birthg from the first,
V ’éWareheSS¢ the "invisible'éstate“‘of Vaughan has been made
~,:Visible and reai,‘thexlighﬁknot interﬁittent but COnstént, The
“self no\lbnger iecQghizes barﬁiers or restrictions;‘and~éxpaﬁds
‘M  freely*throughout'the universe, Its ‘identity'fis the identiﬁyr

. of all thlngs."ThiS proceSS of expansion and“assimilation is.

':74 *descr1bed in “My Splrlt'"

fA'Strange,Extended‘Orb of Joy,
Proceeding from within,

Which. did on evry side convey
It self, and being nigh of Kln

, To God did evry Way

‘Dllate it self even in an Instant, and
Tike an Indivisible Centre:' Stand
At once Surrounding all Eternitie.8
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i iiiwé°may'be reminded here of the soul ofLElizabeth’DrurygfwhiCh

'kuereAshee:can consider how shee went, / At once is at, and

{“hatthrough the Flrmament"‘(_econd Annlversary, 11l. 205-206); or’ of

*f"__hthose lines contalned w:.th:.n clrcles which “"For once that they

the center touch,x do touch / Tw1ce the c1rcumference" (11,437~
438). Thus@ what was for Donne an 1deal state of unlty
hh}unattalnable ln thlS world becones for Traherne a reallty to be
: ‘,;e’xper)lenced :Ln the present. ’In Trahe:cne# ~self z ;rsoulv:»_y aﬁd‘God
Vére'frequently'mentidned«ahd eadteesed; as:in_ponﬁe ahd Hethertk'
hut thevdistinCtioh between4them is,ne‘longef'elearm.sinee'all
,;are'interfused, As a‘resultaﬁthe inditiduelf'voiee? is not
i dietinCt¢’Qr eveh?seperately identifiable;,since“thehoniy
‘ibersohelityttis the’greater Per sonality of God¢h |
This interfusiontrepresehts the last step'in a process of
’ i?ihterierizetion'Which beéins with the disordeted microcosm of
fbenne’sh“littleJWOridf" inywhieh,mentai states come ahdtgo;"like'
'“~ahfantastiqﬁe~Agge," hht from,which the’ordering'presenee'of
.éoa is eXClﬁdedf‘ The eOlipeism,endidespeirfofﬁDonne‘s inner,

‘gdrama are present in Herbert, but are held in check by conscience

”'CV'V:,“and self—knowledge,, and by knowledge of the sufferings of Christ,

VthKDOWHadmitted to the~heart. Thefwalls of the self begln to

"fciumblegyahd”inaiVidﬁal personality becomes interfused with the

| “hfpersbnalitygof the,Sen, At the same time the beauty of the 
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1engingtfor,the'unity it promises. Venghanis nSe ofkcosmic
‘image:y'and his’intense’identification’withnnatnral precesses

exe further steps’in an attempt to eneompass‘within'thefself
'\fy:the orderfand‘beautyxof‘the universe, bnt it is net until |
‘Traherne that the process of 1nterlorlzatlon is completed°
D‘,In Traherne the "little worldw" the mlcrocosm; is completely ‘
reshaped so that now; w1th the barrlers which separated it -
;from the macrocosm dissolvedE the two ere virtually one° ‘There

 1s flnally only one v151onﬂ percelved by the soul which is now.

"A L1v1ng Endless Ey." "A Naked Slmple,Pure'IntelligenCe“

("The Preparatlve,," II 20, 11 12a 20). 'We have arrived ak
’that end 1mag1ned by Donne for the soul of Ellzabeth Drury,
“who‘nowils growne all eye." |
Traherne?s virtual equetien‘of\the’eye, which;implies
‘tvision,tand the inteiligencea which inplies understanding, ShOWs

"ilka further fulflllment of the promlse of the Second Annlversarv.

Fox Donne hlmself, as for all who 1nhab1t the sublunary world, ‘

yiﬁﬁft the act of intellect is not on its own,capable of realizing the

stlenged for-vision.‘ In the “Holy Sonnets" and the Anniversaries

) Donne frequently tells us that in thls world the ends and the )

S means,of knowledge are 1ncommensurate, Only in Ellzabeth Drury

'df: ere thekdistorting "spectacles“ remoVedgronly in the 31ght,of
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: God arekthe~"objectﬁ,and the "wit“.united. In’Herbert, thek
 eobject‘of oui underetanding and the means ofrour understandlng
are,brought‘closer tbgetherkln thls world through~the enlightened
'con's'cie,nce é.ndfthe p‘rese’ncje of Chﬁist in the‘heart’, in Vaughan
the immanehee of Godfiﬁfthe Creatlon brlngs closer Stlll the
emoment when man's knoWledgekof‘God»W111 become“integral~and S
complete, as ih the,creaturee‘WEQ,‘"by:sbme hid‘sense their
fMakerJgaye,"'participatefwholly~in.ﬁhe~Divine Plah witheut

’ édnscioﬁsnees ef'separatidn; Vaughan‘sikeStiees search is
'unSuCCessful,Wﬁen'its objecteie:cenceived’ofras 'othef;' as
beded and'outsidekof the individuel sdul. 'It iS'suecessfﬁl'
when at unpredictable,andvunsought fdr;moﬁen£s~ebjectfand
'subject become one,ias ink"The Water~fall;" and?ﬁheeeYe and
the‘inteiligence\are ﬁnitea;e Sﬁeh momentslare almost contihueue |
'in;Treherneeebnly " custon” separates whet‘Godvuhited at man's k
‘birth,since it ieféeﬁstOmé which,makes him”ﬁish tO'aeguiie that

 which wasehis, and part of him, from the beginning., In Traherne

 the ‘'infant eye' is only a symbol of the process of uiilearning

, which is necessaty-fer khOwledge and vision to become one, and
‘which we can flnd 1mp11ed throughout Donne's account of the new
“knowledge of Ellzabeth Drury, ‘who - "carrlee no de51re to know,
noxr sense.“9 But what in Donne could be found ohly after death
\ekkcomes to Tfaherne at birth. Eternity;‘Infinity and'Love are

 "Silent Joys" that are felt intuitively within:
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S ‘ ' - s0 at my Birth
All these were unperceivd, yet did appear:
- Not by Reflexion, and Distinctly known,
. But, by their Efficacy, all mine own,
o ("The Improvmenta¢ IX.36, 11, 81-84)

Clearlyk the . lelSlonS w1th1n the self, and between the self

‘?l and Godg whlch for Donne result in the dlsparlty between our

‘present knoWledge and the kind of knowledge enjoyed~by the

"llberated soul of Ellzabeth Druryg are manlfestatlons of the

i greater tlme-honored lelSlon between thls world and the next

on which the duallsm of the Annlversarles is based. Between
. matter ‘and sp:Lr:Ltg and between this. world's time and space and
"the time and space of eternlty, ex1st sharp dlscontlnultles~—

ddlscontlnultles whlch Traherne attrlbutes Smely to custom and

kﬁ;ﬁfalse-perceptlon, Yet the gap ‘which would seem to separate

eDonne and Traherne is at least partlally bridged by Herbert and
Vaughan, each of whom in hlS own way draws Donne'’s two worlds

closer‘together~athejoneythrough constant empha81s on the

. efficacy of the Sacraments and Divine Providence and on the

'tf)fl’Chufch‘as the Mystical:Body,fthe other through moments of

k illumination and through close observation of the harmony .in

me‘the world of nature. ‘Finally, Herbert‘s emphasis on the signifi—

G cance of thevsoul'e life in this world, and Vaughan's on the

imminence of its reunion in the next, are reconciled in“Traherne,

”,ffo: whom thesefdistinctions exist only in misunderstanding.';The
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"‘SOUl'itself,"NosLimits'will endure," . Characteristically,

- Traherne takes the very idea ‘of 'hdualittyyagexpand‘s it to plurality,
: ‘athrejoices in the~new vision:
nTis mean Ambitioh to desire
‘ A single World:
. "To many I aspire,
~The one upon another hurl'd:
Nor w1ll they all, if they be all confint d,
, : - Delight my Mind. L
("Insatlableness II," 11,146, 11,7~ 12)'
In thlS movement towards the rewestabllshlng of a cosmic unlty
,w1th1n this world and within the 1nd1v1dual soul 1tselfa we flnd
a, correspondlng lessenlng of the dlstance between God and man. ~
‘  Despite the'personalttone&of'his address, Doﬂne’s emphasis on
the single, redemptiVe figures of Christ and'Elizabeth'Drury
. fSh0ws axcontinUing'aWarenees of thefneed for an'intermediary
'rﬂ'between the human and the lelne, 80 great is the gulf resultlng
¢}  from the Fall when Splrlt and matter, time and eternlty, were
- first leldéd. The redemptlve Chrlst figures prominently in
'!;4The Temgle, too,z but in the majorlty of poems God is spoken tot
‘and speaks‘t as "My Lord." After the early group of Easter poems S
“ﬂf%x‘WEYflndyfew'dlstlnct,references to. the Trinityt to the‘Fatherkand'

"“thetSOH‘sd carefully distihguishedﬁby Donne; andiih several poems,

'rnotably_"Providenceu and "Man," God is en,impersonal and almostt
'thistic architect, while man, at the summit ofhthe Creation@ His

‘h‘beSt ehd‘most perfect work, seems almost never‘to haVe,fallen.
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'; In7Vaughan1 as. I have- 1nd1cated prev1ously,lo there is a
notlceable Shlft in empha51s from the Cru01f1ed to the Rlsen
Chxist, to Chrlst as a pr1nc1ple of transformatlon and unlty
v1rtually 1ndlst1ngulshable from the central light 1mage of

so many poemsa In‘Traherne's,poetry4 withxthe‘resteration and
the transformatien elready aceomplished@ there~is little
reference‘totCﬁrist atfallgll and God Hlmself is referred to

1n the broadest nos31ble way. "Sure there s a GOD (for els

' fthere s no. Dellght) / One Inflnlt"k("Insatlableness II," I1.147,

‘11,23n24),k Not only is the 1nd1v1dual soul now at once the
center and the,clxcumference of the Creation,ato,uSe both;
~Donne*s and Traherne's image, but God Himself is imagined by
Traherne, in pne,signifieant group of poems, as being dependent
on man for the full realization of His pleasure:
‘The GODHEAD cannot prize
The Sun at all, nor yet the Skies, ;
. Ox Air, or Earth, or Trees, or Seas, 12‘
Ox Stars, unless the Soul of Man they pleas,” "
("The Demonstratlon," I, 158@ 11, 43-46)~
Such is the nature of God's love that it had’ to overflow 1ts own
completenessg’tofextend itself in the,Creatlon, there to be
‘mirrored in the responding soul of man:
. His Gifts as they to us com down
“Are ihfinit, and crown o
The Soul with Strange Fruitions; vyet

'Returnlng from us they more value get.
: (11.37~ 40)
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. In the recognltlon that "ours is far more His BllSS / Then his

is ours" ("Anothera" II 1652 11, 2~3), Traherne dlscovers the
k fullest p0551ble part1c1patlon of the Creator in the Creatlon,
the Inflnlte in the Finite, the One in the Many, The future

transformatlon of the soul whlch Donne deplcted in the Second

';Annlversary,,Herbert in “Love III,"‘and Vaughan in "The

Mornlng-watch," rs flnally made contlnuous and present by
Traherne, who oan now proclalm of God's Creatlon~""The End
’Compleat, the Means must needs,be so“'(“The Anticipetion,"
II 160, 1, 46). ‘
By thus brlnglng lnto harmony the ends and means of the

