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THE GARDEN

How va&nly men themselves amasz

To win the palm, the oak, or bays;

And their incessant labours see

Crowned from some single herb, or tree,
¥hose short and narrow-verged sheds
fioes prudently their toils upbralid;
Bhile 81l flowers and all trees do close
To weave the garlands of repose!

Failr Quiet, bave I found thee here,
And Innocence, thy slster desar?
Histaken long, I sought you then
In busy compsnies of men,

Your secred plents, if here below,
Only among the plants will grow;
Bociety is all but ruds

To this delicious solitude.

Ho white nor red was ever seen

So amorous ag this lovely green.

Fond lovers, cruel as their fliame,

gut in these trees thelry mistress' name:
Little, ales! they know or heed

How far these beauties hers exceed!

Fair trees! wheres’e'er your barke I wound
fio name shall hut vour awn be found.,

When we have run our passion's heat,
Love hither makes his best retreat.

The gods, that mortal beauty chase,

gt111 in a tree did end their race;

Apollo bunted Daphne so,

Only tbat she might laurel grow;

And Pen did after Syrinx speed,

Kot as & nymph, but for a reed.

¥het wondrous 1ife is this I lead!
Ripe apples drop about my head;,

The luscious clusters of the vine

Upon my mouth do ¢rush thelr winej

The nectarine, and curious peach,

Into my hands themgelves do reach;
gtunbling on melons, as I pass,
Engnared with flowers, I fall on grass.



Meenwhile, the mind, from pleasure less,
Withdraws into its happiness:

The mind, that oceszn where esch kind
Does streight ite own resemblance find;
Yet it creates, tranascendling these,

Far other worlds, and other seas;
Aonihilating all that's nade ‘

To a green thought in a green shade,

Here at the fountain's eliding foot,
Or at some fruit-treets mossy rooil,
Cagting the body's vest agide, ‘

Hy soul inte the boughs dovs glide:
There like a bird it sits, and sings,
Then whete and combs 1ts gilver wings;
And, till prepared for longer flighbt
Faves in its plumes the various light.

Such was that bappy garden-state,
While man there walked without a mate:
After & place so pure snd sweet,

That other help could vet be meet?
But *twas beyond & mortal's share

To wander sgolitary there:

Two paradises 'twere in one,

To 1ive in peradise slone.

How well the akillful gardensr drew
Where, from above, the milder sun
Does through a fragrant zodise run;

And, as 1t works, the Industrious bee
Computes 1ts time as well as we.

How could such sweet and wholesome hours
Be reckoned but with herbs and flowers!

Andrew Marvell
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MARVELL'S "THE GARDEN" AS METAMORPHOSIS
CHAPTER I
INTRODUCTION

Each poem may be regarded as a metamworphosis, a trans-
formation, whether becsuse it brings the disconnected elements
of 1ife into form, or bedsuse it brings new life to ¢ld forme.
And both of these changes may occur in one poam which will cone-
%ain, then, something new and something o0ld, whether the old
be the reflection of a tradition, or éimpiy a fixed attitude
of the pact.

There is another way in which a poem may be thought of
as a metamorphosis, and that is in its action on the poet as
he writes, That 18, the maker 1s affected by what he makes,
and is changed by it. The subtle zai&%ianship between the
artist and his creation, the truth of the story of

is one whereby each in some way changes the other. When the
poet is experiemcing what will be the "story" of his poem, he

is feeling. But when hié refleotive and ¢reative parts begin

to work, & change oomes about, not because of the experience,
but because of what that experience is now doing to him and
what he is now doing to it. He is reflecting, ordering, making
whole what wae not, and this prooess inm turn directs his further
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reflecting, ordering and making whole until the work seesms to
take on & "life of its own," dictating ite own terms to the poet.

Thus, there sre three senses in which a poem may be
called a metamorphosis, and Marvell's "The Garden" is such in
all threa: Xt ie 2 metamorphosis of traditions; 2 metemorphosis
of raw ezperience into living art; and a metamorphosis of the
poet., If we ask whether the iﬁﬁ} oouses the first two, or the
reverse,; it must be saild that %ﬁaéa also are in interrelation-
ehip, with no one being the cause or the effect.

"YMetamorphosis® has been chosen because it implies both
B ahaﬁge and, at the sawe time, a remaining the same; as the
nyuphs who become trees alsc mysteriously retain their humaen

natures. Metamorphosis is a paradox.
Blography

Some biographlcal information and some general criti-
cien of Marvell may be & g@éé plage to begin. I suppose the
most fascinating guestion to the blogrepher iz why Marvell
wrote so well so few lyrics (scarcely 2,000 lines) and then
in 1659 turned to politios never to write & lyzic again. There
is mo internal or external aviéaﬁée in the lyrics as to their
dates, but it 18 usually sgreed that they were probably written
from sbout the time of his stay as tuter at Appleton ﬁamae
(1651~52) to a few years afterwards.l

1pradbrook and Thomas, Andrew Marvell, p. 9.
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Harvell was born in Winestead-in-Holderness, 2fter three
gieters, on March 3lst in 1621, the son of Rev. Marvell and his
wife, Anne Pease. A younger brother, beorn im 1623, dled the
next year.? In 1624 the family moved to Hull where the father
became head of the grammar school.? In December, 1633 Marvell
matriculated at Trinity Jollege, Cambridge. He was younger
then his colleagues, but ptagaaiaaamﬂ Legounis states that Hare
vell was a\latiﬁuﬁinaxian *proches de celles des platoniciens
de Cambridge."D In 1637 some of his Latin and Greek verses
sppeared in Musa Cantabri iansis.é He was, apparently, con-
verted briefly to Oatholicism sbout 1639,7 and left Cambridge
about 1641 after having received the bachelor of arts in 1638-39,
The years after his father's death in 1641 ere particularly
unknown.® HMilton says he spent four yeers sbroad, in Holland,
Frence, Italy and 8pain, and learned tﬁe'laﬁguagga ¢f these
countries.? He bed returned to London by 1649, probabdbly st
the end of 1646. Legouis surmises thet the funds for this
grand tour ceme from being a té%@r,’prﬁbabiy to Edwerd Skioner,l0
Marvell probebly owed to Milton his imtroduction to Cromwell end

Pogte, Puritein, Patriose,

N

Legouis, Andre Harvel

31p4d., p. 5. *Ivid., p. 7. SIbig., p. 11
ﬁsaakviliaw@esﬁ, Andrew Marvell, p. 13.

TLegouis, op. ¢it., p. 1.

®1p1d., p. 20. 9Ibid., p. 20. 10Ibid., p. 22.
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was probably introduced to Milton by Cyrisck gkinner.il In
1649, with some thirteen other poets, he lntroduced the first
edltion of Lovelace's Lucasta. This iz the same ycar as his
poem, "Upon the Death of Lord Hastings." 2 fFrom 1651-52 he
was tutor to Lord Falrfax‘s deugbier at Hun Appleton House in
Yorkshire "whers mach of hzé'&ea% poetyry wao Fr&sum&bly-ériﬁﬁen.”13
In 1653 he was tutor to ﬁremwell*g ward at £ton, and in 1857 he
became assigstant in %ae Latin aﬁametaryship to ﬁik%@m. Phillips
credits him with saving Milton during the Restoration. He was
member for Hull from 1659 until his death in 1678.  Home of his
important esrly poems wos pri&%@ﬁrin.hiﬂ 1i£é%1m@; the firg%
eeiiecﬁian,%aﬁng gﬁﬁl%ahﬁdfby.hia amﬁpéaeé-wiﬁaw in 1681,1a She
turne out to have been only his housékeeper.l®

The question eﬁ-warweiitévazlggganaa has alsc been a
vexed one. én.his'ra%urn,fr@é,ﬁaiqyéfhe seems to have been
‘moderately Rﬁyalia%;ﬁ  Later be Gg&e*%a admire Oromwell, dbut

the issues were' extremely iﬂﬁéiﬁﬁﬁ and éany wen were perplezed

Llyargoliouth, ‘The Poems and Lettexs of Andrew Marvell,
?‘31» 1%, Pe 3;&9‘ i . R —— : : + :

lﬁ@&ﬁk@&iieﬁ?ﬂ&‘ﬂ 0p._gibs, p. 16.
| 139%13, nglish Literature in the Earifer Seventeenth
y: 16001660, p. 158,
ﬁ‘m-a pp. 158-59.

1Supper, “ﬂary Palmer, Aliss Mrs. Andrew Marvell,®
m LIIY, po. 36?”
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sbout thelr y&zﬁywlé The "Horatisn Ode” snd much in the "Apple-
ton House" show the distance he could preserve while being
guite invelved in the questions of the day. He Sthought the war
brutael and believed more in Englend then he did in either
party.17 Some scoused him of being a coward, of switching
allegiance with the wind., But in the later years, the writing
of bis satires on the royal family and thé~1ﬁ&ﬁ§r$ of the gov-

ernment, though anonymous, display his courage. ‘

He is supposed to have had a sharp temper cozmbined with
moderetion in matters of belief.}® He defended the right of
Ohnrles and James Yo thelr own religlous ﬁaﬁvl&t&gna. He could
speak "with the tongue of a bargee,” and with the “unpremedi-
tated fervour of the uneducated."?” He once fought in the
Houme of Commong, ana'&naﬁitaﬁ-ﬁha &gaakew,gﬁ but wag known
generally for his "sanity aond the genorosity of his judguent
upon matters of pxingipaa‘?gl Avbrey says, "and though he
loved wine he would never drinke hard in compsny."S2 He drank
glone to "pefresh his spirits, end exslt his Muse."%) "He had

16pradbrook snd Thomas, op. it.. p. 2.
ibid., pe 4. 8wig.,'p. 33. 0 ¥ipag., p. 11
Qﬁm‘ + P 12, 21; bid




&
1ot 8 generall ac@uainﬁaﬁcam“ag He was a great mester of the
Letin tongue; an excellent poet in Latin anéd Dnglish: for Letin
‘verses there wes no man could come into competition with him.*eD
& contemporary, Hichard Leilgh (in (zegory Father Graybeard),

eriticized Marvell's fasbionable manners, hie use of Gallicisms
like taunt, remark, fepsrtee, and called him Virtuoso, Ingeni-
080, Politico.26 gis wearing of o fashionsble fuli~-bottomed
wig was geen a9 an oqual crime. This man accused both Milton
ané Harvell of homosesuality, and Marvell alsoc of impotence.27
Iﬁ genersl, modern criticiem of Harvell is favorable.
Seul parmi les disciples de Donne il présente ung
personalité compareble pour la variete et 1= force -
celle du maltre et dnne ees meilleures pidges i1
atteint une bhumanite, une aﬂrﬁigﬁita, il exprime de
fagon largement acoessible et en mémo temps artistique
dea sentiments universels, @gg ﬁ*aﬁgaraéagﬁmﬁ ches
Donne gutexveptionnellements
Bﬁa&ﬁxﬁak snd Thomas credit bim with Ysubtlety and straight
forwardness;” he can be %delicate and sustere," and bas the
"glerity, unimpoverished frugaliby which is the source and mark
of tensolous vigauriﬂeg Grierson says, "The strongest person-
ality of all is Andrew Mervell, Apary from Hilton he is the

zéﬁr&&bxaak and ?hﬂm&$,~_ ,gits, p. 20,
271bid., p. 19+

23iegouts, op. git., p. 171

29nradbrook and Thowss, op. git., p. 23.
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most interesting personality between Donne and Bryden, snd at
nis very best a finer poet than either."30 pouglas Bush says
he was "tle finest flower of secular and serious ma%aghyaiaal
poetry . « » 31 Further:

Marvell united in himegelf with an indepcundent
moderation of his own, & fresh, mugculsr, agile,
end subtle metephysionl wit and the rationality,
clarity, econonmy, and structural sense of & genu~
ine clessie, the cultured, negligent grace of &
cavalier and something of the religious sné ethieml
seyiousness of a Puriten Platoniet. To this rare
combination of gifts were added, moreover, & feel-
ing for nature st once particular and genersl, earthly
and unearthly, and an individual seneitivity and

-y

suppleness of rhythm,’2 N
There mre some negntive opinions. V. Backville-West
says:
He was & pan with & genuine but shallow velin
of inspiration out of whieh be extracted the
meximum yield of riches before he turned to the
more mundane activities which satisfled the other
side of k38‘§€$$§3533ﬂ@5 Here wes no wastage
to deplore.t>
8he also considers, not that he combined successfully
several modes, tut that since Qa&mre‘&n& John Donne were
“the fashion of the dey," the "eontradiction tore him asunder

from the start.">* She says that bis resl mood was of feeling

d Poems of the
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and seeing, as in the nature poems. When concelts appear they
are an “ornament~-or shail I say a-&iﬁﬁigaramanﬁaﬁﬁﬁ Pinally,
*he is not often perplexed by the problems of mﬁxa&i%y;”35>anﬁz

it must be admitted that in the hale sanity of Harvell's
mind very little room could be found for these under~
lying doubts and perplexities which are impliecit in
83l poetry of the noblest order « « . .  The very peg
safety, gardens; . ., . his was no uneasy soul.>!
It is hoped thet this peper; 1f it does nothing elee, may dem-
onstrate the shallowness of such criticism.

: Axiew'r&m&rﬁa aba&t~$§e temper &f'ﬁarvell*s %ime may
be in order here. The aev&nﬁaanih century @%ﬁ_thﬁ xaéﬁpi&nﬁ
of sevé:a& traditions, which gavava_vaﬁt opportunity iqr w&t;
for beauty, but also for confusion. It was Qénfraatea-éxﬁn ‘
“the pr@&&em»ef bxiag;ng unity fron diversity to an extre-
ﬁr&iﬁﬁ¥¥ ﬁﬁg¥ﬁﬁf'ﬁ@ﬂﬁﬁ*3\aﬁallﬁ ai& in doubt® being but one
axgresagﬁn of ﬁhegamsur@naas‘ﬁ£;tha time. The coracking éﬁ
the aeémingly-yermaaaﬁ@ waridwviaw;@g thé‘ﬁiﬁdle Ages by the
Reformation an@_eaﬁmﬁemmaezmrmaﬁiaﬂgvwas,aaly'@mﬁ of @h&'éia*
turbanees. The E@naissanegg &mang‘éﬁhﬁi things, had redis-
oovered the classios, and more important, their tone, which
was often in contradiction to the &&e&a of the Chureh. The
Rengissance had also brought the center of interest in the
un&veg&é down to man, and it wae seen that man, through his

; s Pe 35@ Béi’h é-; ';:m 6@@ B?mids § e 6::-2‘
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choices, had & hand in shaping his own destiny. In faBt, be
was exzpected Yo mold himself, to offer some resistance to For-
tune, as ie shown by the difference bhetween Renalssance
tragedy and the Medievel concept. Han was forced to take
more responsibility for bimself than was perbaps comfortable.
Finelly, the "new sclence® brought new methods of procedure;
no longer could one reason from sccepted principles, but one
wes lost in 8 series of phenomenan which might lead anywhere,
Bacon'es "submit your mind to things” being inconcelvable in
an earller age.

The seventeenth century love of paradox is perhaps e
resa£§ of the clash betwesn the old and the new in each of
these sreas, the problem becoming agcute not only because the
"new" emphasiged uncertainty, bﬁt alse because its oppositien
to the o0ld added confusion to that uncertainty. Ever larger
horizons were scanned in bopes of reaching agsain the principles
of harmony and unity. Somewhere in the heavens those princi«
pias st11l ruled, but it was necessary to reach for them, to
make the effort of comprehending them. The ways of ﬁa&vmusﬁ
now be explained to men, and there must be faith that under
the appesrance of irrationaliem there was, in the universe,
an order. Thus, along with the now emphasis on man and his
capabilities, there was the contrary one on largensss of view.
The poetry of Donne, for exanmple, iz fmll of images of tre~
mendous scope, the sun and the heavens, as well as the most

perticuiar feelinge of one person. Paradox was, then, &
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favorite method of expressing such & whole which was not a
E@ﬁi&; of geveral contradictory but not mutuslly exclusive
ways of viewing. One might not be sure of the Truth, but one
was quite sure there were meny truthe, and by paradox, ambig-
uity, irony and puns & wriiter might express hig reallzation
that there is more then one way of looking at & question.

Although the use of these éﬂviégs was common in the
aa#entaaaﬁﬁ»aaa%axy,-u@ua&&y one view of the nmatter was pre-
sented as the better, this being eclmost & neceassity when one
proceeds to form a work of art. It seems that Marvell alons
was willing to sllow a paradoxz to remain one, and freguently
in hie poetry a problem is as unresolvad at the end as it was
et the beginning; we bave sluply been allowed to investigate.
The poews are ﬁéseaxﬁhes,rathar‘than philosophies. For him,
the ability to see many sides seemed almost to stifle decisilon,
but %o sncourage oreation. The metamorphosis in his poen,
"The Garden" is one which leads finally awey from the static
pose of paradox to a new %newieége*aaﬁ declision. If one knew
its date it might also prove to be o metamorphosis away from
the writing of lyric poetry.

The traditions to which Harvell is heir sre the pas~
toral, the rellgious and the pagen. Because there is more
then one, he is able to play them against one another, some-
times undermining, sometimes exaggerating to investigale where
the real solidity of an ides lies, and sometimes taking them
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eimply as they sre. He may turn a highly artificial pastoral
poer into one of simple religlous mysticism, or a p@e&raf iove
into an elegant exhibition of witty remunciation. The deftness
with which he haendles his traditions acoounts for bhis poise ss
woll as his apparent lack of firm conviction, by which some
oritics bave felt unnerved. It is in "The Sarden' that Marvell
has most #u@¢e$afmlay mized and played with the traditions and
has thereby arrived at 2 concluaion which ig personal snd golid.
The poem is a sort of summation of his lyric gifte, complex,
pqiﬁaé; and finally self«knowing. It 48 in “The QGarden® also
%@&ﬁvﬁ33Véil*ﬁ style @xhihi%a fuilly the mixing of the three
traditions. There is urbane Romsn wit, pastoral artificiality
and grace, and an essen%iaxiy religicus &u%laﬁk,ﬂ Be combines
the perspicacity of Donns émﬁ the sensuousness of Spenser in
& simple aganzaﬁe form which belies its poise and pulish.

This paper will dlecuss the traditions in Mazvell in
relation to his poetry and finally in relation to “?heiﬁar&en,“
where theiy meﬁaﬁﬁﬁphsaia and that of the poet is most inter~
esting. There 1s & section entitled Pastoral, one entitled
Religious, and on¢ Pagan. There is slso an initial section,
Beginnings, which points out the kinds of problems in which
Harvell was interested, although he 4id not necessarily think
of them 4in the terms used hers.



CHAPTER II
BEG INATNGS

This ¢ha@tew will ﬁ&t ferth.%ha 2h@mea with which Mar-
vell ds px&ﬁa&ily sanaarneé, and a&a@ &%%amy% to give soue
1n&1eat;gn of their background. ?hsy a&mAbe graapeavuadar the
h@aﬁing of the pzaﬁlam of Qsﬁraagamant, a,yhilasaghxeainﬁheelagw
1esl term for the &xpreﬁaian‘af\tna felt condition of man in
the universe, baﬁ which in various ﬁ?&%@i éyétema a&eﬁa Yo have
appeared in his myths and stories of exyxamatian.ef himself
from the beginning. In Ohristion terms the sﬁpaxatimn from
the original Good is referred to as ﬁhe,yailg_&n literary
terms the Age of Iron is opposed to the lost @qi&en &ga; Plato
 deseribes (in Politicus, 269£f) the age of Cronos when the
trees gave their £§aiﬁ and men bad meither wives nor children;

in Isatah 1%&&.8,,55:&5.%hataatiaﬁ<a£‘§reviaaa goodness
aypeaxﬁeﬁg Theae ﬁr& but & few exemples. ?ﬁﬁ fragment of
Anaximander (611-547 B.C.) goes further ?a atate that every-
thing that individually exzists oame to 1ife by separation from
the common ground and mma# return to its origin “as is or-

dained; for they make reparation and satisfaction to one

another for their ia@aa%iﬁs‘“39 This can only be interpreted

35g1iade, The Myth of the Eternsl Return, p. 121.
39purnet, Groek Fhilosophy, Part I, Theles to Plato, p. 50.
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as an uncalled-for differentiation from the original One. From
“garly times, then, the feﬁling of estrangement is accompunied
by the notfon of guilt, snd man constantly strives to comprehend
the nature of his guils, to expilate 1%, snd to reunite with
Being. That is, he strives for o metamorphosis into his best
self (although the concept of this varies) capable of achieving
8 guiltless and therefore frea‘aﬁaﬁe af Being, whether it be
geen in terms of the Garden of Bden, the Golden Age, reidenti-
fication with the One, or unity in Christ. In any case, the
achievement involves relief from the sense of estrangement.

The pressure of the ldea of estrangement becomes ﬁggarenﬁ
in the study of the gximiﬁive attempte at Return. Qmehaig men
saw his separation as & fall into history, ﬁhra%i@n; and Return
ﬁagkim,méﬁaz amhié?iﬁg that time when ai; men weré‘ﬁqmai, |
before time, space and history, for there he felt he should
find Being, the opposite of individuality.'0 The primitive

sces nhimealfi s real only %o the extent that he censes

%o be himgelf (for the modern observer) and is satis-

fied with imitating and repesting the gestures of

another. In other worde, he gees himgelf as Yesl,

;éﬂéé zgagzguég %émggfg. only, asnd graei&e&y, insofar
By ritual, by reproducing the exemplary gesture oy the arche-
typal gesture he is tremeported back into that mythical time
phers aﬁﬁiﬁaa@; time, space, history and his own individuslity
ware abolished. Time, which is only perceptible "hecaunae of

4O0p1iage, op. git.. p. 158. *lIpid., p. .
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man's sins, i.e., when man departs from the archetype and falls
into Guration® is the force which cerries him ever farther from
that perfect tine, g0 he seeks to anoul it by sywbolic acts of
Return, thus to escape history and self 2 This sense of life
&a midway between seli-gonscious awarcuness and non~exietence,
& gort of plant~like life, snd is recallied in Yarvell's reitera-
tion of the word ‘green.t
Bric Fromm and Johann Jekob Bachofen {1815-1887), frow
whom he guotes, describe mythic times in termg of metrisrchel
and patrierchal values, the former being ¢harscierized by an
emphasis on ties of blood, ties to the soil, znd & passive
acgeptance of all natural phenowmena, thet is, & state of bar-
mony between human life and the life of nature.¥3 Patriarchal
society, in contrest, is characterized by respect for man-unde
law, by a predominance of rational thought, and by mant's
effort to change natural phenomens.
in the matriarchal concept all men are gqual, since
they are all the children of mothers, and each one &
child of Mother Earth. A mother loves all her children
alike and without conditions, since her love is based
on the fact that they are ber c¢hildren and mot on any
particular merit or achievement; the alm of 1life is the
happiness of men, andé there is nothing wore impordtant

than human existence and life. The patriarchsal system
on the other hand, considers obedience to authority to
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t0 be the main virtue. Instesd of the principle of
equality, we £ind the comcept of the §a?¢r1te aon
and a bisrarchical order in society.t

The patriarchal outlock values the power of thﬁ&gﬁi and word
{loges) as opposed to the concept of common bumanity and
sguality.

These "matriarchal" values foim another scheme for
stating the primitive notion of Rﬁfﬁﬁn deseribed above, and
the patrierchal values demonstrate another. Az the matriarchal
atteupts an secape fyom bistory and from individualidy, if.e.,
the gelf, so the patriarchal, conceding consclousness and
difference hetween individuals, 841l sesks to escaps the
vesponeibility of consciousness through th& abdima%iﬁn-af
personal cholce~~before the authority of f&te, hierarchy of
society, or a cencept of Resson, This ie more sophisticated
than ihe matrisrchal attempt at simple Reburn, navéﬁthe&esa
1t %311 involves an unwillingness o actept the Pesponsibility
of the human state on this esrih. iﬁd&meﬁtiyviﬁ‘ig 8t11l an
atteupt to return to the original state, aav.ﬁé#ﬁaiveé of as
identification with or imiﬁat&énfaihﬁ%ﬁ hierarchical and
eninently rational. This is not aﬁjﬁﬁaa§é~fwem-ﬁnra%iaa and
nistory, but it is still an esccaps from self-conscious and
self-responsible individuality.

The cheracters in (reek literature are 1ike Greek
statues in which the face is no more sign&fieant than

“1p14., p. 208,
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any other part of the bedy. For, like an snimal,
their nature is completely expressed in their
actions; nothing is left $o the imagination because
there 18 nothing ﬁ@ leave; there is no inner life
of possibilities. D ' ‘

A man is what he is, be exists without Becoming. Such an
attitude. towarde exigtence, the subjection to fate or larger
forces appears frequenily in Marvell, for example, his
references to fate and the "opposlition of the stars? in
*Pefinition of Love."

The third way of escape from esirangement is thet of
the mystical escape Into the future, whether this luvolve
denying the body, vialons of future happinese and Oneness,
wus

medieval gontemy mwandl, or actual longing for death. At

any rate, al%h@ugh‘%hia attenpt acgepts the respounsibillities
of the human predicament, 1t always makes the same cholee, o
escape from the present gullt of estrangement inlo the hoped
for Oneness of the future. This soluiion to the problew of
existence gppears in Marvell'ls religlous poebzy and even in
some of the pastoral poetry.

These threo methods of overcoming as@w&ngemaﬁt and
achieving the unity of Being sppesnr in the poetry of Andrew
Harvell, and at the failure of each, he is teupted to with-
draw inte passivity end to abandon the struggle. But he is
80 deeply committed to his seavch for Being that he ies forced
on in spite of fallure, and uitimntely this nsere going on

“5Audﬁa, ”Tﬁﬁ Dyerts Hand: Poetry and the Poetic Process,"
shor BReview, 255-301.
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brings bim to a reslization of self, the first step in trens-
forming one's relation to the world and to existence. In "The
Garden” these three varleties of escape from esirangement are
dealt with, and finally rejected, for a fourstih which involves
acceptance rather than m‘aﬁwmw a8 ite conclusion. |



CHAPTER IX1
PASTORAL

Marvell, as we have said, ig¢ sentiently, intellectually
and lmaginatively involved in the search for Belng. Because
of his sensucus chbaracter and his spontaneous love of nature,
his initis) response to 1ife 1is the biologlcal, primitive one
of identification with nature (the fertility rites and orgies,
the acting out and imitatfon of the rhythms of nature) and
expresses the desire to “get back," to "return,” to that tinme
when man and nature were in sympethy, when the universe was
truly One. Since Marvell is no primitive, biaiagiéﬁl imitation
becomes rather n sensuous identification with nature, "that
deeply-folt relationship of plant destiny snd human destiny
which is an eternal theme of all lyrical pee%ry;”“é and the
feeling for plants and flowers ig sxpressed in almost all Mare
vellts lyric poetry. The pastoral wafld is the qeugtexpaxt of
that loet world to which our poet wants to Return, and so we
may sey that bis initial response to 1ife sppears in poetry
8¢ & pastorsl ene. _'

Harvell has b&sa.eaﬂs&ﬁaﬁeé_by some 28 a nature poet,

2 sort of rowantic out of his proper time, but this is 2 mig-




19
understanding. There is little scute observation of nature
in his poetry, the "thrastle’s shining eye® (“Appleton
House ," I, 531~-32) being only such c¢ited rather than typicsl.
The pathetic fallacy is an im$twﬁ$ant deftly played upon by
HMarvell ra$h$r thau the e;pxeaﬂi@a cf his own personal woo.
In Marvell's poetry the relationship between msn aﬂﬁ nature
is ua%‘aﬁly assumed but felt; it is the quality whioh is
investigated. Here 18 no terrible alienation from the uni-
veree we inhabit;, but an effort to sece what mants place 1is in
it. The old hisrarchy, the fized positions of the neo-Platonic
chain of being, had crumbled and in the Baroque times man had
to realize his place anow; henaa,%hs %ypiéa1 imagéry which
c@mpreh@ﬁés the universe and shocks with exaggeration in order
to discover essénce. In the poetry of Marvell the shook valus
is not so spparent as in Donmne (he is more related to Spenser)
but the precision and control of his form alse prove he is
no remantic. He usually writes in couplets and simple stan-
zatc forms. If there is grief at alienstion from nata?é_tt in
no way overwhelms to make us belleve that a feeling controlled
the poet rather t&an that & poet wrote of a feeling.

