‘ 1\7708 . o o ' b
L NATIONAL LIBRARY ‘ ~

BIBLIOTHEQUE ‘NATIONALE

";‘,"‘tl'fl, ’ o : fon Ly '
R ﬁ OTTAWA BRI . OTTAWA
o
i | ;'ﬁ,{ o DTRRYELES  POE TR AL N
R
‘ L ‘ » : S S
e ’UNIVERSI"TY.." ...... ﬁéf”.f./?fﬁ. ? ....... A
A DEGREE FOR WHICH THESIS WAS Q(RESENTED..../.”. A ‘
N YEA& nﬂs QEGREE GRANTED- ... 173 . R
SR Perm1ssmn is uereby granted to THE NATIONAL LIBRARY
‘Q‘ i (
OF GANADA to m1crof11m thls the51s and to lend or sell coples
of the film
B l’.}. ~.> ) 3 .. .
! The author reserves g?her publication rights, and
' . neither vthg thes‘is nor. extensive extracts from it may be .
; printe'd‘ '15_‘1",:o‘therwise'reprlodu‘ced"wit}‘mut the .author's @
I written permission..
k .‘r,"f‘ o &, '
Ty (51 gned). }‘ »«,\ ....... f J.“i\ ...........
KR o _' PERMANENT ADDRESS . ’
: S5 1L 5’.%./ivfw.£ ........
> s % T %
b LEBMENTON L e
' ¢ %e.@.c..ﬁ.tf%.... .
‘.‘_q:l
DATED..b.éPJfMEé'\. 11973
NL-91 (10-68) . |

o



THC U\’I\/LR ITY GF ALBERTA
N - . !

MODES-OF JUDGEMENT .I.N MARVELL'S POETRY

e

. ' R | N by . \‘ c%
- | @ John R, Thémpson
» P ’
_ e
. - ,-“- A THESIS ' -
h : . 1
. SUBMITTED TO THE FACULTY OF GRADUATE %IUDIES D RESEARCH
"IN PARTIAL FULFILMENT OF THE REQUIREMENTS FCR THE DEGREE |
> © .. OF MASTER OF ARTS -
—
J
- ’/l
. i ) !
N |
e DEPARTMENT OF ENGLISH "~
N : . | R /
— o o
EDHONTON, ALBERTA
 FALL; 1973
X - )



RO

THE UNIVERSITY OF ALBERTA

FACULTY OF GRADUATE STUDIES AND RESEARCH

.-

The uhders1gned cert1fy that they have read, and recommend to the
Faculty of Graduate Stud1es and Rese®rch, far acceptance, a thes1s
entlt]ed “Modes of, Judgement in Narve]] 's Poetry," submitted by John R.

‘Thompson in partial fu1f1]1ment of the requ1rements for the degree \\\\
‘Master of Arts. | ko -

e

A
Y



A

CABSTRACT
. :

In the poetry of Andrew Marvell, judgement is a
successful effort dJrected toward full understanding [ts
‘two basic e}ements are a press1ng effort o eVa1uatc, and '
:an equaliy stronq effort to balance opposing points of View.
These two e]@nents are found in isolation 1n ‘two poems that
do not Judge, “F]eckﬂo, an English Pr1est at Rome" and
' "Mourning," and are combined in a poem of judgement, "The
Cononet " - ’

Most of the techn1ques of Judgement are a]so Dresentﬁﬁ
in “The Def1n1t10n of Love,“ but 1t is not a poem of
judgement, because the understandwng it expresses is, at.
best, much too elusive to be regarded as a Judgement
SeveraT poems express without Jud1c10us1y ba]anc1nq, thefr
attitudes, and convey at 1east op1n1on, if not Judqoment
‘»These'ﬁfe ”Mu51cks Emp1re,” ”Bermudas and ”ThetFaJr e
Singer." Others express. att1tudes, -and also ba%énce
\oppos1ng p01nts of view, w1thout however convey1ng Judgement

These are, "On a Drop of Dew," "The Ga]]ery” and “The

P1cture of Tittle T C. in a Prospect of F]owers " In each

ofr these three poens -an eva]uat10n is expressed and ba]ance
is present but -each failc to express a fu11 understanding
: /