Creatlong Traherne emphas1zes what Herbert had empha51zed

i throughout The Temgle——that it is only mlsunderstandlng and a

W1llfu1'Separation Of Oneself'from.Divine Providenqe that

' produces“perplexity,'estrangement and the setting up of false

‘f ideals;r Herbert,to‘of like Donﬁe‘atfthe’endlof‘the Anuiverseriesz
. .conceived*of his 0wnkpoetry és a celebretion and’an/ehhodimeht
";of~God“suuqifiea oreative Act. 'Traherne himself expresses the

\";essence ofithe poetic”funetion'wheh‘in the third Century heesayss'
of the PSalﬁist: "Enflamd with Lov it Was his greet Desire, / To

Sing ContemplatsPonder~end Admire"‘(l;lSIR ll.2§—30)¢'and of |

| God Himself, "He is an Act that déthbommunicateh (“The Antici-

'pation,"'II.l62, 1;99).13~ But in con51der1ng the spec1al form
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~ which this celebration takes in Traherne's poetry, and the
'f‘difference of his4poeticrmeans,from those~of his predecessors,
we must be aware of the transitions I have brlefly outllned

'above. In the gradual change from a dlstlnct sense of

1nd1v1dual personality to a sense of transformatlon and largerx

1dent1ty w1th all thlngs, and from an emphasrs on the Trini-

“tarian God and the sufferlng Chrlst to an empha51s on one

1nd1v181ble Splrlt, we see a constant movement toward synthesis,

toward a breaklng down of hlerarchlc order and its: replacement

by a new kind of order embracing the self, the world, the -

unlverseﬁln‘a total;ty;whereyhigher and lower, inner and outer,

'enas:and means, are no‘longer'separate; Such a totality’ie~
";p‘penv1saged by all three’of the earller‘poets, and thelr poetry
"1s concerned with the means of achlev1ng 1t,; But Traherne s
‘npoetryede8cribes,the'very experience of this totalitf,;and in
ehiskcreativeﬁact,eas in the Creative Act ofﬁGod, the means and

":\the endskbecome fused°

I w1ll attempt to 1llustrate the 1mportance of this fusron

n‘mby a brlef recon31deratlon of two poetl mean5j~wh1ch I have
‘deScribed,in the preceding chapters as baeic structural
”1;’principles. First is the actual development, the 1nner progress
&;of a poem from a neglnnlng to an 'end,f’ In the case of Donne,p

'j*Herbert\and'Vaughan,kthe"end' which inspires the poetry is
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greater knowledge of:God, ,The:poem itSeif, as a means of»h'
iachieving this,end,kproeeeds~by way.efhlogieali’analytic'
‘nargument<~as in_Denne, or by dialbgue, emblem or narrative,
‘as in Herbert' or by Vaughan s"search' through association,

’Thus the poem presents a progressrve unfoldlng of meanlng,‘

'and its sequence is a loglcal sequence in tlme and space. As

{
|
]

: the phys1cal beginning and end of the poem are not the samef

(With the limited exception of 'circalar',poemsrlikeg"La
sCorona"), neither is‘thef'end ' in the sense ofgour greaterf
%Hig~ knowledge of God the same as the poetic: means used to arrive

there. Thus, the Annlversarles of Donne and the dlalogues ande

‘narratlves of Herbert do not actually express the knowledge of
,,’ God, but rather~the way in which that knowledge is to be
rattained, | ”

I have indicated, however, certain exceptions, in Herbert
,partieularly,iwhere there is little‘aCtual’development er
‘progress and_where stanzas could be‘rearranged'er leftmout‘with
no real structural harm being‘done° In these pOemea princi?le

?fgi;n ef repetltlon’of an . 1mmed1ately stated theme replaces a
"fprlnc1ple of progress1ve unfoldlng of meanlng. ‘The"dlscoveryf

‘st:made,‘the poem ‘goes' nowhere; rather the poet draws out his
,s,discovery for as longkas‘he’feels~inclined,~’1n this sense,

fpoetic‘ends and means have come much closer together, In the
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- poetry of Traherne, who constantly stresses the 1dent1ty of

‘thhe Means and Ends of God's creative Act, we can expecteto

’flnd a SLmllar pr1nc1ple throughout. Apart from a relatlvely 

small number of narratlves‘ where ‘there is a srmple temporal
‘tseqnenceRIWemdo 1n,fact £ind llttle‘development; in the/sense
Vkof a progre551ve unfoldlng of meaning, and little ’structureg
,pln the sense of loglcal arrangement and subordlnatlon of thought.
It is this absence whlch glves to hls poetry its apparent
eameness and whlch deflnes for many hls llmltatlons as a poet.

. The- other structural prlnc1p1e we will not flnd in Traherne

s closely allied to lack of “development,' and 1nvolves the

“'oouter forms and the 1nternal flgurese symbols and s1tuatlons

'whlch glve order and pattern to that development in the earlier
| fpoets. In Donne 1t is the sonnet form and such flgures as
;Chrlst and Ellzabeth Drury which contain and give dlrectlon to

the development of feellng and idea; 1n Herbert 1t 1s dramatlc

"f‘psltuatlonm rellglous symboly and the overall de51gn of the Temple

i itself; in Vaughan,ksigniflcantly, there are fewergcontrolling,

forms and'figures, but the dominating image patterns remain, .

‘t~ﬂand,they,too;givexdirection to his more 'wandering' poems., But

S Traherne, there being little significant development within
e his;poems,;there;is little corresponding need for controlling

Wf'forms or figures. The ornate stanza.forms do not really direct
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| “'and glve shape ‘to the thought——the thought rather £lows into

5 and £ills them; nor is there anything 1nev1table in the form a-
eparticular‘poem takes:-it~is,sufficient that it should bel
‘visually pleasing¢ and suggestive in itself of the perfect ::
-order which the poet seeks to convey. Slmllarly, the conscious
‘11ntellectual'complex1ty of Donne's‘Elizabeth'Drury or of

"e‘Herbert?s harratiVes and dieloguesgyand'the structured
'hierarchiesiof meaniné,they contain; are foreign’to~Trahernefsr

'mode of perceptlon~-the infant eye which absorbs w1thout

deflnlng, the soul whlch expands ever outward to embrace the

i oneftrue order.r'Thls order is_the “unstructured' interpenetratioh

of the one’and thermany, and it must be conveyed dlrectly with

as llttle as possible intervening between God, poet and reader.
It ls'the absence ‘of inner deVelopment and of controlling
figures which is primarily resPonsible for‘Traherneﬁs

"'simplicity.' Yet this simplicity is obviously not that of, say,

“~afCOurtly,song or,pastoral lyrict‘where familiar, conventiOnal

1'fthoughts and- 1mages may also lack .any srgnlflcant develoPment

 Traherne's 51mpllc1ty deoends on no famlllar llterary conventlon,

Ewa“but on the stripping away £rom his language of all particularity,

fuhl “all metaph0r~and ‘device,' all rhetorical figures and tropes

\;swhose'OWH structure~and~ingehuity,might stand in the way of a

: clear Perception of : the unity of God, the wor 1ld and the self,
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k*fThe result in Traherne is almost the exact opp051te of what

'we ordlnarlly mean by Yiyvric SlmpllClty -hls poems have a
'degree of abstractness and intellectual complexity which, -
'g'unllke Donne s or Herbert“sg is devoid of any 1mmed1ate

\°tappeal to the senses; This degxee of abstraction»is perhaps

o the 51ngle most 1mportant pr1nc1ple in Traherne”s 51mpllclty°w

it may be felt that a hlghly abstract language and an essentlally
s1mple v1s1on eannot come together in any poetlcally satlsfylng
ywayne‘The comblhetlon ;s not‘common in Engllsh,poetryg but. I
;belieyeithat‘Traherne_was able to achieve it‘with\conSiderahle

skill.

IT
‘ To‘Understand how a combihetion of abstraction and
51mp11c1ty determlnes Traherne's formst we must begln at the
l\level of word and 1mage@’s1nce 1t is at this level that the'r
larger~formal units of the etanza and the whole,poemtfind their
hheginningsof Thusywe’hate a fermal~princ1§1e which‘diffeis in

significant ways from those which we have seen in the earlier

. poets. Where logical argument and complex figures and situations

"Mf;are present, they will largely determine the form a particular

o poem will take, and thus almost any successful poem of Donne,
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Herbert or Vaughan has a unique form‘appropriate to that

- particular poem, Traherne's poems, on the other hand, not
having as their formal determihants specific arguments,
. symbols or situations, but direct apprehension of the unity

of all things, become formal variations on one basicy

‘unchanging patternwésimple in essence,yetfcapabie of an

almost unlimited number of elaborations. Tt is in this way

- that all of Traherne's poems become virtually 6ne‘poem,

‘; 'united"by‘the‘sameybasic pattern’and the same unchanging
§¢ ‘;\_ perception. Of course, it is possible to claim that The

Temple, too, is virtually one poem, united by the largér

‘frameworkywhich~qontains the individual poems. It is possible

 ,kto'claimfalso that Herbert{s several groupingskof‘poems

;;fff;, Wifhin'The Témgle afe liké similar groﬁpings in~Trahérne;

The diffeiehce lies in‘the‘fact that,the unifyiné'principle

 }47‘ of The Temple is never wholly appareﬁt in any oheiindividualk

-  poem, but only in the totality of all the poems'és7they bring‘

tégether the separate stages iﬁ‘the‘jourgey‘of the Christian
saui.'(In Traherne,ron the’other’handy there'is scafcely~a'
Single éoem which~does notkanhOunce somewhere? in a Single'word
orkgraﬁpé'of words¢‘the entireftheme:of intérpénetratidn;'and
 which does not relate to.all the other’poems in ‘a wayfwhich‘the

R 14
theme itself suggests.
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Though,the‘inner Ordering principle~of his poetxy is

‘La dlfferent from that of the other poets, Traherne s -use of words

;ﬁ?and 1mages follows an establlshed tradltlon, Herbert himself,

b~”1nfthe "Jordan” poems and "The Forerunners," and by»allusionk

and implication elsewhere, stresses the impoxtance of~avoiding

“’ the klnds of tropes and dev1ces whlch obscure w1th unnecessary

he;ornament the plaln and srmple beauty of  the Chrlstlan theme,

In hlS 1mportant 1ntroductory poem,,"The Author to the
:;Crltlcal Peruser,~ Traherne vlrtually‘repeats'Herbert‘s theme:

The'naked Truth in many faceS'shewn,\
Whose inward Beauties very few hav known,
A Simple nght transparent Words, a Strain
That lowly creeps, yet maketh Mountains plain;,

-~ Brings down the highest Mysteries to sense

~ And Keeps them there; that is Our Excellence:
At that we aim; to th'end thy Soul. mlght see .
Wlth open Eys thy Great Fellclty°

‘ {1I1.2, 1~1.~:L-~8) ~

’Herbert speaks,in “Jordan II" of his‘previous habit*of,"éurling

‘hith metaphorS'anpiain intention,;/ Deekingbthe sense\as if ith
hﬂhﬁere‘to-Sellh (Hutchlnson, p‘lOZ 11, 5-6). 'Traherne~evidentlyh
remembers these llnes when he goes on to speak of “No curllng

" Metaphors that glld the Sence, / Nor plctures here, no palnted

& Eloquence“‘(ll;ll-lZ)a ,AVOiding "Poetick Strains and Shadows,"

his‘words will flow in “A clearer Stream than that whichfPoets
i feign, / WhOSe bottom may,fhoW'deep so‘ere,‘be seen“ (L1, 18--19)°