His favorite color, green, which appears twenty-five
tines in his lyric yeetxy,’za his synbol fax the weaning of
nature. It is the color of all things in their primordial
etate, the age of innocence, but also it is the color of fecun-
dity (the opposite of ﬁh@.a&hﬁﬁ and dupt of “Coy ﬁi&tﬁees“)
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ss well as of grase, which conveys the idea of humble origin
and constancy. Green ls connected i@%ﬁ with monts ar&giﬁﬁl
blessed state, the garden state, and with his childbood; it .
includes the happ iness of youth and hope, and also conveys
nnhagpinmss; ainﬁa we are faiiaﬁ* and sinee youth is followed
by growing up, by kamw&&ﬂga-@aany&@naﬁé&i@y; There is some
melancholy connected with the word ?gwgea*“'ﬁwattan by & man
who remembers and observes, but no longer possesses its joye:

My mind was once the true survey
fnain the grocneas of tho Grage’ |
Did see its Hopes as in a Glass; (Mower'e Song)

Whole fair Blossoms are too green |
Yot for Lust, but not for Love . . . (Young Love)

One might ssy that the Golden Age ie Tather a Green Age for
Hervell, signifying the joy of that time of innocence and |
harmony with nature. It is never depicted ss actually existe
ing for him except in the falry tale of the "Bermudas’ and
ana%@er kind of fairy tale of the 'green thmagﬁt in & green
ghade.' It &s»@a&ha@a indicative that the word 'green' does
not appear in the poems of frugtrated love, "Coy Histress,”
"Daphnis and .Chloe,” "Definition of Love! and "Unfortunate
lover." These poems have & setting far from the green world,
In the pastoral poems of frustrated love green does appear,
but only to point up the @ﬁﬁﬁr@&vix@ﬁy'af %ainglgxaﬁe,ﬁ@ the
green’wam&& yet of not being part of it.
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Many have accused pastoral poetry of being "escape’ lit-
érature, bBut there ave other viewpoints whioh consider that a
strict portrayal of the dead level of normal existence may not
a@én be properly called literature; thst only & highly formal-
ized genre cmn conocern itself with the sternal problems since
1% is not obliged to represent o mass of "realistic® date
which forees its insight to dissolve into fragmenta. The fazet
that the style of pastoral is rather rigid gives opportunity. .
for a playing with expectations, whereas a freer atyle, which
depends on surprise and newness, mﬂs%:apenﬁ much of its energy
gxplain&mg=ﬁﬁaﬁ 1t means, snd go maés‘many‘@ﬁaﬁeéa st innuendo,
gt subtlety, and in the end, at depths which ¢an only be seen
markily and through suggestion anyway.

¥illiam Smpson belisves that the pastoral is s process
frow the complex, through the aimpiag.t@ the universal;*7 Hise
Shackford that it is a type of religious vision, "a picture
of life as the buman spirit wishes it to be,"*® end that to
reed 1t is to be purified by sympathy and joy."*? Love, death,
man's relation to his world are its concerns. It wndertakes
to answer the questions of what is the good 1life, and its answer
is always: seek simplicity, be aﬁ‘”ﬁ&%ﬁﬁa&;” as mach like

“8ahaekfaré4 op Beiini%iaa of the Pastoral 1ayll,"
“%a xma Pe ‘35?
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nature snd in tune with her, 2 possible. Ironically, thie
fdeal ia often expressed in highly mx%aﬁiﬁial or formal language,
se that one may know, pérhaps, that only sophisticated or com-
plex men have simplicity es their ideal. Mervell appears at
the end of the pastoral %xaditiaﬁa~wh@nuﬁastarai poetry wes
eelf consclously awnre of its two selves, the "natural® and
the artificisl;, and he ise abl&ita‘piay'aﬂe-againsﬁ the other
to schieve bis fine poise. A short bhistory of this ﬁra&itisn
may be useful.

Theoeritue (born Syracuse sbout 310 B.C.) is counted
the first poet ﬁf pastorsl. ﬁa'wrgﬁ@;aﬁ the 8icilien 1ané§aape,
‘and only elightly ideallized his rustic ﬁhepherﬁg,SQ'wrixing in
a ﬁaﬁu&é&iﬁ%&@ rather then an artificlal vein. According to
E. K. Ghombers, the twaﬁiﬁ&ana&'faxﬁs of thﬁ*géﬁ%era& come
from him: such thinge os ﬁhe‘ginging:maﬁﬁh for a rustic wager,
a soft white lasb, o aagvaﬁ'éfin&img,hawlg the bantering between
two rival awaiéa, %hz saé loment of & lover for unrequited or
degeived love, and the dirge of his fellows around the tomb of
some déad shepherd.?l Bion (second centrry B.0.) with his
“Lament for ﬁémnxs,#.aﬁ& ¥oscohus (date uncertain) author of

"Lament for Blon," were the next two important pastoral writers

Pgongieton, ;‘rmwm@\ of Pasgtorsl
1664~1798, p. 5. o |

5lgnambers, Epslish Pastorals, pp. xxii-xzxiii.
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vefore Virgil (70-19 B,C.) who msaﬁ:%h&aexiﬁua* Stcilian land-
scepe, and thus, forelgn scenery became a convention; he intro-
dueed pagen wmythologicml figures, asd "he is no doubt %o a
grea% extent responsible for the freedom with which the pathetic
fallscy hae been nsed."9% His most important contribution,
howevexr, is the adding of the Golden Age ides (4th eclogue)
and the developing of the allegorical ealﬁg&e.53 Yirgil paxtly
follows Heslod in secepting the Golden Age ms a former age,
carefree and happy, but Hesicd regerds the passing of the
Golden Age as punishment of the gods for Prometheus' thefs,;
while Virgil's concept is more of this world, ewmphasizing the’
strengthening power of tribulation and the necessity of gon~
tinual lebor.5% The ides of the Golden Age is & common one
in pastorsl postry.

Toewnsmen and rustic alike may consider the ides
that at o remote period in history nature geve forth her
fruite without the sid of man’s labour énd worship.

- Perhaps, somewhere, she 6111l does s0. This idea that
the worlid has been & better place and that men have
degenerated is remarkably widespread, and & regular
feature of pastoral poetry. Ue are therefore steadily
deteriorating so that our only hope is8 for a fresh
start, after some kind of redemption. The restorstion
of the Golden fge 48 & theme of Virgilien Pastoral,
snd was paturally taken over in the Pastoral of the
Christian era. 41l such ideas are more anclent than

the pastoral convention, but they naturally become
attached to it in the course of time.55

52gongleton, gp. gib., P+ 5.  S5Ibid., p. 5.

.11y, The O on to the Btudy of
' 'ffﬁnvif‘~’9' . 13-1%, footnote.

Beginninge

147252
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The theme of the Golden Age appears in Ovid, Bonecs; Juvenal,
Boethius, Tibullus, Dante, Jean de Heung, Chaucer, Tasso,
Qervantes and Browne, to name just a gow.56 The similarity
with the primitive idsa of Reburn already discussed ls spparent.

After Tirgil, the pmatoral, intermingling with Chrintien~
ity, becomes more complex. The traditions of Virgil's godlike
Caesaxr merge with the Hessilanic eclogue, and litersry barriers
are broken until the image of the earthly paradise and the
Golden Age of Saturn are both absorbed by the pastoral,?! and
the swain of the pastoral may be taken as éﬁ ailegory for the
Giood Shepherd. Vinally, in'thﬁ-%@naiﬁsén@e,fﬁh&nga are 8o
intermizxed that the shepberds often find themselves in the
company of the gods, goddesses, nymphs and satyrs of pagan
mythology. "But they are distinctly less at home with the
spirits of another eort, the elves and fairies of Celtie,
Tentonic folklore, with whom they are sometimes, as in Dray-
ton*se Muges ¥ |
too, the terms 1dyll, pestoral,
SYRONYIHOUS ané,iﬁﬁexeﬁaﬁgﬁahﬁéigg'

lizipm, callied upon to ayp&ax;”gﬁ By this time,

gclopue and bugolic are

pastoral Poetry of the Lligsbethan Age
S7usrrison, The Pestorsl Eleay: An Antho:
S8¢nambers, op. git., p. xxEL.
595@@gi@%%n4 8. glte, pp. 6-7.
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Love was always a thewe of pastoral, and Virgil added
an exalted homosexual love.50 1In the Middle Ages, with the
growth of courtly love and the ides that physicel love can fig-
ure forth spiritual love, 28 in the Interpretation of the
Song of Bongs, &8s well as the promuigatien of the neo-Platonic
teaching of the relatlounship belween spiritual love anﬁ.phyai«
cal love and beauty, there was an inecreasing emphagic on
sensuous language and subject matter, even when the purpose
was to allegorize the soul's love for fod. This concern with
love helped to fuster & new facet of pastoral, celled the
_pastourelle, » satirical genre invaiving & saucy love encounter
between a rustic and a courtier or sometimes a'glegia;‘ The
"indecent” 27th Idyll of Theooritus réaemblaa the pastourelle
and bas been called the model for the medieval form.61 The
panstoureile seems to be an expression of roeaction asgainst the
eomplications and formality of the 1@#@ ritual of the later
¥iddle ggas.ﬁg The typlcoal pastourelle concerns a man of
noble birth and a gaﬁ&a&t girl to whom he makes love, some-
times sugcessfully and sometimes not, eometimes by force
(Chaucer, Wife of Bath's ?@ia} and sowetimes easily. The
form probably originated with the rustics, and as this ver-
‘sion remains, the rustic is the triumphaht one, by a trick or
inv&ﬁbaﬁe. The knight is ridiculed Lor consorting with members

59&6&&&&&, 9p. git., p. 25. 51!biﬁ*. p. 52,

523aak$nni ”Thﬁ_ﬁaﬁieval Pastauraima a8 a Satiricnl

Genre, ¥ 1y, XXI, p. 156.
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‘of a despised class in order to grablfy sensual desires, and
for his wquick ﬁaﬁiﬁﬁy; far fxqm the:sy&r&%&a& ecatacies of
the courtly lover.63 "The court poet sppreciated the istent
indecencies in the form, znd exploited it with the defeat of
the courtier transformed into o vioctory.?®® Pinally under
the influence of classical pastoral the gegzé melts back into
the traditional form, and the pastourelle becomes a game of
wite between two virtual eqaaiaéégz .

The satirical element of the pastoral was sirvengthened
‘also from snother source. The Ypervasive psetoral language
of the Gospels . . .+ early led to the use of the Eclogue as
a means of criticising the administration of the whmrbhgﬁﬁé
and such & method eppears in Petrarch, Bocoageio, Mantuan,
Spenser and Milton, to namo & few. |

In the Renaissance there sppears a long list of writ-
ers and critics of pastoral. In Itely there are Poliziano,
Y ﬁﬁntuaa.{aaptisﬁa,sgagnusli);<$a§naaarg, whe established
the vernacular pastoral and raat@ﬁédAﬁhﬁ Arcadia of Virgil
as 8 seﬁaiﬁgfé?'¥iﬁaa<wha'praiﬂeﬁ the e&egaﬁﬁe.aﬁa polish of

?iwgaagég and Scaliger, wboso Ars Pestica iigéi)»anntaiha the

ﬁ}mmiﬁyg p. 156, 63&a%mma$. op. 0it., p. 33.
égﬁa&kﬂen,,“gy elt., p. 170. 66germoge, . o op.. cit., p.36.
6?ﬁa¥$1ﬁ@33 op. git., p. 11.

680ongicton, op. oit., pp. 16-17.
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most important criticiem of the pastoral in Ttaly. To him
pastoral poebry sbould seem as Af written by shepherds who
"based their poetry on imitation,? anﬁ-&a'xeeammahés that the
pestoral not be put to sny satirical a#i&l&agafiﬁal use,59
@ax&@i@&&@é&@’mﬁ pastoral as a genre Eﬁiﬂg@ arguments es to
what is or is not appropriate to 1%, and guestions éaﬁﬁ.aa
Greek infﬁxmaiiﬁy versus Boman ¢leganee, whether chaxaeiers
ﬁheazd.éyea& as ipgnorant rustics or in sophisticated rhyme,
were long debataa, 70

In France the genre became extremely formal. Sebillet
in L'Art podhige. » 1548, introduced the doctrine of
decorum; [+ the Plélade oriticisms tended in the direction

£rancoy
-

of farmaliﬁy,'amﬁ.by’ﬁﬁe turn of the éamﬁury'a& artificial
form of the pastoral, somelimes called the galanto past
had bean,esﬁakiieheﬁ* Arxtificial pagtarai appaaxe§ ia proce,

ral,

in verse, mixed verse and prose, and in drama. It wag the
Theyday of the artificial gastara&¢”?3'

English oriticism of the pastoral before the Restoration
iz more iﬁf#%m&l and. fragmentary than that of France and
Ttaly,?? but the pastorel form was used to express much the
same gentiments as‘it was in France aﬁﬁ ztaay;' It was some~
times satirical: -"In the heyday of English pastoral.the
satirist with Juvenal never far fromw his thoughts, is always.

891b1d., pp. 17-18. 70Ibid., pp. 20-21.
Tl1pid., p. 25. 121big., pp. 27-3%. 713Ibid., p. 37.
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&t h&aﬁ;”?g Nostalgis for tha Golden Age echoes throughout
Elizabethan pastoral in Fletcher, Chapwan, Danlel, to name
just a few.[> It was conascious of high purpose, 88, for

example, Puttenbam's remarke in Arte of English Poesie, 1589,

that ithe purpose of pastoral is not
to counterfeit or represent the rusticall manner of
loves and communication; but under the veile of homely
persons, and in rude speeches to insinuate and glaunce
BeeS 5o have. diectosed tn any other sort. oo 36 PO
Alex Barclsy, in "Prologue" to Certayne Eglogs, 1514 c¢., also
emphasizes the moral purpose and considers the allegory more
important than the imitation of tural life as do E. K. and
Sidney, who states ihat the value of 2 pastorsl "depends on
its allegorical and moral aﬁnﬁea%@“77 ?ha subject of love is
all-pervasive. E. K. i8 emphatic in his denunclation of
‘paederastice’ and discusses the difference between friend-
ship snd *disorderly love' in the 'Glesse' to 'Aegloga prima.*
Webbe slso defends Spenser against the charge of *unsavory
iove,* which is not £it for English ears and had best be left
to the Italian “"defenders of loathsome beastliness." 78
Love according to neariy 211 the critics is the most appropri-
ate &ubjeé% for the paaﬁ@ra1.79 Pastoral becsme the rage

Tgermode, op. cit., p. 15. 75Ibid., pp. 29-30.
76@@&@13%0&, op. git., p. U43.

7Tgermode, op. git, p. 38.

T8gongreton, gp. cit., p._ﬁéi, 191p14., p. 18.



in Englend. It

became the normal mode alike for psnegyric and erotio
verse. Every branch of literature, lyriec and sonnet,
elegy and romance, comedy and masque, bears its marks of
the prevailing fashion. The rich contente of the great
miscellanies, sbove all, those of the England's Helicen
of 1600, are but garlands woven from the finest tlos~
goms of btucolic song.50

Towards the end of the century the lighter espects of
pastoral became more pronounced, though development in this
direction in Bhgland never equalled the extrevagent proportions
reached in France,®} and later a feeling for more realism
began to develop. Drayton's Shephesrds Garland Fashioned in
nine Eglogs, 1593, states that he will be more reallstic, that
he "deale¢s more plainly, omitting moral and allegorical con-

ﬁié@ratiangﬂga Jonson complaing againet using foreign models,
and recommends the appeal of English rusticity and charm; and
Hobbes states that the pastoral is wvital because it imitates
rural 1ife, and regards not the ancients but common sense,b3
" Throughout thie complicated development certain elements
remain constent, as subheadings under the larpger theme of the
country and the simplicity of 1ife one may achieve there,
whether this straightforwardnese impllies simply unencumbered
love-making or speaking out against the corruptions of the
church. These constent elements are: simpliclty of manners,
love, delight in natural besubty, and & feeling for melancholy

ggmberﬁ : OD. Qiﬁa 3 P zix.
8lcongleton, op. g¢it., pp. 45~46. 82Ipid., pp. 45-U6,
€31p14., p. 50.
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and ﬁ@aﬁhgsh These mway be another way‘af’ﬁxpxe&é&mg the
eternal themes, outlined in the beginning of thie paper, which
have to do with a restoration of the original simplicity and
harmony, even unity, between man and nature. In this sense
of naastoral, ﬁarvéil*a sioratian Ode Upon Cromwell's Re&uﬁm
from Ireland” aleo is related to the tradition through the
imegery which pletures Oromwell se the three-forked 1ightning:

;gigfggggggg §§g§§$§§§v2§a?1§§§me;

8o much one man can 4o '

gﬁ?%é&if %?ﬁ?ﬁggf?gg&mwg BOW, o + o
This is the very eoxpression of u wan who 18 in tuns with and
the @x@xessiﬁa.cf the will of nature.

The theme of love may be taken as The fulfillment of
the self in the "other" self, a restoring of the primordial
union of all thinge before estrangementi. Delight in natural
beauty is a feeling of sympathy with the nature which we ne
longer identify with but of which we instinctively feel n
part, The pathetic fmllacy snters pastoral poetry earlyg
nature weeps as the shepherds weep for their dead companion
in Theooritus'® Idyll I. Such a belief herks back to a time
“when the desth was that of nature, not humanity. Thus, whet
was once the sourcé of sorrow--the withering vegetation--
becomes the mourner."85 That ia, the pathetic fallacy is &

840nambers, op. oit., pp. xEx1x-x1114,
85Harrison, op. cit., p. 1.



31
reflection éf that feeling of identity between men and nature.
(The pathetic part of the fallmoy cccurs whem it is no longer
believed in, when nature is seen to be oblivious to the euffer-
inge of men, and the fact cannot be sccepted without a feeling
‘of loss.) The feeling for melancholy and death may be under-
‘gtoocd both as our resction to our alienation and as the only
method of schieving the Return to nature. These themes, then,
have to do with the sense of eatrangement which we have
dipoussed, and g0 acoount for "that melancholy mood which runs
throughout the pastorsl poetry of all aauntxi&s;“ﬁe To Cham-
berat four categories, I éh&uld like to add s £ifth, the human
attenpt to comwunicate through langusge, in pastoral poetry;
that is, through dlalogue. One-third of Theocritus' Idylis
contaln more than one speaking chara¢ter; six of Virgil's
*Eclogues? and all of Calpurnius? eclogues sacept one are
dialogues;;and the eclogues of Petrarch and Boccaccio are all
dinloguen.87 This theme 18 rTelated to that of love and hasg
to do with a sense of common humanity, eince communicstion ie
gn affirmation of the existence of the "other.” It is,
therefore, a &ax% of restoration of the original Oneness of
all things, and may belp to account for the prominence of
homesexual love in the pastoral. That is, the fact of love
end Oneness is more important than procrestion, and the smex
of the object of that love.

55;9&&,& Pe La $7Geagia%@ﬁ, op. ¢it., p. 249,
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In @@n@xﬂﬁing'th&a'ganéwa&‘ae&ﬁiwa on pastoral, it
should e pointed euﬁ‘why, w;ta a1l 1ts "unreslistic® trappings
of Arcedis and fond shepherds snd caten reeds, postorsl has
any serious reeders st ell, and inocldentally why it cannot be
celled escepe litersture., The depth of pastoral lies in tﬁ@,
fact thet ite themes are not trested flatly as if to say,
this is the way things should be. It is not the dream of the
maleontent. Pastoral containg within itself ite own commentary
on what i@'pxeaaate. I% is the exprsssion of the conscious
man who knows shepherds 4o not speak in elegant language and
rhyme, bul that 1% 1e pleasent 4o sot, sometimes, as if they
did. He knows that exzcept for short intervals, 1life in the
gountry smong sheep and burbling streams would be no way of
1ife for him,; but that 1t 13 pleazant to pretend that it
mizbkt be. Pastoral realizes that its subject is neither real
nor is it our ideal. That is, besides being an untrue plcture
of what iz, it is also an untrue picture of what we would wish.
It aspires only, through its srsful eimplicity, to present
something beauntiful with which to relax the mind. I% does not.
sopire to unfold the seoret of Return; it offers rather a
temporary resting place when w2 become tired of gloris mundi.

It is gs 1f the writer of pastoryal were aware that Return
might be return-to-Calibsn,; and prefere to pretend thal we may
take some of our refinements and civilization with us. Alse,
he is aware that we would not wish %o remain and he secems
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to wizh only to restore our emergy by en elegant diversion.
That cannot be asﬁaya“li%&rm%%$9,w%i@h.ﬁaag not present eitber
a false pleture of life or a faiaa'pieﬂare/@f-waat 1ife ought
to be, but eeeks only to enable us to return to 1ife refreshed,
. ebilitates because 4t f&&siﬁigs end leads

Bacape literatoura &
to eXpe@%atiaus %hi&h can never be satisfied. Pestoral is se
ﬁttarlgvaﬁﬁ consclously impoasible that it leads to no false
expectatione; thus we way gilve ourselves completely to it
without danger, and find ourselves restored through the pleas-
ure it has given, {There may be those zho believe pleasure

iz "escepe.”) The fact that the formal style of pastoral

gives 4t seme freedom to investigete hos already been mentioned.

Pastoral, then, bas a double nature. It is concerned
with man's most serioun yearnings. yet it doss not pretend
to be realistic. It Lo conscicusly a hoax, tut net having
te bother with the built-up verisimilitude of less srtificial
genres, 1t van present insight with sl inolsiveness and
tmmedizey. Thers alse is the opposite argument, that the
world is unreal and that itz world is ontologically real.

But real or m@%; this world 32 here and ss it is, we must
deal with it.

At the end of the @&ﬁ@liﬁ&taﬁAdgyeiapmanm of the pastoral
comes Marvell, “whose handful of posums seem to sum up the whole
story of the English Pastoral, inexhavstibly rich in theix
solemn aﬁﬁ&rﬁaneagﬁgg' Pastoral rether than nature poatry is

———

8$Kei'maﬁ; gp. 81 ,gqg je k2.
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Borvellts mode beopuse of his "distonos® Lrom nature, aﬁ# he
iz 28 far from pursuing the exbilarating ows of wild moors or
rooky ¢liffe ag ho is frow interset in the solentific obser-
vation of nature. His 19 the feeling of both the culiuvred
gantleonon vhoos tasto is for the formal pavden ond of the mystio
{or the primitive) who feels a union with nature.

The lowar poems are perhaps ths most originsl of Koge
vaelits pastoral poetry in the astricelt sense. The mawer i at
onee more realistlc for England then o Sicilian shepberd, more
sotive, nore subjecot %o the sonses, and wmore capable of syp-
wolic ;}ﬁéa 1billtles. Here the Perditic apnd the swain im#asz
joined forces."5? The mowar 1s meare of himeelf Yobth oe part
o nature and a9 hmmaa'%&zgg guite distines from noture. He
in ﬁaéazzm&a é-simpma @@ﬁaﬁry follow os in “Damon the Yowver?
and sometimes "bie simplicity is theo lawt revard of cophinii~
catien,"?9 as in "Mover aguinat Qﬁr&a&aﬁ“ In the mower poems
thove 48 also the zense of the passags of time and of death
in tﬁﬁrﬁy&hﬂi of %he soythe and in the sctusl "mowing down®
of the grass. The wowey 18 thon the synbel for ddath, und bow
cause of his seasenal sotivities, bs 18 aleo o eymbol for
time. ‘“However simple his character or sincere his love, he .
outs down for human euds what nature bas produced. Mo
aymboliges man's slienation frow neture.®?? But at tbe same.

o

ggﬁi’&ﬁby@@k and Thomss, gp. € ;i,&%,v 2 Be B ﬁﬁmig ws P 39
Lyummers, "Mervelits *Naturet,” ELH, XX, p. 126.



35
$ime man and nature are s%ill mysteriously identified. They
bave the seme soul in them, the snime mundi.9% Thus, the feel-
ing toward nature is swbivalent. As Damon suffers, so does
nature suffer, not as a reflectlon of his suffering, but as
a result of his suffering, tbhrough his revenge ("dHower's ﬁéﬂgﬁ).

The theme ip larvell’s wower peeoms is stated on @hwee
levels, rather like subject, 1aves§iga®&aa ox enlargement of
subject, and recepitulsation. Fizxsi, there is the intultive
feeling of identity with nature; then, after observeiion and
knowledge, the awareness of the complexity or evaﬁ,fallagy'af
this feeling of identity; then there is an action, a ahénge
of key, aad finally, & resffirmation of the union of wman and
nature, bub in a symbelic andfor iromic way. These levels
appear in the "Mower's Soung." The firgt level, the intuitive
gengse of samendessg:

My ¥ind wae once the trus survey
Of 811 these ¥edows fresh and g&y . v o

The realiszation of éiffewanaa, e@paxaﬁien.

But these, while I with Borrow pine,
Grew more luxurient 933111 and fine;
&n%haﬁk%ui}ﬁeﬁméa, aauid you so0

A fellowship so true foregoe . .

The revenge, an action which forces the ldentity again:

But what you in Compassion ought,
Bhall now by Hy Revenge be wroughii
And flow'rs, and Grass, and I and all,
¥ill in one comwon Ruine fall.

923&%&3;.‘n_liﬁn-%itﬁrﬁﬁﬁ ¢ in the Sinteenth Ugntury,
excluding drama, p. B. :
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And the final awareness that man and nature suffer the some
fate though the agent moy be diffsrent:
And thue, ve Hedows, which have haaﬁ‘ v
Companions of my thoughts more green,
Shall now the Heraldry becone
With which I shall adorn my Toubj;
For Jullans comes, wnd She
What I do to the Grass, does to my Thoughts and Me.
#ﬁamaa;tba Mower” has much the same movement, yet the
imegery is more complex. There appear the Christian images
of the snake, of the fountain (of 1ife) and of the Fall, both
of the grass snd of Damon; there 18 the pastoral imagery of
shepherdess and sheep; the Petrarchan metaphor of the heat
of Juliana‘s eyes being sﬁr@ngax'than the sun; the mythologi-”
val mention of the Golden Fleece (stanza 7) and even of Celtic
fairies in stenza 8. There is alsoc the complexity of Damon's
wounding of himself. Once more there 18 the story of & man
in close relation with nature who then feels his separation
from her as the result of loving & woman (the fall into sen-
suslity). Thig time his revenge 1s not only against the
grass 'Depopwlating the ground?' but against bhimself as he
accidentally hite his ankle, *By his own 8Sythe, the Mower
moewn.' Damon makes 8 saerifice of himself, perhaps to atone
for the human guilt of sensuality, both his, shown by the
images of the "hot desires® and the snake which 'now glitters
in its second skin,' and hers, since she caused the heat and
also will not actept his present of the.anaké NDisarmed of its

teeth and sting.?
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80 the theme of ithis ﬁaam involves the double feeling
sbout nature, or the dilemma of man at once part of and
sstranged from his universe. Both Damon and nature ers sub-
ject to the heat and find no relief, tmt Damon's feeling is
not innocent, he is both responsidble for and &%36&? of the
heat. He has been the darling of nature, cowslip'e water has
bathed his feet, and he has led the falries in their dance;
bmi enly he is subject to the grief of love and so is estranged.
In the final step he attempts to realize again his identity
with nature by “"mowing" himself as he bad mowed the grass,
only to find his estrangement emphaaize& becousde *thesse huris
are slight' compared to that of love, wheress they are strong
encugh ta k111 the grass. But just ss this difference in
reaction is about to reassert and meke final the separation
between the two, and Demon says that there is no cure for him
put desth, he becomes sgain an part of nature in the realization
expressed by: YFor death thou art s mower too.Y As he is to
‘death so the grass is $¢ him. That is, the affirmation of his
union with nature lies irenieslly in their mutual annihilation
which will relieve bim of his burden of love snd restore his
Oneness of experience with nature. Deeth 48 desired. Poet-
foally the tdentificetion with nature ls sleo saffirmed in
thet the mower camnnot ¢limb ﬁ@ a realm of m@animg‘bayﬁnd the
sensory. He is'aarth%baanﬁ man, sbie to &xtia&l&te,’b&% not
to trangcend his suffering, excent by relating it to the kind
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of “higher" order whose only law is, death comes to all thinge.
?h&s lﬂ the anly &@ﬁﬁ@ in whi@hlﬁnamaas is gaxaeiveég

- The four mower poens have in common their centysl
theme of “lumurious men" who is aeparataﬁ frem nature by his
own honen naﬁur@; and the &@ﬁul%ing 2@9@ of sympathy with
nature which leads to the éxcesses of "The Mower against
Gardens.” There are no ecwggasaxiﬁna.ﬁé being hﬁm&ni.ﬁh&
gtate is felt only in terme of loss in the sense outlined in
the previoues segtion. The mower himself i$ self~-examining,
is man aware of his humen destiny and wournfully realizing
that his destiny &aAa.luﬁezy onet

For &he mg wind heth so displactd
Thet I shall never fiﬁd ‘my home. -

Penth ig the scle menns of makingkgeeé the loas, of Return,
as 1t not only obliterates consciousness, the m&?& of humanity,
but 1t is the common end of all 1living things.