'of<1ts SJtuat1on Yet it is only by a narrow marg1n that "On

a Drop of Dew" fails to judge.

iv



The remaininq»poems of judgement 1n(which balance and_

PR

evaluat1on are most r'lccessfuﬂy combined are “"An-Horatian

‘ddsf" "A D1a1oque between The Resolved Sou], and Created

P}easure,“ "On Mr. Milton's Paradise Lest" and ”A Dialogue

-

 betweed the Soul. and Body. “4 Since' the first four poems

1

“embody s1gn1f1cant pub11c concerns, their evalu- ons gain

a great deal of strength from their representat1ve nature

\'_ On the other hand, '“The Corone#" and "A D1a1oque between

ﬁ-i the Sou] and Body” are more pr1vate and personal Utteﬁgpces,'

but because they involve. spec1f1p and pub11£jy access1b1e

Chr1st1an 1ssues, their att1tudes can be assessed

i Ne1ther “To his Coy M1stress nor "The Garden is

a poem of Judgement The attitudes in the former, while

_seem1ngly Just1f1ed by teFormal argument, dQ_not seem

- are too elusive, and in crucial places, too idiosyncratic

‘@ppropriate for the occasion. Attitudes in "The Garden"

+ SN 24
)

L
T

to be regarded as judgements.
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Nhen used ina 1oose sense, Judgement 1s often éﬁken'to:;

be synonynnus w1th op1n1on, but there 1s another more restr1ctj,;’7'
w :Sense.that enta1ls the presen;e of ev1dence upon wh1th the

Judoement is based . The ]udgements arrived at An courts of@ﬂaw

By - ‘A

are the most. notab]e examp]es of th}Sbuse of the term, for chere» =

X ., N
N s Te S S

) 3udgements, at ]east 1n‘the ideal. s1tuat1on 1nvar13b]y 1nv0]ve ¢§:%: bys
’ w1se and JUd1C1OUS cnns1derat1on of sound ev1denees )Thoughtfu11y .
to' we1gh and conslder va11d ev1dence in any s1tuatvon wou]d be f?* ';

to judge in. this sense. . . oe ‘9%»@5%
This” thes1s attempts to nso]ate th1s aot1v7ty in the o : -”‘ﬂ{%

non- sat1r1ca1 poetny of Andrey Marve]} His" poems do not of L $:

course, proceed as do courts of law, but the princip]e whereby

the s1tuat1on in a poem is ¢ sen the kind of treatment that

ﬁé forth the response that this is a poem of Judgement; is u J/t

- \)

cdl

the same pr1nc1p1e atTwork in the 1dea]‘1aw court: the poem,.

as we]] as the: ideal Judge, w1]1 d1spla§ an attempt to come to
the fu]]est mos t mature understandlng of its situation. The ;

I S
most suggest1ve descr1pt10n of tn1s act1v1ty is g1ven 1n ‘ I

‘f oppos1te or discordant ’
'udgementwever awake and steady o .‘§£




Co direc.cd towards a full and del1oq§

‘ ‘ - v ‘ . . ."‘“52‘
a, - S

self-posyession, with/%nthusiasm and feeling
profound or vehement; and wihile it blends and

harmonizes the natural and the artificial, still
subordinates art to nature; the manner to the

mattér; and our admiration of: thc poet to our
syypauhy with the poetry 1

/

Wnere Marve]] s, imagination: ba]ances and reconc11es oppos1te
or discordant qualities, and subordinates the manner to the

matter, we will probably: f1nd a poem of Judgement

This approach to}barve] oetry is ant1c1pated by

A. Alyvarez. WUnile contending that Marve]] 1s “the foremostv

poet of judgment in the English Tanguage,ﬂ'he defines hfs

critical term:

/

By Jjudgment I mean a quality which presents,
balances and evaluates :a whole situation,

seeing all the implications and néver attemptlng
to simplify them. The poet's whole effort ts

e .sanity, so

that what-he finally ach1eves is k1nd of per-

~ sonal impersonality.?