”‘There is nothlng unusual in such a rejection of mere artlflce,
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3e ;e:ﬁ~part1cularly in a poet wrltlng in tﬁe mlddle of the seventeenth

| “century@ What is strlklng in Traherne‘s verse is the extent

"'te’yﬁichfhe actually_follows his owneadvicej consistently‘

>_ stiiépiﬁg f:em hisilanguage‘éll ingenious‘trepe~and metaphor ,
“and all but:ﬁhe simﬁlest andeieaSt connotative adjedtiVes\and
simileso'b ‘ | | |
| Herbe£t°e:praise,of Simplicity‘and his'ﬁse'of‘colquuialism_
and: homely‘metaphor belie, in a sense, hlS real ach1evement~—,

yﬂ7;fee verse whose verbal dens1ty and calculated amblgulty show the

‘ “weyiln which he explo;ted the Very~"metaph0rs" and "inventions"~

;:eg¢feyhe seems to reject. It is clear, however, that Herbert only

Wished to:aVOid:poetic;figureseand‘deVices which served no
  fﬁhctiohal,purpose. He does not deny that‘"fietione" become
m’a~vérsé; he dbee deny,that "fictions,one1Y" becomete verseclyln‘

F‘e‘"The FOrerunnere,“acleerly a late poem,’he says that he has
'i,reSCuedvﬁ5weet‘phiaSes;"lﬁieVely metaphore" endi“enehepting
-‘langﬁage“'from,thek"steWS and brothels," and broughtkthem to

Church "well drest ahd clad.” But in,one’poem.at leasteHerbert

fersakes hiS*usuelimetaphors and figufee(for'a sparer, more |

‘generalizedediction. "Man" not onlyVanticipates’Traherne

' efstrﬁctu£ally'and thematically,'it also foreshedows’the 1ater’
M‘,poeﬁ's avoidance of‘SPecific,'deliﬁiting description in oide;,~

‘that the greater and more universal design may emerge more -




210

iiclearly.‘ Herbert‘s‘unmodified “fountains,",“starresy"'"Musickk
and 1lght" draw attention not to themselves but to the general
eharmony of whlch they and man are parts, In Vaughan thls klnd
‘of unmodlfledg general 1mage becomes a domlnant characterlstlca
i As we move in "The Search“ and “Ascen31on-day“ from the 11m1t~

Z;:atlons of this world to the unbounded freedom of the next, we

% ‘th’[‘move also from verykspe01flc 1mages and flgures to the s1mple,k
kunspec1f1c "Sptlngsx" “Planets" and "Streams"'of the new "bright
; dfht% uworld’" As the true.unlty whlch’the poet seeks comes closer,
,the 1anguage takes oh an 1hcreas1ngly abstract quallty, “the

transparentg:cool and watry wealth" andrthe»"liquida loose

‘Retinue" of the waterfall become the 9u$efu1,Elemeht9 and. the

'"Fountain of.life;“;life itself becomes np quickness., which ny

o God hath kist," and God "A deept,but dazllng darkness."

’deVaughan”s bare~1mages of starsk llght and darkness are always '
suggestlveyof something which lles beyondf somethlng not of
o thisfwoxld’but informing it in a mysterious way. WhehJexact'
andkspecific images”do occarg,they are frequently combined with
? akgf"highiy abstracthOrdsgras ih~thedfamous "Bxight shootes‘of |
eVerlastingnesse."k Within’each~indiViduai " sacred ieaf" lies,d
kundividedz'"Thehfalness,ef-the,Deity.f |
Thus it4is that the great &ision-of the soul of Elizaheth

 Drury, free from the confines of earthly time and space, finds
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 its actual verbal embodiment in the later poets‘in‘a languAge
:j;eof 1ncreas1ng generallty and abstractness, What was untyplcal

in Herbert hecomes typlcal in Vaughant and all»perva51ve in
“f/eTrahernearas a glance at the tltles of his poems lndlcatese
'°;}Ehe degree of abstractlon can be eeen in ‘the follow1ng stanze
,from "R1ght ApprehenSLQn:";’ |

- What Newness once suggested to,
Now clearer Reason doth improv, my View:
By Novelty my Soul was taught
At flrst, but now Reality my Thought
' Inspires: And I
With clarlty
Both ways instructed am; by Sense
EXperlence@ Reason and Intelllgence.‘ :
‘ (II 1241 11, 33m40)

e ?Sueh ah,egample amply bears out Helen Whlte s observat;onfthat
Min general he~turhedkawayefroﬁ ehe delights,and the’tempt_
etiens of imagery to put his t;us; in ihe-bare“relation ef‘

‘x;ideas,"ls and it iseperhaps;£he‘eompleteness of sﬁch a turning
eway wﬁichkmOS£~diec6ncerts the reader for whom the’seﬁsuous'
ke:bffapprehensioniof a truth'remains'the basisfef’poetry. Traherne“s

\{'stanza‘is not obscure~~there are no dark conceits of shadowed

:J::ffk,~meaningSu=the'subject is communicated'with,a functional clarity

k'fend bare directness. What is missing is the'means whereby the

‘senses are gratified at the same time as the intellect is
 instructed.

Susanne Langer says of all works of art:
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The~productlon of such expressive structures
requires some more tangible conception than the
idea which is yet inarticulate, to guide the

. artist's purpose, Nothing is so elusive as an
unsymbolized conception , . . So the usual anchoxr
for such intuitions is an ‘object in which the artist

sees possibilities of the form he envisages and
wants to create, 16 : :

'~r' The three earller poets gave subetance and sensuous’appeal to
UV‘ﬁ?:thelr rellglous 1deas and lntultlons through their use of
Edramatlc srtuatlons,symbollc flgures and concrete 1mages and
rmetaphorse‘ But if the means are 1dent1cal w1th the ends in
~the poet’s creatlon as in God’s Creatloh, then only the

o barestf most general and unadorned statement'w1ll be trans-

parent‘enough'to convey to the reader's experience, without

eoany intermediary regulating devices, the divine presence in
‘5itall things,, That which is concrete, specific and directly
' appealing to the‘senses—-that whichkkin Short,tdraws

‘h‘7/attentlon flrst of all to 1tself~~cannota accordlng to Traherne,

convey dlrectly the. omnlpresence of God:

To walk abroad isy not with Eys,
But Thoughts, the Fields to see and prlze.
. ("Walklngl" IT, 135, 11.1~2)

:T;\Through such flgures as Ellzabeth Drury¢ the crucrfled and risen -

Chrrstk the waterfall and the cock, and even through the

Ph,approprlate form of the poem 1tself, the divine’ presence may

be revealedz the lelne unity embodied as far as this world allows.
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. Bﬁt it is significant that Vaughen, in Whom ‘we see a con- . .
' 51derable reduction in the number and 1mportance of controlllng
forms and flgures, should be the onekto emphas1ze so often
k;e,the 1neff1cacy of all thlngs in thls world, It is’when the
':dlvlne unlty is felt tOQbe most imminent thatcany kind of
h#:!Substitute“for,symbolhfor itfiefleastwacceptable-~and thus‘

'tthe cry whlch recurs throughout Sllex 801ntlllans~ "remove me

hence unto that hlll, / Where I shall need no glass" ("They
‘}are all gone 1nto the world of light," Martin, II. 484,

]ll 39~40) In Traherne the "glass" has gone; along with most

’“,~of the other formal and symbollc dev1ces whlch the earller

repoets used to make the dlstant v1510n clearer to earthbound
,eyes;g , , S e :
Finall§¢ One‘manyummarize this casting—off process by‘;
‘,notlng in Traherne the v1rtual dlsappearance of the 'meta-

'phy51cal conce:.’c.a In Donne thegessence of'the conceit‘lies‘

" in the disc0verY‘and‘exploitetion of new, unexpected nelatiOn—
ships betneen thingsgnoima;ly considered incompatible;‘ We may
i‘ﬂf;~ikfind snch e,ieiationship in a single'striking image such as the

!spheres‘joined‘togethe:~like'beads on a string; or it may
tgonern the structﬁre of an entiretpoem,‘as;in "Goodfriday, 1613"

- or the Anniversaries, where earthly and heavenly 'correspondences’

formfthekstfncturaivand thematic framework; nBut the mind which
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hlpercelves surorlslng new relatlonshlps between thlngs does not
remove the separateness of" those thlngs, Donne’s analytlc
mlnd flnds mach complex and 1nstruct1ve relatlonshlpﬂ but not
' fu51on. only Ellzabeth Drury after deeth has the vision which
:can’deny dlfference and unlte rather than merely juxtapose
the dlsparltles we percelve on earth : The most ‘notable k
1;kmod1f1catlon which Herbert makes in hlS use of the conceit ism
in a lessening of'the»dualistic'teneienrwhich so often
charecterizes the de#ice‘in Donne; By comhining diffexeht
levels‘of meaning in'ene fié&re ratherhthan“juxtapOSihg twe
*‘figureSJ“Herbert‘ihSists'mﬁeh mdre'than Dohhe'en'the‘ECtuel
einterpenetration'ofMhumah and,divine} fihite aﬁa infihite,k
By the use of this deviee, as in"Afflictidn;I"kehdv"Love
ﬁnkneﬁngé end by~the use of sacraﬁental imégét?kin cenceite
thteughOﬁt‘The Tem le, Herhert‘emphaSizee not the diffexence'
between things é,arth'iy and heavenly, but rather the ;manence
in all of‘thehdivine spirit,; Vaughan feele this‘immehence ’
even more stronglyJ but'Withoﬁt:Herbert‘s‘senSe'of Christiah"
£orm and ritual.’ The reluCtanceuor inahility ianaﬁéhah to
:h“;aecepthahy otder other’than the total divine ordet produceskin
'“hls verse a‘greeter 51mp11c1ty and generallty of lmage, and.
yfar fewer complex conceits than we flnd in elther Donne or

. Herbert. When the~goal is the virtual disappearance of~the



individual self and soulvand the:assumption bfeall that 1is -
particular and separate into an undifferentiated unity, then‘
the sense of fixed relationship that the metaphysical conceit
suggests iszCOnsiderably weakened, When in Traherne the
fihite‘Self‘has,already become one with the infinity of God,
the~conceit\disappears altogether, The special relationship
| “which governs the conceit and keeps 1ts part dlstlnct is
replaced by a fusion in whlch, as Ellrodt says, "Il n'y a
plus‘conjonctlon de realltes unies mais‘distinctes; ily a

BTN i SR L | | |
OSmOSe,

This 'osmosis’ in Traherne produces,at the simple\verbal
level tWo different effects. One, mentloned already, is a
high degree of abstractlon, seen in the great number of abstract
nouns and vague, unspecific adjectlves llke ki eal¢“~"great£“k
,wglorlous;“ "sweet“ande“blessed " The othexr effect is that
‘created by long llStS of 51mple nouns and adjectlves such as
'kwe £ind, for 1nstance, 1n "WOnder:¢f

Proprieties themselvs were mine;,
' . And Hedges Ornaments; '
- Walls, Boxes, Coffers, and their rich Contents

: Dld not Divide my Joys, but shine,

(II 10, 1l. 57—60)
Or a more extreme~example from "Eden:"
Joy; Pleasure, Beauty;. Klndness, Glory, Lov,
Sleep, Day, Life, nght,
Peace, Melody, my Sight; ‘

My Ears and Heart did £ill, and freely mov,
: (II 12, 11, 15—18)
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Here we see w1th1n the line 1tself the klnd of 'order"Which