The relationship between man and nature appesrs in muoh
of Maervell's poetry., One ie made %o 9%&%& for the other in many
ways, sllegorically in the *Drop of Dew,® and in & more com-
plex way in "The Pleture of Little 7. 0. in a Frospect of
?ﬁawarég“ Kere the child is in such harmony wiéh.ma@ara that
ghe has its approval for reforwing 'the errors of the spring.t
Yot eveon she must not go too far. She must ‘spare the buds':.

Lest Flora, angry at thy orime
Fe kill her 1&%&&@% in their prime,
Do quickly mske th'example yours;

And, ere we see,
Bip in the blossom all our hopes and thee.



| 39
That ise, th&'&ﬁtm@ﬂy b@twean'mga and nature is essily dis-
tﬁibéd and violence and death result. The poet himgelf seems
- to be capable of achieving o harmony with nature, however:

Let me be laid . _
Where I may see thy glories from some shade,

but the etate is so quiet, so passive, that it is nearer to
éeaﬁh,_reeaﬁling'agai# the solution of the mower poems, than
to real harmony with nature. It seems to attempt avoidance
of the violence of the ‘glancing wheels' of love, avoidance
of pain thet comes when man, in this csse T. C., 18 no longer
in tune with nature, the possibility expressed agein in the
last stanza, The poet simply wishes to retire, into death if
need be, from the awareness that man and nature are not in a
stati¢ hsrmony, &aﬁ that we are all subject to change. Sun-
mers mentions this passivity on Marvell's part, saying that
his speakers "are farther removed from immediate embroilment
in sction than %amﬁé's. They approsch their situatione from
pone distance, with a wider and Qlearer view."?2 This dis-
tance, explicit in the image of lying in & shade which appears
in "apppleton House,® #7. C." and "The Garden,” is the sign

of an effort to withdraw from too great an involvement. In-
volvement in human life seems 4o bring dilemms and pain, and
80 the escape, the 1deal state, is belteved to be that of non-
participation, in the mistaken hope that this will bring unity
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sgein with nature. But passivity achieves something positive
only in the sense of its likeness to death, as 1s shown by tto
e laid' as a dead body, and the pun on 'shade.' The poetts
 @&1amm&.ia that he belleves that when man is most alive, moal
involved, he is moet alienated from nature which is his true
home. The poet is disheartensd at his own human feelings.

He loves but he does not love to love, and so tries to with-
draw into nature, or into death 1f need be. The loves which
are portrayed as "good” to him are the ones which have a non-
human object as the faun, or a human who is still pure, in
tune with nature, a&s are T. C., Mary in “ﬁpﬁ&etan Houge' and
the child in "Young love." These are undisturbing loves
which, it seems, cause no alienation.

The "Nymph compleining for the death of & Faun® joins
the pastoral tradition through the elegy. It contains a sug-
gestion of the set férmvaf the Latin funeral elegy: the bldding
to the mourners, regrets, éﬁtb&rﬁﬁ againat the powers responsi-
ble, & list of those who could have been better spared,
deatbbed scene, hopes of future 1ifa§ﬁé_%hs’¢@mmittalg9% And
since the faun is both a human object and an object in nature,
the poem is a clever twist snd deepening of the normal itheme
of pastorsl elegy. The nymph is one of those whose-harmony
with nature is des%rayéd_by those who have none, in this case

the 'wanton troopers,' and the theme is agein that of loss.

Qhﬁi&kﬁnsaa, Ovid Recalled, p. 68.
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maﬁ’h is desired after the nymph is sliensted from "nature,”
the faun, and so she wishes to share his fate, as in the mower
poems, in order to &aaﬁf&#w her kinship with him. Poems of
lementation for ithe death of an unimal go back to the Greeks
.who hsd a ﬁﬂﬁbﬁﬁ‘ﬁf,éyiﬁapﬁs on animals end winged creatures,3%
send appear from Catullus (the sparrow poems) up to Shakespesres
Jacques. But the primary fesling of this pcem'is sgain, I
think, that of the purity of nature and the impurity of man,
and thue the sadness at the broken relationship between them.
When this hms oscourred the nymph wishes only %o die, leaving
but a cold statue as & symbol to remind us of the joys that
were. |

Such nostalgis for the lost pest, for the perfect har-
mony with nature that was, is at the root of all Marveil's
pastoral poetry. Because of the desire to Return, men can
take no pleasure in the here and now; that which binds him %o
the present, his human condition and specifically, love, 1is
peinful to him. The only rellef seems to lie in death, or
symbﬁiie‘éaaﬁh. and ironically, such s &ﬁath negates individu~
ality, takes @ﬁg cuteide of duration, is an asgeriaﬁaelﬁhax@ﬁ
with the plants, and so & gort of Return is achleved. But
this destruction of self, though envisioned, is not actually
accomplished in any of the poems. Somehow, even poetically,
there wust be another solution to the problem of 1ife. 1In

951b1d., p. 68.
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the &axt»seétian, the overcoming of estrangement, the search
for Being, is sttempted in the present rather than by means
of & Return., kow the efiert takes on & less biolegical or

sensory and more intellectuval character.



CHAPTER 1V
PAGAR.

+ » + ¥an as an element and representative ‘gaf the
g§§%§%§g9a¥mfm?§%, not only of anature, but also of

If pastoral ezpresses Marvell's values and the pastoral
effort ontlines his initial response %o life, the Latin atti-
tude expresses a further response after the firet has been
f@nné wnsatisfactory. ?&e influence of the pagan, specifi-
cally tbe Roman, upon Marvell is not surprising considering
the vogue of Latin rhetoric and style in the seventeenth
aentury.g? This section will discuss not whether there is
&u@h‘an influsnee, but rather the extent to which this
infiunence ig a8 part of the imaginatign of Marvell. He was
an expert in ﬁaﬁga and continued to write Latin verses until
his death.?® Avbrey in the Brief L
great magter of the Latin tongue; an excellent poet in Latin

ves states: "He was a

and English: for Latin verses there was no man could conme
inte competition with Bim." 99 ¥iss Wallerstein sees the

Latin influence in several of Marvell's poema.

gﬁgpﬂﬂgiﬁrﬁ %o gi‘ga, VQ‘&q ip e u‘gd

niseence Tradition in

I8regouis, op. git., p. 56.

99¢1erk, op. git., p. 53.
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In the perfection of design whieh created the stanza
of "An Horstisn Ode," and the exquisitely bslanced
structure of "Upon Appleton Boume,” and "The Gprden,'
his classlcism united with his rational and philosoph-
fcal tradition to creante the polse, lueldity, and
control of his forms.100
The Latlin love of clarity, dscorum, éigeiplagag or nur-
ture rather than nature; as set forth by Horace in *Epistle to
the Pisos" (ingenium without srs ie nothing), was partly the
result of circumstanges similar to those in Marvell's own time.
The experience of the civil wars in Rome seeme %o have made
the avoidance of further civil strife and confusion the bighest
jwaginable good, hence, the ideal of controel and discipline
in both eivil 1ife and art. There is also another resson for
the ¢mphasis on form, and that is the uncertsinty that was
felt about ultimate things. The prevalence of ancestor wor-
ship in Rome*P} would indicete the attempt to emphasize the
continuity of life in the faect of the suepicion of ite lack

of continuity. Even Ovid's Metamor s is interpreted by

a%t least one critic as a demonstration of the sense of flux
in everything, "since the metamaxghsasa.as*éésﬁrihed tuke
piasce go fluently as to suggest thet the identity of the
species 1s less hard and fast than we think. 192 At any rate,

- 100yaiieratein, St
pe. 338,

s in Seventeenth Qentury Poetic,

10lgassirer, An Essay
Ebilosophy of Human Culture

102y11kinson, Ovid Recalled, p. 218.
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the conscionspess of the brevity of 1ife, whet Tillich refers
to 88 the muxliety of fate and death, was a primary feeling of
the Romans., Their age was one in which the primitive feeling
of man's identity with nature had long disappeered, when even
the Greek feeling that the individual f{e the trepresentative
of something un&vﬁzaa&;ﬁlﬂz had ﬁafﬁane&,,aﬁ& the new sense
of a unique and valusble individuslity had not yet flowered.

In the philosophy of the time, two tendencies may be
pointed out. The 3toiclem which was pr@a&n&ﬁt‘ia Rome is the
result of ome reaction to this awareness of fate and death,
and Epicurecsnism may be seen as the other. 8Stoicism, %ha
acoeptance of cosmic resignation,’®* is based on the eontrol
of reseon in man, s sense of the "meaningful structure of

reality as & whole and of the human mind in paxta..lax,ﬁiﬁ‘
"This means that reason is mants true or esgential maturs, in
comparison with which everything else is aacidentala”igs The
goursgecus man is therefore above suffering, ¥“The wise man
who coursgeously conquers desire, suffering, and anziety
tgurpasses God nimeelf. %107 1nis may be called the rising
above the accidentel, The Epicureans, although believing in
& certsin seli-determination on man's part and the ability to

xeSTii&i@ﬁ, Tha Qourage to Be, pe 19, |
Whmpia., p. 10. 2051mps4., p. 12,  106pa., p. 13,

16?; §é¢3 PR 5“"1:6-
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withdray from external influences,l®® haa wore in common with
- the primitive gmﬁ sensory view of 1life discussed in %%ﬁ
previous two ﬁ@@%i@ﬂﬁg A?hay'hﬁiiavgﬁ’ﬁhmﬁ 211 that exists
is gorporeal, that the intangivle is non-existent or empty
space,; and thst in sensation lies the final criterion of
$7uth, 209 It is the Stoic outlook which charsgterizes this
section, slthough the Epicuresns, too, believed that some
tranquility could bé achieved in the fance of %the sceidental.

‘*?ha underlying gosl towards which all efforts were
bent was thet of cmnceling, in so far as possible, the effects
of this accidentsl. Through form, s rational éaviaa,'%&e
Romans attemﬁteﬁ t0 expresg permpnence snd sontinuity, ?ﬁ-et&r*
nalize what is, and meke something that would exist into the
time when we and the flowers would be dead. It is possible
to view this situation also from the positive eide, to emphe-
size not the uﬁaéxtaﬁﬁﬁy of nltimste things, but an ares of
gertainty in present matters. There wes & sense of the iimiw
tation of man's powers end significance, but there wag also
& feeling of gusrantee, of the possibility of doing something
aboul the here aaﬁ’naﬁ,‘parhags aven sbout ourselives. ¥We may
not change the necessities, but we may bﬁ'éble\%@ adjust te
them and enjoy existence. Theve wes ne large ares of choice
for man, but in prectieal matters, 1&@,‘w@aﬁsg’miiitary<pcwar,

the arts, be controlled much of the matter sround him. This

108pnoyoiopacdia B

edin Britennies, Vol. VIII, p. 475.
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enforced practicality of mepirstion is allied with the miggx@ma
denand for precision of expression, and conirel of form to
snsure endurance. The Roman eenee of langusge reflects this
domend; 4t is thought of in practical terms, as functional,
perfectible, and as pffording plsasure through menipulation and
saying well what was alrsady known. Again, it ie an eternal-
izing of what is. ,

Horace is an excellent exumple of these ideels, ¥He
wrote with *meditmtion, resitraint, balancs, and tact, urbanity
~«few poets have dared to hope that such gqualibies can make
a successiul poen.® He exlsts

. . » mheweveé'ms find apparently affaﬁ%iegs.yerfgaw

tion, or ¢ommonplaces that geem fresh instead of plati-

tudinous, or bhumour breasking tbhrough seriousness, or

?gggzﬁgégiﬁ%%?,‘ﬁfzgglm é&gﬂiﬁyg,@§‘i?ﬁﬂi@ﬂ&~ﬂ@i£“
Hiis theme was that the highest good lay in concuering the
passions which are merely the sign of the soul in turmoil, a
dssiring more than is properly given. These &re the result
of discontent, fear, angeég and envy and most frequently arise
from desire, avarice, awbition, and self-indulgence.tll sgng
much doth cieve,/Much ever lsecks." (Ode Iil, zvi.} Such a
philosophy is reflected somewbat in Marvelltls pasesive lying
in some shade. But Horsce was wary slso of the opposite vice
from too much passion, and that was apathy, whioh ley in

111

13:05artee, Hormce, . 59+ Ibid., pp. 6~10.
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complete indifference o this world. 7The passions are legiti-
mate, he would say, ms long a8 we can control them; so the art
of 1ife lies in the keeping of the me&n;lkg Horace's QOdes are
poems of rejection, whether it be of luxury, vanity, or affec-
tation. Most of thewm "are in some sense poeme of refusal,
dissuasion or deprecation.*ll3 It is bis feeling thet man is
of 1ittle consequence in ﬁhe'anivaraga Wilkinson speaks of
*his amusement at the incongruity of his own person and the
sublime." 1M Horscets poetry is more accepting, though
ironically, than Mervell's, which seems to arise out ¢f his
inconelusiveness, his fee&ing both of consequence and incon-
sequence, his more modern notion that there is something
sublime in him. VYet the two are alike in thelr praise of the
simplicity of country life, of which Horace makes a virtual
panacea.>5 The shade and stresr and oak, gulet and pesce,
appear frequently in both poets.

Horace's love of form and restraint is tempered by a
strain of informality aﬁﬁ.ﬁxﬁbaxamaﬁulié I think we ah&&ll
see that these are not the primary characteristics of Harvell,
but that his poetry contains an echo of %ﬁam,.'?ha,yﬁiﬁa even
of the "Horatian Cde” 1lies not in any gentle coming to earth
or distance from events, but rather in the knowledge that both

113y51kineon, Horage and His Lyric Poetry, p. 93.
11%3@&% s Po 63w 3152& 1Q s P 175 « 11&;23-@& s P 2.
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sides may be right and good, that the spirit of good is divided
against itself, and that violence {ih the inmages of lightning,
etoc.) must oocur before that spirit will be united once again.
The feeling is Qmsta@hyéimaz,” even Barogue, aﬁé yot %ha?@ is
reason for naming it "Horastian® because of the ease ¢f the |
stanzas, and the simplicity, even f&miiiarityg @f the words.
The violence behind much of Marvellt's poetry is %ﬁiié& by the
suppleness &nﬁ’@&myli@iﬁy of hies form. Ve have only t0 come
pare his diction with that of Hilton to see how effortless |
it is, snd how “Horatian." ?h¢~ﬁiﬁfeﬁ&nce'betwgea.ﬁcza@a and
Marvell seeme to lie in that one bas achieved an outlook and
the other is 8$ill going toward one, that one has éistanaa

from everythin

Zs including himself, and the other has yet to
‘achieve this perspective; but their subjeots are often similar.
We nmust also keep in mind that the very ecxzistence of & poem
fmplies an outlook, at least » stence, for the time béing.
It is simply that with Marvell one has the feeling that there
were many oconflicting viewpoints in bis nind aﬁ& that there-
fore 1t was difficult for him to fell complete in any one.
Men saw choices and amblguities which were perhaps unperceived
in ancient times. |
Ovidts influence on Marvell might be expseted to be
extensive since he, especially in bis Hebamorphoses, wes ithe
source of themes for writers from his own time until the
seventeenty century. Syx&ns and Pan and Apollo end Daphne,
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mentioned in "The Garden" slso sppear in the Yetamorphoses,

and the water and the green which appears throughout Marvell's
poetry, to ong oritic at least, seem to be prominant also in
ﬁﬁa,ﬁﬁﬁammh_hggea.ll?ﬁ Ovid mentions these also with gza&%tafm
fection in the peems about his birthplace, Sulmona, in Amores
IT 16, 1-10. The twe poets had an affinity for unwild nature,
for all th@kéevieaeAéfvxhaﬁaric (Ovid was called a xhatefieian
by the p&eﬁ$ anﬁ a poet by the rhaﬁmr&eiana};;lg and for
fantastic metomorphones, but in Marvell these are subdued to
ﬁataghﬁr: & person may be sshes, sbortion, shade, inverted
tree, Phaeton, roses and lilies, or death. Another work of
Ovid's which Marvell might have known, since it wae transiated
into English during bis lifetime,119 1s the Fasti, o work on
the Rowman calender, and & gort of condensed bistory of Rome,
Here the lesser gods, such ss Mals, Flora, Zephyr, the stories
of Romulus, and other heroes, customs such as the hanging of
lsurel ﬁnvﬁh@ doors to ward off spirits, and other primitive
Romen beliefs and practices, appesr. Marvell uses the goddess
Flora in "Little ¥. C.,® and the setting of "The Garden®

seeme to be related to the celebration sacred to Mala in the
ggggiﬁ ~ﬂviﬁ*s'unamuwaly,-m&%%arwgfmﬁm@t attitude toward

Amores 1s reflected in Harvell's “Coy Mistress®

love in the

11fwilkinson, Qvid Recalled, pp. 180-81.
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and pernaps in "Daphnis and Ohloe® and "Making Hey Ropes,.®
Ovidts influence will be 1nvegtigated”farther’zn connection
with "The Garden.® B

| Catullus is enother of the Foman poets who seems to be
recalled in Mervell's peetry, He galned recognition in
England after Petrarchism and aloof ladies had gone out of
fashion. “The passionate ery of Catullus is scarcely hesrd
in the north untll Donne revelted agninet the whole tradi-
$1on, " 220 Catullus? direct languags can be noticed not only
in Denne, but also iu Bkelton, Harfiakg~ﬁaﬁd§19h anﬁAﬁthers,lgl
as well as in the “Qoy Hlstress." ”thxﬁ finely irania that
this poet of the Proitectorate should have written the superbly
Catullan 'To his Coy Histress,’ and the lines on a 'Fymph
Complaining for the Death of Hew ?aum.*“iaé"ﬁa this poem,
too, though we have discussed it from the pastoral point of
view, has direct Latin ancestors, specifically the sparrow
poems of Catulius (Carmen 1I). MoPeek smays Harvell's poem
#ig perhaps the noblest product of all the atggm;ts to emulate
the Latin songs."*23 The difference between the two versions
is that by seeming %o lament the sparrow, Catullus hopes to
ingratiate bimeelf with its owner. The Marvell poem sincersly

| zgﬁ’ﬁeggmk, Edmund Spenser: An Essay
PV s Pe 126

321@@?99&;

gatu ug in Stmgge and Distent ngam, P 913».
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lements over the death of the Faun and also uses the animal
a8 & symbol for more bitter doathe. Catullus is faintly ironic;
Yarvell seems not to be. Wilkinson 2% and Compbe11l?5 velieve
thakﬁﬁay Mistress® to be Horatian in tone, but there ie no
ironic bumor at self or philosophical aﬁaap%aaaé of humen foi-~
bles. The end of the poem has 1little detachment; it is fast
and rough with its gounds of 'Life,' 'strife,' 'tear,' ‘birds
of prey,' end *bell,! as of s bullet ripping tue flesh. These
are far from the Horatian ﬁhilageghical quiet éméing. The
lust stenze 48 slmoat entirely nonosylliabic with first i
and 84" sounds predominating, giving speed and a note of
frenzy in contrast to the irounic sase of the first stanza.
Legouis describes the poet of this poem as “en proie a 1&
irenesie des sens quleztite la reserve do sa ma&%res&@*”lys
andi

Latulle seul en s monire une ag&lﬁ dens quelques
pieces immortelles: mals ses emportemente conservent
quelqgue chose d'effomingé, Lo podte anglais est plus
sanguine, plug fler aussl . . . 11 entend triompher .
de @elle-cl par ia uwile vigueur de son intelligence. 127

¥ecPeek characterizes Catullus with the phrases:
funrestralned sensuousuess of," *vituperative sbuse," Ydarkly

ribald bitterness," “passionste simplicity,' “gayety,"

124g11kinson, Horace snd His Lyrie Poetry, p. 173. -
125¢ampbell, Hor ‘Hew Interpretatio:
12610g0uis, op. git., p. 75. *2T1pig., p. 75.
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"insoucience,” snd “iﬁﬁanﬂiﬁy,ﬂ;2$ and similar desoriptions
couid spply to "Coy Histrese.' There is elso in "Coy Mistress"
the Catullan ominous sense of the @ﬁmiﬁg:night (*viviamas, méa
Lesbia"), which makes for the urgenscy of love. Eliot says: .
| The verase of Harvell bas nmf the grand reverbsration
of Catullusts Latin but the image of Mervell is cers
han Ty 5f ChoBemoven iom Rorees 129 SeCker deveee
But there is something in “QayAﬁistreﬁs“ which ig not
Catullan. It does not portray gay sbandon, or insouciance,
elthough in the third stanze it recites the familisr theme of
“Now let us sport us while we may." The gaﬁsiﬁﬁ of the poet
te not urgent so much beceuse of antioipated pleasure (as the
Latin poets would have it) but more because of the insistent
preassure of Vvime. It is time which is the subject of this
poem, from the {irst stanza,
Had we but world encugh, and time
through the

But at my back I always hear
Time's winged chariot burrying near

to the last lines,

Thus, though we cannot make our sun
Stand still, yet we will make him rum.

The value of paseion lies in its possible effect on time; it

seems far vemoved from any sense of human joy snd fulfillment.

mﬁ’%@eek, ep. ¢it., pp. 27, 28, 32,
129g110t, "Andrew Mevvell," Tergentenar
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The point of the persuasion of %he poem is that the atirac-
tiveness of passion lice somehow in ite power over the general
fate of wen, rather then in the personal pleasure it may give;
and this is not Catullan. The lest stanza is full of fuwages
of rough power, in the devouring of time and ?hﬂ

Tearing our pleasures with rougb strife
Through the iron gates of life.

It is something much larger and mwore eartheshaking which the
poet wants$o achieve than the ﬁ&m@ia joye @f‘@ﬁyaaa%& love.
He wants even t0 alfect the sun. His att&tage toward bhis
passion iteelf is ambiguous; it is urgent, needing satisfaction,
and it may be powerful, but it is a&é@ aimﬁaﬁ'sﬂa@rgé at.
It is only 2 better choice when compared to the worms and
dust which awalt the mistrese if she will not meke love now.
Again, pleasure and delight are not pé@t of the persussion.
It is ss 1f, in order to justify his passion to himself, he
must make great q&aiﬁ@ for ths effects ﬁf'iﬁﬁ ?ﬁiﬁiiimant.
One msy reply that all this is but rheﬁmi&&; to persuade in
e Strong fashion, but the theme of affecting time is & con-
stant one with Marvell and therefore, I think, we may believe
it had his feeling bahimﬁ'i%¢ |

In the mower poems, love was one of the burdens of
fallen man, perbeaps even o cause of the fall, preventing & .-
‘Ratﬁxn 4o his original state of harmony with nature. 1In the
"Coy Mistress® love is no longer & burden, but neither does
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it have mnything to do with humen feeling for &ﬁﬂ%h@f human,
mueh less with love. Before, the feeling was one of sadneas
#ﬁd nesr xabeiiiﬁm; now too much is claimed by the intelli-
gence for the act of love. Instesd of accepting 1t ae one of
the human goods while time permits, it is supposed to defeat
time. But there is in the poem an #warenasa of these impos-
sible expectations and, therefore, ¢f the dangers involved.
The imagery %hﬁ&ugheﬂt, frow the tomb and ashes and dust to
the birde of %rayéjteaxing of pleasures and thé Phacton
insge of making the sun Fun, convey a senee of viclence, or
doom. Once agein death and time and love are inextricably
invelved as in the poenms discussed in the previous section.
Whethor death is the result of love or the escape from love,
and whether love can affect time or is the cause of our
time's being go flieeting and unpeaceful, is not clear, and
yet the poem itself ie lueid. It is a persuseion, from one
intelligence to anéﬁh@r to love while time permits. It is
only in the imagery that the overtones of %h@ unsatisfactori~
ness of the buman condltion,which is so powerless sgeinst fate
and time, sppear. Neither a eimple snimal fulfillment ner a
complex human relationship is desired or believed in. Only
by an @vaxxaamhing intellectunl c¢laim for gratified passion
is thére'jwatifi@a%ieﬁ* but even this claim bas its irony,
aiaga making %he sun to run means also bringing nearer our
own end upon earth. 7The polse of the poem liee In its perfect
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form of wif," “%mﬁ” and "therefore® ag well aﬁ in the perfect
end umresclved belance of the contrasting feelings. Joy or
reverence has no place in the poem. ?ka»ﬁan@ien between the
_fgi% power of passion and i%$:§§W€£iﬁﬁsﬁ$$$ to hinder the
'gaasaga of time is Latin., But t$31%$nsian betwesn the urbane
persuasion to love in the poem:

| ¥ow, therefore, while the yaathiul'hné
Sits on thy skin like morning dew,
end the awareness of what it will make of the lovers, who will
even burry their own death: |
And now, like amorcous birds of prey,
§§§§e§a§§n§§§?1§§§1§iggagfggigé power,
is unresolved at the end. This is not Latin melancholy at
realized fate, but the rebellion of the intellligence againat
love, time, and &@&ﬁh; thet iﬁ; against the conditions of our
existence, In the mower poems l1ife was no joy because it
was impossible te live im the past, theat golden time when wmen
wes in harmeny with neture. g@w-iiﬁa is no joy bacause it
is imposesible to accept our conditicn in the present in harmony
.a#ﬁ love with other humen beinge.  The effort of the poet
remains one of escepe from what is. '
The poem may &alse be thought @f.a@ being in the pasioral
mode, & thing not improbable with Marvell, but it is cleverly
turned so that pastoral love, which is portrayed ususlly "at
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the point of dﬁ&@%i?”lE@ in this poem, arcuses in the "swain®
an almoet cynical oleverness. We "woulé® do this, and I “would®
do that, but, leook how foollsh that 211 is. The poem makes
fun of the pastoral pose, at the same .time that it is guite
persussive about the urgency af'lavg; It is interestling %o
dompare the "Coy Mistress" with "Ametas and Thestylls Making
Hay H@#&s;“'wbiﬁh is also a twist on the normal pastoral
attitude: oll this persussion on thé pert of the swain is
foolishness; to succeed,s men must act.

What you cannot constant hope
Hupt be teken as you may.

The dominsnt tone of “Coy Histress” is mot pastoral, but to
be aware of what is pastoral in it adde to its richoess.

In the “Picture of Little 7.C. in a Prospect of Fiowers®
¥arvell also investigstes the Roman themes of the too ewift
passsge of time, "o let us eﬁjoﬁ‘@uyselvaﬁ w%&}e we may;"
and once sgein, death ie the backdrop %ﬁAﬁkﬁ discussion. The
pastoral aspects of this poem heave wlready been dlscussed, the
fiowers, the garden, Flors, and the passivity of the poet
Ylying in some shade.' This same peesivity may de intérgretaé
28 an sttempt to avold the changes that will come with time,
and demonstrates a dread of the future. Now is the green
time, the time of innocence, the time even of power over the

errors of the spring; therefore, any change must be for the

130gmpaon, Some Yersione of Pastoral, p. 13.
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’w@wae. But 7. €. a@mﬁ~a%an§$ for hope in the future, 5&1& our
hopes' gs well as futaxﬁ ablility %o conquer the baser elements
in our matures. But this power ies egxuel power and 8o, aven
1f 1t 1s cheste, 1t still will involve & loss of childish
Viﬁmﬁéﬁﬁﬁﬁg -Rather than be involved in the frightening yark—
ings of such power, the poet would chgerve pagsively. He
feels smbivalent sbout T. C.'s growing up. To wish she would
not ig to wish her death, as shown in the warning sbout Flora,
but Yo grow up is to leave the sphere of nature snd to enter
the humaﬁ»wérlﬂ of struggle snd psain, &néllglamgiag wsheals.!
ﬁ%@h she doee this she will lose her charm for the poet, for
when possible sensuality enters, the poet retires %o observe
the changes from some shade. The attitude of %hé poet is
related %o ﬁ&ﬁiﬂ g@i&ﬂ@h@ly at ﬁha‘gﬁasgga of time, but there
is the additionel Marvellian unwillingness to admit to = love
relationghip bedween adulte snd its 1navi%abi&.eiamam£ of
sesuslity. He 18 not only gently saddened at aaaﬁh which i
wrought by tima, "That violets nmay gﬁ&aﬁgér éga-ea@nra,* but
@% the changes in %hg‘belavgé‘abﬁaaﬁ if it_é@ea endure. It
will become & human instead of the "natural® creature it
now ig, snd the implications of this are toe disturbing. The
poet then retires to some shade. |

The same fealiﬁg £mf the purity of the young and the

drend of inevitable change is found in "Young kévetﬂ Here,

the ohild is agailn compared to a flower:
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Whole falr Blogsoms are too green
Yet for Lust, but not for Love.