,

. . . Th1s def1n1t1on is almost fu]]y adequate for my purposes,

requ1r1ng only three ref1nements _F1rst, I want the phrase,

-

. ‘ lSamue1 Taylor Co]er1dge, ”B1ograph1a L1terar1a,“
‘ch. xiv, in Samuel Taylor Coleridge: Selected Poetry and Prose,

ST, ‘} ~ed-. E11sabeth Schneider (New York: Holt, Rinehart .and Winston,
g ~Inc. . 1951); pp. 274-275. q
' -\ hAp : :

T

o ,! 8% 2The School gf.Donne (London: Chatto and thdus,‘
/9 ), pp. 1052106. o o
‘*'ﬂfjiﬁ' K
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"a full and delicate sanity" to be understood.not as a

psycﬁ%]ogicatatw" fu its complexity, even within its c]iniial
- framev g v oo to make it usefe]Afor this type of ~ |
disc. 3 R wophise will Se;teked to stgnﬁfy an
Lt see belt'e maturest posstb]eg . .
SE Td,'the i aing of personél 1mpersonality"‘must be
1uwderstu\ oo the L “ted by F R. Leavis in his descr1p+1on
of. larve’ us 1nterested coneern“ in the “Horat1aﬁ
Ode:" I |

the att1tudes seem to bé wholly determined by
the nature of what is seen and judged, and

he express1on of feeling to be secondary and
merely incidental to Just statemént and
presentment, 3 8

<

'The eutétandiﬁg‘aspect of Leetis statement is the. succ1nctness'_
w1th which-its’ f]rst phrase essent1a11y restates the de51deratum
of Coleridge that the manner of prd!bntatlon is wholly at;the
-;service‘of the subject: ‘Leavis' phraeing is.euttable”for~my
purposeg,beeéuSe.ofjthe‘way it ;tressee the Qb}tgatidh in a poem
of judgement that the poet has toward his. evideﬁé@ He will not,
for examp]e, direct hls effort toward d1sp1ay1ng his own 1ngenu1ty,
but w111 give us the 1mpress1on that the situation itself.is as

Ay

1mportant as his own fee11ngs about 1t - -

. 3“'Th0ught and Emotional Qua]wty, Sc-utiny, 13
{1945), rpt. in A Selection From Scrutiny, L, ed. F. R. Leav1s
-(London Cambridge University Press, 1968), p. 224.

[
: ’
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The Tast refinement of nTvarez's definition is based on
the d1ff1cu1ty involved in determ1n1ng "the extent to which
Marve]] S poetry ‘presents, balances and eva]uates» a situation,
espec1a11y when emphasis is p]Eced onneva1matidn,='1 assume that

if a poem merely presents and balances a sﬁtdétion without

Aprov1d1ng an eva]uat1on then it cannotﬁproper]y be called a poem .

of Judgement And it is a common]y acknoprdged problem with .

Marvell's poems that their eva]uations, when present, are
notoriously difficd]t to define. This feature isArépresentative1yf
1stated in Andor Gomme's discovery of a "curious e]héiveness in his
poetry which hasdbeen felt by many readerg,wéj _ .
This thesis consist§-pf four chaptérs. The first examines
tnree poems, two of which display 1n>iso1atdonztne two basid
féatureé of judgement: bd1anced antitheses énd evaluation. The
third poem,ﬂég: Coronet," dombines'thesé two elements in a poem

of judgement. Tne second chapter examines two poems that seem

to contain most of the features of "The Coronet," and yet’
R

.c]ear]y do not Judge The third examines.six poems: the first

three d75pTay quite clear presentat1on of attitudes, a]ong w1th

some of the techn1ques of judgement,' in order to express what

is commonly taken to judgement; the next three express

someth1ng very simi; ~judgément.vThe’1ast chapter examines

Marvell's four rema"" ‘ oems of judgement There is also a short

conc]us1on that attempts to Just1fy in a. necessarily brief way,

[ i

, “The Teas1ngness of Andrew Marvell," Oxford Rev1ew,
No. 8(1968) p. 13. .

an s



~ the exclusion from the category of poems of\Judgement two of

Marvell's most famous poemS'”The Garden and "To his Coy
Vs
Mistress."