'suggests a breakdown of all fixed relatlonshlp. The‘verbal

structure- is such that, wrthln the llmlts of an undemandlng

o prosodyg'any order of words is pos51ble, and any number of

bﬁ'ywords is possible, Thls prlnclple'has‘been observed alreédy

in Herbertx but only at the stanza level. In,"Provrdence" and

e "Man“ the stanva sequence .could concelvably have been extended

or rearranged w1th llttle change in meanlng or effectg since
they are poems constructed accordlng to no rrgld pattern of

tlme oY place or loglcal argumento In some poems of Vaughan

- the pr1nc1ple of “1nterchangeab111ty can be seen at work
within the stanza itself, as 1n "Rules and Lessons" and

~"Son—dayes." In Traherne thlS prlnClple is domlnant, The

replacement of the pr1nc1ple of flxed relatlonshlp wrth the

‘kprlnc1ple of 1nterpenetratlon results in language which comblnes'l

abstractness with an extreme syntactlc s1mpllc1ty, amountlng
at tlmes to whole stanzas of sustalned appOSlthn.l8 fTraherne”s

1nterchangeable 'llsts’ are assnmple and dlrectly functlonal 1n

“”,thelr own way as Herbert's hleroglyphs. they convey the poet’s

repeated theme that all thlngs v1ewed correctly, w1th the

Mh~b‘1nfant eye, are equally 1nfused with the whole nature of God, -

‘whllekall thlngs viewed 1ncorrectly,~for,themselveslalone, are

equally valueless.
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fmThe‘kind of“progression which I have attempted to trace
 formally and thematically from Donne to Traherne may perhaps
be seen as a regression, involving on‘the‘dne\hand a loss of

~sensuous and rhetorical beauty in the poetry itself, and on the

_ other, a return to a kind of unsophisticated primitivism. On

both issues it may befwiser to speak not of progression or
rég:eSSion;‘but of changea; Atythe‘samé timé, fhé idea of
régreSSion;in ﬁheJSeﬁsé'of"retreaﬁ“fis firmly:embedded in ’
Traherne,,énd to’a limited eXténtrin Vaughan béfore_him; and
this;idea‘must“be~contrastéd\with theuideé‘df forwara'movement—ﬁ‘_
‘“progreSS’ in;time4—thatris;so prévalentkiﬁ Donne, In his

poetry iﬁages 6deeathand.apocalypse recur;éonStéﬁtiy: images
ofgbirth hard1yiappear1at all; There is little in‘his
religious‘poemé that isibackward'lboking, andjnb attemptyto\
iec;eate past,experienCe'or in any‘way“to’recoilecf in tran-~
quiility.‘ in‘Herbertﬂ howeveréjWe‘find’an‘incréasing pre-

e oc;upatiOnLQithkpast events, but only for the‘meaningjéhese

events hold for the pfesent——they are never idgalized or seen |
aS’belénging‘in a time of innoéencea In Vaughan~the idea of
,iegreséiéh to’sﬁéh ah aétuélftime of iﬁhoéence; associated wiﬁh
infancy,:appears almost fully developed in "The Retreate¢“19
and there are:hints of it in other ppémS-whére mémory and

antidipation appear to be very‘close together, But it is
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Traherne who speaks unequivocaily of the return to the
uncorrupted state from which we came, and who saysethatg in

order to galn the kind of v151on Donne. progects in _the Second

‘Annlversary, “I mu st becom a Chlld again” ("Innocence@" 1T, 18¢

1.60)@

pfo bedOme a‘ child again one must in.a literal‘Sense go
backwards in tlme,‘and many of Traherne s poems ‘are written 1n,
the past tense, but this should not obscure the essentlal
meaning of~Traherne's one'major metephoro vTraherne’s‘Child
transcends fiﬁet just as Donﬁefs Elizabeth~bruryedoeé. The .

yxavision both embody‘is,independent of the direction we must

,move,ih;orderéto attein it-=a forward ’progresS‘ through death =
| inoDonnea apbackﬁarq tregression°fto 5irth in Treherﬁe;
$2 p ';kWhiohever'way we take, Whether'welfind in Elizebeth Drury or -

; the'Cﬁild,“our bestg and worthiest booke¢?kwe mﬁst engage‘in a
‘ prcese'of‘uhiearning;to gain the true knoWIedge which'each7"
~represeﬁts. ”Cﬁstom and habit; as well as the'fantastieitheories =
ofemisguided‘intellect,fmuet be caStyoff, 'Eut_for‘Donne‘fhe
perfect knowledge and vieion of the;soul‘are to be found only
afteftitskrelease’from‘the‘world and ascent to heaven, while in
Traherne perfect knowledge and vision are to be found only after
“the SOul‘s descent and release into the world Donne s "Up, up,

© my drowsie Soule" may be contrasted withoTraherne's "wa like an
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Apge;ucame I'down’hk The eoul "that so long 7/ Was Nothlng from
Ete:nitie“ is made-a consc10us; sentlent belng at the moment of
"”birth. In such a way God has extended Hlmself that His Creation
mlght be more fully enjoyed
| ‘ The flnal relatlonshlp between Donne' s Heaven and’Traherne s

Eden can be only brlefly suggested here, I am more concerned

w1th the way ln whlch these w1shed—for states are to be

‘attalned ’In the Annlversarles the great mass of the world'
learnlng ts‘contrasted w1th the one small flgure of Ellzabeth
Drury@ who proves that thls learnlng is based on fundamental
1gnorance. Our only hope for true knowledge lles in 1m1tatlon
'ot‘her;'t81ncelher’heavenly state cannot be fully knOWn‘to

any on earth, Donne's method of describing it lies mainly in

'contrasting it with‘what we do know, and much of the AnniverSaries
con31sts of an account of wotldly knowledge, examlned in detall
and’found wantlnga In Traherne there ls‘no suchfaCCOunt,( Donne'e
"medltatlon of ﬁhat thou shalt bee" 1s based fundamentally on
'z,‘knowledge of what‘we are,’Traherne S is a meditatlon of what we'
can be in the presenta,based on knowledge of what we were. The
“eXberience of beihg born‘into the‘world‘inta:state of‘Who;ehess
ahd perfecti0n is to,Traherhe what’the experience of mottalityk‘
and woridiyylmperfectlon 1s‘to Donne--the basic exPerlence from,

whlch all knowledge of Heaven or Eden grows° - It matters not so -
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much Whethex We regard the acquiring of this knowledge as a
g 'progreSSién’ or'é"regreSSion,; an accumulatlon or a strlpplng
away. What effect does the knowledge of a llved, experlenced
»perfectlong rather than an 1mag1ned future perfectlon, have upon
the language and forms the poet uses7

I heve~sqggestedkalready the way in which Traherne!s eimple
;synteeticjéatte;ns and,unspecific endfabstract éietion replace
~the dbmplex goherning~structures OfﬁDohne and Herbert” juSt’as
: the 1nterpehetratlon and virtual 1dent1ty of heavenkand earth,
God and 1nd1v1dual soul, replece the complex relatlonshlps and
yiﬁixed hierarchies‘of the earlier poets. ButtTraherne‘s simple[
lenguage is mbte than ﬁuSt an appr0priatefwayfof’expreseing a
simple;hunified viéien. The‘tenacity with which%he upheld his
principle'efvno ofnamentafion;gand the‘reCurrence,in'his work of -
the idee'of coming into beihg, sugge st thathTraherne is aWare’
“of languadge not only as a basie imitatiVe toel;:as in‘HerhertR
‘hut also as'a‘basic creative tool, ereative“of‘orders‘hoth true
and’false,r~Theftransition from peiceptioﬁ'to verbalized
cencept eeeme to havefconstituted fer Traherneea mystery akin
to that‘of'the Creation itself; by whiehkorder‘was imposed on
Chaos, The firet poem in‘the autograph manuecript begins with
| this mysheiy——thehmystery of the created being and of the'Wbrd :

itself:
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These little Limmes '
These Eys. and Hands which here I flnd,
These ros1e Cheeks wherwith my Life begins,
B ‘Where have ye been,? Behind
What Curtain were ye from me hid so long!
Where was'> ln what Abyss, my Speaking Tongue?
: : ("The Salutatlon,“ II.4, 11, 1-6)

The slow repetltlon of phrases Whlch do not seem to form into
sentences~-phrases whlch are part question, part exclamation—-

suggestsothe gradual awakening of a new power of speech after

that eternity

When silent I,
J : So many thousand thousand yeers
e Beneath the Dust did in a Chaos lies
L S (ll 7- 9)

But w1th the poet's entry into the. world as a phy51cal belng,

dellghtlng in hls own hands, eyes and ears, comes the recognltlon‘
through the senses of his own existence as a unlque’and separate
ukentity; and thus of his own potentiel‘eeparatenesS from all thet |
ié outside hineelf, inoluding God; The ability,to conceptuelize
his own ex1stence by means of the “Speaklng Tongue"‘of language
 and thought is at the same time the ablllty to construct falsel

'ordersrand false relationshiPS»which1stand between the Creator

and the Created, As he himself is a means by which the end of

the Creation is made manifest;oso is the gift,of language a means

by whlch through his own creatlve act, he can ‘himself further
realize the D1v1ne plan——or he can lose 31ght of the Divine plan

altogether~with~the painted and false,eloquence that,tells
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"A Tale in tongues that sound like Babel—Hell," Such is this

"*:r,danger that in “Dumnesse“ the flrst word sPoken by the Chlld

- seems to lelde and dlstlngulsh between thlngs that before

speech were wholly and intuitively known: "I then my Bliss

did, when my Silence, break." Within the brief period of

silence

' a Pulpit in my Mind,
A Temple,‘and a Teacher I did find,
With a large Text to comment on. No Ear,
But Eys them selvs were all the Hearers there°
And evry Stone, and Evry Star a Tongue,
- And evry Gale of Wlnd a Curlous Song.
’ : , All things did com .
With Voices and Instructions; but when I
Had galnd a Tongue, their Power began to die.,
. (II 42, 11. 57 62; 44, ll 66~68)

The first "Words," however, the "Thlngs Whlch in my: Dumnesse did

‘ appeark" tookkroot,‘andVWere not drowned in the n01ee of;Babel:

; these will whisper if I will but hear,
And penetrat the Heart, if not the Ear.
- : (II 44, ll 87~ 88)

It is thesé original “Voices' and "Instructlons that

L Traherne's words describe, enddtheir ultimate appeal is not to
‘the,Senses which’delight, quite legitimately; in theﬁdifferences
of thlngs, but to the heart and mind which alone percelve the

‘truefunity. It is to thls end that the poetic act creates flrst

by taking away, by remOvlng the accretions which language gathers

around itselfkwhen, bemused byhthe differences of things; it
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. labels, codifies and defines with structures of its own. The

‘y way in which Traherne uses language to celebrate the unity of

erall things is clearly set out ‘in "The Person:"

e E Mistake me not, I do not mean to bring
el - New Robes, but to Display the Thing:

SR T Nor Paint, nor Cloath, nor Crown, nor add a Ray,k
But Glorlfy by taklng all away.
D L (11.74, ll~l3-l6)

Thus we have a reductlon whereby theklnner llfe and the pr1nc1ple
of unlty are revealedak Traherne, after statlng that "Metaphores
%‘;zy]' conceal" (l.25),vSOmewhatgincqnsistently;goesgon,to uee one
himSelf; “He séeaks of the "Anatomieﬁ which -language must
'perform. 'Whereas:Donne‘s eﬁétomy served to reveal the sicknees‘

and corruption at the center of all things, Traherne's reveals

the 1ife and the spirit: "Survey the Skin,\cﬁt,up‘the Flesh;
‘the Veins / Unfold: The Glory there remains" (II 76, ll 29—-30)°