We find Marvell's favorite 'green! comnedted now not with
fecundity but with innocence. Green i the only coler which
éeﬁtains auahAaaﬁéréﬁiﬁﬁ@ry imglica%ianés It is tﬁe.selwx
most spperent in the world and most ambiguous in meaning,

It ie not iny'the'ﬁblax'éf nature, which £its well with Mar-
velits pastoral basso continue, and the color @kg@n signifies
freshness, beauty and innocence (even unripeness es with

ggeeﬁ corn), ut it implies fﬁtnre wi@&p&sa and hope of future
fertility. It ie the color that is least enduring; hence the
Latin melancholy which is slwoys mixed with the joy we take
in its newness, and the @ﬁlax of the humbly enduring grass.
It is the color of hopeful éhﬁﬁgﬁ and the c¢olor which impliés
that change will be ﬁa a worse state, aéay from green inno-
cence. The double nature of the word islﬁuwalyiﬁh@ source of
its fascinstion for Marvell, The melancholy which 1s lmplied
in igx@an* is also p%&ﬁ&&t.iﬁ the idea of ﬁhizéxén for Harvell,
and the two are connected in his wind, &hi&ﬁr@$ aﬁé,g$$en
are wonderful and engage his love, but the knowledge that they
are delicate and perish, or worse, become ripe and hardened,
is crushing, and he must withdraw. Too much is hoped for
£rom the condition of both the green world and of children,
since thelr nature is to change.

The aex%4twé poems %o be looked at, connect with
®P, 8, pecanse they concern young 1@?9; end with "Coy Mis-
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tress" because they imply that love may have sn effect upon
time. They also desl with the questions of fate snd time.
The idea of escaping the effeota of time appears in “ﬁnfa:«
tunate Lover® where, although old loves fail;

¥or can they to thet Region ¢linb,
Te make &mpwaﬁai@n upon ?&me,

those with whom the ' Infant h@va vat giayee‘ may not. This
idea is %the theme of "Younmg Love® in whioh the poet talks to
‘a obild: |
Now then love me: time mey take
Thee before iny time away:
©0f this Need wee'l Virtue make,
And learn Love before we may.
S0 we win of doubtful Fate;
And, if good she to ue maant
We that Gmaﬁ shall antedate,
Or, if ill, that I11 prevent.
The gentleness end sympatby of the poet towards children i
one of ¥arvell's most charming attitudes. It seems to asrise
from his lutenee awareness that it 1s fleeting, ending elther
in death or in the desath of innocence. Here %00, love and
death are conneoted then, but the love is asexusl, and so
free of the taint of the Fall. The double attitude in "Young
Love" is to be seen in the expressions which say that this
love can hoodwink %ime, and the understeod sureness that such
a th&ng'xa impossidble. Youth and love and even life will pass.
These poems of children, including "Little T. C." are more
Roman than the “Coy NMistress® in their gentle welancholy .-

‘at the flight of time; and they are less Roman in thatﬂthey
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ars about the love of ohildren. B&@amsﬁﬂaf'tha naturs of the
love objects, they sre close to the fesling of "Death of &
Faun." By loving echildren one may avoid gensuslity, but this
sort of love is as surely doomed as sensual love because its
object will chenge, waking love disappesr or become sensual
love. In the pastoral poetry we saw 1@va:as!a varden, the
sign of the Fall or loss of havmony with nature, and death
as the escspe. In theéa R@man poems love 1is partially
accepted {but only in @t@&y to combat fate and time), snd 1t
86111l carries thoughts of death. In no seuse does the poet
come to terms with the buman condition, much less dees he
giv&.ﬁh@aks'faw whaﬁev&x goodnese it may contain.

fﬁare is one peem, "The DPefinition of Love," which
wittily yieﬁnras'&a asexual love for a grown woman in one
of the few situatlions where 1% would be peasibla* in & world
outside tarreg%r&a& duration. But ironically, Fate has made
1t asexual. The poem is 80 witty &s not to be considered in
the same vein a8 the gbove poems, but the static position
deseribed at the end of the poem, the lovers ss paralliel
linee, is related to the death in the other poems. However,
this poem is similar to the "Coy Mistrese® through ite use
of irony ané insult, but here the irony is at lest explicitly
directed toward the necessities of the human situatlon, rather
than toward the womsn. But the outcome 16 the seme as all

the poems looked at thus far: tbe sense ol the impossibility
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of humen love's being s way to fulfillment. In this poenm
frustration is ironlecally pretended to be an advantage. The
ampﬁxﬁsaanﬁfai:ef.tha tone and manipulation of the cau@eit
which is the ﬁhéme v the poem, mskes 1t one of Marvell's
moat suceessinl. The ¢lever ilmages 0f *'magnanimous ﬁegpaix?
and of feeble hope with its 'tinsel wing' are ironical, a
turning of disappeintment agaiﬁa% itgelf szo that it &né no
power. Thénﬁ.hg implication the love that iz born, which
sannot be satisfied, is preté&ﬂeﬁ,%a be groater than any
ordinary love could be.

The poem 1z built on irony. "Marvell was using the
new iaﬁ&x@aﬁa'tm geometry, which went with rationalisam and
the opposition to Plato, in o poem on Platonic love."13l But
there is a further irony: the Platonic love is not allowed to
stand unquestloned, it is recommended so highly not because
1% ig & good hut becsuse 1t ig Platonic, that is,_it in
above sensguality and se & good, but the ftruth of the matter
is that the two involved never willed it so. Love at last is
clean and unfallen, but #ti@; it is a source of irony. The
idea that the Platonie nature of this love is a gige of its
rarity and vaiue is balenced by bitterness underneath, which
tries to outdo fate by the worship of despalr. The vast dis-
tances lmplisd in thﬁ imeges Yworld,! *distant poles,! and
toppoaition of the stars' are familiar to us now in the poetry

131ipzadbrook and Thomas, op. Git., p. 45.
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of ¥arvell. They seem to 1lmply that the resolution to the
A1l enme iﬁ-%&& poen resides only in withdrawal, this time not
ints the green world, but into outer space. But the tone of
the poem is perfectly polised %g@wé@n the two opposing feelinge
prezented, deapair and recognition of specizl blsssedness.
’ *Paphris and Chloe® 18 an exasmple of a not so suocessful
control over dilemma by art. The language of such phrsses &s
thopes éé?@&tg"‘ﬁe%ﬁﬁéﬁ.gﬁy and Sorrow rent,’ the tearing of
the locks, the rolling, glaring eyes,

As the Soul of one gcarce dead,
With the shrieks of Friends aghast,

*torture,' ‘wretched,* twound,? 'Executioner,® 'be fatted up
espress/For the Qanibal to dine,? the revishment of the 'body
dead while warm,’ or %&e.éﬁnsualgﬁy of

0r the witoh that wildnight wakes

For the Fern wheole Mapgick Weed

In one ainute casts the seced,

And invieible makes,
are violent beyond rhetoric. As if to prove it, the last
two stenzes smack simply of hurt pride. Here, the passion of
roge and resentment at frustrated pession slmost overwhelms
the peem. But such & lack of control s%1ll has & certain
success, probably because of the wit of the scheme in which
the speskexr sayes he will refuse what is finally offered
becausge:

Nor to my Dsparture owe
What my Presence could not win,

and by the wit of the various desoriptions of love seen ae

far from any iéaal.
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The Latin sense of perfection of fagm can be e&&#&ﬁt&y
seen in "Drop of Dew." This is another “wii%g“ poem, perhaps
even an exercise, but its method is a&lﬁgarigaa Qg ambigmgtxﬁ,
the drop of dow standing for the 3@&1 yearning for its heavenly
home. The imegery is primerily Christian, but the poem demon— .
strates an a#ﬁxaarﬁinamy control of form by which the material
oy gensuous world is made to figure forth the immaterisl. It
is different from nineteenth century nature poetry because it
is not about & drop of dew itself, and yet it precisely
describes that phenomenon. Legouis c¢lalms that it hes not
a perfect form: "En spperence la symetrie ¢ot parfaite, en
réalité le podte falt intervenir dans chaque partie des
epithétes et des expreesions gqui conviennent proprement &
ltautre.?132 Tnis is true, but rather than being & criticien
1t is the secret of the poem. These exzpregssions arse the con-
necting Links between its two elements. Its art rests firmly
upon the traditions which have gone bvefore, among them on
the Romsn tradition of the expert control of lsnguage in which
the value of the imoges lies mﬁ%?im.thair accuracy or étartling
quaii@y, but in their service to the end ﬂf the poem.. The
powey to move is the result of how a thing is said, not in
what is eald. "The poet differed from the propagendist lese
in aim then in the depth and scope of his vision, and his
methods differed less in kind than in subtlety and yawer,"133

133&&%@@&%, 2o gite, p. &36.
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ga&vall,waa-aﬁagﬁ‘at the business of how & thing is said, but
in the poems in which more is involved, where the matter of
the poem is & problem rather than the elaboration of & state-
ment, &9 in the "Drop of Dew,® the resulting poetry is fuller
and deeper, somebow more &uxyé&a&mgly poetic.

Bes ides thﬁ'e@nﬁral,an& pe?zéatian<@f féxm; which pre-
vailes even when resolutilon of opposing feelings is lmpossible,
that 18, when the artistic response %0 an experience is direct
and completo even though the human one ie still fragmented,
we have discussed some of the common kgtia-thames,g&?tieula&iy
that @f'tha~$ub3eatiam to time. Buﬁ; a8 hes been pointed out,
there is always something unletin in Marvell's bandling of
these themes. Inetesd of the Latin sureness of what is
desired and the accowpanying sureness that fate end time will
intervene, that they are ultimstely $triumphant, our poet
cennot accept 1ife under these conditions, the life of man
as it gppears te~b$; and constantly attempts to fashion it in
another way, first by a pastoral withdrawal into the past,
then by & direct intelleotual challenge %o the condition of
mwan in the present, to time itself, in magiag~%he gun to run,
making impression upen time, 1§&$ming'1ﬂva7ba£@£a wé'may* and
8¢ 111 prevent, and 'ﬁ‘ﬁhan let we in time compound.t But the
swareness of the impossibility of bhis %a&kfia always present;
children grow up and mistresses are unwilliing, perhups becasuse
they don't respond to such intellectual heat. The poett's love
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is somehow an intense holding off from 1ife, a cerebral at-
tempt to circumvent ite necessitios instead of an intense
“living of life. Again appear the lmages of death, but in thie
section in whieh love is en importent theme, they teke on new
Av&é&anaa; a8 1f the experience of love were oo féﬂﬁiug, to¢
far from the single-mindedly pursus& goal of Beingt, Love
between %ma gwawn ‘human beings, when sexvality muet be dealt
with, is a,pra&&gia& ¢V$r,wni¢h the yaet will be hurled into
& torrent that will never allow him to climb back onto the
foad he so wishes to travel. ‘ﬁst he feels love, and so the
aaxesoivahie opposition in his response to love, the opposition
of his head and heart, forces bim inte withdrawal,

in thﬁ~paéﬁﬁx®; sestion, we saw the poet rendered pas-~
sive by the split bétwean his desires and his longing for the
past. In this section we have seen him torn asunder by, oxr
avoid through witty manipulation of thought and word (by
loving the young or the impossible), the seme opposition.
‘Eeté; the effort is cerebral; before, it was through an inten-
#ity of longing; but in neither case can the poet bring hise
opposing selves inéa resolution or sympathy, nor can he trane-
cend his sensuous nature to live entirely in the other realm.
?ﬁ&a iz not only argﬁéb&em of Marvell, but the problem of
poets, ainaé 1t is because of their deeply responsive and
sctive sensuous natures that they are poets. Otherwise they
would be philosophere, or shepherds, or mystics. In the poet
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“the human gm@éicageat;is most intense; the tension beilween
.¥he sensuous, sesthetic, égrab?a&‘aa&*myﬁti@al.ﬁﬁxﬁaﬁ is most
fully developed, and, if the poet is great, most fully
investigated.

Before we see Marvell deal direatly with the split in.
himself in "The Garden,” we will see him make yet another
effort to ciroumvent or obliterate one part of his total human

nepture in an attempt to live spiritually in the future.



CHAPTER ¥
RELIGICUS

The future is not only an image; it becomes on
11 pacomss an imperative of homen 1ife i3 o o

In this section we shall deal with Marvell's expression
of the achieving of this 1ldeal future, as the pastoral section
dealt with the achieving of the past or Return, and the Latin
section dealt with the problem of existence in the present.
The imamge of the future in Marvell's time waa'vﬂﬁergtaéé
primarily in Christian terme, with enphasis upon the indivi~
dual's relation to it. In Christian times, the individual was
no i@agei but & representetive of man: he was a unigue part of
oreation,i’? and as such had o unigue snd personal relstion
to God. Under pressure of this closeness,; the individual felt
his failings to be not bumen ones, but personal ones, end so
the pxaﬁia@ of 1ife lay not in overcoming fate and death in
Latin times, but in overcoming personal sin a&é‘gui1t¢136
Such an;ﬁm@hmsiﬁ on the individual brings sbout o new PRY-
chology, "a new method of introspection and self*ezmminaxian,ﬁlz?
of w&i@hAAégaakmn@ is tha'ﬂewnéér; and under the influence of

13“&&&@%‘@:“ An Essay ou ¥snt An Introduction 3o 2 Phil-
osophy of Eumsn Culture, p. 78+ e .

135r4114ch,08. git., p- 19. *38Ibia., p. 17.

137cassirer, An Essay on ¥en: An Introduction $o s Phil-
osophy of Humen Culture, p. 76. — =S AR
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the Counter-Reformation, the habit of self-scrutiny was
Intensifled. It wae "an indispensable preparation for all
exercises directed toward the love of God, whether devotional
or mya@ia33¢“13$ It is Mertz' thesis that wmethods of gelf-
sorubiny are reflected in the litersture of the seventeenth
century . Hot only devotional methods but alse other ﬂhmiaﬁian
subjects became prominent then.

The merely pogan impulses of the Henaissance were
exhausted: They had not vitallty enough to preserve
them from putrefaction., They could etill sppeal %o
some genuine poets, bud the wetsphysical movement
brought fresh 1life to another kind of writing. For
en important group thoughts of God and 8t. Teresa
and eternity were replacing Olympus end Venus,l39

At any rate, the emphseis had shifted from ezternale to man's
inner nature, his relation to God, and hence to his idea of
his own future: from idess of withstanding or renumoiation
to ideas of salvation, and from object, God, to subjeot,
worshipper.

It is not surprising that these ideas are reflected in
ﬁhﬁ'ﬁﬂ@ﬁ??‘ﬁﬁ &n&rew=&axvé31, Some general xamaﬁkﬂ to
&stablish:oux.ﬁrame Qé,refexenae~may'be of belp before dis-
a&ééing the poems. ?hé typical problem in Christisn thought
is thet of the proper velue of this world in comparison with

13&%&@%3; The poetry of Heditsbion: Btudy in Englis?
18 Litersture in the Seventeenth Century, et

y and the Renaissence Tradition in
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the divine. This includes both the problem of the nature of
men and the sttitude toward neture. In the secular poetry
of the Barogue times these questions are prominent, "poetry
beling, se is so @f%an_%ha‘@ase. the resnaotment in secularized
form of encestral hﬁliafsaﬁiuo Yow, n&ﬁu#& uged in a poen
wey be n refleection of msn, & happy background, or a symbol
for the lost Garden of Eden. It is this 1a$§$¥ use with
which we are concerned in this section.

Mugustine, in opposition to the thought of the Ascetice,
valued nature as &Qﬁfg-éreatimn4 ‘He used the contemplation of
the vigible éhgeaﬁé m?‘a&%wxgvaa assistance in the five steps
ﬁaw&%d‘ﬁaﬁ4gg1 He found it %o be subject to change and decay,
%ﬁt believed God made neth&ng/unﬁgxthy‘af‘him&elf in the
w@rlﬁ,lﬁa 8t. Paul preached the dostrine that the invisible
thinge of God are undeystood by the thinge that are maﬁ@;1%3
B8t. Thomas, 3t. Bonaventura and Hugh of $%. Victor, that there
is reom for the love of God in the inmediate delight in the
sreatures.t? The book of the creatures was "the most

1“@spitaex, fMarvellts *'Nywph Complaining for the Desth
of Her Faun': Sources versus Meaning," MLG, LIX, p. 239.

1ﬂ3wa&1axaﬁeﬁn, . gﬁg., P sm.
1%3g0114ne, op. git., pp. 26~27.
1%&3«1@?5%3?#3* LLa w_e s PP« 199210,
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immediate expression of the sense of the unity of all experi-
gnce and of the depeéndence of the vizible and momentary world
upon %he divins, . g“tﬁlgg ?ﬁﬁ A&éatiﬁs and the ¥anlgheans,
on the‘mther”hanﬁ; denied reallty to the incarnstion of the
oreatures, any meaning o individual experience, or reality
to héa%ery*xhé This extreme of mystisigm $e outaide the main
tradition and euxsidé of Marvell, whose capacity for "eensuous
self~identification with natural ﬁhiﬂgﬁ has a taﬂah of the
ﬁiﬁ syanbolic snd religlous congepd of nature as the art of
God which appears in/ﬁm'many phﬁ&ﬁ&@ﬁhic writers from Plato
to Sir Thomas Browne.'147

But s suepicion of the things of this world does appear
in Marvell's verse, in the "Resolved Soul and Created Pleasure,”
for example, whers 4 Plotinian sense of evil, the notion that
there is willful and negative separation from God implicit
in the nmtable world,l™s eppears. In Ohristian terms, the
joye of this world are shallow and tranéitary and death is the
veginning of 1ife. The ﬁua&Aaﬁgﬁﬁud@ toward neafure a8 expres~
sion of God or seperation from God aggeé#m in medieval

gsymbolism, Trees, for example, ag symbols of virtues and

WTBush, Eng ish Literature in the Earlier Seventeenth
entuy g % ﬁm* . 'ﬁ by P 160, ’ ‘ ‘ v ' .

Weyar1eratein, op. git., p- 198.
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?1&@&*@@&3 extremely popular in the Middle aga$;1“9 A tree
might stand for the tree of knowledge, but to lie in the
‘shade might mean to scek refuge from God in worldly wisdom.:50
‘BHugh of St. Vietor {De fga@ﬁiﬁa"gggggg‘ggra’ggzt:a) makes
the leaves of the evil tree the ovbjeots of worldly wealth,

physical besuty, wnﬁia; etc., and the shade, the transitory
comfort of such things.}5} Marvellts "Resolved Soul and
Created Pleasure® c¢ontains this %ygiaai imagery. The {ree
might suggest *idolatrous sezual love . . « & reflection of
the £all® or the prowise of the Second Coming.152 Generally
the good tree is a green tree; in Luke 25:31 Curist says,
"Hor if they do these 4hings in a»gfeéa.txee, what shall

he done in the dwyﬁﬁlﬁﬁ ¥e are renminded af‘Marvgiliﬁ love
of green.

This sswe senee of ambiguity sbout the things of
nature agppears in connection with other symbole; water, for
instance, wsuslly agscolated with parifiaatieﬁp ba@tiﬁm§
regeneration, may be the water of ﬁﬁﬁiﬁiﬁyalg&' The rose,
8o common in ma&iéval poetry, may signify the blood of
ghrist (one mesning in "Death of F Faun') or =n objeot of

149gevertson, "The Dootrine of Cherity in Nedieval
Literary Gardens: A Topical Approach through Sywbolism and ;
#1llegory,” Ppeculum: A Journal of Hedieval Studies, XXVI, p. 26.

1501p3d., p. 26. 1513bia., p. 26,
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physical desire, and the transitory attractions of worldly
hﬁﬁmt&t' The 1ily wes almaat dlways assoclated #ith Chriet,
p&%&%y and innocence. Such sywboliom extended o herbs,
birds, and other ﬁaxur&l pgé%@m&aa¢ @ar@@n& are s frequent
syuwbol in medieval literature, for ezample, in "Roman de la
Rose,® and these gardens too might b@ good or bad depending
apanAwh@thex Chriat, who is described at one point in Serip~

ture as Hortulamnus, is the gardener.'55 2 garden could

symbolize such things as the church, the Hew Jerusalem, the
individual, the soul, '§he Song of Songs came to be inler-
- preted as an allegory of the 3@@1'3 10?$ for ﬁa§~156 However,
through this association with the 3¢ng of Hongs, & garden
might symbolize the relatlonship between the sexes and so be
sasvcinted with idolatrous sexusl love and egireme augiﬁ&ﬁy¢157
At any rate the nature imagery we find in Mervell's Christian
poetzry reflecte the double attitude toward the world whioh
is 84111l a problem of rellgion, slthough the main stream of
Christianity . glorifies the creatien.

The Christian sense of the nature of man ie also
duelistic: "the carnal and the spiritusl man were &t perpetual
vérianee“ to aagnsﬁiﬁﬁ.l5g There were those who praised the

157&6hextsan¢ ep. clts, pe 32,
15800111408, op. git., p. 108,
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gqualities of the senses. Tertulliasn says:

~ For is not to sense to understénd, to upderstand

to perceive? What is g sensation unlesg an under-

standing of what is perceived? What ig an intellection

unless %§ be & perception of that which is under-

stoodtlsd .
Auvgustine says that sin is not of the flesh tmt in the Soul's
cholge of evil, that the soul alone is capsble of corruption;i60
the Christian emphasis on the Incarnate God helped %o put a. |
value on the thinga of this world and particularly on the
senses by which we perceive ﬁimazsl The Jesuit Puente believed
"the soul in meditation becomes & rich z2nd delicate whole,
displaying *the right use of the senses and interior powers
of the Soule, reducing them all to uni&a;*”igg The saved man
is sble to end the variance between his carnsl and spiritusl
natures and to imitate God; St. Thomas sayst "haec hominis |
est perfectis, gimilitudo ﬁﬁiu“1%3 Thus, the main ctream of
Christian thought gives the non-Pintonic answer to the quese-
tion ef the nature of man:

Men 19 not a soul lost as though by accident in a

vile and welghty body, a splrit lfaprisoned in foreign

matter, hostile to bis highest aspirations. Those

are agnostic, platonic and manichaezn eérrors which

have net yet been entirely exorclsed. HNan ie intrin-

sicelly one: a spii%ﬁaaliﬁeé body, or, moTe Correctiy.
a gorporal person. ‘

1%me11erstein, op. git., pp. 188-89.
1&6% tep Do, 1&9 . iél&ﬁliiﬂ@p Qﬁ‘ @1%4; 3 P 2%“'&75
}*@M&rta, Q&‘ Qit&;}?c @9* 163&13&@; ,,Q,E.‘ Eitcg Do 32@

Rék?wanﬁea, “Towards o Psychology of Divine Grace,”
Gross Qurrents, VIII, p. 213, |
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But Plstonism wes strong in the seventeenth century and we
may expect to find in the poetry of Andrew Marvell a2 reflse-
tion of the doubt about %&@ unity snd goodness of man.,

| With the atiitude toward love; it is the same. “The
fact that the ward love {(emor) could be usad for either Char-
ity or cupidity opened enormous poasibilities for literary
wﬂwﬁngaysﬁléﬁ Idolatrous sexual love iz 2 form of extreme
cupidity because 1t is opposed %o the love of Q@&,165 but
gince God is love Ythe lmage ef God in ue will therefore also
be love « . 167 The two idems of the virtuous 1ifa ave
set forth in "Appleton House® where the nvwns, who counsel
the young girl {(Stenze XIT-XXVIII} %o ¢take the vow, are re~
vealed to be corrupt end fsy more dengerous %o her goml than
is the chaste bed of merrizge. In this poenm Harvell éelebrates
chagte love rather than celibaey,; but iﬁ some of the others
any fleehly involivement iz thought %0 lead the scuvl awsy from
its proper concern. A we have geen in the previocuve secilons,
the attitude towsrds love bas been an indication or ayabol
of the attitudes toward 1ife presented in that section. It
was love, felt and rebelled smgeinst, which hindered Return;
it wans love which wae to end the sgubjection of man to
gxternal forces; now 1t will be love which will aid or hinder

157?:3@5&3, op. gk, p; 21k,
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the reallization of the future. In each case it iz love whiech
kegpe the poet tled Yo the here and now and will f@xae nim
eventunlly to make his peace with 1lis necvessities.

In "Thyrsis and Eﬁriﬁda,\ a pastoral poem, are %o be
feund the Chrigiian slements of which we have heen spesking.
In this dialogus the shepherd, poasessing gcientia, worldly
1izium to Zorinda. Bat ironically,
through her intuvition, she understands the implications far

wisdom, 18 explaining ;

hetter than he, 28 is shown by her immedinte longing for her
heavenly(h&me; The uneduvonted and simplie person is the one
whe can undersiand the meaning of the phrase "Heaven's the
Genter of ths Soul," and so she longs %o go there, like the
drop of dew in the poem aslrendy discussed. The symbolic future
to her is a promise, and so she longs for death, the means of
achieving it. Although the imagery is pastoral, the sense
of the poem ls Ohristian~Platonic, and denth is chosen, nod
ag eseape from turmcil, since she bes had a good life here
&8 shown by her ingenuous ¢question, *Is our cell Eliziuvm?,?
tut & o means to the fulfilled Life. Her ezperience of love
for a ereature tavght her tu lomg for higher love. Bub
cheractoristically, the system le taken literasliy, and Mar-
yell showe that the way to that future 1Life is gained by
meens of the senses:

4nd thou and. I'le. plok popoies and ther sSteep

I wine, and drink on't even t1ll we weep,
do shall wo swooitbly pass away in slesp.
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That ia, -the way to the next world, the world of the spirit,
ig to be gmined not by foregoing the senses, as in Platonic
asgeticism, but by means of the senses; not by leaving the
gences, but by dulling them through satiation.. In this poem
the underlying paradox of M&zvel&*a thought i shown: the non-
senguous world which is the object of all our desires, is to
be gained through the senses,

in the “Dialogue Between the Resolved Soul and Created
Pleasure" the question of the soul and the senses takes the
form of s debate, and %0 emphasize the spilritusl cowbat the
poem 1is full of battle imagery, from the first lines:

Courage my Soul now learn to wield
The weight of thine immortal shield

to the last stenga

Trivmph, triuvmph, victorious Soul.
The soul haes & shield egainst all temptetion, from Nature's
banquet of fruits and flowere, to that of the Feustian desire
for knowledge which may be the greatest temptation if we may
judge by its belng the lset. However, the temptation of
music would sppear to be the strongest to the poet both
because it is the only oneé which elicits more than two lines
in reply frag the soul, and because in these lines the soul
says: | |

fone can ahaim s mind _ k
Whom this sweet chordage cannot bind.