E



I. . TE ELEMENTS OF JUDGEMENT
; A . -

A poem_that i i~ some, though not, fortunately, in all

;waysVrepresentative of Marvell's characteristic techniques of
e o \ s ! .
~ presentation is "Mourning."? The ostensible motive of the poem

15 to provide the neaning of ChTofa's tears. The first speculatioqi
is that the ”woe“ they stem from is the death of her lover: "As
if she, with those prec1ous Tears, / ;ou]d strow the ground

. Where' trégnonwﬂay (1. 11- 12). This seems to. bg;the °Deaker s
/
' 1mputat1on of sincere gryef bet the next four stanzas underm1ne ﬁ“'

e
i 7

th1s vﬁew by express1ng the oppos1ng specu]at1ons of.two skept%cs

w

The‘f1nst seey Ch]ora court1ng “her se]f in am'rous Rain" (1. 19),
wh1ch may or may not haveﬁbeen prec1p1tated by rea] gr]ef but .
wh1ch now seems to be se1f1sh 1ndutgence'1n the trgpp1ngs of .

gr1ef ?pe second is lboner” in v1ew1ng her tears as, 1n one”

way ]1ke<garbage “from her W1ndows thrown“ é] 24) and 1in-

 —.another 11ke/“Donat1ves”-QL. 27)’g1ven:upon the arriva1 of ainew '

O . 3
]over , : . 7 ' )

S

The speakem&%ddresses the speculat1ons of the two skept1cs

/L L .
. How ide they dream! 'The Indian -slaves e
That sink for Pearl througH\Seas profound, '

. - ‘ A _

SMy line references throughout correspond - to the, kine
notations in, Andrew iarvell: CZomplete Poetry, eq//George deF. Lord
(New York: The Mode n Librery, 968). Additional explanatory
material is obtained from, The Foems and Letters of Andrew® Marvell,
ed. H. M. Margol10tth (Oxford CTarendon Press, 1927), I.

b

f s -

) 6see James Winny's. comment in Andrew Marvell: Some Poems
(London: Hutchinson Educational, Ltd., 1962), p. 99, that th]s
‘refers to "one contemporary ‘means of rubb1sh d1sposa1 "




| ' N ) ‘ ,' :" . ; IR k' , e
| HSH] oL 885 i SrﬁotﬁgmdggPpr aves (11.29-32)°

2 Kl

T“g

\ - : N T
The chaTTeng1ng tone of the open1ng statement nges “w1de“ its

fpr1mary mean1ng as wide of the,mark the speaker 1s say1ng the

‘\

) skepttcs are whoTTy wrong. But the speaker S 1mm&d1ate appea]

“the’ skepttca] v1ew9vadheres aTso to the v1ew of the speaker

to ev1dence from han -way around the woer 1ntrodqces the concept e

b1 st »

_of w1deness in the sense of fa; rang1ng The speaker, as weTT as o

* the skept1cs, 1s w1de, S0 that the ta1nt of wrongness ascr1bed to

v : . ¥ 4 A

- >

The f1gure he’ offers s apparent]y meant to)refute the

1 \m [}

skept1cs but because it seems pr1mar11y to assert that there can

be no sOTut1on 'th1s f19uré is an- evas1on And as W1n1fred

* ~“The temptation, taken with such apiomb‘byswinifnediN0wot ny,*

-

7

z(jottny S d1scovery of :iposs1b1e amb1va1ence created by a pun a7

on sound" points out, the evas1on ﬂtseTf is amb1guous]y pre< ° o

sented: ﬂ o v

»

faed N
PR

If sound' is taken as a verb the quatrain says that
the waters of Chlora's tears are so deep that even -

I the Indian pearl-divers could not sound their depths,
. o if however it is taken as ,am ad3ect1ve, then the

Ty 1S quatra1n says that if one were to procure divers
experienced enough to get to the bottom of these waves

o - it would-be found that none had any soliq ground
'3. - beneath 7 e y o

i . . -

LI .