The‘lnd1v1dual parts reveal their harmony only when no attempt

is made jefo] define their indiv;duallty, to,character;ze and .
rkdistinguish‘by imposed metapher and ornament, Thus "My Cheeks,
my,Lips,;my'Ears,~my'Hands, my Feet"é—images'undistinguished

- and ’arranged' in Ohly~that"qrder' which permits,the~greatest

senee of perticipation:and identity between the,individual
tmemberse—together form the humankbedy; and, by Traherﬁe's own
"analogy, the poem 1tself.
And. these in all my Ways

Shall Themes becom, and Organs of thy Pralse.‘
(II 78, ll 63- 64)




If we understand the klnd of part1c1patlon and. 1dent1ty

‘7¥s whlch ‘Traherne flnds in all parts whlch make up greater wholes~—

e the llmbs ‘and organs of the body, the streets of a city, the
‘_mlnerals that make up the earth, the 1nd1v1dual men, women and

'chlldren who make up the race--we can understand the function

o of the parts which make up the poems, beglnnlng w1th the words

o themselves. In order to exPress the great theme of Fe11c1tya

2 the joy he flnds in such richness and harmonya Traherne some~
tlmes 1ntroduces images from a mythlcal or allegorlcal frame— ;

worka only to dlsmlss them as 1nadequate. In "Love,“ for

":,1nstance¢ Danae and Ganymede are seen as representlng ‘the poet’

delight in God’s abundanceg but 1n the end they are "Too Weak
"and feeble Plctures to Express / The true Mysterlous Depths of
Blessedness" (II 1682 ll 37-38) . The,mere~complex the Symbol,
thedless 1ikely that’Traherne w1lltfind any use for‘it. InSteadE o

he will pareaaway and reduce till we are left with the bare bones

. of. language, mere abstractidns from 'reality.' But as 1. AL

Rlchards has pornted out, "An 1mage may lose almost all 1ts

‘sensory nature'to the polnt of‘becomlng scarcely an- image at all,

a mere skeleton, and yet represent a sensation guite as

adequately as if it were flaring w1th halluc1natory v1v1d1ty “20

'Traherne's bare,images do not appeal to the senses, or, to be

. more exact, to that store of memories of individual sensations
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“and assoc1at10ns whlch most poets draw thelr imadges from,l and -
to which they appeal in the reader. In those cases where the
;1mages he uses do have as3001at1ve and sensuous power, as in
the frequent adaptatlons of the language of the Psalms or the
Cantlcles¢ Traherne often sets them agalnst a greater and more
abstract reallty, as in "The Odour:"
What’s‘cinnamon,,compar'd to'thee?
Thy Body is than Cedars better far:
Those Fruits and Flowers which in Fields I see,
With thine, can not compare., :
- Where ere thou movest, there the Scent I flnd
Of fragrant Myrrh and. Aloes left behind,
(11, 122, 11,55-60)
kThe “sensatlon" we ‘are left w1tha the cumulatlve effect@ lS of
sense itself sufqued with spirit, as the poet’himself suggests
inlan impressionistic passage from "Wonder:"
I felt a Vigour in my Sence -
That was all SPIRIT., I within did flow :
With seas of -Life, like Wine, = '
’ (IIoBy 11020"'22)
Traherne's 'lists' of common;objeotsayfeelings and states
of mind serve the same purpose: to‘conveyg like the separate
dote in a'pointilliét’paintihgz‘a total impression of the one
'“Spirit,"/whichalwhile not apprehended thrOughrlOgic‘ork"
reasong nevertheless inhabits therrealm of pureh“Idea "21'~The,‘
‘ac;lVlty whlch occurs in this realm is descrlbed in “Walklng "

where “To walk is by a Thought to go, / To mov in Splrlt to and

fro" (11.1351 ll.l9—20)° To observe pleasurably the thlhgs of
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the world is not to stop at the level of sense, but

To fly abroad like activ Bees,

Among the Hedges and the . Trees,

To cull the Dew that lies
- On evry Blade,
JFrom evry Blossom; till we lade
' Our Mlndsa as they their Thlgh o
; (I1.135-136, 11.31-36)

‘It is in the transition from "Thlngs“ to "Thoughts“ that Traherne

flnds true w1sdom and fellclty.22

"Thoughts" are the “Ends of
OutwardfTreasure,"lthe“only way in‘ﬁhiehtwe oao'apprehend God
 eince Ehe~SenSesfere finally limited: “The;Ey's confiﬂdgktﬁe‘
: Body s pent / In narrow Room. Lims are.OL small extent"e
’("Thoughts Iﬁf.II 170, 11, 6l~62)°‘ The purpose underlylng
"Traherne s bare images and abstractlons seems clear. to use
words that‘convey the,general~end not the partlcular truth:
’WOrds that deliberately‘avoid ’desoribing¢“ where,deSCribing
’means diffeientiating;“words‘whiChd when rﬁn together, convey
the eseeneeVOfVUnreStricted thought. R it

One crltlc tas found 1t paradox;cal that "it 1s ﬁhen ‘he is
':writing of visions that Traherne is mostfconcretep"23 It is

truea;thet in,several poems a greatknumber of specific images

| ‘woccurg,but'the kind of vision such poems contain is often of a

desolate nature, as 1f the detail ltself were consplrlng to rob
the poet of hlS true fellc1ty. Such a vision is the subject'of

“Solltude," The poet has left the town, “The Sword of State,
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;the,MayorYs Gowng / Bnd all the Neighb“ring Boys," but nature

,offers no consolatlon desPlte, or rather because ofy the

k2 }partlcularlty of her several pleasures~—a partlcularlty whldh

lthefpresenceaof;llmltlng adaectlveskalways suggests in
JT:aherne:
The shady Trees,
; The Ev nlng dark@ the humming Bees, :
The chlrplng Birds, mute Springs and Fordsﬂ consplrea
To . glv RO’ Answer unto my Desire,
' (II 99a ll 53~56)
4So also in "Poverty," where the cups and dlshes and wooden
stoolsl andethe_painted~cloth which‘Wrought%"som ancient'story,"
convey only desolation because, as the poet goes on to say in
1‘his more familiar'stYleg "I neither thought the Sun, / Nor
Moon, nor Stars, nor Peeple, mine” (II.102, 11.25-26) ¢ When we
~read;ink“DisSatisfaction"gthatg
: In:ev?ry House I sought~forkHealthgf
Bearcht evlry Cabinet to spy my Wealth,
- I knockt at ev'ry Door
: ‘ (II 103, 11, 9~11)
:‘we~are reminded of Vaughan;,whose search through the‘actual
places where Chrlst 11ved and dled was frultless,k In\the'New
fJerusalem of “Chrlstendom““ however,«as in Vaughan's Eden of
V'h"Ascension—daYK" the v;slon is boundless, and immediate detail
diSappeafs in the transforming whole:
No Marketsa Shops or 01d Exchange,
No Childish Trifles, useless Thlngs-

‘No Wall, nor Bounds
That Town surrounds;



But as if all its Streets evin endless wereae:
Wlthout ox Gate or Wall 1t did appear,
(II 108, 11, 45—50)

Two visions are juxtaposed in "ShadoWs in the Watera"‘one the

°«eactualymirror—image;OE the‘otherl but the exact detail which is

reflected in the water is clearly no key to an understandlng of

the other world whlch lles beyond Though similar in alln

, outward respectsg this other wor 1d transcendsfthe‘clear detail

which is all the eye of the senses can see: "For other great

and:glotious En65¢;/ Inhabit’yet my‘ﬁnknowh'Friends" (II.129;

11555—56)°: It ls through a 51mple@ repetltlve and unspec1f1c

,‘dlctlon that Traherne seeks to bring that. other world lnto the

i ‘reallty~of»m;nd:and thought.

Iix -

Having considered first the kind of reduction we find in

te‘,'Traherne@ that part of the poetic act which works to "Glorify

by taking all awaygﬁ'we'are in a better position to assess“the

‘othertsidef~offhis;poetryg'its Simple_profusion'and multi~

t~plioation‘of'idea‘and image. At;first,this‘profusion seems
%a~a‘undisciplined and essentially contrary to the bareness of the

- poetic means, but it follows inevitably from the removal of all

that‘ie particular‘and~the revelation of all that is common.,
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Subtraction andrmultiplication are prdcesses inextricébly

' vlinked in Traherne; A correct understandlng of God and. the

~un1verse depends on our correct understandlng of the thlngs of
"pthe world and even the parts of our own body, Once the 'purity’
of ;ipsﬁreyes*andkears has been established-~their purity, that
~ is,; in the realmrof,thoughté—then the true harmony of the body
.can,be~properly'underst00<i° In the semeIWay.each individual
- man relates to all men, all "People@" and thus we move ever
outwards to establlsh the true order of God° As the poet makes
clear 1n “Consummatlonr" this order is no 1nventlon of fancye
We mayjplcture_whales and dOlphins‘sweepingfwith their tails
the waters of‘distant seas, but within the true'realm of. thought
‘such momentarily pleasing pictures disappear:
Nor shall we then invent _
Nor alter Things; but with content
| All in their places see;,
As doth the Glorious Deity;
‘Within the Scope of whose Great Mlndy,
We all in their tru Nature. flnd .
'This order is not so much a traditional Chrlstlan,or‘Platonic
ascendingworder¢ but one which moves outwards in all directions
‘VfateoncetyfrOmvany given center of consciousness, . Thus is each
man‘éu\A@amﬂ each city a Jeruealem.
- We can apply a similar principle in our assessment of

Traherne? s poetry as a whole. Once the‘puritYVOf,the‘naked'image
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~ bas been established with 1ts partlcularlty removeda then it can
ﬁ;{“multlply through 11nes, stanzas and whole poems, unt11 a whole
‘newf‘world°’is created° Sincekthis poetic order, like the |
~ divine order it imitateS@ is not hierarchical in nature, but

+tends- to move'outward from anyegiVen point, the complex syntax

and the exténded”Symbols and'eonCeits'which giVe density to

hTakDonne and Herbert wou ld act as"” 1nh1b1t1ng factors,‘and are thus

present only to a marglnal degree. Traherne s poetry has not
depthg but exten51on, and its forms accord perfectly with his
ersron*of cosmic order.

That Traherne was profoundly concerned with order, yet

“hardly at all with 'inner structure,' need not eppear incon~

sistent if we consider that his order is essentially two-

dimensiohalg as opposed to the three~dimensional order of Donne,

inlwhose poetry thetdimension of‘depth is of major importance,

‘ of "Goodfriday, 1613"hand the Second Annive’rsaryzt lateral,

"71 movement in space is always comblned Wlth vertlcal movement.