The pun on 'chordage' and the batile imagery previously men~
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tioned are exsmples of the wit and rhetoricsl control which
comprige the merit of this poem on the conveniional eudbject

matter of gontemptus mumdi. The finsl answer of the poem is
that hgm&liﬁy,'naﬁ knowledge, 48 the way to true knowledge,
Heaven. The question of soul versus sense¢ is more passion-
ately investigated in some of the poems which are pot
specifically Uhristian, 22 in the mower poems where the
subject is a natural outgrowth of the problem of love;

For she my mind hath so displsectd
That I shall never find my home  (Mower to Glowwormse)

Hor is this poem in sedate and self-rightescus couplets telling
of simple rejection of temptation, Nor in "Damon the Yower?
is there a simple solution: the Christian fountain ss the
water of purgation and regeneration is useless to preserve
the speaker xxem.thﬁ power of his senses. In these poems the
involvement in 1ife is strong, andé the achieving of the next
is aunite dublious, and s in a senge they are nore truly
Christien than the poems we have left to this seotion,

In the “Dislogue Between the Soul and the Body" the
Christien question is investigsted both more wittily and
and with wuch more weight thrown on each argument than in
“Resolved Boul.® We feel again Mervell's ability to see
the'yigh% of both sides ané to allow the end of the poem to
remain unresclved; there are no simple answers to the problem

of wants dual nature. The soul iz enslaved with
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Bolts of Bones, that fettertd stands
In Feet; and menacled in Hands.
Here blinded with an Eye; and there
Deaf with the drumming oX en Ear
all of which keep the resentful soul away from its proper.
home. In fagt, it is cleverly shown that 1t ie forced to be
more interested in this world than it desires. But the Beody,
too, has its complaints:
0 who shall me deliver whole,
From bonds of this Tyrranic Soul?
Which, stretoht vpright, impales me so,
That mine own Frecipice 1 goj ,
And warme asnd moves this needless Frame?
(A Pever could but do the same.)
The Body, %too, is forced to be concerned with what
gongerns it not, but the Body has the last word.

What tut & Soul could have the wit
To bulld ms up for Bin so £itY

an echo of Augustine'e remsrk that the Soul not the body
¢chooses 2in.

S0 Arvchetects do square 2nd hew
Green Trees that in the Forest grew.

The body seems %0 win the srgument) it is the Soul which is
respongible for debasement of a good and natuyal object, the
vody; which seems 1o be the expression of unfrllen nature,
green and pure, of primordial unity end goodness. However,
there is also the suggestion that architects do something
fine with trees. The soul is the gadfly, the suthor of
value and finicky differentistion. The body would be fine
snd pure as @& tree, caring only for life and growth if it
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weren't that the soul distorts 1t with its constant urge
upwards. The soul is not enocugh interested iﬁ this world
and the body is too mach. This wey seem to be 4 poem of the
body, but the soul bas fine wha%axigg too, &em&ﬁ&%x&ting
that here ﬁ@@iﬁ we have & poem that is an extremely clever
exercise on an old subject, but with the mawvézziaa twist
%haﬁ 1% is unclear at the end whiﬁa,“fgaﬁian“ has won. The
statemonts of ﬁ@@ﬁ-ﬁiﬁgﬁ gre a%%awiy féit and convineing,
and ¢lever. That is, st the éﬁﬁg‘wa are left with a new.
swareness of the besiec ambiguity of the nature of man. The

_p@eé does convey how inextricably the two elements are bound
together and how they are foroed into realization of the
desires of the other, It ié the irony of man's predicament
that the urgency snd seening rightness of the mi&i@ﬁ'éf
both parts is equalled by the utter wrongness of both parts.
Therefore ﬁﬁa implloit statement of the difficulty of achiev=
ing aaivati@n at all, of even discovering what "sin' and
Youild” might bve, is the lmpreasgively worked out theme of
the poem. The outcome rewalns so noncommitted that &egﬁﬁi&,.
for one, becomes impatient with what he calls "un détachement
presgue axeasaifgﬂlgg fcuant au gaéta;'ix.yagﬁa dans une
sugpenaion tautﬁ'pymxhgaisﬁm¢@”&59 He concludes that Marvell
is a complete sceptic, saying also that the %aé&iﬁ of such

168repouts, op. git., p. 34. 691pag., p. 87.
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inclinations t@-@a&i&sﬁty and investlgetion would have nmade
a less solid head an “il&umznéﬁ“l7g- {This picture of the
%llnminaﬁed.visi@m and the 4o0lid hesd seems to be actually
stated by Harvell in “Appleton ﬁbﬁ&e? where he refers to
himséif'as an'iavaxteﬁ tree.)

Bo, ¥srvell sees the nature éﬁ man aalinaéaﬁuat@&y
expressed in & simple dualism of soul and gense. The.point
of difficulty 4s that neither is Wha&$§ right and neither
is wholly wwaag;' This subtlety gf thought {or uncertainty of
conviction) makes action difficult and, especially relevant
here, makes the achievement of the enwisiene& future by no
means certain. The only solution to the problem of the
dualism of msn is to. think no longer in those terme. ¥an is
one, but ﬁhé p@aﬁ'za_nﬁﬁ ready to accept this integration.
The Ohristian significence of the poems on nature

iies also in the gquestion of the value of this world com-
§araé>@@ that of the next. Here, too, we find Marvell
sometimes regerding delight in nature as sufficlent in
1teelf to praise the creztoy, and sometimes regarding nature
as a temptation. This latter attitude appears in "The
Resolved Soul and Oreated Pleasure® alreéady discussed, and
the former in "Qlorinda and Damon® ané "Bermudas :®

What should we 4o but sing his Pralse

That led us through the watry Hazes . . »

He hange in shades the Orange bright,

Like golden lamps in & green Night

And doee in. the Pomgranates c¢lose,
Jewels wore rich than Qrmus shows.

1?@15§¢§, p. 89,
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Here the delight in nature ies the foremoet feeling but always
with thenke to ite Maker.

S8uch preise of nature Ls aleo the theme of the "Mower
Against Gardens' where fallen man cennot appreciate and so
ruine the “unfallen® haymonies of the natural world, "Husge
ickas Bmpire" ie a pralse of music as well ae of its creator.
The "Drop of Dew," though the very sfory of ascent to our
true home, is an zllegory which makes use of an element of
nature which, as well ass we, wsaits %o return %o its home and
bides ite time upon eerth as it, *‘shuns the sweet leaves and
bloseaoms green.' "The Coronet® is a repudiation of such
delight in nature since

Alas I £ind the Berpent old

That, twining in hieg speokled bresy,

About the flow'rs disgulst*d does fold,

Hith wreaths of Fame and Interest.

Ah, foolish Man, that wouldntst ﬂébase<with them

And moxtel a1$rya ﬁaaw@nﬁ Diadem!
Here nsture is fallen as is man. This latter theme Appears; .
too, in "Eyes and Tears":

I have through every Gerden been,

Amongat,; the Red; the White, the Green;

And Yet, from all the flow'ys I saw

o ﬁan@yﬁ but these Tears could drsw.
The whole world is but cause for %tears; however, the 'full
gailes hasting lomden home,* the *ghast Ladies pregnant Womb,?
the Incense, the Perfume; the Glouds and the Fountaing all
indicate an interest in, even a delight in, the things of
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The same dialeotic between the delight in thie world
and swereness of its unworthiness sppears also in "The Nymph
Complaining for the Deathof her Faun.' The Fsun is the aymbol
of tanccence snd love and is a victim of the world, as was
Ohrist, ond the poem is the stoxy of how much more He was
worth than thie world, but the images used to convey this show
appreciation of this world, and even, especially, of its
luzurious snd senguous ogualitiess

smong the bede of Lillyes, I _

Rave ﬂﬁﬁghﬁ it of%, wherse 1t should lye;

Yet could pot, $111 it self would rise,

Find 1%, although before mine Eyes.

For, in the flsxen Lillies ghade,

It 1like a bank of Lillies laid.

Upon the Roses it would fsed,

Until 4its Lips ev'n seem'd %0 bleed;

And then to me 'twould boldly trip,

And print those Roses on my Lip.

But all ite chlef delight was still

On Roses thus its self do £i1lj

And its pure virgin Limbs %o fold

In whitest sheets of Lillies ¢old, -

Hed 1% 1iv'd long, it would have been

1.4111¢8 without, Roses within.
The roses and 1ilies ere usuwal sywbols of Christian poetry,
but here the feeling for their seénsuous quality is as strong
a8 for their religious signxfiagaaeq‘ The mixture of love and
sorrow in the poem is slse typicel of Christian mystical
treatises, and the reverence of the nymph for the faun recalls
the Christian feeling toward Christ, but there is alsc in
the poem & human love for a natural objeot, as said before,
and alse seemingly the human love of & girl for her lover and

of a mother for her c¢hild, It is truly & poem of love,
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playing om the several meanings of that word. The very atruo~
ture and wit of Marvell's poetry is made of the playing upon
and intertwining of elements from different spheres of exiat-
énce, whether this bs the green world and the human world, the
worlds of love and of fate, or, as in the Christian poetry,
the qualities of this worid amd of the next.

‘. 50, ﬁarvéll does not write religious poetry in the
sense of a vision of the future, nor does he convey the
ecostatic sense of the mystery of something more than meete
%hé gyes. The mya%ary which he conatantly expresses, which
he is g&fﬁe& in seeing, is the myaﬁawy5¢£ the values of the
things he knows, such as sense and spirit, His poetry is
f&rm&yvgwﬁuaﬁaa in the sensuous wér&a even when it speaks of
the rejection of that world ae in the "Drop of Dew," “Death
of a Faun," "Dlelogue between Resolved Soul and Created
Pleasure.” His soul ﬁaeé not £1y to the here and now where
it does battle with its fleshly existence. Somebow, the image
of the future is not strong enough to capture the poet’s
imagination, and thus to rescue him from the present predic-
ament of paradox end opposition. The future ¢slls forth no
positive imagery, such o8 the gloeries of Ohrist, or heaven,
or even a sense of what might be. The "loronet' cowmes |
closest to this but, as we have seen, the imagery is primarily
of this earth, snake and all. In the other poetry, the future
is seen through some symbol system as in “Drop of Dew," or
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mon snd Chlorinds.® But none of these

mythical system ag in *Da
is positive in the sense that the imsglination succeeds in at~
taining the future. The other Christian poems, "Resolved Soul
&ﬁﬂ,@ké&xaﬁ Pleasure " &ﬁsq;‘piaﬁura 1% in terme of denial.
The sttempted resolution of head snd heart into a Christian
unity of Being faile at the outset because of the intence
involvement in and love of this world. Only an attitude toward
1ife which includes that love cen be gatisfactory for this poet.
Sensuous poet that he is, Haorvell's religious poetry
is not etheresl or of another realm, in %the saﬁsa that Dante's
is. It is built rether on the stress and tension which is
achieved by the use of images and feelings proper to the here
below in poewms 3@9%%’%&@ nest world, as typically in the
“prop of Dew." This 15 in the Baroque menner, of intense
combination of the particular and the vazet, the gensvous and
the other~worldiy, the sad and the beautiful. In Hawvalx@.
however, it is more than the feshion of the time, it is his
very method of d@ﬁh&a seeing and double kKnowing, which we have
marked from the beginning and which caused him fto be accused
of indecision or worse. The sense @f‘maiﬁiyi&eity* of shift-
ing value, or non-static reslity, cgmhineﬁ»with &N swareness
of the subtle way in which opposing elemente are similsr %o
and interact on one another, is a speclisl gift of Harvell's.
This ﬁwaxeﬁﬁsa helpe to necount for hie wit end his pung, and
.also for his inability to take o simple and declsive view of
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the world, or even of himself. When one sees mugh, it is
diffioult to make of it a simple pattern. |

Marvell's love of @%ﬁf&mﬁﬁgtﬁmiﬁr§,~ﬁf growing things
is only equalied by his knowledge of their transitoriness..
His feeling of love, for s woman, & child, a faun, axists in
the face of his knowledge of love in the sense of longing for
that other world. His velue of soul is only equalled by his
ralue of bodys snd in the poems we have discussed, all these
opposing elements remein in a state of tension, though, of
course, this implies some intersetion, gome connection. The
only reselution ¢of tension lles In & recognition of transcen~
dent unity of kinship; that love end ebarity are essentlally
the seame,; that the soul and the body are parts of a whole,
ega§aﬁiai counlements; that nature is part of the universe,
and the expresslon of God. 8o far, the only unity we have
geen achieved (but a valusble one) iz the aesthetic one of
the creation of & poem. KRach poem is & whole, 18 a gomplete
statement of the problem, with inmteraction and tension cleverly
played upon, but never at the &ﬂ@éﬁagvaf #aaxing the poem.

In fact, the poetry aﬁ&%&iﬁﬁ its poise a&évaiﬁvexnaas and wit
because of the delicate play of opposlites in i%3. But this
very sense of non-rTeconcilables makes for some discomfort,
ginee the mind needs the promice of resolution. When there.

is & true sense of reeanailia%iga,-gfuumz%y'ﬁﬂﬁaxmying tension,
Marvell will not have lost his ability to see, but will heve
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gained a sureness which will make hisg poetry more profound.
It may remain as complex am before, in faet it may be aﬁ&e:ta
vear & greater burden of opposition, depth and complexity of
image, because there will be %he sense of connection and
relationship bedween the self, the world and the Ffuture. "The
‘Garden’ is the story of the achleving of this meteworphosis.

In the previous sectlions we have seen attempts made to
take a part f@x'%ha whole, to live in the world of nature and
‘sense, to live in the world of intelleet and control, and %o
live in the world of soul and yearning. AEaaﬁ attenpt fails
because one part of bhuman existenve is denied, becguse all
the ways of seeing of which Harvell is capable are not
included and so the resultant thought remalns only & tem-
porery stance, not a total view of lifaf' In the next seciion
‘we will look into "The Garden™ and see the rejection of the
threce modes of existence already attempted and the evolution

of & fourth and satisfactory one.



CHAPTER VI

For nothing can be sole or whole
That bas not been rent. (Yeats)

, In the preceding sections, three general attitudes
towards existence have been presgented: the urge towards a
distant past when man and his world were in tnne, 8 metamor~
phosis into & "natural® being in the literal sense; the urge
to struggle directly with the conditlons of man, death and
time, a metamorphosis into a'axaa%ﬁr@ who can do battle with
the normal necessities; and zﬁe<uxgb towards the future, s
metamorphosis inte a being whose values and desires are of
the next world. ‘ﬁé have seen each one of these sttempts to
be hampered by the nature of human ¢xistence, particularly ag
espressed in the love situation, Zach poem, while stating
¢ne point of view, has also presented implicitly the equally
powerful opposite, ond the result bas been the typically
.ﬁarwezlian balance and polise 80 striking because it refuses
to arrive at simple resclutions. The poem, "The Carden.,® a
further investigation of these three attltudes, contains the
AWaYensss éﬁ a way towards aAfaaalu%xéﬁ, but it is not achieved
at the expenge of complex thought. In this lyric poem the
personal difficultles which inhibit the poet'ls aﬁ%ampté &at
resolution avre faced, and faced with the maturity and bumor

8t self which convinces us of the importance of the experience.
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The result is not only a poetic achievement, but also an

schievement of the only kind of metamorphosis which is "good®

for such & man, a metemorphosis into the ‘easie philosopher,?
the man of inner harmony, end €0 ¢f harmony with hie world.

4 review of raecent eriticism on "The Garden” is par-
haps in order. A. H. King compares the &atiﬁ and English
versione of the poem, his point being that the poem is lighter
in tone than is usually assumed; that "it has sn air of tlLet'e
pretend! that makes it a less considerable poem than 'To His
Coy &ie%rags*‘“l?l 1t hae & "mincing approach”; the 'fallt
iz “"amiebly ludicrous®; the 'green thought' is "slightly
pejorative, but it is ana%héw of many indications that Marvell
‘does not take his pastorsl relaxation too seriously.17Z

Putt says "sdeumptions were bis [Marvell'sn] delight,
but & fear of being oversolemn csused him to abhor protesta-
tions."373 In the stansza of the fountain Harvell “veers a@gy
into gmatﬁi&a8§;?17&'ﬁnﬁ Fatt speaks of certaln *reticences
in the poem" and of his “peculiar craving after precision and
accuracy .*175 :ﬁe concludes that %a?vaii'a,g&fﬂ was for Fancy
though of a very high order, and not for Imsgination.}76 oOther

i?iﬁing, ”&ams Notes on Andrew Marvell's &am,&n;ﬁ
gty » B

im&gﬁ‘, p. 120.

173?&%@ "iosalques of the Alr: A Note on Andrew Harp-
vell,®"English, II, p. 370. N

17%1pid., pe 371, 175Ibid., p. 373.  1761bid., pp. 366-6.
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eriticism is more thorougbgoing and the poem is treated more
seriously.

Bradbrook and Thomes, writing about 1940, view "The
Garden" primerily as emblem poetry, as a statement of the»
pgébiam of 1ife and religion. In method they sce Spenserian
influence which "gives %o his poetry s depth snd resonance it
bad bitherto lacked."177 Gpenserian influence in this sense
meane the symboliec view of nature as the Divine Hieroglyph,
which grew out of Marvell's emblematic technique,2(® and also
the tradition in which "metamorphosis 19 the poetical answer
to the éﬁaéy of besuty and the triumph of time. #3172

They speak specifically of stanze II where, in the pun
on ‘rece’ (contest, family, seed):

"He finds, as the gods found, that the only lasting

gatisfrotion for the instincts is en activity which

doss not employ them for their original purpose.

853 Pan sped aftor Syrinx 4o capture Husie.i80
In this garden "life is perpetually renewed, as 1t was for
Spenser in the Garden of Adonis,8l .Aﬁﬁﬁwdimg'ﬁﬁ Bradbrook and
Thomas, the poem then proceeds to tell of an escupe from the
self through the baptismal fountaln, or tree of knowledge, the
escape of the soul from the flesh and flight into the boughs.182

177pragbrook and Thomas, op« git., p. 5.
178mia., p. 55. 179Ibd., p. 61. €0mia., p. 60.
1811p1g., p. 60, 1821p14., p. 62.
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YAs Daphne was the culmination of the ¢laseical, this is the
ounlmination of the Chrietian imagery of %ﬁ@_ywamgﬁmgﬁ of
the last verse Bradbrook and Thomas say that it is the

‘metamorphosis of Time, and partly the return to the

world suggested by the gaiely of the verse bvelore.

It is far more definitely concernsd with the gardsn

as @ loeel and temporal fact. The poet is looking

2t 8 floral sundial; & most sophisticated and arti-
He comes ba@klﬁa aaréh refreshed--there ié humility but also
exhileration, in his recognition of bis place in the scheme
of things:

~ Time is now dependent on iivxng'ﬁﬁiags, instead of

1iving things being subject 4o time: the 'industrious

Bee' correlates with the ‘'uncessant Laboure! of the

firat verse. Time is not here something to be reckoned,

but to be experienced; it is told by the living flowers

and the bee foomputes' it no less well than men.l85
This interpretation sesems largely just, but the emphasis on
Btanza VII as the high peint of the poem, and the rest as a
gentle return 0 earth seems to me to miss the crucisl point
of 8tanza VIII which is the turning poin%t of and realizetion
of the poem. The very important though implicit point thag
there exists in the poenm a'v&rie%y end complexity of symbol
‘orders which make any finsl view ¢f it difficult, also neede
to be emphasized. The point that the gerden itself is a for-
wal one, and that the poem is releted to the emblemantic
wz&%ing‘af the seventeenth century is also important, dbut the

1831pid., p. 62, 184%1paa., p.63.  385miq., p. 64
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metamorphosis of which they spesk is 8180 a personal one as
well as the answer to the problem of the deocay of beauty.
Jogeph H. Bummers is concerned primarily with Marvell's
attitude toward nature and so speake of Marvell'ls ‘green'
itha sesumed olimox of the poem in Stansza VI), which he says
‘*epresenta hope, vitality and viﬁiiiﬁy,‘the fertile promise
of 1ife which &ﬁn éeszrés and destroys--vital, fecund and
trivmphant 186 It 1s tgooda’ but “its goodness is neither
avellable nor quite comprehensible to mon. " 387 yan 48 also
Qupaziamgéa the green world. BSummers sees Hervell's poems
a8 primarily the expression of the human predicament:  "What-
ever the imnediate resolutions; man is usually suspended between
the greeness and God at the conclusions B8 well as the begin-
nings of Mervell's poeme."168 fene Garden," %o Summers,
presents a fictional mad momentary atltempt to recap-
ture what has been lost . . + . M¥Marvellls image for
the lost garden is as much an ogossion for the
recognition of man‘*s allenation from nature as 1t
is for remembered ecstacy.lEd
This coriticiem contributes something also.
Douglae Bush, speaking of ?grsen', believes that 1t
does not imply & thirst to return, 1like VTaughen's favorite
twhite, 190

186gummers, op. git., p. 124, 871pia., p. 128.
1$82nﬂ3.&-3 Pe 12@» 3'&9 i§z~, P 3.?»5@

r Seventeenth
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The &%rﬁenﬁ i8¢ not the mere 1dyllic ecstasy of &
romantie primitivist or escapist; the rhythmic varia-
tione themselves suggest complexity. Even in the

moment of epparent surrender, when the creative mind
suddenly transforms the universe into Virgil's wiridi

uabra,

Annibhilating all that's made

To a green Thought in & green Bhade,
the detached intell igenvce 1s there o eriticlss @haﬁ
it oreates. Marvell is gware that be is 2 man in the
world of men, thet s golden hﬁli&a{ is not, though it
may apgxeaﬁh; a mystical vision.l9

This agein gmphaaizaa the eminently rational or t@&@}ﬁtiﬁﬁﬁl
quality @f the last stenza, Bush gees ﬁa&?a&l more as the
observer than ae the»ane.wh¢~e3§ﬁrian¢aa; and more &s the
ﬁnﬁalie@%ﬁal with a%éﬁaneé and control gsigﬁe;he makes Stmngza
V1 the high point of ﬁma poem) than 88 the person who is
totally iavaived;

Although Legouls has written & major work on ¥arvell,
bis @riﬁi@i&m; mmé&up'&£~bi%$@ﬁﬁ'ﬁ§$@ﬁ$'§f imaigh@a* is
only sometimes interesting. He emphasizes the fact of there
being an actual garden. He points éﬁﬁ that of the fruits
mentioned 1n-$tanza ¥, not even the spple is #ﬁ&iV@'t@%
Eﬁgl@ndg hence the szgn$f1¢anea af ‘ourious® ss a@pii@d to
peach, wh&@h BEans , ”%h&t which needs care.® (gargenli@u%h
say# it means “axquiﬁﬁt&ﬁ“)l9g %%@ yaet’ﬁ fina& praise is
for the gardener, therefores, though more &ayiﬁﬁitﬁy in the
Latin version, Hortus, then in the English.}93 Legouis, teo,

xglm id., p. 161. 1?%5%&@@1@%?&;%? gp. git., p. 226.
lg?{;@gwuiﬁ;%a m-ﬂ ps 93, |
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is struek by the word ‘green,' and believes that Marvell is
primarily a poet not of flowers or of trees but of g&aﬁﬁ,19“
and thet 1t is the ¢olor he loves and n@ﬁ‘%h@ thing of that
color.*95 H@%glaa Bush disagrees, a@eimg *gre&n* a8 eminently
myationl, mﬁnt&ﬁning sﬁ. Jehn of %be ﬁxaaa*s "0 prado de ver
duraz!” and as the color which represents unity, elimination
of all thet is accidental or aegasa@xye195 In "The Garden"
Legouls finds:

i'amour de la retralte, une mythml@gmﬁ amniable, le

golt de 1o eimplicite et celui de l'artifice, la

galanterie et 1l'impertinence, la sensualitd souriante

dtune pbilosophe terre-a~terre, ot les transports de

ltextase, toutes ces dispsrates gue réveéle ia geuch~

erie de la traduction [into French] mais qui se

oachent dane 1l'opiginel sous la *m@saique arienne!

de la melodie,l97
The use of ‘red' and ‘'white' recalls to him Spenser's "Hyme
in Honor of Besutie,” but he believes that the stanza con-
tradicts Spenser who wishes #@ show that physical beauty
expresses worel beauty.l9€ The Greek names in the poem are
taken as a protest against snthropomorpbism snd, contrarily,
as the idee that Dapbne and Syrinx must be loved as plants
and not 28 w@mamwlgg He, too, bellieves the climax of the
poen to be 1m,$tanzsa VI and VII, with the lsst stanza being

193, bi 1.4 Do 12}4”



8 sort of postsceripty

 Le poSwe s'arréte sur~mne-§@aﬁﬁﬁe»misagyne, apir-

ituelle sens doute, mais qui degoit aprés les trans-

B Narvaid 1 smsbangoge. demmer wa saieth e

conclusion veritable.cC B
?hiﬁ seemg to say that "The Garden® is Marvell's wmost witty
and least serious poem, one where again he comes to no con-
aluﬁian, an opinion, though held by othera too, which is
certainly open t0 question. Mervell's style Legouls believes
to b&t@@r& in the manner ¢f Spenser than B@ﬁna* and he finds
the vgraa'a'§$ﬁ manaﬁ@aaﬂs,ga;‘bﬁt “ﬁﬁuiwﬁtre parce que sa
pensée est rarement dense il la coule sans effort dans 1a
mﬁula'iamb&qmé*”gga He finds even in "The Garden” that the
use of mﬁnmaﬁiiahi@a (in seventy~two lines, seven are entirely
aamgas@ﬁ.@2 m@né$y1&ah1ea) bothers bim. n "Definition of
Love® he concedes itvhas the most happy gffeeta.ﬁg? He finds
¥arvell's total verse sweet, often monotonous, and even
”aaaez.malle*”gﬁq .ﬂua #fhe Garden” "approsches ?&ﬁf@@%iﬂﬁ¢"aﬁﬁ
The remark that Marvell's thought is rarely ¥dense" gilves
us an idea of the density of this eritic.

William ﬁﬁpﬁ@ﬁ, ag usvel, hes some siriking ideas on

the subjeot. He says in the subtitle to his chapter on
“?bg_ﬁaréﬁﬁﬁ that the poem tells of the "Ideal Simplicity

*Omig., p. 127. g, p. 154, 2%2mia., p. 153
2031034, p. 156, 2%1pa., p. 257,  2%9mad., p. 156,
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Approsched by Resolving Gontradictions.®

The ohief point of the poem Is t¢ cvontrast and
reconcile gonscious snd unconscious states, intuitive
and intellectusl modes of apprehonsion; and yet that
distinotion L8 never made, perhaps could not h%vg'heen
made} his thought is implied by his metaphors.sd

These remarks recall those of Douglas Bush on the distinotion
between the intelligence and the intuition opersting in the
poem. Dmpsonta remarks on details of the poem are also inter-
esting. The 'green thougtt in a green shade' is

either "reducing the whole mabterisl world %o nothing
material, 1. €., to & green thought,” or Yconaidering
the aeterial world as of no value compared to a
green thought;® either contemplating everything or
shutting everyibing out. This combines the idea

of the gonecious mind, including everything hecause
understanding it, with that of the ungonscious

animal nature, including everything because Iin bar-
mony with it. ZEvidently the objeet of such a
fundamental contradiction (seen in the etymolopy):
turning 211 ad nibil (to notbing, and to a thought),
ie to deny its Temility; the point is no%t that these
two are essentially different but that they must 207
cease to be different so far as either is t¢ be known.™!

He slso mentions the

two entrancingly witty verses sbout the sublimation
of gezuel desire inte a taste for nature. (I
should not say that this theme was the mein emo-
tional drive behinrd the poem, but it ta&gg up a
lerge part of its overt thought) . . . .208

Further:

X P 3:&9'
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1t 12 only for s time, and after effort among

human beings, that he can enjoy solitude. The value

of these moments made 1t fitting to pretend they

were eternal; sand yet the lightness of his expression

of their &sn@a of power ie more intelligent, end so

more convincing than Wordsworth's soclemnity on the

game th gﬁg beceuse it does not forget the opposing

forces.
But the climax, *The Alpha and Omega af_%he verse are the
Apple and the Fall,® reflected previously im "still in a tree
did end their rscs,” the tree being the ocross, Thus the
significance of %I fall on grass,” is, he concludes, of the
‘same patiern. The melon is Greek for apple, go: Marvell
“4tosges into the fantastic tressurechest of the poents thought
all the pathos and dignity thet Milton was to feel in his more
celebrated Garden . . . 210 For Empson then, the poem is
primarily Christisn, with semal overtones having to do with
the ?aii, and éﬁeaﬁiana of solitude and 1ife arnong wen. The
Christian ¢lement is ﬁa@el? one of the importsant ones, but -
how important iﬁ;a,makﬁerkaf opinion. Ny own view ig that
the poem is m@?é of » péreaa&l story than a Christian one,
though to some extent stated in Chrietian terme since such
terms helped to form Marvell's thought.

last stanze of the poem. The bees are an old synmbol, as we

11ty Empson enlarges upon the

saw from Virgil:

It is a vision of civil order conceived as natural,
wade at onee charming and convincing by its expression

2091pid., p. 131, 210Ibid., pp. 131-32.
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in terms of cremtures go petdty and apparently so
irrelevant. The parallel passsge in Vergil uses the
game methodsi 1t pokes fun at bees and their preten~
sions to humanity, and so, with & ¢ad and tender
generosity, elevates both parties in the mind of the
reader by meking & comwparison between them. For
metters are so arranged that the only things the reader
thinks of as in common between men and bees are the
more tolerable things ebout either of them, and sinoce,
by the compactness of the asct of comparison, & wide
variety of things in which bees and men are alike )
have appeared in his mind, he has g vague idea that
both creatures have been adequately described.Zll

William Orwen, writing in Notes and Queries, 1946,
believes that “The Garden® i& a poem of love snd that lines
47-48 are not nature mysticism.