)

X

y . . N ] : " o -“)-,‘;
from- The Language Poets Use, (1962),rpt. iR Jphn- y
. Carey,ed., Andrew Marvell: A Critica? Anthology (Harglodsworth:a
Pengu1n Books 1969) p. 3]9




dsr"

with amb1gu1t/ in w1de,' the impression is that this speaker is

v;,\ ' . t ' . _“ '\"'
j N i [}
to sﬁe ambivalence in th1s passage, is quite stronq Beg1nn1ng

evading the”ouest1on, and this impression is amplified U& a

subtle suggestion that th1s f1gure s uncomp11menta)y The figure

also conta1ns a good reason for not writi the poem. 'Since the

speaker knows that the meaning of Chlord's tears secms Tmposs1b1e

to fathom, we must as! why he wants to pretend to search for that

meaning. In this stanza he is plainly not attemFting to offer a

So]ution."-‘ : : . jV )
. '@f . : L) - ‘
That he is notseriously attempting”to understand the

situation is evieent from the almost snide tone of the last

stanza:

I yet my silent Judgment keep,
Disputing not what they believe:
But sure ds oft as Women weep,

_'It is to be suppos'd they grieve. d(]].33—36)

e f1rst line is redundant for the effort fin’ the previous
stanza is -clearly a suspens1on of Judgement The second 11ne
is doub]y redundant, and also confirms the 1etent poss1b111ty

in the previous stanza for taking the mean1ng of “wide" in’ the

sense of far- rang1ng the skeptics are g1ven§the credence they

‘seemed at first to Tose’ w1th that stanza's open1ng refutation. )

The. 1ast two ]1nes of the poem contain two poss1b1]1t1es they

~c0u1d mean that when women weep we concur in. the po11te f1ct1on

that they gr1eve, and they also cou]d mean that when women weep

we' can safe]y assume that they rea]]y are gr1ev1ng

A]though the offhanded tone oﬁ'the final Tlines ‘may be



e .

 directed throughout the 'poem to avoid the presentation of

N

ot l
.

taken as subport for the anti—feminist“reading’ the effort

R : N . X
unambiguous-attitudes ‘suggests :that, "I yet my silent Judginent .

" keep," s the only seriously held attitude the poem offers. We

' O
note that had the first two words of this=line béen reversed

toasay, ”Yet I...," the stress wou]d"have fallen on "I to‘ﬁive

a stronger Sense of tne speaker S presence, a sense that uou]d

“"also have been emphas1zed by 1nterna] -rhyme.  The fact that

th1s“boss1b111ty presumably, was reJected 1ends greater
objectivity. and less cred1b111ty to the speaker P
- This ]1nevseems to mock’the effort to judge.'~ It hay mean
-~ he has a judgement,.but is’keeping_it to‘hfmse]f, and;might

q

v mean that a "silent" judgefent is expressed in the verse.

And ”yet”tsuggests'that he is either still keenfng to himself a-

judgement he has had for some time, or that he may reveal his

judgement at some ]ater time: This wea]th of possibiTitigs that
stress the c]eyerness 'of the speaker much more than the ostens1b]e
51tuat1on makes it c]ear that not only 1s this poem not a poem of

Judgement but that it <trenuous1y resists judging. Its effort

h]s directed toward av01d1ng Judgement, not toward understand1ng

the situation.

”Mourning“.1L]uminates_the'central-prob]em involved in

| regarding Marvell ds a poet of'judgement."The_situation is,



-

in accordance with Alvarez's criteria, presented and balanced
in a remarkably precise way, but 'the evaluation necessary to

‘reconcile the balanced attitudes in order to form a judgement

is” deliberat ! 7ithhé]d. Most readers search for the -speaker's
‘attitdaes * poem' s quest1on about the mean1ng of
Chlora's PR YU C Bradbrook and M. G. L]oyd Thomas

f1nd a “dE]lCdLL malice" directed against Chlora,8 and Dona1d,

M. Friedman def1nes the speaker's pose as a cyn1ca1 yet
painstakingly pollbe disbelief in the constancy of -women . "9

But these subtle d1scr1m1natlons of attitudes receive a great

deal less emphasis from the spea&er than»does his relentless

\ :e%usa1vto make any juﬂgement§ and this refusa] is ndt neceg§ér11&
related to any.seﬁse he might have of maintaining politeness of
.discourse. Instead-of attémpting to decide upon the meaﬁing of
Ch]ora's tears he seems to mock attempts to do s0.