In "“Goodfriday, 1613" the “rlslng" and "settlng“ of the Chrlst—

-sun, and the closelyiassociated image of the'Christ-sun

controlllng the earth's light and darkness along its polar axzsp

combine w1th the lateral movement of the planets and of the

‘rider himself to produoe"a complex three~dimensional structure;
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»51m11arly, the outward movement of Ellzabeth Drury s soul ‘in

the. Second Annlversarv is also an upward movementt thus encom-

"~pass1ng both the llmltless extension of space and the fixed

‘stages' of‘the vertlcal hlerarchy° 24 But it is dlfflcult to
tlmaglne how Traherne's 1nterchangeable and 1nterpenetrat1ng
order, w1th 1ts center in every created thlng, could be
”’”‘concelved of in any other than a two~d1men51onal waye  in‘a
ipoem;such as ”On Leaplngkever the Moon" (II 130), where he does

attempt to v1suallze a three~dlmen510nal unlverseg the result

is’little moxe than a Self~cénsciOusvjeu d’eSprit (it is perhaps
"significant;tbat the poem recordslnotihis owh~imegined‘experience¢
but~his,brotherfs).;rTraherne’s ?pietures“ of fields, streets
and'cities‘charaeteristically stretch out in,flatn endless
vistas;”he tells us frequently of the absencetofkwalls;,hedges ,
and other barriers to expansion, "Cursd and Devisd Proprieties"
fled from7sight,f
: And S0 dld Hedges, Dltches‘ lelts, Bounds,
I dreamed not ought of those,
But - wanderd over all mens Grounds,
" And found Repose,?> '
("Wonder;* IIl. lO, 1. 53~56)
If, then, we mean by nstructure"an essentlally vertlcal
pattern of fixed relationshipst Traherne”s poems have no
structure and noffixed‘order,‘either within themselves or in

relation to each other. But if we COnceiVekof~an 'ordet? whiéht



232

yis‘essentially unstructured but which has breadth and width
';and in whlch parts are 1nterchangeable, then- we- can understand

how the poet can insist on the 1mportance of order, as in "The
°~,V1sion |

Order the Beauty even of Beauty is,
' It is the Rule of Bliss;
The ‘very Life and Form and. Caus of Pleasure,
- Which if we do not understand,
Tén thousand Heaps of vain confused Treasurea
SWill but 0ppress the Land.-
(II 26, 1ll. 9~l4)

é_ffT*; Such an order is nOtrstatie, In "The Improvment" the poet says

im_ﬁlgm'{thet,there,would»be no goodﬁess,'w1sdom or happiness in things,;
e ~ T , : ST
S

k “Did not they all in;one fair Order move" (II 32, 1. 21)° But
 we will look in valn for the’ klnd of inner movement or develosz

‘mentkwhich in Donne, Herbert and Vaughan;is based on the notion
~of specific direction, Instead, the poens imitate thefexpansion
of the spirit itself as described in "Nature:" ‘

It did not move ; nor one way go¢ but stood,

~And by Dllatlng of it self, all Good 5
It strove to see, as if twere present there,

Even while it present stood conver sing here.
(11,62, 11, 33-36)

The movement is that of thoughtVitself,XWhich, free of the.

";restrietionsfef,the senses, and depending dn no way on iogiCal
‘argumentg WFromQNothing>to Infinitie it turnsi /‘Even in a

Moment" (“Thoughts III," 11,176¢'ll.37-38)°
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This- does not mean that only the Ideal and the Inflnlte

 5 have value.~1f thls were the case, we would flnd it dlfflcult

e to explain why Traherne took such care with the actual flnlte
t',*ispatterns of hlS verseg‘and why he did not s1mply run everythlng

t’together 1n an unrestrtcted outpourlng of words. Once again

: the exPlanatlon lles in the nature of God‘s own creatlve Act,

Within the world of the Creatlon God chose to limit thlngsg

’51nce 1nf1n1ty cannot ‘extend‘ 1tself¢ but can. only *contract?
ﬁkltselfjlnethe~fln1te. Traherne does not aveid'the paradox |
. which must ensue; rather, he'accepts it and realizes that for

the human spirit to be-conscious of, and delight'in¢ the

infinite freedom of thought, it must also know and under stand

Vs, limitation. Thus we find in one of the poems from Christian

Ethidks:7'

A Sea that's bounded in a finite shore,
Is better far because it is no more., :
‘Should Waters endlessly exceed the Skies,;
They‘d drown the WOrld, and all whatefer we prlze.
) (11 186, 11.13-16)

It is the central mystery in Traherne s view of Creatlon that

individual forms and parts, Whllé all one in the realm’of'

 thought, should necessarily remain themselves, Ordinary things

are to be seen and underStOOdyin themselves,'but not for them—

selves, The same/ebServation can be made of the individual

- poemsS.
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It is‘thrOugh‘the‘senses§~the,awaxeness of~;imbs,,eyes
:sahdhearsflthat the infiniteeis’firSt made known'tobus;~it‘is
;fkhfh J likewise’through;the senses that Traherne‘s;verse mekes its
h~first¢“though not its;lastg appeal° It isssignifieant that,

ﬁwithin the wide bounds of aeconcept of.form which almost =
. totally rejected;complexity of inner structure and controlling

- figures, Traherne should have taken'such care with his.

i'yli ' elaborate‘stanzas¢‘80me of the most elaborate the seventeenth

century producedk,from the point of view of length, rhyme

SCheme¢iand~number of feet to’aklineu Miss Wade, while

denyingkanyforganic‘relationShip between verse patternfand

contalned themee observes that “there can be no doubt that

'Traherne took conSLderable trouble w1th the actual desmgn of
his wrltlng, that is, the pattern presented to the eye by the
Harrangement of -woxrds and llnestZG- The dangers of mere
shapeless ‘effusion are constantly present 1n a poet like
S _Traherne, but they are met, on the whole, more successfully in
k the,poems~than in any othe;lpart of hlS wr;tlngs, except

perhaps certaln parts of the Centurlesot‘

Traherne s poems are, 1n fact, a distillation of the
exPerlences conveyed in the Centurles. This does not mean that
they'are\more 'conc1se,‘ or less repetltlve, but that much of"

. the directly;autobidgraphlcal materlal found in the Centuries is
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J°  ‘omitted in the poétry, particularly in that selection which
the author,himSelf;gives us in the autégraph manuscript, The
poems whichkare found Within the Centuries and_christiank
Ethicks areVlikewise distillétions iﬁ’verse of thefprose‘which

surrounds them, differing not so much in‘eSSential,structure

‘as ‘in their general and timeless application,éf‘thé specifickf'
‘meditations, | '\ |
‘But the pfoblem‘of a£rangement remainé,;even'when this
‘seiéctiVé;process is taken’into,accéuht.,‘The,prihciple of
Lmuitiﬁcenﬁeredness<and interéehetration’is}always of great

rimportance,inuTraherne's‘thought, andfinzhis verse the poet

“sacrifices none of the repetitions and *lists' of the prose--

he rather extends them and emphasizes them Ffurther by the

removal of a personal, autobiographical framework. The poems
must provide, as it were, their own framework. It is as an

attempt‘toMfind,this,framework that we can best accbunt for

. the,curious'structure of the half-prose, half~-verse Contemplation

- and Thanksgivings. Here the principle of intepchangéaﬁili£§ “ H

is applied in its most directly visual way, as dependent
Series~of WQrds are bracketed and otherwise arranged in'groups

~and clusters. :Thé following is a small example taken from:the

‘Thanksgivinqs for the souls
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Atheists, ~ Physicians,

Divines, - - Philosophers,
All agree and consent to this,
That :

Nature never gave to any thing a power in vain,
To what end therefore am I endued with these eternal Powers,
({ Greatness :
The similitude of thy { Infinity }in my Soul?
: Eternity : “
It lS not that I might live,.
Wisdom ; e S
In the srmllltude of thy ( Goodness tOWards all thy Creatures?
HOllneSS‘
(II 236, ll 264—276)
In these works we see in a klnd of chaos all the potentlal forms
the poems mlght take. Long lines, Shorttllnesg 1tallcs;and
‘capitalsk strings of synonYmsl instanCesfandfeXamples——the raw
ymaterlal of hlS poetry waltlng for the hand which will glve lt“
,beautlful shape, but which w1ll in no, way restrict or dellmlt,
the*poem, like thOSeoobJects which first attract the 1nfant eye;
. must attract the reader's eye with its ordered beauty, but its
visible shape and its sound to the ear must conduct the reader
to the‘pure'realm'of‘thoughtq
At a simplekleVelf Traherne's verse patterns perform a
 similar function to those of Herbert: to reveal the many ways.
in which God manifests and extends Himself throughout Creation
and - in the mind of man, But where Herbexrt's verse patterns
rise inevitably out of the particular Situation:which~i9~the
subject of the poem, Traherne's lack this kind of inevitability,

mainly because the poems themselves do not fortthejmost partkt
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erisedfromkparticulér‘sitﬁatiOns# but frem a perCeptiOn‘of the
one truth underlylng all srtﬁatlons.f i heve said befOre that-
v1rtually any poem of Traherne offers dlrect access to thls
central;truth, and’this truth in turn, rather than the
particularipeem, justifies!the verse form,’ Bﬁt\ohly certaih
kinds of vereeifdrm areflikely to prove-ameneble to this.
”prinCiple;b We Would net-expeet¢ for iﬁstanee; to~find
Traherne wrltlng’sennetsvor dlalogues,‘or eny other form’
where antlthetical elements are present and coﬁstltute a-
legical and/?rogressive Order‘of their anq‘ In that |
'tminorityiof ?oemsfeomposed dffunﬁarying couplets we sense a
/rigid'and superimpoeed plan,at odds With thekflexibility end

expansion of his characteristic vision., The progressive

, forward’movement of’Donne‘e coﬁplets‘iﬁ’tﬁe’AnniverSaries is
an indication,bf thefsuccessive‘development'ef ideéé};iﬁ”

| ‘Treherneu;thiekkind of development beihg‘largely absentl the
'eoupletr proves tQ bejaﬁ ineppropriate and mpnotohouspvehicle.

With'his use, hoﬁeVerﬂgof the kihd 6f counterpoint of

rhymeg 1ine length,end syntactic ﬁnit which Herbert developed;ek
‘Traherne Wesfable‘to construet a 1erge number of different
etanza.forms all of~wﬁichygiﬁe,e;graceful Shape to‘butedO‘not

impose on or obscure the all-encompassing vision, The

arbitrariness of arrangement evident in the Contemplation and
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~the Thanksgivings isireplaced by the symmetry of the lines
‘themselves, whiié the sense of complete openness and freedom
is maintained by the enjambment, the constant controlled
overflowing‘qf.one'line into the next, Robert Ellrodt
 provides a‘valuable summiné»up of the function of Traherne'’s
verse patterhs:

De leur compllcatlon méme nailt 1 impression

de naturel gque donne l’lrregularlte gquand on ;

ne sent pas de contrainte pour amener la pensée

2 epouser les contours capricieux de ce cadre, .

Or, a cet &gard, Traherne est . servi pax_ la "fa01llte"

meéme de son art: comme il n’he51te pas a repeter '

1tidée, & multlpller les enumeratlons, a prodlguer

- les synonymes, il n'a p01nt de peine - remplir
le cadre tout en laissant 3 la syntaxe et au
rhythme leur fluldlteo

Flnallyg thena though we cannot say that a. partlcular ver se form
or stanza pattern 1s,1nev1table for the particular poem in which
it OCCursz we can say that the pattern of Traherne's verse as a
“whéle is the inevitable eXpression:of a,single vision, of which
‘each part reflects all the others.