If we take the phrase,; 'a green Thought,' to mean
the amorous fancies of the lover who speaks the poem
inasmuch 8¢ the word '‘green'! often connoted ‘love' in
Harvellts time; and if we recognize the preposition
'*Tot ag implying comparison a&s it does in line 16 of
iThe Qarden' itself, and p§ 1t dees through the poetry
of Marvell's contemporary, George Herbert, we shall
achieve an interpretation that blende perfectly with
the tenor and theme of the entire plece swhich the

neture-mysticism does not.2l
Isn't there something erromecus in sesrching for one so simple
theme in this poem? ‘Green' in Stanze IX1I, he saye:

alludes to more than the Garden's foliage. Indeed,
he is at pains to be explicit about his meaning.
tgreent 1is both ‘am'rous’ and ‘lovely.' It seems
to him more worthy {tem'roust!) of love than *‘red or
white'~~the colours which to Marvell's contempor-
aries meant the besuty of women; and 1t is 'lovely,’
that is, 1t pertains to love . . « . In brief, ~
the lover ig playing upon # double signification

Zlgmpson, Seven Types of Ambigulty, pp. 112-13.

2120rwen, *Andrew Marvell's 'The Garden,'" Notes and
Jueries, UXCI, p. 247, |
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of t‘green,' It is both the colour of love and the
colour of imnocence. He recognizes 'this &ggg&y
green' as the colour of the Eveless Garden."-/

Btanzas IV, V, and ﬁziarg, to Orwen, about the superiority of
love in the garden over love im the world. In Stanza IV:
he reads . . + his own desire to transform his fail-
ure in love into success when he says that these gods
pursued the mortals, Haphne.ﬁmﬁlsymiﬁx in order to
disoover Poetry and Music.Zl4%
The best retrest for him is this ﬁﬁmﬁﬁlaﬁﬁ garden and hie
“snubbing of Eve i obviously & glight to his m&ﬁﬁr@gégﬁgiﬁ
tanninilating’ means his poetic inspiratlon owes nothing to
e mistress. Further confusion is achleved by Orwen:
fHowever we regard 's green Thought' we must sgree, since his
tMind' annihilates it, thet the lover does not esteem it as
he does 'this lovely green' of the earlier stanza," since
sotually the poem does not say the mind annihilates 1t.
The green shade is a "very epot for love, and bitterly re-
minds the disdained lover again of his mistress . . . 216
If we take |
tTo! in the sense of *in the likeness of! or ‘compar-
able to! which seventeenth century poetic practice
regarding *to! warrants our doing, then the couplet
can be construed; ‘Deetroyving zrll that is similsr
t0, or i suggestive of, s thought or rendezvous of
love.' This interpretation is in keeplng with the
lover's pose of sloofness towards his mistress, and
with his preference for the state of guilltless love

which he enjoys in the Gerden . . . . The Garden,by
virtus of its lmmaculatenesd, heals his wounded

2131p14., p. 287. 214114, p. 247,
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vaﬁzty_ﬁyvprm?iéang‘g&@a@ﬁraﬁ'whi@h do not involve
THing} So amuihiinte 15 thought of the mietress who
he 18 Fr00 from all thougNe of unrequited peselonsoif
Much of this eriticism seems the result of having read "The
Garden” immediately after "Tc His Coy Mistress." The other
eritics bave not seen fit to amg&aaizﬁ %he importance of the
ygrﬁanal in the poem, but Creen fails to mentién @h& variety
of imeges, the ¢lassical and Christian, and to take them inte
consideration, and therefore, over-simplifiese the poem,
However, I think his emphasie on the e¢ighth gtanza is impor-
$ant, and h&a.azfem§% to relate 1t is a step in the right
@iréﬁtidn@ As we have seen, the other critics tend t¢ think
this stenga yax% of a coming %ﬁﬁk.t@ earth, a witty @zpr@aaiaa,
a awnaaiaua realization of the impoesibility of really aﬁhiav¥
ing the garden-state, and therefore the 1ink 0 the here and
now of the last stanza. I think it is surely this link, but
I think it also more than that, Orwen's emphssis on love as
the theme of the poem may not be far wrong, but the implica-
tions of tiis are broader than those he envisages.
Earl Deniels holds with the above éwi@im‘ané,a&yg that
¥arvell tries %o aéawiﬁae himself that solitude and the garden
are the best 1ife bLecause of disagreement with a lady.Z18

21?; bl ﬂé; Pe 3;1'96»
218paniels, The Art of Heading Postry, p. 262,
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Ruth Wellerstein has & lengthy, rambling discussion of
Marvell and °The Gaerden" with much information sbout the
@hri@%iam“@u&_ue@*?1a£@ni@,ﬁaekgrﬁanﬁaﬁifﬂhﬁ»f&ﬂlﬁ these are
the dominant elements of the poewm, but qualifies the neo~
Platonic interpretstion:
| I% haxélyfmegﬁiras saying that such a‘ﬁa@wglaxaaism
a8 Marvellils differvs radically from that of Plotinus,
a Bonaventura, or even a Ficino, in the absencs of
great explicit &&%ﬁ%ﬁ?ﬁiﬂ&l or logical structure to
&uggaxﬁvi%‘ang in the radioal simplification of its
epistemology .<3Y _
Such goes without saying since Marvell is s post end not &
philesopher or theologian., It is a 1ittle difficult %o
ggnaﬁraﬁa Miss Wallerstein's final thoughts on the subject;
however, she does agree with Bradbrook and Thomas that Harvell
often uses emblem images,22C and that the sywbolic is essential
to him, either as neo-Platonism or as the older symbelic inter-
pretations of the Bible.?Zl Pne last stanze, che feels, ia

perhaps indebted to the literature of the #Qy;~g§,,¢£gg‘gag

His word play, she seye, emphasizes his “Qnﬁﬁrlyi#g dialectic
-of thoughbt,” his “yhiiegegﬁig irony aa&,yar@é&x.“ﬁg} %&%; ahe
Bays, ?aligi@n‘ia‘ﬁh@-gxé@ﬁéwwwk of %kia thmﬁ@ﬁ?»”ﬁﬁ& Mar-
'?ell allows his mind to play on his most seriﬁ§a preocoupa-
t&anaéaga\ From this she iﬁﬁﬁ?@tﬁf@gﬁhﬁ last stanza of "The

21%slleratein,op. git., p. 231,

223‘ des Do 181. “Ipid., p. 161.
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Garden® es be&ng'an analogue for the garden emblem book for
the Virgin, parthenis Bacrs,?2% and at the same time, the
whole garvden is the gggﬁgg g,;*g*f;{; the soul making &
Adelightfﬁl gar&en in the mind from ﬁﬁx&pﬁure,gga ﬁhe also

.saya thﬁ poem is partly a aanga&cua pnawer t¢ the libertine,
St. Ament, and Théophile de Visu of Frence,?Z7 s subject
which Bradbrook treats in snother article. Hiss Wallerstein
gays that in "The ﬁa&éeﬁ” ¥Yervell has put ﬁaasi@n'beﬁina him
for dellight in nature iteolf,®28 whion recalls Impson's
" remarks. "The Garden* then is a poem of piety by "a spirit
deeply habitusted to the Roman attitude of detachment, measurs,
responsiveness to the patterns of social order.t229

| For speeific interpretations, ¥iss ¥Wallerstein azees
tgreen' as the coler of youth and joy, or hope, but also as
%hﬁvﬁailuxa of hope.®30 ‘am‘rous' is taken in & religious
sense;23% the pun on 'heat' has to do with Cupid and the
*ﬁansuming @anksetyaf the world and aggetitias“;g33 Stanza V
tells of the delight of the senses in nature which for &
moment takes possession of the poet, end he revels in the
pleasures of fruite and flowers.23) She disagrees completely

E5pa., 5. 30k Poma 5. 2. s, v 306
2281pig., p. 317. “9Ibtd., p. 319,
230134, , pp. 322-22. - 231Ipid., p. 323,

2321v18., p. 328, 2331py Lo P 328,
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with Bupson; saying Marvell iz not thinking at all of the
Apple in the word melon.23* fTne neat stanza, she seys, is

.‘,ﬁiasaa &tﬁalf,gﬁs end ehe accepts Margoliouth's

two mﬂanings ‘of the last two lﬁnas, which signify %the God of
Neture in the f£ield of Grace.9236 Arter this "meditation on
values and the definition completed,” the next stanza (VII)

is the experience of transvendence where the various 1igkt

ta the multifold reflection in ﬁa&ﬁra of the one essential
Light from which Nature ﬁp&iﬁgs,ﬂ following Bonaventura.

She pays this 18 not e specifically religious experience, but
an enlarging and unifying of consciousness.®3® It is no de-
parture ﬁrﬁm tha body, it is an intuition in which grace has
1ts part signifying both the Fall end the neo-Platonic
separation of the soul from the Divine Intelligence.239 It

is not an allegory of @%e fall af’maa; but a,rewérﬁ, a "lyric
study’ of Mervell's ezperience. The articulation of Eden in
&%&nza~?le'ﬁw only aftexr the aea%aayggnﬁ 8¢ she also believes
the high point of the poem to be in Stanzas V, VI and VII.

She menti@aé in connection with Steangze VIII the rabbinie legend
eited in Leone Ebreo %haﬁ Adem was an androgyhe in Paradise
before %hé»faliézﬁi The bees of Stanza IZ recall to her

e

Eﬁﬁxbia., p. 332.

24 t0ag.s pe 277,
3337%&&. + Da 339*
gm@ﬁ. oy e }33'
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Gregory of Nyssa 8s well as virgil.2%2 In cenclusion, she says
one often hes the feeling thob "Marvell accepts elements of
symbolic thought imaginatively without accepting them system-
,&ﬁiﬁ&ilyyﬂa&g . 8he feels that somehow the poenm is "very deeply
.gammi*ﬁﬁﬁj“ﬁ&a“huﬁ to mhat it is not clear. She has traced
the many and conflicting é?&gimﬁ-@f maeh of the symbolism but
has fa%ied.%a.yﬁeﬁamt s unified interpretation.-

Milton Kloneky has m new emphasis in his srticle in the
lgview, whoee thesis is that the poem itself is a

figure where Yneo-Platonic Ideas sre brought to & metaphysical
bloom.% It ie & congeit "elaborsted from a single eaggﬁ%&al
metephor, seedlike, so that its revelation to us is an unrave
elling of itself, the flowering of one rooted Idea: 4 Qarden
in $ime is %he neo- Realm of First Forms."2%5 Tne
Platonic realm is also conneeted here with the Bibllical Garden.

?xvﬁanv¢

First Klonsky investigates the puns: ‘'shade' in Stanza
I ie 8 place not eﬁ@@aa& to the sun and slso a “vital essence
of soul"; *'Toyles' is harsh labors apnd the twisiting of branches;
and fupbraid' is to chide snd %ﬂ‘%&ﬁ?ﬁiﬂ@war8$; go ‘whole?
refers to valn men or single herb or tree, "or, as it does,
%@lbﬁﬁhsﬁaﬂaiéax&é Bs ana,“§“$ "The figure must be taken

iiterelly, and the 1iteral meaning figurstively. For only by

@432§1@., p. 334,

245¢10nsky, "A Guide ¥hrough the Garden,"
‘Review., LYIII, p. 16.

E%,‘ ib iﬂ v » ﬁp « 17-18.
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m@%aﬁhﬁ%#éan-ﬁna_zﬁe& of the vain men be %ranaubs%an%iatea“
inﬁa tka rgaﬁvag§vﬁap of the Garden."*7 The souls ara.ee1f§
manﬁemaﬁﬁ haa&u§§Ktm&y rejected the primciple of remson for
the 1ife of sensation and action. "Plotinus belleves this
sudacity to be the originsl sin, w248 *Rég@&ﬁ* is the guiet
and innocence of the garden before the Fail@ggﬁ Here, "such
2 Garden solitude where thought snd the object of thought
copulate in Platonic love, is, %rﬁiy; as Marvell ﬁmya_i% is,
tdelicious'~-with all the erotic Latin of the word exposed."250

In the nezt stanza

PR grolg et
essence becoming the plants of the Garden. The mortal
Gods were posaessed by them--but only 86 TdeBao thelsr
§§§§?%%§ 1avef Fros and Agape are sisters under the
Ambition even on the part of the Gods is condemned. Christ
is also recalled as well &3 the gods in the puns on ‘heat,’!
*rﬁﬁgé&%;*'*ah&aa,i trace.t And in the next stanza the
realm of first forms becomes the Garden of Eden, "the sensu-
a&i@y which had been stesdily vising wp to now iz oclimactically
:diﬁanargad‘waﬁﬁ Here, when %kﬁvpﬁﬁﬁaganiﬁ% finally sots, he
falla, the grass and flowers representing the transitory

vesuty of the senses,; and Klonsky quotes & passage {rom

ah?zbiﬁm P . ;}i 18‘ gagxb& g;_& 3 g)« 3.& . Qz’pﬁ;}:gﬁ.ﬁ@ F ?o 1?*
2501p1d., p. 20.  2511pid., p. 20-21.  25%Ipia., p. 21,
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Plotinue about valuning sxternal objects.®53 In the next
stanza 's pleasure less' is sensation;: the mind is now free
from sensation and is united with the Universal minﬁgg5§ He,
$00, ealls the last four lines of this stanza the climex of
the poem:
. The thovght 32 o 'green thought' becaunse it is &

thought of green,; ‘the Garden of Ideas' and, since

the Qarden containe all thoughts, such a Thought musd

e the only Th@ugh%, the ?h@ugh% of Thoughts, the

- a*&enw?hmu%n%¢ “he Shade is a 'green-Shode’ because

the ‘green Thought' enters 1t, becomes it, and stains

it green, just as the mind entere into and besomes
$he Bupr gm% Iﬂ%aliigaaa&; ?hﬁ %axéﬁn state ic a state

of mind.2d
?ﬁxﬁh@x*

The Supreme Mind must have no envy of, nor deny
sotuality %o, anything which exists potentially
within 4%, or elge suffer a dinminution of itself;
anéd contrarily, the Supreme Hind must also be selfw
contained and self-sufficient since 1% is of iimalf

the divine Thmaghﬁ and ite thinking is @ thinking
on thinking.256

This is a “triumphant solution of this parsdox by fusing both
%@ﬁmﬁ of hi@»ma%&ﬁhﬁr‘iﬁ‘ﬁﬁﬁwﬁa§?~

In the next stanza the soul is ready for its "4rans-
wigratory £1ight.*258 The bird is e reincarnation. It e
a purgative state in Plotinian terms,®59 0f stanza vIIT
Klonsky says 1t le & reslization that only God can live

253;@ iﬁa s s 22. 25&@%&& p s 33 * 355 idn 3 P {%ﬁ».
2581bid,, p. 25, 2591bid., p. 26.
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alone in Pavadise; "for the Idea of the (arden, the substance
of God, is the srohetype of sll other psradises in men's
ﬁ&nda¢ﬁ363 ’ﬁhé'cﬁapiat ﬁexe refliects that ﬁ%ﬂu@~$h@~gxéén
shade "as & copy ie to the agi%xnaz,ma$‘3&g,f{\z@a@tﬁ share!

of the Gerden ,;jgg;t_gm_ﬁgﬂ s Idez in Gud's mind. Narvell's.
poem is like a ﬁhinking mirror thax raﬁlaauﬁ wpon its m%n

images . "261
In the last stanza the bees compute the time as well
vaﬁ‘wé sinoeg,; acoording to Plotinusg, t&mé is definsd ne the
1life of the.soul, th@f&faxe,‘iﬁ is the same time for all
things. Rlonsky sees this stange as an "ironic nosegay."262
For whoever have not acouired 2ivil virtues in
1ife {(and the. ?raﬁaganist whe vearned to 'wander
solitary there' is such & one), all these, says
Plotinue, are 'transformed indo & soocial %nimal such
as the bse, or aﬁh&r aniwa& of the kindl?
And here the y@em,anasa %&ﬁh "God as best thinker and best
thought, uniting the Idea find the Soul."26% werveii identi-
fies the words &ﬂé'thﬁjiﬁﬁﬁﬁawh&@@ $hey %@ﬂﬁain, and punning
pilays an indlispensable part in the "concelt" which this
poem is.
Puns are used as ftacks to Jjoln the two terms of

e metaphor at eruvcial points in order to maintain,
as it were, their separate identity. It was the

‘ 26l1pia,, p. 26. 2621pi4., p. 27.
263g§ 1., pe 270 ﬁééggwggg pe 30,
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punning words *Shade,t 'Toyles,' tupbraid,! etec.
which enabled Marvell to compose his transubstantiste
"The Platonlc form or Idea of 'The Garden' ig its basic
metaphox,"266 )

Klonsky's snelysis is stimulating, well written, and
thorough, but he has left out the personal experience which
seons @a@aﬁ%i@& iﬁ the poem; the fusion of intellect a&ﬁ
soul 1s not simply described, it heppens, with the sudden-
nese of self-revelation. But Klonsky's thesis, that some
wighty dilemms is resolved here, is a good one.

| Before ?wﬁﬁaaékéa to our interpretation of "The Garden,®

1t should be sald that these crities have much to offer and
it is almost all good. There are many ways of unéezstaaaimg
and of knowing, snd esch may have sowe value. From them we
oen probably agree that the general theme of the poem is that
of 2 contemplation in a gerden, which tekes the post from
bis eensory self, through his intellectual to an almwost mysti-
val experience. One of the most iﬁﬁezﬁs@ing,gﬁia%s'@f dig~
agreeoment among the critice lles in how seriously to take

the poem. Some seem to believe 1t is eimply & playing %
ideas, and,%ﬁﬁﬁﬁ at the énd, there is no resl conclusion.
The thesis of this last seotion is that “@h@j&axéﬁaﬁ is
deeply personel,revesling ﬁh@ poet as he moves from non-

265mh14., p. 32. 2661psa., p. 35.

AT
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aem%i%meﬁﬁ'anﬁ confusion arieing from ﬁbﬂﬁﬁ&nﬁﬁ of experience
and inclination, to & realization of aaxf whieh gmounte %o a
transformed talatianahip't@ the world.

The three traditions to whiﬁh ¥arvell is heir wmust now
be made spparent in "The Uerden.” We ave familiar with them
in Marvell's poetry, and know %haﬁ they may exlist aiae by
ai@a in one poem without clash, and also witﬁﬁum regmiutimn.
They saem/t@ elicit almost equal loyalty from tha poet.

Also, within = single tradition, we have seen that there was
& curious inability on the part of the §ga§ to come ¢ any
conclusion about the basic dilemmas invaiveﬂ in that tradition.
The question of body amﬁ aﬁirit in “ﬁialagﬁg between Soul and
Body" is typiaa&; or the question of to 1ove or not to love

in *Daphnis &nﬂ Chloe.” &&meh@w there haw been a lack of
definite belief, so deep tha@”&t gppears in every §9am; many
attitudes ere put on and worn for the spsce of m poem, but none
geems to be satisfaotory snd, so, lasting. The question of
this man's relation to ﬁhé world, snd even if it is possible
to have one, remains unenswered. |

The ageakar in "The Garden® finelly faces the ultimate
question of existence, life versus the avoidance of 1ife, both
of whioh are sttractive to him; 1ife is decided for and the
outlines of what sort it is to be become clear. Life 1s usually
thought of as a problem of love as we have seen, rgﬁh&# than
88 one of art or work, which seem not to hawé %&&n &1atarbiﬁg¢
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4lso, from another point of view, love of another human is an

snalogy of the unity of Being, snd it is Belng, and relief
from estrangement with which ﬁaxvei% ié uiﬁi$aﬁal? goncerned,
whether his symbols are takem from Christian ﬁemxaag, {leve
ag r@fﬁ&emi@ﬁ'ﬁf god's love), from Pag
while we may'), or whether they simply have to do with s long-
ing for pesce. The difficulty with love, as the difficulty.
with 1ife, is that it 42 not what it might be, and so his
speakers hove resented its existence, or wished® conguer it

an ('let us sport us

by forece, or tried to avoid it either through the love of
children, or by willing away its atﬁxaﬁti?aﬁaﬁn in thoughts
of the next worid., It is the problem of love which must be
golved, but it is also love which is enough to make one long
for death. |

Until “The Garden," the a%%r#&%iva-*gx@em! has been
the connection between tha_vwafwaxida of death and &zfég it
gignifies growih and naturslness and life in its most elemental
snd pure form, but it also connevts with the world of death
since 1% does n@ﬁ'maveg is tranquil and undemending. 1I% ie
unconcerned and uninvolved. Somebow the poet must solve this
most basiec question before he can write the poem which is
"deeply commltted," &$4ﬁ1§$‘@ﬁilﬁxsﬁéﬁﬂ”b@iie?ﬁﬁ “The CGarden®
to be. I think, on the contrary, utter laock of commitment is
the ground theme of the poem. But the deeply honest statement
of %ha-y&@bﬁéw anﬁ'im#ﬁaﬁigaﬂi@n éﬁ gll ite implications lesds,
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b&ﬁawa\@uz-ayea, to » revelation which brings the promise of .
a@mmi@m@atg & metamorphosis.

First, to come back %o tha @hxag traditions. Marvell
end the ssventeenth century fall between %hazvparhaga mythical
- time when ibe tradition was fivm, as behind & poet like Dante,
and %k&_%imé’wﬁaa”éhe$e'i@faLmuz%&pii@i§§ of traditions %o
choose from, making commitment to any one of them difficult.
He was e&@séveaaagh to the time of the single tradition %o
gain the sense that & firm tradition @3.@é$$ib1@; and yet he
was close eﬁg&gh.ﬁa the moderns to have been forxced to take
t%maa\ﬁwaﬁiﬁiﬁma 1@%@ account, %h@ pestoral €ramaﬂﬁ&@}g the
Rowan and the Christilan, and to try to make from them a whole.
He lived too late to believe exclusively aé'aimpig in any one,
hence the tensions in his poetry. Trsdition in &ﬁia.a@%aa
involves more %hamlli%exar? tradition,wshich is the way the
word was used in the preceding pert of this paper. ﬁu'{; there
ts little difficulty in translating the meenings of a liter-
ary tradition into tradition in the broader sense; pastoral,
88 we huve ssen, is devoted to simplicity, nature, a certain
retirement from the waxlé, ﬁaﬁuta& man, expression of the
freal" self, amﬁ ¢an be theugﬁt of a8 related to romanticlism.
This i2 not %o ﬂay that peatoral ss & genre did not become
highly artificial, yet the theme of simplicity or a cultured
a&@ira%imu for cultured simplicity &aﬁﬁ%&@&g%arxs%ie throughout.
The Romen tradition is witty, poised, self-controlled and
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sadly awere of the necessities of humen life, our subjection
to time and the whime of fate. The Ohristian tradition, per-
heps an aﬁ%a@yﬁgﬁﬁvwaaalﬁﬁi@a of the other %two, involves both
a fesling of more aﬁmﬁx@l,avér-ana*a fate, awareness of ohoice,
and, at ﬁh@ same time, a feoling of hﬁlylaaanemarhefﬁreiaur
own nature, and therefore of the necessity of help ﬁxﬁm above.
Eaoh of these trsditions contains a problem at its heart, which
way be s#ﬁgéé {teo aimp&yi a8t what §$=%ﬁa~ra1at&ﬁn between
nature anﬁfmmn*g wa$m@eg‘#hat iﬁ'%h@.wa&aﬁiag‘%a@waan men and
maﬁ; and what is the t@i&%#@ﬂ bﬂ@&ﬁﬁn'ﬁaﬁ and his god. And
these basic problems appear in the related literary tradi-
tions, With Marvell they resolve, as has been stated, into
the ultimate question of commitment to human life with all
ite bazards and besuties, or to death, with ite ease féem
time. Life is not peria@t;-t@fﬁ@'ﬁﬁma@hiﬁg‘aheaﬁ it seems
impossible, so desth seems tempting, This is the story which
we have s8ef throughout the 1yrie poetry and which, I believe,
£inds 1%s conmelusion in "The Garden.”

Let us go through the poem f.wm'%za nots instences of
the qifferent traditions. To begin we might take Stanza V
a8 ﬁn'sﬁéaﬁiigaﬁiﬁa,wf“%kﬁ @a@%mra1<§z@%1&m¥ the %Qlﬁﬁi@a*ﬁﬁﬂ
men to mature seen in its idesl form, the Golden Age. - Stenza
VI may be thought of in Letin terms, a tradition more cersbral
than the previous one, expressed alse in the idesl form in
which the mind, the thought and the thing are all mutually
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identified. Stanzs VII may be &ﬁﬁﬁ@p&%ﬁ%d a8 Christisn, aleo
the ideal sﬁaﬁﬁi‘ﬁherg man’e best self triumphe over his beastly
solf snd be is elevated alwmost to the future existence.. I think
~moat of the critice could agree with this simple analysis, and
with the fact that each tradition or modus vivendi is rejected,
or at leset that this is true of the fizﬁﬁ'ﬁmas However, I
think there is a fourth garden, a ®real garden, which is not
rejeeted, where the poet %@ﬁ@m@a'himaéifg= 4% any rate, the
movement ia progressive with insight deepening ns we follow
along, and with distance from worldly self increasing until
the abrupt éﬁéﬁ%wiﬁwa of Stanza VIII where the truth is
revsaled, its eurprise realized and then encompassed: Stanza
IX 18 the outcome of %ﬁi@~$ﬂ9@&iﬁﬂ@ﬁ which hae not only given

knowledge but 48 5 record of the wetamorphosis which has

oceurred in the poet.
The complexity of the poem starts out &t uve when we

realize that often there is more than one tradition being

expresmed in o single imags. ‘?&@'%ﬂalﬁﬂ@f'tka-@aam is sn
example. It may be thought of ae & version of pagtoral, with
the emphasis om 1ife and growth far from the complexity of
eity life, reminding of Spenser and cool luxuriousness.

It mey be thought of in Roman terms, that is, a recalling of
Horace or Ovid, the g@ﬁﬁgﬁw‘?irgii intéended %o write on
ga&ﬂe&s,gé? or & reference to Epicurus, the phi&@gﬁ@ﬁ&r'@f

267u411y, op. git., p. 75
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the garden. Thirdly, it may remind of the medieval and Chris-
tian tradition, as atated by @¢ 8. Lewis: “To the wedieval
poet {(unless outlaws are his subject) thg %yy;aa§1y pleasant
place out of doors is & garden, usuaslly a garden wﬁaﬁ'wallaﬁ
@x.haégé&,ﬂaég with overtenes of the garden of Eden, and the

hortus co

nclusue of the soul,

The garden ig perheps Harvelltls favorite synbol
because of ite @9m§2ax meaning, as green is his'favmxite‘
color. The gerden appears in "Death of s Faun," "MHowey
againet Gordens," YBermudas,® "Appleton House," ete. As
ateated sbove, it is & symbol which conmmects with the world
of the living and the world of the dead. Throughout the
progress of "The Garden” with its complexity @f‘EEMQﬁig
unity is attalned by ifs use in connecting not aﬁiy the
three traditions, but also the two poles of attraction, life
end death. Green is living and fertile snd full of pronmise,
but it is also reposed, unoconscious, and will-less, char-
acteristics of death. So 'green' is tdentified with 1ife
and also with its avoldance. The poem is @~§rﬁgﬁﬁﬁa from
%ﬁiﬁA&ﬁliﬁ in gense of value, symbolized by the two gsignifi-
cances of green, %@‘&,g&&@&ﬁi &ﬁ@ﬁ%iﬁi@&%i@ﬂ with one part,
a healing of the split, acceptence of the character of
humen life, end so acceptance of the self.