"Robert Frost in an intervicw describes his attitude toward

- Writing a poem:
: o )

. 8Andrew Marvell (London: bambridge University Press,
1940) , p. 32. |

‘ 9Marvell's Pastoral Art (London: Routledge and Kegan
Paul, 1970).  46. T




Frost!

attem
been

“the t

The uhole thing is performance and prowess and

feats of association. ‘Uhy don't critics talk

about those things. -- what a feat it was to

turn that way, and what a feat it was to remember

that, to be reminded of that by this? Why don't
. they talk about that7 Scoring. You've got to

score. o :

[ .
s interviewer on that occasion; Richard Poirier, has
pted'to'construct a critical method that seems to have

inspired by‘this attitude toward artistic activity. In

itle essay of his recent book, The Performing Se]f 11

fPo1r1er advocates a novel approach to the type of Titerature

- in wh

stage

1ch the writer treats “any occasion as a 'scen

for dramat1z1ng the self as a performer," an where the

/

_Ksﬁﬁﬁi%r often "admits with unusual candor that what exc1tes h1m
mos , ,

Se]f,

‘point,

to a lesser extent, Marvell and Thoreau.

the questioh of judgement is its diminution of the importance of )

in a work is finally himself as a performer” (The Performing

PP 86-86). With the writer's performing self as a focal

Poirier discusses Frost, Horman Mailer, Henry ames; and,

)

The oqtstanding‘feature of this approach in relation to

meaning -- "It is a quest1on not of be]1ef in mean1ngs,” Poirier

claims (p.88) -- a d1m1nut1on strnk1ngly evident -in. “Mournlng !

. 10HFiters at Work: The Paris Review Interviews, 2nd

series, ed. George 5Tﬁmpton (lew York: The Viking Press, 1968) ,p.

© M"The Performing Self," in Harvard English Studies 2:

'.,‘.-”l \Q}

11

32..



Theieffort ot the speaker in this poem is so mntense1y directed
to his performance that to consider it as a serious expression
of attitudes, however subtle or complex,‘js to Mmiss iits essentiaﬁ
"~ nature. And poems such as ”Mourning“'thatlshow more contern for
treatiné attitudes in a piaytu] manneﬁ,%ﬁ/order to display )
delight‘in ingenuity are at an opposite extreme' from poems of
‘judgement. But the two extremes.are not'easily differentiated

) .“Wournlng provides the techn1ques for mak1ng a Judgement
especially the centra] techn1que. . the, estab11shment of ant1thet1ca1
points df view.. These are most po1nted in the ambivalent
att1tudes expressed b/ puns on "wide" andem'sound," and almost as

-

-sharp]y in the conflict between the speaker s opening view and-the
v1ews>of the two skeptlcs Th1s pattern is- repeated in the sixth
and seventh stanzas by compa:1ng tears first with garbage, then
w1th ngtS given on spec1a1 occas1ons These antitheses are not
reconc11ed as “they uou]d be in a poem of Judgement but are
instead conc]uded by another ant1thes1s in the two flna1 11nes

And yet th1s sharp Ge11neat1on of ant1thet1ca1 po1nts of v1ew

is character1§t1c of Marvell's most successfu] poems of Judgement

This consrstent pattern of anti theses suggests a staze of mind

that takes de]ight'in setting torth'opppsihg\iieupbints'withdutf

-

Twentieth . Century L1terature in Retrospect, ed. Reuben Brower
(Cambridge, Fgss.: Harvard University Press,;1971), pp. 87-109,
rpt. in Richar¥ Poirier, The Performing Self (iiew York: Oxford
-University Press, 1971), pp. 86-111. ' '
‘.}




feeling il need to reconcile them.

"
“F1eckno, an anl1sh Priest au ‘Rome " pruuides an
.1]]UStht1V€ contrast to ”Mourn1ng " In place of the de]1berate
withholding of att]tudes of "Mourning," this poein presents its
att1tUdes with such unambiguous c]ar1ty that it scems to offer
vwhat is commonly thought of as a Judgement Fleckno is
evaluated, but the conspicuous absence oF a balance of att1tudes
suggests that Marvell is’ not interested in scrupu1ous]y exam1n1ng-

the s1tuat1on in order to understand and judge it. If Judgement

is taken in the restricted sense of weighing.and consideﬁing ‘

evidence then what Marvell offers in this poem is not a judgement,

for there is 11tt1e in the nature of ev1dence to be weighed,

~and a1most no effort to consider what is presented

v

When descr1b1ng his mot1ves for wr1t1ng th1s poem, the
speaker seems to assume  that he and the reader are in essent1a1

agreement about the woefu] 1nadequacy of Flecknoe's verse:

Only th1s frail Ambition did remain,
The Tast distemper of the sober Bra1n,

. That there had been some present to assure
The future Ages how- I did indure. - (11.27-30)

’

[F}

The -tone of this passage seems to show a clever’ young man
. ;- '
speaking to his peers, all of whom are in the@gﬁwv.about the
_ 7 :

inf1ated,11terafy’pretehsions of Richérd Flecknoe. The self-

consciousness'of the speaker is not' the kind associated with

13



Understandfﬁ%,'but the kind that, by épinting to oneself as a .

E pehformer, mocks the situation. This is not a performance in
fhe,seﬁse that “Mourning" displays clever legerdemain wi th

assessments, but in the sense that. the assessment is a known

-factor; so the task remaining‘is to put on a show to entertain
a select group.

Intimacy is also assumed in the conversational tone the

speaker takes “toward his' dudience: ’

2

Mothing now Dinner stay'd
But ti1l he had himself a Body made.
I mean’ ti1l he were drest:; for else so thin-

He stands, as if he only fed had been ¥

With consecrated Wafers: “and the Host = ¢

Hath sure more f]esh and blood than he can boast.
. (11 57-62)

A\

The comfortable aséumption in the fhird Tine is théf.éme reader

18 1nterested in: the story itself, as well as any 1nterpo1at§%ns

the speaker m1ght ‘add. . And the humour 1ssu1ng from, this as1de
\

'15 based on a V“’UCTCE, so it, too, assumes a similar att1tude
Né?
F]ecknoe stands eva]uated but he .is not judged, for

t

in the reader

" neither he nor his poems can be'said to exist in the poem: if

'they%dé'not exist they ‘cannot have been Yudged. A caricature .

who-eatsﬁf1ies (1. 50), and whd,is 5o hungry that his»gut stringé,

.-‘ . . ) '14\‘/‘_1/ . .
keep tune to his lufe (11. 41-44) is presented, and the speaker's

-~

LY

- 14



exaggerated’react1ons to F1ecknoe s verse ahe presented, but
,@e1ther F?ecknoe nor his verse are given sufficient rea11ty to
.allow ‘the reader to weigh and cons1der for h1mse]f 1f the
“Spéaker's reactions are, Just1f1ed Att1tudes Are not balanced,
but threﬁn out bofd]y even flagrantly, w1th no. cons1deré£10n
fo}‘eiﬁher.the integrity of the.situation nor for the readehif;
who might»wish to come to a fuller uhderstandihg,of the subjeetd—,
'v;han/;he poem offers. This techn1que cou]d conceivably produce,
a hund¥ous poem, but never a poem of Jﬂdgement

When the:1mpu1se of ' Hourn1ng to balance att1tudes 1s
comb1hed in a s1ng1e poem wWith the 1mpulse of ”F1eckno“ to .
commuh1cate them, it should bgteﬂpoem i Judgement; such‘a- e
~ poem is "The Coronet." A]thoﬁéh readers disagree about Marvell's
' preeise attitdde tqwahd‘his'previquS:poethy in this.poem, all
agreehthat {t is ih‘some-WQy be{ng assessed. Hhere Fr{edmen

\ N : - - . ‘ L . ! -
finds a "passionate and ‘'uncompromising disavowal of secular
P n . .

verse" (varvell's Pastoral \rt p. 82) Denn1s Dav1sor clares

that “we do not know exact]y what kKind of poetry has been

J

‘condemned" and t@at, far from uncomprom1s1ng1y d1savow1ng his —
former verse, "he expgesses a quiet pride in the knowledge that

his work has been 'set with skill and chosen out with care' 12

Un1ess'one,.of>perhaps both of these critics have misread the poef,

‘ _ 12Marvell: Poems - (London: Edward Arnold, 1968),
“p. 17. - : - :

et
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the1r d1fference of op1n1on rajses the poss1b111ty that the

' att1tudes expressed in -the poem are balanced so equally that

the poem seems, like “Mourning,”'to avoid judgement.