T have tried to show that our understanding‘of,Traherne‘s
sverall poetic form depends upon our first understanding his use
of words and images within the‘sentence. The individual simple
‘words and iméges'whiCh the,poet has arrived at "by taking all
away" are the foundation from which grows the whole poetic

edifiée; rBétween the smallest and the largeét unit, howeVer¢~f

theie is perhaps less difference and4less distance than in any
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oﬁher éoet of th‘e'periodB in~Traherne poéticfmeahs and’poetiC'
ends are indeed fused‘in aiQay‘hot possible in otherfpoets
whose mbre’complex aWareheSS‘of’division and diéparity'within
 thé'sélf and the world démands mOre c§mplex organizing structures
, and‘mbre complex deVelopment of ideés°k But in the identity k, |
of’poetic’meén$‘and ends, and in the hea¥~identity‘of sméllest,
;énd largeSt poétic units, Traherne's poems refléct as clearly
' as‘thbse of any other reiiéiéus'pdet,én individual‘experience
of qu—ein.this case a God ih~whom méahs andﬂénds, lérge~and
éﬁali, are meahihgleSs’és distihctfanakseparate ideas. By |
"taking’allkaway“ we discovex th;; all are’oné; by enume£ating,
uénd;muitip}jing Qe celebrate that oneness, |
:[Finally, then,,We‘mﬁst.see thékpbems of Traherhe as a singlek
géstufe; a[singleuaéﬁg 'Theirkvalue as pbetryrlies ultimately
in‘theiﬁalﬁe«ﬁé assign té that'act: tﬁere isklittlé,that is
kincidental‘tokit,ylittle thét'can Be,extraéﬁéd’and‘admired foﬁ:
its own sake; Single images and phrases taken_out ofwcontext o
'inevitably appear flat and unpoetic, notfsbymuch because of a
lackféf expressiVeness”‘but because tﬁe ideas whiChfthey,do
Aexpreééflivegonly within a total cféativé aCt;~an act of ler,
in the poeﬁ as in the God he celebrates.z8 Seen within this
largex éontekt, iméges énd phrasesfreinforce"each othex and

buildrup;a‘cumulativé pdwer through repetitibn. ’Yet~the final
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effect is not that of incahtation. eThe variefy of stenza‘foims

' provides~an'everchanging settihg for‘familiar words and’ideas;

a visual equivalent touthe\numberless orders of things in the

worido | |

Morekimportaht, however, is the way in which a single'
word~or idea~maY‘be~mehtioned only~in,passing in one poem; as
anoexample;perhaps,‘or as one item in a '1ist¢'~butymay becomek
of central 1mportance in another poem oxr group of poems; Thus
do’various ’themes‘ sﬁeh as Innocence, Eden, Thought, Love and

,KnOWledge'appear in turn as important aspeets of our‘tOtal

; beingfin God., No one theme etands pre-eminehtgoand;each

involﬁes ﬁheothersk’g29 kaaherne‘e~disposition'Of WOrdst ﬁhemes

‘ ahd-verse forms‘reinforceS‘his poetry‘s“eSSentiol ’structu:ep’
’Each'boem‘stahds at the center of all the others.‘Just as.

- everyrindividual soul stands, forkTraherne, at the-centerjof
fthe Creatlon as its 1nher1tor and 1ts summatlona so does each
,poem stand as a sepaﬁate express10n of a general truth,
single poetic act whose nature can be understood only by
‘reference'to the total act in which it~occurs; The realization'

of thlS klnd of poetic whole depended upon the evolutlon or

 dlStlllathn of a 51mple, ba31c vocabulary and a mode of
expression absolutely clear and,unencumberedrby complex,'

particular figures and other structural devices, Vaughan, .
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I think, was clearly moving in this direction, but it was
Traherne who followed Herbert's advice most rigorously, and
in so doing created his own consistent and appropriate poetic

forms,.



CONCLUSION

In terms of the changes in poetic form and spiritual vision
which I have attempted to trace, Traherne's poetry marks in
certain respects a terminal point. Donne’s and Herbert's methods
of logical development, antithetical argument and complex and
ambiguous controlling figuﬁes were shared by the Secular poets
as well, as the example of Jonson demonstrates. From these
methods grew, ultimately, tﬁe rational and discursive modes of
the Restoration and the eighteenth century. But with Traherne
the short religious lyric, and the vision whiéh sustaihed it,

virtually came to an end as a major poetic form. ' The complex
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stanza.pattérn, COﬁpled,wiﬁh a piain,‘répetiﬁiVe ahd abstraét
lahguage,:fifst seen briefly in Herbéft‘and further developed
in Vaughangkwas carried'tq its fﬁrthestféqint,in Trahefné,‘and
cOu1d~go no furthero‘ Nothing more could be added without ;
ﬁaking‘away@ Just aé7nothing cbuld be added to Trahernefs
harmonious vision»of~man andyééd~withoutrreduciﬁg ite ‘Although
- complex ané iiregular,stanza formsfappear in thé work of othei
notable poets §uch aé deley,‘DtYdén, and‘Collins, the
inspiratiOn%fasyﬁith Jonsoh, i;’primarily éiaséical and
sécular.k:It,is hdt tﬁek“easf,Stile dréwn‘from a nafiveVVeiﬁ"
':’which Trahérne‘wrote of,vand in whichﬂhe~praisedaGod and theﬁ~
Creéﬁién with éimpliCityxand'fefﬁor. Later]figurés suCh'as
Blakég Sheliéy~aﬁd~Whitman show in,some wéys a retuth to
 Tréheine's vision ahd poetic méthodsa'but in a context so
removéd from‘thaﬁrof séventeenﬁh—century Chrisfian devotion ‘5
‘thét'ﬁéaningfﬁl compar ison is ail'butiimpossibie,~~1t ié with
thé~6£her metaphysical poéts that'he:findé‘his‘placé,mand it
‘is'from their poetry that‘his own poetic forms emerge.

© In describing the formél and strﬁcﬁural‘principles that
iéré té'bekaund~embodied in‘the religibus §0e£ry‘of Déhne,'
Herbert#,Vaughan,and Tféhéfne, I?hévé tried to find é balance
betWéén'what‘iskCOmmoﬁ to thé'péets’and what‘sepatateS‘them.

What is~cdmmon is the deéire not only to celebrate God, but
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actiVely-to khow_Hiﬁ‘infa'mostyimmediate andrperSOnal Way}_
not to define and—justify one particular way ef‘knowingvHim¢
aecording to*e predetermined pattern of orthodox obeeIVahgeg‘
‘but te know Eim‘Within the individual SOﬁl; to know Him in an
rintense‘eneotnter which transcendsx thoﬁéh it maytspringkfroﬁ,
formai‘ﬁatterns'ef ChristianHW‘orsh‘ip° There‘is a large body
ofkreligieus pbetry which’ié;coneerned &ithfthe celebratiohrcf
Ged'and;with the justificetien of e perticular way of |
eeiebreting HimgiZSuCh‘a‘body;of poetry may include'everythirg
from simple hymns'and devetibnaltexerciSes”to‘long¢°diseursive‘
’poeﬁs with a‘dectrihalzor éven polemical basis, eThough there
are érthedox7deVOtiOnal and doctrinel éoems in thetwork ot alil. -
four poets I haveleh0sen:to'discuss,fikhaVe~¢oneentrated'on the
‘subjeCtiVe‘eceount,each oﬁe‘gives of ﬁie own personal search
for uhieh With'the Divine, Withinfthe ’limits"of this search
there 1s room . for the greatest possrble dlver51ty~—a dlver51ty
'1mmedlately apparent in the range of exPre551ve forms we flnd
My primary concern with the forms thesefpoets uee,has been
:diCEated by a belief, first, that thefreletionship between them
'~as rellglous poets is most clearly to be ‘seen in the nature of
their poems as verbal structures, and second, ‘that these verbal
_structures embody and give the most‘direct access to theilr

essential religious experience. By examining them it is possible
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to findfa'surprisingly cOnsistentﬁpattern‘of change which
’corresponds_tora similar qhange in the relationship between
 individual soul and God as experienced by each poet. As two

‘chvenient terminal points in this study, Donne's Second

Anniveréaty and\Traherne¥s boems‘taken as é Whole defihé
theunature of‘a’;progreSS"which is importaht not only in
anjunderstanding of seventeenth—éentury religious verse, but
- also in»anyundérstanding of the baSic‘issué faded by all
Fp¢ets;who mus£try té cohﬁey‘in WOrds‘the ineffable, For

if} in Donné5s viéiOn¢ the soﬁl of EliZabeth_Drury in its
/unréstricted flight,tepreéeﬁts:a ététefof perféct knowledgeg
 ; perfédt’uhity’and final fréedOm.froﬁ thé limitations 6f Séace
and'timéqytheh thé prbblem Qf'how this,state is to beirealized‘
within each équl,,aﬂd con&éYed‘thrOughfﬁhe médium‘Qf poetry,'
ié central‘to allﬂfour poets°, And it is by means of a
gradual,ieplacément ochmplei pdetié étructurés épdrfigures
by,éimple oﬁes; of lbgibél»progiession énd’a:gument‘ﬁi :
;spontaneéus-and'associative expansion, and of the defining

7particular inétance by the suggestiVe generalization, that

_Donné'S‘vision'of‘the soul!s freedom becomes'increasingly central

in the work of the later poets, and provides Traherne with the

very basis of his poetic forms.
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" With’the diSmantling‘of the comblex Structures‘of DOnne
and Herbert, and w1th the return to snaller poetlc unltsuand
a srmpler, unspec1f1c dlctlon, Vaughan and Traherne moue
' away,from concreteness, from what EllOt calls "dlrect,
sensuous apprenens1on of thought,“ and towards pOeth language
! and poetlc forms whlch do not deflne partlcular 1nd1v1dual
experiences, but rather suggest a potential, shared experience
,1n whlch 1nd1v1dua11ty‘1s transformed in the newly discovered
llght of unlty. Flnally, in Traherne,‘the‘indivisible'nature'
' of God, man and Creatlon, and the assrmllatron by\e#pan51on of
the boundarles of tlme ‘and space, are expressed dlrectly by
the poetrc'form :.tselfe Donne;recognlzed that‘the erth act
was’an~imitation‘or“the,purer, unrestriCtedcact of Elizabeth

Drury, and ultimately of the,original creative Act of God

’ﬁimseif} the essential meaning of the‘AnniverSaries is found
in this analogy., Traherne’s noetry’is also an'imitation,~‘3ut'
witnout theesustaining metaphors:and tne Structured 15gi¢a1‘
development of Donne‘sdimitation, Traherne's'proceeds‘on‘the
‘ Princiéle'ofztne Virtﬁal identitY~Qf*theftWo‘creative acts, the
same fusion ofdends and’meanskin'both God'sycreation and the |
poet&s,f | |

| As exPressions of religious experience and of mystical

, inSight,the poetic methods of Donne and Traherne seem: to me to



247 ‘

be equally valid and equally approprlate. ‘They are not polar
oppos1tes, as the presence of both methods in Herbert and

~vaughan 1ndlcates. Nor, fov all the dlfferences 1n sen51b111ty¢

~are any of these poets 1n dlsagreement concernlng the dignity

of thelr subject and the dlgnlty of their poetlc calllng°
Cons1dered 31mplyoaskpoets; as 'makers? of’poems, they may'be‘
"judgedktoyhaverreached‘very different levels of aéhievement. g