2681ewts, gp. git., p. 58«
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The final acceptence is brought a@mmﬁ,swéﬁﬁmly by th@v
réayya&raa@a of the problem of love in Stanza Vill. 3%&&3&
VI1 seemed %o have schisved a satlefactory state of contented
waiting for the £atu#e;‘bﬁﬁ,tna-m&ai&aatianai&m 8tanza VIII,
géythg.raaulﬁ of reccgnition of the impossibility of Htenza
VII in which the necessities of life, the necessity of rele~
tionship with "another® self have not been téken into account,
lead to the new freedom and spontaneity of 8%anza IX, which
45 the rew
possible by identifioation with nature, by intellectusl

rard of seceptance. This spontaneity hes not been

‘analysis, or by sttempting the spiritual at the expense of
the senses, But a fourth wey, a way whioh mskes use of all
of man's cspebilities and at the same time accepts his. limita-
tions, is discovered. Stanza IX containe echoes of all three
traditions, but the fundamental idez of the stanzs is that
the garden is again a garden and the speaker is a% last him-
self, and both sre more themselves than théy have ever been.
The speaker hes acquired o knowledge of s¢lf which outlines
nis being for the first time. |

iKn@mi&éga-@@ self end acceptance of one's limitetions
make gﬁséibia a relation to the rest of the world and so more
'fxa@ﬁwm of ﬁﬁ%iwn than any of %hssthwﬁa-éasantiakly gelie
- centered poses attsmpted., The narrowness. of the pastoral
attitude would etifle; a constant intellectual attitude dis-
torts. the wmwmﬁ;'anﬁ.%ﬁg.egﬁaantwiﬁaaiy spiritual (as opposed
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to a theocentric spirituality) rather than being & unity of
nead and heart nuilifies the world end the possibility of e~
tion in 1% it is & atatie ata%a»éf‘waﬁting@7.?h@fﬁarrawn@aa
or perverseness of sach of these is the ﬁﬁéﬁ?rﬁf Stanza VIII,
whﬂxﬁ 1ife se it is for earthly corestures suddenly reagserts
itself, =znd the 9@9@‘1&&@&&@@1& adeite that so it wust be.

He is of the world and he must come %o terms with it. The
three a%%i%uéea_greelméaa agtlon, but the force of 1ife in
him makes bim know he must act, express his several selves
fully and, moreover, empress them specifically to "ancther.®

- Stanzas I threough IV then show us ﬁhﬁ‘a§&$%,'ﬁhe*uwgﬁ
toward inﬁ£t1ﬁ aﬁﬁ‘§a$£iVi%y4 Stanzas V through VIT ars the
investigation of various waye of healing that split, and
Stenzas VIII ané zx; the way that must £inally be %hﬁaam’
‘The tone of Stanza IZX 1s aifferent fvom the others, I think,
not sa»maéh‘bgaaﬁse the symboliecally imeginative gardens have
of necessity been left behing, bt because the real garden
iﬁ; &f%ar 211, the one which contains the nost yaaﬁiﬁiﬁiﬁiﬁa;
Life in the other three contains artificial limitations. Only
the acceptance of 1ife as it is, within our specific human
Limitstions, somewhere between the glaﬁﬁs-aﬁﬁ-ﬁadg can txaa§»
form our relationship %a'%h@.waxiﬂg ¢an renew our forces,
¢an aaxmg us out of dilemma and inertia.

This movement must be explained in wore detell. We
#hall look at Stanzas I through IV, tracing éymhazs of the
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three traditions, the pastoral first. In BStanza I we are
of the poem far from the

introduced to the pastorsl setting
n@éﬁl@ﬁﬁ complexity, turmeil and competition of the ecity.
Word play on Yamaze' signifiee how men confuse themselves,
confusion is not entirely thrust upon them. The 'palm!?
toke,' and 'bayes' were the eymbols of the ancients for pre-
eminence, but these are shown in all their smelliness as
merely man made, insignificent in comparison with their resl
nature as found in the pastoral garden. And the leaves them-
selves (knowing their worth) laugh at their false use by

men, Here in the firet stanse there is conveyed the s@gsa
that the green thinge are in gome way superior to man, and
the poet, in wanting to return to them, geems to want to
identify with them, rather than with their feeble counter-
parts. These in turn upbraid the pointless labors of men,

a8 does the poet. So, in a small way, he already identifies
with the green things as he does in "Appleton House,” Stansa
LEXI: "I was but an inverted tree,” the past temse perhaps
conveying the idea that such vislons do not endure.

The first stanza, ﬁhﬁﬁ;,%a&lﬁ of & retreat from the
world of nen %0 & place where contemplation 18 posgible, but
it is also more. In the last two lines of the stanza there
is a suggestion elaborated upon in the next séa&zaa, that.
the p&a@tﬁlxnaw of & love which 4is superior to that known
by men. The verdb 'to close' is a pun which implies the semusl
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act. The other meaning might be to ﬁin&aﬁg and elong w;%h'u
‘repose,* and *‘shade' in line 5, brings out the poet's other
pole of attraction, inertia, non-participation, ﬁmf the
pun on ‘shade’ pushes the meaning to the point of desth. In
the meventeenth century it was believed that the sexual aol
shortened one's 1ife; therefore 'close’ comnects with both
love and death. 8o the superiority of the garden things lies
in their ability %o love without toil a&ﬁ~$@&911é&%i@ﬁ, end
in their closeness %o the quietness and peace of death. The
poet is atiracted by both these qualities of the green world.
It is not that death itself is desired but the things desired
have a certain similarity to the characteristice of desth.
This is the old pastoral identification with nature ss simple
and therefore "go0d,” a8 well as the psstoral 1@&%33@ to
r@tﬁxé %@»%hat time when man and nature were in sympathy,
both of which invﬁivallanging for insctivity, hence at the
ooposite pole from the busy city in the stenza. It is
charsoteristic of Marvell's wit that these two opposed worlds,
the city and the country, are interlocked by the use of a
single symbol, the oke-leurel-pslm symbol which is part of
both worlds., We saw such a@aﬁagtingnaﬁnks usad %é‘tQﬁ samne
effect. in "Drop of Dew,” only now one world is not an sllegory
of the other, but ﬁ&e two worlds invelved are directly opposed,
and the metaphor serves to mark both thelr opposition, and
their connection in the life of men. The death imagery aiﬁe
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joins %@$h>m@§1@s, eenue@%ing wittily with the busy world
through the narrow verged @kaé@4wh&eh.uyb&&iﬁa men and their
oocupations, and with the green world and the imactivity of
toloset end ‘repose! %he?éy It ie connected with both, and
in, es stated sbove; a desireble state to the cpeaker. Life
and death are inax%ximﬁﬁly miméﬁ'in both worlds, form the
f&mﬁamaﬁﬁal deliberation of the poem and so are presented in
the firet stanza. Each of the sionzas of investigetion of
the three traditions, ¥ through VII, endsin a state of non~
involvement, the soliteriness and inertia which ere akin
to death. And gince each way is seen to lead nowhere, it is
x@é&@é@é. ?ﬁ&x&iﬁme the poem ia & progress away from the -
desize for death towsrd & positive desire for 1ife.

In the next stanza (II) the last two lines emphasize
the gonneotion, implied above, betwesn the green world and
physicsal love by the use of the word 'deliclious’ meaning ples~
sure, voluptuousness., That is to ssy, one of the attractions
of the garden world is that it is more satisfying than the
world of men. The love that is felt for the 'delicious?
gisters, quiet and ianﬁ&aaa&,;is mere complete than that feld
fer anything elee. There ies also in the stenza the witity turn
on the conventional view of the country as boorish: the besu

ronde is seen as ‘'rude,! whereas the pastoral world, "ocountry

pleagsures” are subtle and rewarding. One may even agree with
Bupson who says thet in the first pert of the poem sexual
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desire is sublimated into a taste for nature. The whole
stanza ie a play on ﬁhé.@aaignta.@f té@ gountry as compared
to the rudeness of the ¢ity, especlelly because the pleasures
‘in %h&-@aaﬁtwyvaxa»mvxa-aaiiﬁiaﬁs=th&n §g§ suﬁﬁ&avinvaﬁtion
of the eity. ;‘ “ g o

,£n=$%aaaa.££1 further fun is bad in ym$hiﬁg,ﬁn@‘paa« :
toral pose as far as 41t will g@@s'whg.gpaa%@x takes his love
of the green world sec seriously that green is seen to be more
attractive than the white and red of g@wngklaﬁiaé; the sensual
content of the poem becomes even wore specific. Green is now
*am’z@us*-ﬁn@,‘iaﬁelyf; we had leaxaeﬁ.hafaga'h@w tdelicious!?
it was, amd~h@wyih@‘piant$ closed and reposed in &aim bug
?ﬁlﬁﬁ%ﬂ@%ﬁ aﬂﬁw@m&ﬁg. This is reemphasized, and there is
further withdrewal into the green world., In Stanza I the two
worlds were equal in importance although opposed; now the
‘husiet world hes aslmost dissppeared from conscioueness, as
the garden world is seen to have 21l the delights ever dreamed
of in the city. Here slso thée conventionsl pastorsl device
of eutting the names of mistresses in trees is turned by the
poet into a cutting of the trees’ names in the trees because
conventionsl fond lovers are really ¢ruel and he wishes %o
be neither. The sensucusness of the love for green thilngs
and the grsen (innocent)love for the things of the senses
4&3@ both present in this stenza im a complex interrelationship.

The love for green has to do with a longing for repose and
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with the pull towards sotive psrticipation in the processes
of 1ife. Thess three stanzas heve shown that the split, at
first thought t@-ba;betwaemsvalues of the city and values of
the country, is wore personal; it is the split between oppo-
&ite ﬁﬂ%i&ﬂ@§ participation and passive observation which are
mutually exclusive and so must be decided upon.

Stanza IV is 2 further elsboration of the fzamplexity
of the personsl problem. The mythologicel characters are
conventional pastoral trappings, but here, Yoo, the convention
is turned to show that oven the gods preferred green things
$0 women. The preceding lines indicate that the race was
willed to end in & tree.  Retreat from love into nature,
permanently, is plsyfully stated to have been the desire of
gods. There 1s also the implicstion, ze Bradbrook snd Thomas
have pointed out, that since laurel wes for postry and reed
uay stand for masic, ﬁﬁ& arts con be gained only by sexual
sublimation, and thet thie the gods slso knew. ?ﬁﬁ_nﬁaﬁxa of
human sexuslity is being withdrawn fr&m,'ﬁrﬂn§_anﬁ theat!t
reflecting the 'Labours' of the firet stanza. Voluptuous,
eaay love which the green things perform is the love which
geens goods. It is the kind which makes a ‘retrest,’ recalling
the idea of withdrawal {rom life ae well as retreat into that

past when man and nature were one. The pleoture of that world
is presented in Stanza V. The 'I' is used there indicating

that the spesker is dealing with & problem which is his, not
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an abetract one of city versus country, snd aleo that the
esperiences descrited are real, 2 living in the attitude which
has seemed to be the anewer to life. It is e fully imagined
axperience, and aﬁ’ﬁh&'&néAﬁf‘ﬁhﬁ-ﬁ%%ﬁﬁ&,“ﬁhﬁﬁ 1t is rejected
{'I £811 on grass'), we feel 4%t to be permanently so. The
pastoral attitude alome will mever again scem 2 temptation
or an answer. |

Before we deal with Stanzase V through VII, the Latin
and Ohristian elemente in the first four astenzes will be
pointed a@%; In Latin terms the first stanga is & short
poen @f‘ngaetian in the Horatian menner. In Ode Xﬁ; -
K@%ﬁ@@«ﬂﬁ@ﬁ‘mﬁgh’ﬁh@ same theme and h&s_warég_,g}@raﬁ,
trepidare, gggggggég'&%ght even have been in Marvell's mind.
The suggestion thset the trees are makiﬁg'iave as they en~

twine and form & shgﬁs‘ay@sara'alaa in the seme Ode. Horace's
theme 18 that, coneidering the brevity of life, love-making
should not be neglected.70 The themes of the brevity of
1ife, the plessures of solitude and praise of simple country
iife are ﬁ?@qﬁéﬂt in Horace; Ode I1I, 29; Bat, I, vi; Bat.

Vi, book ii; Epilstle I, xvi. The trappings of the Marvell
pPOEL, aauﬁ%xy-life, laurel orowns, goiden sge, eic., are
typical of Horace since, of @aaxsag‘ﬁﬁﬁae-maxa‘aanmaateﬁ'w&th

averyday Rowsn iife. In Marvell such things are an affecte-

Lyzic Poetry, p. 129.
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tion, but a oonventional one at his 4ime. AL any rate, the
first stanze ia.ﬁa@@%iam, and aavewal of th@-xmagas‘a%auﬁakan
directly from his Dde.

The Bpicuresn withdrawsl from the active 1life may also.
be suggested bere, or evon the Ovidian pralse of ths green
and beauty of his birthplace, &m&mena;.in/&maxas-xzi.lé, 1«10,
However that may be, there is & etrong Latin tra&iﬁian,behiﬁﬁ
$his poem which shows through probably aquite without conscious
effort. The puns and the wit in general demonstrate en affin-
ity with the Latin writers. There is never = thought of
telling sbout one's own personal feelings in the first stansa.
The stanza 18 given from the point of view of common sense;
since who would want all that troudble just for a branch, when
it is pb&siblé to enjoy s8ll the trees. In these terms the
joys of country life are good with no thought of & similarity
to death exsept that it comes too soon, and even the trees
 and flowers know this aznd love while they vet have time.

Tove and desth are not equated 28 in the pastoral attitude,
tut they are s$1ll connected, the presence of the latter making
for the urgency of the former.

In spesking of the Latin elements 4in "The Garden." the
lmsgery throughout of garlands, flowers, 'Qke, ?pai@, 'Bayes,?
gxa$§g>h$eag heney, vines, suggests the section in Ovidte.
t4 (trenslated into English by Jobn Gower in 1640)271 on

2Tgs1xinsen, Qvid Becalled, p. 408,
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the gelebration for Flors; queen of flowers; which took place
in Rome 2t the end of April and the beginning of May.27%
Frazer says that thaniieea%;a&s-ﬁaarasﬁex.@f,thﬁ theatrical
yerfﬁxmanﬁwg-in her h@ﬁ@ﬁ;ma$ ha@anse Gf,&%? Qigﬁifi&%ﬂq&
in the fertility of the eevth, animals and men.° ') And this
seeme so in keeping with the tome of the poem that I think
it 1s not far fetohed %o investigste furtber,

E&p@%i&lly iﬁ%@t@ﬁtiﬁg in conneetion with ¥The Garden®
is @vié*a stating that the name Flore was formerly "Chloris®
the Green Ong,

6klmri$ eram, quae Floras vocor: gorrupta Lg%ina
Nominis est nostri litters Grasca sono.c

This ties in 8o closely with Marvell's affinity for green
that we might well conclude that he bad this particular deri-
vation (though it is erﬁaaﬂ@um}27§ in mingd. Besides, if we
a&a&yt thﬁt the poet had Ovid in mind we ah&l& have a,wawmd
of a&mbala=@pana§ up to ue which might otherwise be over-
locked. &é@ééﬁ&ﬁg to Ovid, ?&@ra‘aﬁjay%'peﬁpatasl spring2 76
as it is ayr&ng’in.ﬁar#alx*s peeﬁ‘ ﬁﬁe‘saya; ”I'have &
fruitful garden fenned by the %r@az& mmﬁ;waﬁawad by & spring
of running water,"277 end this sﬁring sppears in Stenza VII
of "The Garden® sssociated as it is with purification,

3?5?$az@r
Ey D 361 £f.

2731p1g., 111, p. 418, 2Thmag., 1, p. 260.
2?5}:}91‘ b«s IV, po 21, ﬁ?ﬁmgu I, p. 261,

L Ovi &wm : Ihe "Fasti’ of Ovid,
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vizginity end salvation, concepts deelt with in Stensa VIIL.
Flax&isigaxﬁea is filled with flowers, and she iz gqueen of
them ag she is of ﬁ&fﬂ;.?iﬁ@ﬂf'@li?&ﬂg fruit trees, and even
honey as well as blossoms in general., YSocon se the dewy rime
is shaken from the leaves, and the variaé féliaga is warmed
by the sunbeams, the Hours psserble, clad in ﬁﬁypl%ﬂmﬁﬁﬁﬁﬁs
gnd ¢ull my gifes in 1@@5% baskets . . i.;“g?ﬁ reminding us
6f the hours in Stenge IX, Further, Plora ssye she has wine
too, &nd "Honey is my gift. ‘'Tis I who ozll the winged orea-
tures, gﬁi@hﬁyi@l& heney, to the-viai&%, snd the clover, and
the grey thyme . . . "279 and per g@@vinmﬁlig not woods
fvut garden and fields, where no fierce beast may come , #2860
She is truly 8 deity for Marvell. I think we can conclude
eﬁax, on the Letin 1@@@1, & celebration of spring and wanton-
ness, which ewong other things makes clear the speeoific
meaning of ‘delicioust in line 16, is in Hervell's mind.
8o we may affirm the sensusl tone we discovered in the pase
toral level, and also look further in Ovid for elucidation
of meanings. |

The readings in Ovid'e Fasti shed 1ight on the problem
of love in the poem. In the pastoral Interpretation of the
first four etanzas we saw that love could be identified with

278yp14., I, v. 263, 2T9Ibid., I, pp. 265-66.
?ﬁ@‘z‘%‘ié*-i T, p. 273.
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both sides of the split; it bad %o do with life, but eeemed
more to have to do with the quiet and repose aad,ﬁillaiassneaﬁ
of the other side, of death. The green things also were
divided in the split in the same manner, hsving to do with
life and death. And even the attitude toward love, sinee iﬁ
was related to the green wa%l&, suffered the same split.

The kind which was presented as wost attractive was the kind
without effort, a sort of passive kind which stays forever
exactly se 1t i8; that e, a non-dynanic love which is impes~
sible when the nature of the other person involved is known
and dealt with. The love for solitary peace, and unwillingna&é
40 be involved with another is further brought out by over-
tones in %hé Latin imagery. Here we find signs of s love
which doeen't flow cutward but is turned in,; hes no object,
or ia frustrated in the ab%aiﬁing‘af ite object, as is shown
in the stanza about Pon and Apollo., In the Fagti, the Arval
Brotherse, eunuchs who symbolize fertility, ere prominent in

the celebration for Flora.28l They carry on their orglastic
rites in memwory of Attis who, though he heod pledged faith to
@ybsia, 1av&§.$mgariﬁiéﬁ 8 ﬁaiaé; Oybele Wﬁ$ @m$&gﬁd and
killed the tree of the naiad by meking wounds in 1$285%-.yhicn
brings to mind the oruel lovers of “"The Garden's" Stenza III.
Attis went mad end dismembered himself. The dlood from his
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and those of Orocus snd Adonis are the source from

wounds
which the beeuty of Flera's garden springe.Z283 wWe see now,
’m@a%aaﬁ<@f a @éssxve denial of semal desire and preference
for ﬁa&u&&, “the sublimstion of sexusl desire into a taste for
nature," that there is & violent turning sway from sexual
antivity conneoted with the garden world. And in an under-
tone, such violence has 0 do with the besuties of thg% world,
Destruction of onme's physical mature, sgain a death, is seen
a8 necessary to complete enjoyment of the beauties of the
spring, or even a caeuse for their existence.

‘The destruction of the physical self is alluded to
again in Stenza IV, where the witty 'in 2 tree d4id end their
race' seems to mean the ending of the human race beosuse of
s cemsing of reproduction. Those who love mortals are doomed
to destruction, and so once again, love is connected with
death. It is a etate to be avoided; even the gods were so
doomed. - Death is not wished for, but seems %0 be the inevi-
table result, whether one love green things or whether one
attempt to actuslly love another human.

In this Stanza {IV) the idea of ﬁat&ﬁ@t@h@aig becomes
eaplicit, The notion ocours to the speaker that by an effort
of imsgination he may be sble to achieve one of those exist~
ences outlined in the sections on the three traditions, either

2831via:, 1, p. 263.
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a metamorphosis inte a green thing, a¢ Syrinx and Dephne,
subject of Stanza V, or into a loveless being responsible in
some way for the existence of the world, subject of Stanza
Vi; or inte a cresture dissociated entirely from the world,
subject of Stanza VII. So the next three stanzas are enlsrged
investigations of the possibilities of solving the dilemma of
life envisioned in the first four stanzas. Three kinds of
retamorphosis are attempted and then vejected. Before we
foliow these attempts let us first look nt the Christian
imagery in the first four stanzes. |

| The general Christian %@ﬁ@jéf the first stenza lies
in 3ts ides of the futility of worldly effort, and the transi-
tory nature of its suoccesses. Contemplation rather than
asction is the medievel value. In the saecond stenza, line 5,
the phrase '1f here below! sounds Christien im its rejection
‘of there being anything reslly ‘sscred' in this world. The
Intent of the tradition, then, 12 to reject this world and
this 1ife, and %o sece the next life as the better one, sgain
& rejection of humsn existence. Now there is no urge to be
& green thing; snd no sense of the self-destruction involved
in love, but a deslre to rige above the 'here below,' and the
garden is seen ag the only plasce where such sacredness could
exist, in the company of tinnocence' and ‘quiet.' In Btenza
IV the firet line recalls, but as an overtone, the haawaaly.

reward which we will receive after 'we have run our passionts
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hest' here below., But line &, tstill in a tree did end their
race,! is & definite veference to Ohrist on the Cross, symbol-
i@&&ﬁ&%é@mﬁ&f&a&‘wktg the tree of knowledge in Eden., Christ
died fox our sins end for the first sin. The overall Christian
tone of the Tirst four stangas 1s relsted. te the medlieval
_ﬁ?@;@#@ﬁﬁéﬁyﬁﬁﬁﬁg the garden being a @#wh&l.iax'%he Garden of
Eden before the fall when men was innocent and close to God.

. The sttrections of thie world are all transitory and utterly
vain and the worldly self is deplored (linme 1).
So we have geen the workinge of the three traditions.

Put simply, the poem has progressed from 2 etatement of general
feeling, the garden is better than the city, to a sense that
there i more involved. The poed’s individual problem of

how %o accept life, becomwes the explicit theme of the poem.

In Stanza ¥, fulfillment of the pastoral desire for identifi-
cation with nature is imaginstively experienced. It is
'wond'rous,' but 1s Linally rejected iam the last two lines:

Btunbling on Helons, as I pass, _
Inspar'd with Flow'rs, I fa&i on Grass.

?ﬁi@‘ia related not only to Flora's gawﬁea gnd the aﬁﬁﬁra to
the primitive Golden Age, but it is slso & recalling of the
story of Eden and the Fall. The stanza ie wittily put, and
the fall is not s serious one, but the idesl must be rejected,
both because Being 18 not to be schieved by going backwerds,
and egpecially because of the limited satisfactions &é be

found in the senses alone. This ﬁéxﬁ of metamorphosis is not
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& satisfying one. The fall here also recalls Eve, as a remin-
dor that thﬁ'grﬁblam'@f love is s£till not solved, even in the
world of the senses. The ﬁ%mmﬁ&«m&yvbéiaaga alse as the
rejection not only of the primitive way but of childhood, as
the fall is the death of @&i&ﬂh@ﬁﬂ?ﬁ,Sﬁﬁﬁt&ﬂ&ity; and the
birth of consciousness. For the first time this is rejeoted
and the problems of the malture conscious human are faced with
the feeling thet solving thewm is the only way life can be
dezlt with. It cannot be in the withdrawal into childish, or
country pleasures.

In the next stanze (V1) the glories of this conscious-
ness, which ie more plessurable then the biologlieal, primitive,
¢hildhood 1ife of the sbove stanzs, are investigated. The ides
that the growth of consclousnsess is compensstion for an
increased ¢strangement seems to be socepted. Lines 3 and &
are o reference to the belief that man i8 s microcosm, Trecole
laaﬁiﬁg the idea that he somehow gawtigip&%as'&m the h@amﬁiéa
‘of the epring, Yet in the next lines %hg‘éﬁaaspt is rejected
since the mind is able to crests more things than are dreamt
of in this world. It ig = part of the crestive force of the
‘universe, far above the simple existence of things,. But
then, in the finel lines, this snswer to 1ife is also rejected,
since from the time of the fall:

all the original power of resson hns been obacured.
And resson alone, when left to itself and its own

faculties, never cen find the way back. It cannot
reconstruct 1tself; it cennot, by its own efforts,
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return to its former pure e¢ssence . . . . Herse we
have come te a comwplete reversal of all the values
upheld by Gresk philosophy. What onoe seemed to

be the highest privilege of man proves to be his
peril and his temptetion; what sppeared as his pride
becomes his deepest knmilia&ian.r,@

?he ﬁ%aﬁga ﬁhﬁw& %he xaa&iza&i@n of %ha failﬁrs af the

reason. xta @@rt @f ereation is aim&imr to aﬂnihxiatian. The
mind can 8o wanﬁer fr@m %eaiiﬁg zn the atawiea it tella iteelf,
'havang no dﬁre@ﬁ experience of the wmw&@.aﬁ éo the senses,
tha$ xeaiity ﬁiamgpears and there 18 nothing lei% at a&i, only
*a green thought in & green &hadag-' Thet phrase, the most
guoted gf the whol@ poem, may mean in Christisn terms the
aimﬁltaa@&usﬁeaa of the ides and the exiaﬁﬁnﬁe of the world,
the instantaneousness of God who can make ﬁk@ﬁgﬁts cut of
&kaﬁﬁﬁ and shades out of thoughts, with %h@mvthe poet, in the
height of hﬁa imﬁa&&ﬁ@tﬁal'yriﬁa& a@w‘1&§ﬁ§&££e$¢ So the
stanza reveals the fallure of resson, and worse, its tempta-
tion to griﬁa; ﬁnguﬁdaé by the aeﬁaﬁé it loses th@'wgrid; and
unguiﬁﬁa by_@éﬁAer the spirit of ramility $§ is self-deceiving.
The spesker remaing above his pﬁw@?'@ﬁ reason in that he can
‘r@alizﬁ ita ﬁ&@ﬂi% snd a&n reject its pri@a, as shown in the
last two 1&a@§¢ ’éﬂﬁihil&ti&g? here and *gﬁmmﬁling* in the
pra@eﬁing stanza, show that the poet rejects the continued
gursmitrwf the “wayﬁ embarked upon so ha@eiﬁ&i§ at the begin-

ning of gach stanze. These words do not convey horror, they
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&re but firm and finel; the feeling they indieste ia only
jmplied. The poet has fuli'&n@ﬁiedga-@f the charms of eaoh
way,'huﬁ now, ﬁfﬁ&r %@@a& immersion in each, alsc of its
limitations; he knows the end of each is no wore then a
ﬁﬁ&ﬁmi@g interlude, or even a‘éﬁimmiaﬁing ﬁivaxsiaﬁ, ut as
far ss being z final and 3@%1&£a¢%@xy stance in life, each is
found ‘to be too particular, too leﬁﬁﬁiﬁaﬁimgﬁ too lacking
in freedom. Enoh reguires the death of some part of the
self. @«thﬂﬁﬁaxmua and passionate rejection would not only
have been wnMarvellian, it might indionte a lingering desire
in that direction. But with the willingness of the uncom~
mitted to investigate 2ll avenues, the poet has fully accepted
and then rejected it. As cach tradition is rejected the
m@ﬁ%ﬁé@g@ of the self is inereased. A thorough pastoral and
Sensuous orientation to 1ife is as impossible as is a solely
intellectusl one. Formerly these were thought of as @@éaiw

bilities, now they ere known in the completest sense and
rejected in the same sense, Layers ere successively stripped
off as the spesker discovers that he is not %&ﬁ%ﬁﬁi&lﬁ?llikﬁ
e tree; nor is he able to oreate instanteneously and to ezact
purpose like a god.

He continues his explorations in the next stanzs,
arrivine at what sppears to be the deepest, most egsential
part of himeslf, his spirituzl nature, and throughout the
gtanzs it seems ﬁa has discovered the satisfactory attitude.
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At least he says, I sm able to awalt my future with humble
and total gladness. The body is left far below where it
belongs among the growing thinge, and his soul glides up inte
the boughs. The speaker still believes in the possibility of
svoiding invelvement in what is. However,; the flight heve is
ot the same &8 the ubtter flight from reality of Stanza VI.
Here reality does not dissppear but is risen sbove guite
iiterally, the nature images of fountain and fruit-tree,
showing that 1% ie kept well in mind. Sowehow a more proper
estimate of wﬁa%:&fhuman is ie revesled in %his stsnza wherees
in Stanze V humen ospsbilities were rather underestimated,
and in Stenza VI they were rather overe¢stimated., Here there
is humility im the picture of the spesker as & bird, snd there
it & certsin self~respect in the bellef ihat longer Llight is

possible. @e-gxa getting closer o a just estimation of the

' gelf somewhere beiween the plants snd the angels. Buy the
pon-particlpation in life, tcasting the Bodies vest aside' still
remaing, snd is underlined by the happy waiting for death and
the next world. We seem to be back almost to the point where
we begen but now with death, ‘longer flight,' mere attractive
than ever. But much bae bLeen learned in betwsen. 8Stanza VII
seems to be the perfect blending of the sensuous self and the
intellectual self into & Christian unity in which the soul ie
elevated not entirely away from the world, but just a little
above mundsne congerns., Within the stanza there is no rejeo-
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tion of the imagined "way® as hae been true of the two pre~
viove stanzes. There is only e hint of 9@8&&@1@ unsatisfactor-
inees in the ralher static state of affairs plictured,; in the
feet thet the walt may be ¢ long one and oven & bird cannot
forever aimply wave ite plumes,. I would hesitate o bake
thig as significant if 1t weren't for the nesxt stange, of
which 4% may be said that it is & movre ¢omplete statewent of
‘Tejection than any which appears in Stanzas ¥V and VI.

The 1ife portrayed 'Leyund & mortal's shere,' snd the
poem thus far bave taught that 4he speaker at least is mortal,
neither god nor tree. Now he must face and accept what that
implies; somehow the world must be reckoned with, &nd sven
the busy companies of men. Even the imagined existence in
Btanza VII is not fulfilling of the whole man eince living
gmong others iz pert of ths nature of man as 1% is of ¢he
pees. And further, only by living with others g¢an oneself
“be fully realised. Since the spesker has not lmsgined him~
self in relation to God, which might have required the neces-
sary gify of self, bui ﬁml¥ &$ swaiting aloase some future
£1ight, bis molding of himself must be asccomplished through
relation with others, and, explicit in $tanss VIII, ﬁith
snother. Abeurd though 1t seem, 1% 1s beyond s mortal's share
to live as One as does God. Mortals are meant %o live in
relationship to the world, and, &s we shall see from ths
imagery, only thus can they accomplish a fulfillment which
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ig snslogous to the unity of Being. We seem to be bepok at
the beginning, at the realization of the existence of the rest
of the world, @a% now wiﬁhva.éiffawanﬁa;' The world of men can
be socepted now bectwee 1life hae been acoepted. This wes
only accomplished %hrﬁﬂghlﬁha fmaginative imvaﬁtigaﬁi@n of
the three forme of "death" wbich were found to be decelving
and unatiractive, When the speaker has finslly deocided for
1ife f@&.h&m&@if, he alse decldes for life in general, the
1ife of others, and thisz is what ie stated in Stengs VIILI, with
‘irony and reluchance, but it is there. The gap of "either/or
petween the self and soclety, "others," is finally cloged.

Let us look at these ideas as shown in Stanszas VIIT
and IX. The question of Jove reasserts iitself vielently in.
the first two lines of Stanza VIII, meaning that the creation
of Bve was the beginning of all the troudble, The result of
this is that firat and forsmost the probdlem of relationship
must be selved, and 1% will never be done by withdrawal into
sny of the three poses attempted. It exigts, and the admig.-
~gion of this is the first step toward a working vut of the
problems 1t orestes. Withdrawal is not only impossible, it
iz o éia,ag&&ngkv%he 1ife in oneself., Az the question of
love comes into nersvective, 0 does the guestion of life
among mortales in Stenza IX, since one’s asexual adjustment is,
to 8 lerge ¢xtent a symbol of one's adjusiment to 1ife..
Although the necessity of human relationship is faced with
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reluctance, it is also faged with wit, an indication of its
being no longer © deatructive experience!

Two paradises ‘twere in ong
To live in Paradise alone.

%ha’%ﬂne is yh&iéﬁayh&é&i; gad but true. Ve are mortal and
so are not meant %g iive alone {though *ﬁﬁaﬁ éther Help could
yot be meet!’) and this is sccepted. Previously, the spesker
had felt that eexual love, standing for relationship, intense
involvement, a@u&é.ana wust be svolded. It was an obstamele;
perhaps even th@ ¢ause of the humsn ﬁ&ﬁ&i@&ﬁﬂﬁ%. To put it
b&mntiy, the p@@% w@ulﬁ rather ke dead than emﬁj@&t to 1t.
Fow it is seen that not only is human love & necessity of
existence, but & possible means of s&&v&%tva, of fa&f&l&m&n%,
of unity. ¥Far f?@m bvelng a,&iﬁﬁxamﬁs on the "way," 1% is the
“way," and freedom existe only in the a@@ggt&n@@,@f this faot.
The xévﬁiaﬁianA@f the stanza i&aﬁ na% énlvlia the
apaakﬁx*s now ageiﬁg the neceassities 1nhafﬁn§ in being humaai
but 1n the ﬁa&t that be has never raa&iaeﬁ them before, which
ﬁaplai@s ‘his laock of contact or gympa%hy with other mwortals,
and his insbility to love where he éegizasg a9 well as his
&bixit§ to love only when aaaire ia ;mpgaaiﬁla i%h@ children,
and the story of "Definition af &a@a“§q To accept onesell
as human, as being unable o exist without contact with others,
is ﬁaaiwegimnimg of scocveptance of others. The stanze is the
record of bis previous failure in the direotion of self-
ascoeptance, the reslizetion that this haa'ﬁa@ﬁ largely
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responsible for his inertis between the urge to participste
and the urgé to rebire; end for his inability to express him-
861 in action. This stanze shows the metamorphosis into
himseif as @ human and an individual for whom it is vital that
the problem of love be solved. As the poet hao taken on new
meaninges, so bhas life, and finelly, s0 bas the géx&eu itgelf
in Stanze IX.

Before we look st 8tanza IX; 1 should like to polnt
out some of the complexity of Stanza VIII, and its reiteration
of the desth theme stated in terms of the three traditions.
In 3tanga VIII we sre down to éaxﬁh again, awayliram all pos-
sibility of sensuous, intellectuzl or mysticsl gardens. This
is ¢lear from the past tense of the first words: ‘'Such was
that bappy g&rﬁﬁnﬁstaﬁe « + « ot We are now looking back on
en ezperience, and it is time Tor summing up and for humor.
In pastoral terme we are reminded of the Golden Age, the
‘place so pure and eweed,' the difficulties and lamentations
of love, and also of the fregquent homosexual 1@?&5 of that
genre, in the recolling of the Eveless garden, as well as the
immaculateness, innocence and death-like inactivity of the
green things praised in the early part of the poem. In Latin
terms we are reminded of the urge for solitude of Horace,
but wmore interestingly of three stories mentloned by Ovid
in connection with the oelebration for Flora. These are of

Narcissus: YThou, too, ﬁar@iﬁsua, ha&t s name in the trim
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gardens, unheppy thou in that thou hedst not & double of thy-
gelf . . . ,"285 and of the violent dismemberment and death
of Orecus and Attis of whom Flore seys, “from whose wourds

by my Art doth b&an%¥‘$§wiﬁg@“a$5 These agaim toueh upon the
insbiliity to feel on outgoing love for *another" of which the
speaker hes been guilty. The ﬁh@&a_gaam in one gense has
been a nercissistic fescination with the self, and the only
pessible companion would have been & double of the spesker.
It 1s'ax§x1ﬁit1y adnitted that a mate 1s not wanted. Only
now c¢an the poet admit thet his previous sttitude was inverted,
and if love was felt it was but for an image of his own ores-
tion in himself. -

Ovid's passage goes on %o speak about the various
gods, Mars, ete., and goddesses who concelved children without
the "gervices" of the opposite sex, Flora having helped Juno
to do this®87 through the use of one of her flowers. In
8tanza VIII of "The Garden® ws are ﬁ%minéﬁd‘tﬁﬁﬁ'ﬁh@.ﬁp@akar
would have been guite willing %oAgaw%isipata~in gach & repro-
duction as the plents perform. Rather than be involved in
loving "another® he would willingly hsve ended his race in
8 tree as 4id the gods of S8tanza IV, for *What other Help
could yet be meet!? when Flora is around w&%h.%ar gfficacious
fiowers?

285prazer, gp. git., I, p. 263.
2861p14., 1, p. 263. 28TIpig., I, pp. 263-65.
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As a bridge between the Latin and the Christian tradi-
tione we may reeall that Iplcurus believed ﬁéhaﬁ-maﬂ cen, like
the gods, withdraw himself out of reach of all ﬁxﬁerﬁgl influ~
mong men ., +9E88

ences, snd thus, as & sage, 'live like a god o
This, too, the spesker hna‘ﬁrieﬁ %hg?ug%aat_ﬁha poem; it waes
his desire to withdraw, but by Stenze VIII he has Tealized
not only that it is fmpossible, but that the attempt is 8 sin
against the self. In Christian terms we are exzplicitly
reminded of the gardenm of Eden in the lines about Faradise,
and *8uch was thmt~ha@§y gﬁééanmaﬁa$ew* In these terms love
asgain was self-love and 1ife was death-like in its denial of
the body. We are reminded of the rsbbinic legend cited in
Leone Ebreo in the seventeenth century that Adew before the
Pall was an androgyne.2®9 (This slso connects with the story
in the Metamorphoses
clated with the pool of Stanza VII.)

But the au%s%anéimg‘reaiisaxiaa.%ﬁ Christisn terms is
that only God is One:

But *twas beyond a Nortal's shave
To wander solitary there:

of Hermaphroditus, who ig perhaps assso-

Being mortal compels us 10 meet snd to make our pesce wWith
other humens, This etanza is the explicit statement of the

peyclopae :3y;§ﬁaa;@;, YIII, p. ¥75.
289warierstein, op. @i%., pp. 333-34.
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false. ideas to which the poet has Deen subject, the withdrawal
from 1ife and repulsion of love, snd is the proof that he is
now metamorphosed and ean look back &t whet he was with humor.
The homosemeal imegery points up the fact that he was incepeble
of an outgoing love snd so of the relesge of the giving of the
ge1f; that he was doomed to the death which is the never-ending,
turning back on the eelf within. This stenza 15 not only the
summation of the entire poem but also the revelation of the
now transformed Felation to human life, hies own and that of
others. The split between 1life and death has been healed, life
hes been decided upon, the self can be expressed in the actien
of love and worshlp, and Stanza IX is8 & celebration of this
new ability to praise Being as it sppears in the self, in
the garden, in society, and in the "other," here the gardener.

In Stanza IX the metamorphosed poet is back in the

real garden, giving thenks for what has heppened to him,
thanks to the ‘skilful Gardner' who has made the garden and
has made himself again. This is the first time God is referred
to. That is, even He cannot be conceived uniess one first
concelves of oneself. The images f&@mitae three traeditions
8till sppear, but now they are in perspective; their answers
are no 1omge£ needed and they are used to demonstrate just
that. Perhaps they are Flora's hours that appear but they
are mlso 8imply hours. The bees may remallvﬁarnaais~¢emgaring
himself to & bee,?90 but %hay g&& aiww %ﬂ&l)haeﬂ'%uaéing in

290Horace, Ode IV, i, 27.
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the sun. And the praise ¢f the gardener mey be & prayer to
God, but there aleo must have been & resl, skiliful gardener.
Pastoral delight in nature is present, but now it containe
the awareness that one must return to the eity and carry on.
How tha cosmputing of ﬁﬁs industrious bee, which recalls %§¢<
tLabourst and 'Toylee' of Stanza I, is accepted, and it is
recognlzed that eveon such creatures are we. Business is now
related to 'good' and 'wholesome.' We know that we are sub-
jeot to time (thyme) but we can also compute it, which is a
kind of control, and make use of it. HMost important, the
speaker has decided for life and for bﬁing bumen. He is able
to appreciate the various goods of the three %traditions, but
is no longer subjeot to the temptation of witaﬁrawing-iﬁ%e
them, He subordinates the insights they bave given to the
senge @ﬁ his own value &8 & human, snd this valuve is inereased
because of the axperience of them. He knows the temptations
te which he is vulnerabls, has faced them fully. and go his
gelf-respect is firmly. grounded on self-knowledge. From the
negative realization of the lmpossibility of withdrawal has
grown %h@ positive sense of unconfined capabilities. Now the
world as it 13, the garden though snﬁzaaﬁ to time, is some-
%hﬁng to be ﬁhankfuk for.



QHAPTER VIX
CONCLUBION

in conclusion we shall return to the beginnings. There
nas been in the poet the gense of separation, of estrangement
from Being, from the universe, £rom socliety, and even from
himselﬁg an overburdening sense of the human predicament whioh
made bim yearn for that mythical time when we were not estranged.
And in the frustration of not achieving Return he often wished
for desth in order to find relief. All was out mf'fﬁaﬁﬁg‘&s
& human a part of nature like e tree, caring oniy for growth
anﬁ greeness, or is a'hwmanﬂa:ﬁ§ir;tuaz being, a creator 1ike
8 god? The loss of connection ﬁith’%ha world has meant a loss
‘of connection with himself, divided as he has been between
longing for 1ife, finding it unsatisfactory, end so longing
to withdraw from 1ife. A Return hse been accomplished and has
been found restricting. The creation of a new wazlé.@as’béen
ascompliched snd found vo lead to nothingness, end a living
iawfhé”ﬁa%ﬁﬁa bas %@én\nmhiﬁéﬁé and found to be & denial of
1ife. All the efforts S@iﬁisaaveﬁ Being, to rediscover that
existence outside of time and outside of the burden of indi
viduality (and the burden of contaet with other individuals),
nave ended in fragmentation of self, of loss of freedom, in
short, in loss of the one thing we all do possess, our own

gelves.
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He hae, from Return, arrived Back where he began, in
the here and now, but not precisely where he began., With
his new-found awsreness of what constitutes a whole man, he
1$,£e#ﬁy'f@r’aﬁaap%an£@;whi@h he was absolutely wneble to
achieve before. And the magloe of scoeptence is » ﬁ@%am@zgh@s
8is. He hes been metamorphosed not into an ﬁx@he%ypa& being,
living happily 36 a golden age, nor into = reshaper of the
world, nor into a a%ixi%ﬁaz being alrsady in heaven. These
have been seen zaﬂp;;ﬁu% & sort of death. He has been meta~
morphosed into himeelf. There is no Return and there is no
hasty future. One must live, and one must love the 1&v1§g of
another buman being, and not withdrew to some gshade for fear
of the implicetions of being buman. In Christian terms one
might state the nature of the metamorphosis as being from an
orientatlon towards chastity %o aun orientation towards true
or faithful love. The praise of 'sweet and wholesoms'! in
Stanza IX rather them the 'quiet’ snd *innocence’ of Stanza
‘Il seems to bear this out. Rather than preserving oneself in
the hopes of achleving unity, one must ﬁaa;aneaelf, give
oneself, participate in this wﬁxié-aﬁtsiﬁe}ﬁha wolle of the
se1f, since only in this wey ie the primordial union of all
things in some sens¢ reachieved. |

I heve called the poem a metamorphosis becsuse that
term implies & broader sense of chenge than "rebirth,® which
gounds too Christisn, or transformation, which implies some~
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thing too total. Meltamorphosie implies that one changss and
vet remains somehow the seme, and this, I think, is the sense
of the poem. Also, the idea of metemorphosis rune throughout
the poem in the puns and imeges, from the men who are ghades,
through the body whieh is both delight and f£all, snd the world
which 18 & thought, to & garden which is all these worlds and
finally 1ﬁaaif. A third reazson is that in Ovid most of the
metamorphoses h&&'%a do with love if not sexwelity, and this
theme is Marvell's primery one throughout almost all of his
@@étry; giving rise to his probler about life and being solved
in his solution of that problem.

Languags and tha»pawet of language have been regpected
gince primitive times. To the primitive, langurge as pary
afixituai helped in achieving Return. To him: |

the symbol is still regarded as r property of the thing
iike other physiocal properties « « . « In mythical
thought the name of a god is an integral part of the
naturs of the god. If I 4o not ¢all the god by his
'iggﬁfgggme# then the spell or prayer becomes ineffec-
As late am.ﬂi&iieal times, mﬁtamafph@éia {mirscle) was schieved
through the power of the mord. |

When doubts srose sbout the rﬁiaaiamah&§‘%@ﬁﬁaanﬂw@%é
and thing, when it became evident that n@%ux@ 4id not under-
stand the language of men, man's sepse of estrengement
inoreased. He felt a new independence from bis surroundings

o 291oassirer
Philosophy of Hume
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but alse a kKeener sense of sloneness. The word was seen to
be physically lupotent but became a,@ahiéla ﬁf‘ax@rewﬁi@n,ﬁf
the nature of the universe. “Logically it is elevated to a
nigher, indeed %6 the highest rank. The Lo
principle of the universe and the first principle of hunan

Q8 becomes the

language .#29%

The third concept of language 18 the allegorical,
figural, used by Dante,2” end sssumes its sbility o figure
forth what will be, and what the significance of things is.

The poet believes in all these ways of language, the
actual performing of something, 1ts belng & symbol of some-
thing, &nd its figuring forth the inner weaning of something.
In *The Gerden” the Return to the sengory life hes been
achisved through langusge; the demonstration of awereness
of how the intellect deceives itself with its symbols has
been athieved through languasge; and the myaﬁi&ui vislon of
the future has also been conceived and portrayed in terms
of language. The power of words hae effected these chenges,
but it hes done more; it hes slso participated in the finel
inner change, that of the poet's becoming himself. He has
been metanorphosed by his poew #s he hasg fashioned 1it.

The powey of words may have accomplished even a fourth
purpose here, and that is to have, paradoxically, eliminated

2921p1d., pp. 14445,

| %93&aar%a¢h, Mimesie: The Represe
in Western Literature,

atation of Reality
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the need for them. Since Marvell's poetry was the product and
expression of tension, of the i?;‘},wmnmémﬁ head end heart, )
the resolution of the tension makes further poetry of this Xind
unnecessary, or even impossible. Perhaps "The Gerden' is
Marvell's last lyrie. mm;



BIBLIOQGRAPHY

iterar 61’11;1@1 m: zhe Medieval
;*Qagzl'ﬁsg L9935,

in Anticuity: A Sketoh of Its
Tondon cmmbxme " University Press,

al Bhetorio and Poetic (%o 1400).

‘Bodkin, Maud. Archetyps n Poetry, "Psychological
s#émm in Im ma’swn.' -Lenﬁe‘%’f ew wk + Toronteo:
Oxford University Press, 1934%. Pp. 1-83.

Eradbrook, M. O., and M, G. Lloyd Thomas. :sﬂrew Yarvelil.
London: Qambridge University FPress, 9 Q. S

Burnet, John. Barly Greek Philosoph; London md' Edinburgh:
Adam & Charles Black, 1892: — .

;u@ggzgepml sophy, BPart I, Thales to Plato: London:
ﬁa&m an Oy e A k

Rah Literature in the Earii r Seventesnth
00 ford: Clarendon Press, 1945. Re=-

Mythology %’gﬁ the Renaissance Tradition in E li.ah
i ‘.imaa;m is: University cs Hinnesote Press,

Campbell; Archibald Y. OTRCS $ Kew -?me»::c
Wﬁethéen & Go., Ltd” i@gﬁ 4

Cassirer, Ernet. An Ec
sophy of § u

. The Plstonic



1hg

Selected snd intro-

%hamﬁera; Eémunﬁ X, orals. ntre
sons, Ltd. (S8tendard English

alaﬁﬁiaﬁ 3@@1@$¥)

Olark, Andrew.

%gé&%g?i%??fﬁ!ﬂa.;'“" )

Oxford: Clarendon Press, 1&98*'J

}'f“ar‘da/?resa, 1952,

Yﬁé‘% xeadin Few York: Farrar
L ]

th af %h_‘g.;r #l Return. Trans. Wile
es XLV1L. Hew York: (Pantheon

& Rinebart,

,gii&ﬁﬁ, ﬁir@@a‘
lard Trask.
Books), 1954,

Ewpson, Willian. 3Jeven Iypes of Ambigu: Lty New ﬁ&rae%ieﬁsa
Korfolk: James Leughli R

i Hagonis: The "Fasti®
%'valaa ‘Londoni

Harrison, Thomas Perin, Jr. (aé.}* The Pastoral Elegy: Ar
Anthology. English translstions by Harry Joehn
Austin: Univerzity of Texas, 1939‘

Howell, Wilburx Samuel. Lo, ng Rhetc
%Zé@\ Princeton: ?r'nﬁa?am éx.v%rahty




Taain 3;15“‘ ~~_ ﬁg;, TIET . LEDon
le Bo #ilson ond ﬁaﬁamy )ybxe&. ianéau: exfexé
ﬂmiwaxa&%y Press, 1954,

’ ] ? 7 S Pros: 1519, “gu%ﬁa&a.'axy ga&iéé, Studies
&ﬁ Eﬁg&&gh Ph%i@iegy, ed. James W. Bright, ¥o. 6.

MePeek, James &. A. Oatullus iikt_a : nd Bistan:
Harvard 8tudies in Comperati '"z‘faxa~nr$,'y
bridge:r Hervard University ?ﬁe#s, 19}§f

ﬁarg@mtanﬁh, H. ¥, (ed.). The
Kar 1_, 2 vﬁis. Yol. 1, poe
Becond. editianﬁ

Page, T. B. {08.). Qvid's Fasti. The Losb Classical Lidbrary
Trans. Sir J&m@@'f@@&g@ ‘rager. London: Willism Heline~
wann, Lté., 1931.



flenwick, W. L. Edmund Spenser:
Londoni 1928,

Ruys, Ernest (ed.). .The Complete Works of Horace. Intro-
guetion by Dr. Jahn Harehall, Everyman's Library, London:
Je W aeu% & Sons, Lﬁﬁ., ﬁew York: E. P. Dutton & Qo.

* Sackville-Bent, V. L@aaaa. Faber & Faber,
Ltd., 1929,

Spengler, Qaw&l&,
"~ Knopf, 1945.

Tate, Allan. Opn the Limite of Poetry: ﬁele;ﬁ'»‘ﬁﬁsg‘ « New
York: Swallow Press and ﬁilaxam ifarrow & Co., 1948.

Pillich, Poul, -ggﬁgslfgqﬁxg

T4llyara, B, M. W. PO
- Chatto & ¥§§&33; A

‘i‘nve, miem@a@ _Elizebotha

‘Deeline of the West. 2 vols. Few York:

to Be. New Haven: Yele Univer.

London:

hanﬁan: Gamhxiégs’“n&var%?%y Pr&as,'},ivw“wwg

Wilkineon, L. P. Horsece an and His Lyric ?na&x*& London: Cam-
' bridge University Fress, 1945, .

London; Cambridge ﬁﬁiv&%&iﬁy

Study of amaxiQam

'wznﬁeraa '“:' 3
‘&rt@w E i[;cnﬁ, 1937,

IV@}? L 3 A : v 4 o5

Articles
Audﬁué‘w.>ﬂ. "The Dyer's Hand: Poetry and the Poetic Procees,”

gview, ed. Melvin J. Lasky (1957), 255-301.

Blackmar, R, P. “A Burden f@y Critics," Lectures in Criti-
gism. H. P, Blackour, Benedetto Croce, Henri E“'Feyra,
John Grow Rensom, Herbert Head, Allan Tate. Jobns
Hopkine University. Introduction by Buntington Qairns,
Bollingen Beries, IVI {Pantheon Books), 187-209.




151

Bradbrook, M. Gq “Harvell snd the Poetry of Rural 8olitude,”
' %@@J 3733? 6» Jﬁﬁﬂ&w?a §§u$‘

Bullough, Edwerd. “Psychical ﬁx&taﬁae* a9 2 fa@ter in art
and an agethetic Prineiple,” Britigh Jouzns sy chols
CEY v (1912-’”13¢ %‘Wﬁ Q &?‘* 18,

Doud, Jobn Boal. "The Poetry of Donne, Herbert, Cowley, and
Marvell," Theses, Literature, Vol. 180, An Abstract of
a Thesis presented to the faculty snd gfaduate school of
Cornell University for the degree of Dootor of Fhilosophy,
Septenber, 1?36.

Eliot, T. S, “Anﬁraw ﬁaxvall * ZTergentenary Tributes.
Ed., W. H, Bagguley. Landen. -4

Fransen, Plerre., "Towsrds a Psychology of Divine Grace,®
Cross Quzrents, VIII, No. 3 (Summer, 19583; 211-32.

Gwynn, Frederick L. Y"Marvellte 'To His Coy Mistresst 33-4G,7
Explicetor, XI, item 4g. :

Jackson, William T. ﬁe ”?he EeﬁiaVal Pastourelle aa a Satir-
ieal Genre,* hilological Quarterly, XXAI {1952), 156-70.

Keister, Don A, “ﬁamvall*a "The Garden, " E3
Ho. 4, item 24,

King, A. H. "Some Notes on Andrew Harvell's Garden,* English
ﬁtugmﬁ. X%, No. 3 (June, 19738). B

Kionsky, Milton. *4 @ai@a through the Garden,® gge Sews
Review, LVIII, No. 1 (Janusry-March, 1950), 16-35,

Laavig, R: ¥. "English Poetry in the Seventeenth canﬁnry,
rutiny, IV, No. 3 (Decewber, 193%), 235-56.

¥cChesney, Jobn. YMarvell's 'The Garden,'" Explicator
Ho. 1, item 4,

awwan, W%lliam R. "andrew Marvell's *The &a&dan,*“ &wtas and
gries, OXCI fdnlywﬁeeambar, 1946), PB7-49,

Putt, S. Qﬁﬁﬁy. “Hosaioques of the Air: A %eﬁa on Andrew
&&&V@la; F“Q;i}hy i1 (Qﬁtﬁmng %93@}9 = ? oL

Roberteon, D. W. Jr, "The Doctrine of Charity in Medieval
Litevary &ardeas A Ta@iaal Approach through Bymbolism
and Allag@my, Sneculum: ,J%nrnai of ¥edieval Studies,
EXVI, No. 1 (January, T951) ;5 ; ‘

s X




152

Shackford, Morths Hale. nA Pefinition of the ?aatoral Idyil,®
PMLA, XIX, No. 3 (1go4), 583-92.

Spitzer, Leo. ”ﬁa&v@&l*s tHymph camglaiaing for the Death 9£
Her Faun': Jources versus Meening," LG, XIX, No. 3
(ﬁapﬁ@mber, 1958), ?31«%3«

Summers, Joseph H. "darvellts *ﬁatura,*ﬁ ggg, XX, Bo, 8
(Juﬁeu 1?33) 2 121"‘*’28‘@

Tupper, Fred 8, ﬂﬁary Palmer, Alias Mrs &aﬁrew Haxvell,
PMLA, LIII, Fo., i {Jaae, 1933} 367~9&.

Eﬁayalﬂgadia ﬁr@i&lwg

#Epiourws,® Enoyelen paedia Brits 'afa_;. (9th ed.), VIIL.

ﬁapubiisheﬁ ﬁa&erial&

Auden, ¥W. H, "Making, Enowing and Jﬁﬁg&ng,e in foaugursl
leoture, &ﬁ&ivawaé.haf@ra the Uaivﬁ?aity af @xfard,
June 13, :!.,%5 "

Friedmanmn, ¥. G. *In Search af’ﬁeaaing*“ Ee@%ureﬁ'yraparéd
for delivery at the University of Munich, 1356.



	Marvell's "The Garden" as metamorphosis
	Recommended Citation

	tmp.1591208283.pdf.cqNF5