I hope to have shown that an understandlng of the approprlate—‘
ness of theirx partlcular poetic means to‘the end which all |
sharedu-the greater knowledge and love of God——is necessary"
before'thistjudgment cantbekmade.n | |

| I have sald thot the w1dely varylng methods of each ooet

: lllustrate the complex1ty of the problem faced by all poets
who‘seek to;convey 1n,words God” ‘“deepn but dazllng darkness."
These~samehva£Ying methods alsO‘relseta crltlcal‘problem~lfo
theeWide rahge of personal religious VetSe‘Which‘chaiacterizes
the earliertpart‘of'thekseﬁenteenth'century is to be seeh‘wholegj
- and hot‘simply as an extehsion of the pdetichpractiCe of ; say,

| Dohne~or'Herbertet Alternatively, examinati0n of the ectual,
fovms of later poets’llke Vaughan and Traherne may cast a
‘reveallngr“backward‘ llght on the essentlal nature of the earller
poetry. ’In this way,it is possible to establish a coherent'

pettern of‘chenge within. the one‘SPacious framework-—~a framework
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consisting not of a set of rules concerning the essential
"poétiquenesse" (to use Donne's word) of certain modes of
,eXpression, but of the‘greater aWareness of God which these
dlfferent modes conveyg and which was the one shared aim of
all the poets° If we allow certainfelements only in the stylee
and technlques of Donne and hiS"SChool"to dominate our
response to the other rellglous poets, we may mlsunderstand

those poets who are splrltually closest to hlm@,;WYlle Sypher‘s‘
comment is relevant here:
Coleridge's emphasis upon an‘imaginatiVe'discordia
concors, the opposition of impulse within a poem,
has stimulated a criticism that is always seeking
~out or wondering at complexities, amblgultles,
tensions, and the shifts in tone associated with
irony. If a sense of these is not evoked from the
‘reader, the poem is suspected of approaching the 30
over-~s:|_mpl:|.f1edlz the naive, the sentlmental o o e
,Such an emphasis can lead not only to a neglect of the essential’

quallty and seriousness of Traherne s poetryg and of hls pOSltlon

in relation to Donnetcbut'lt can also lead;to a neglect of - the

kunified,iunambiguous ViSicn,which informs the Anniversatiesktheme
selves; aﬁd’which eachyofethe poets‘I‘have‘discﬁesed‘seeks to
convey in‘his verse,,‘To’consider the poems;as,artifacts, as
;expreSSive‘and beautifﬁl forms;’isa I believe, to~:emove‘an’
emphasis‘On whatcle ultimately pattiel and incidehtal and‘tc

concentrate instead on what is enduring--the experience finely



249

shaped, offered not so much +o +the réader as to God, The care
with which each poet. made this offering itself constitﬁtes a
bond between them; this care is also, in a way not easy to
define, a guarantee of the integrity of form, and, in the end,

of its essential rightness,
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FOOTNOTES -

1 On the Mvstlcal Poetry of Henrvy Vaughan, Pexviii. This

opinion occurs elsewhere: “"Perhaps Traherne's poetry is

generally less valued than.his justly esteemed prose in .

large part because we have not yet clearly understood and

- fully appreciated the specific form and mode of his poetic
'expression e o " (A, L. Clements, "On the Mode and Meaning

of Traherne s Mystlcal Poetry," 5P, IXI [1964] 500,.)

2
The Metaphvs1cal Poets, p,332

3 The Paradlse Wlthln, p.80.

4m, 1. Bell, ed., Traherne s Poems of Fe11c1ty (Oxford
1910) , p. XXlX. ‘ ~ L ,

5 Gladys»wade, Thomas"Traherne (Princeton,‘l946), p.l96‘

6 A more useful dlstlnctlon mlght be that already made - in the
poetry of Vaughan-- a distinction between the more orthodox pieces
written from within a conventional Christian framework, and the

- less orthodox pieces, among them the poet's most accomplished
work, which owe little to any such framework. The distinction

is perhaps no more final than that commonly made between prose
~and verse, but I believe it is the one that should be made if

we are to arrive at the 'essence' of these two later poets,
neither of whom seems to have been as firmly rooted as Donne

and Herbert were in the pattern of orthodox Christian observance,
In Traherne's poetry the distinction is particularly important,
Allan H, Gilbert has claimed, on evidence drawn from a.close
comparison of the autograph Dobell MS and the Burney MS in
Philip Traherne's hand, that "the selection of. poems in the
Dobell MS 1nd1cates that when his artlstlc interests were
uppermost, the ecclesiastical aspects of religion were little
regarded” ("Thomas Traherne as Artist," MLO, VIIT [1947], 326).
My own attention will be dlrected primarily to.poems in the
Dobell MS, not only because it is an autograph and represents
Traherne's own selective principle, but also because of the
generally recognized superiority of the poems over those added

in the later manuscript, whether subjected to Phlllp 8

amendments or not, See also Clements; Qggg;g.
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Engllsh therature 1n the. Earller Seventeenth Century
(OXfOI'd; 194‘5) LN Po 149 -

8 Thomas Traherne. Centurles, Poems and Thanksglv1nqs, edejk
H, M. Margoliouth, 2 vols, (Oxford, 1958), II. 54, 11.86-93, All

subsequent references are to. this edition. Where a poem appears

in ‘different versions in the Dobell MS and the Burney MSt the
~‘Dobell version will always be-given.. -

, 9‘see Gilbert( PpP.436-442, It is as important in reading

~ Traherne as in reading Vaughan that we do not confuse character-
istic modes of expressing spiritual truth with literal, auto-
“blographlcal statemente That Traherne attributes clarity of
vision to the state of infancy. does not mean that such vision
was enjoyed by Traherne only as a child, "Infancy“ and the
"Infant Eye" are part of a traditional body of imagery
referring to a specral closeness to God., This closeness may
be -lost in time;- but,‘ln Traherne, may also be regained in
time, Infancy and Eden exist always within the soul, as does
primal Innocence. That they can be recovered from error and
misunder standing is. the point of much of his. poetry and prose
(see particularly Centuries III.5). See also Harold G, Ridlon,
“The Function of the 'Infant»Ey in Traherne’s Poetry,“ SP, .
IXT (1964), 627-639a . ~ .

10 See Chapter III, n.2l. A similar kind of 'transformatlon”;

in the idea of Christ is found by Sypher in the typical

~ “centralized" church of the Italian Renaissance: "In these
churches so luminously planned Christ is no longer . the
suffering medieval man who is crucified but a Pythagorean

~creative principle, Christ Pantocrator, a Logos-God whose
divinity is expressed by symmetries"” (Four. Stages of

Renaissance Style, p.63). Not only.in Vaughan and Traherne

" but also 1n'Mrlton, Bunyan and the Cambrldge Platonists we

find Christ the Exemplar stressed rather than Chrlst the
Sufferer.

11 Giipert points out the "lack of churchly and Trinitarian
‘reference" in the Dobell MS and in the most generally acclaimed
parts of the Centuries (p«327). Christ the Savior is mentioned
only once in the entire Dobell MS, and in only four linked
poems in the Burney MS. -At times the poet himself takes on the
different aspects of Godhead, as in "Love:" "I am his Image, and

 his Friend, / His Son, Bride, Glory, Temple,.End."” For further

discussion of Traherne's concepts of original sin.and redemption,

see William H, Marshall, "Thomas Traherne and the Doctrine of
Original Sin," MIN, ILXXIII (1958), 161-165, and K. W. Salter,
Thomas Traherne: MYSth and Poet - (London, 1964)¢ Chapter IiI,
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12 :
Note also, in Traherne s translatlon of Pico della erandola s
De Dignitate. Homlnrs, the descrlotlon of man as "The Hymenaeus

Marrylng the Creator and his Creatures together“ (Centurles Iv. 74)» 

13 Traherne's strong sense of- 1dent1flcatlon w1th the Psalmlst

is made explrcrt in the Centuries: "You cannot imagine how unspeak=

ably I was dellghted to see s0 glorious a person, so great a

prince, so divine a sage, that was a man after God's own heart,

by the testlmony of ‘God Himself, rejoicing in the same thlngsz

- meditating on the same, and praising God for the same, For by

~ this I perceived we were led by one Spirit" (III.70). -Elsewhere,
however, Traherne sees the act of poetic creation as similar to

God's own. Act. See Ronald W, Hepburn, "Thomas Traherne: The ,

Nature and Dignity of Imaglnatlon," Cambrldge Journal, VI (1953),

725-—734e : : : :

14 Such an 1nter1elatlonsh1p may be seen in Herbert only w1th1n

an 1ndlv1dual poem. The poem closest in theme to Traherne,
- "Man," shows the same:kind of formal relationship between its
stanzas as that which exists between Traherne's individual poems,
Each stanza has its own pattern, yet each reflects the same
comprehen81ve vision. One might note also that this relationship
in. Traherne s poetry means that we do not find poems acting as
tpolar opposites' between which the rest of the poetfs work seems
to fall. Examples I have already cited are the two Anniversaries
of Donne, Herbert's. "The Sacrifice" and "Love III," Vaughan's
"The Search" and "Ascension-day." .Such poems also.stand at
either end of an evolving time scheme which is not found in
Traherne, though some individual poems do contain a simple
progression in time from confusion to enllghtenment, or from.
grlef to joye

15

po338
16

Problems of Art (New York, 1957): P95,
17 11, 378,

18 Mlss Col1e ~points out the sustalned apposition of Herbert'

; “Prayer " and her reading of that poem suggests its- srmllarlty
in principle to many of Traherne's poems: "The whole poem is an
attempt to bracket,; to close in upon the Jlogos without limiting
its extent, to find some words to invoke the words for which no
other words will do, the Word that is, in the end, simply
"something undexstood” (Paradoxra Epidemica, p.207),
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19
Lowry Nelson in Baroque Lyric Poetry (New Haven, 1961) flnds :

‘"The Retreate" an exception to the normal tendency of the period:
"Movement toward the future, either full or incomplete, is ,
perhaps the commonest movement to be found in the Baroque lyric"

(p.36) . L ' e :

0 S : S | TR ' :
Pr1nc1ples of therarfor1t1c1sm‘(London, 1924): P.120,
2
+ Traherne s use of the words “Idea “ "Thought" and "Mlnd""
perhaps best understood by quoting from.Peter Sterry s A Dlscourse
of the Freedom of the Will (London, 1675), p.49, Sterry defines

- Idea as "the first and distinct Image of.each form of things in

,the Divine Mind . . . Thus in every Idea of each Creature doth
this universal Idea dwell at large, and freely shine forth with
all its fulnesses and sweetnesses in a distinct form, as it

‘self in another form." This passage is quoted in Carol L.

Marks's useful survey, "Thomas Traherne and Cambr idge Platonism,"
PMIA, LXXXT (1966), 521-534, For further discussion of Traherne's
cconceptlon of the. Infinite and-its relation to the world of the
flnlte, see Colle, pp,l45~l68, and NlCOlSOD, pp.l96—203.

22 -For a detalled account of the relatlonshlp in Traherne between
sense 1mpre851on, idea; and knowledge of God, see Salter,
Chapter III.

, 23 Margaret Bottrall, "Traherne s Praise of the Creatlon," Crth,
I (1959), 130. :

24 A 51m11ar comblnatlon occurs in Vaughan's "The Water~fall" and
"The World," but the episodic development of most of his poems
suggests a mov1ng away from the earller concept of hlerarchy.

; 25 Miss Colie also notes the absence in Traherne s 1magery of
‘kcircles, spheres and rings (p.167)., These traditional symbols
of perfection and wholeness, as seen particularly in Donne's
Anniversaries and Vaughan's "The World," may have suggested
enclosure and restriction to. Traherne. ‘ o

26 ,
: Po 147'0

;27,11.389.

28 sue Salter, Chapter VIL. Though regarding the poetry as
inferior to the prose, Salter makes clear the appropriateness
of Traherne's poetic means in the llght of his poetic

1ntentlons.
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9 . . .
2 The order in which these various 'themes! occur has been

discussed at length by John M, Wallace in "Thomas Traherne
and the Structure of Meditation," ELH, XXV.(1958),. 79-89,
Wallace suggests that the thirty-seven poems of the Dobell
MS "constitute a complete five~part meditation which fulfills
all.the major conditions of a Jesuit exercise" (p.80).
While there is no doubt that Traherne arranged the poems
with some care, I do not believe that he was concerned with
writing a meditative exercise., For the influence of the
Augustinian meditation in Traherne, see Martz, The Paradise
Within, Chapter II. For further discussion of the order of
poems in the Dobell MS, see Denonain, pp.254-267.,

30 “The Metaphysicals and the Baroque,” PR, XI (1944), 3.
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