This possibility seems to me one of the crucial difficulties
in reading Marvell's best poems ofxgddgemeht, and I intend to
offer what is at least a partial resolut1on of the prob]em To -
begin with, there is TS, Eliot's famous cr1ter1on for Marve]] s
wit: "It 1nv01ves, probab]y, a recognition, implicit in thé
expression of every experlence, of other kinds of experience
which are possible."13 This critical commonplace has_the virtue
of combid;hg genera] utility with sharp insight. It is used
to explain-in a vague way, a.very great deal/about Marvell's
poetry, as its 1nc1u51on in numerous ana]yses, usually in
connect1on w1th the term ”ba]ance,“ testifies. But to say of

“The Coronet" that Narve]] recognizes, as he ‘does not im "Fleckr .,

that a s1ng]e, s1mp1e att1tude toward his subJect does it 1nvust1ce,

and that other attltudes have therefore to be accounted for, ;“‘
goes only part way in def1n1ng with prec1s1on the 1nterp1ay of
attitudes in the poem.  And this*is the kind of 1mprec1s1on that

E]iot's phrase permits.

More po1nted is Lou1s Martz's. thesis that a quality

centra] to{éprve]] s vision is the v1ew that:

13“Andrew barve]l “ in Selected Esgays, 3rd ed. rev.
(London . Faber and Faber, 1969), p 303. j :

l
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nothina in this world exists absolutely, the
opposite of every reality is also .re#l and true.
Everything is expressed in extremes opposed to
other extremes, and it is only by this paradox1ca]
pairing of 0ppos1tes that meaningf.’” statement is
possible. This paradoxical approach -does not
signify, however, that each statement is the
retraction of the last, but that truth inherently *
-has. two sides, that rea]1ty is Janus-faced, and
that adnerence to truth and reality 1nvo]ves the
avoidance of all over- simplification and o
tomprehending things in their complexity.!

Here Elfot's "other kinds of exper1ence” is more spec1f1ca1]y

deflned as a “pa1r1ng of opposites,"” and the mode of apprehend1ng

rea]1ty is g]VLn a cosmograph1c dimension that it does not have

o

in Eliot's description. It is not mere]y-wﬁt'that Marvell
exemplifies but.a way of perceiving everything'in 1ife§as

1nherent1y entertainfng its opposite This is surely a more

prec1se renderlng of "balance" in Marvell, for it exp1a1ns the

‘mot1ve behlnd each partlcular case, and at a glapce it seems \\\\\AV

attractlve for as1de from'what I have termed/{;e "performing

self" in “Mournlng,“ nothing else so accuraﬁfly describes the

mode of that poem. If, however, it is true that Martz defines a.

quality that lies at the very "center af Marvell's vision" (The

. Wit of Love, p. 170), then the question of judgement in Marvell

: : s
becomes more subtTe than it has hitherto appeared.

1‘*The N]t of Love (Notre Dame The University of -
Notre Dame Press, 19697, p. 170. :
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That is, whether or not 35? accepts this view of ultimate

reality, some particular, especally Very complex sitt 1s will

command from most men a similar response. But sugh a response is,
in common usage, a suspension of Judgement. A situation.in this-
case may be presenued, and ba]anced but not Judged in the norma]
sense, and this presentet1on may be the' maturest p0551b1e
- assessmentiof the.situation: the' judgement would not.be one-sided
but would consfst‘of tde simultaneous expressioniof conflicting
attitudes . Thus, when farve]] S poems seem to endorse conflicting
attitudes, it is the reader's task to determ1ne whether or not “
the best p0551b1e Judgement has been mac . If these attltudes
"seem to be wholly determined by the nature of what is seen and |
Judged," tHen he cannot be-saidj%o be wholly committed to>thevant-
ithetica]-perspectivef If, hpdever, the presentation of.conflie%ing
attitudes pairs opposites where no opposites need exist, then
his judgements cannot be regarded as fu]]y adequate but will
seem 'to be spurious.

The sentence consisting df the first'eigdt Tines of "The
Coronet" is syntactica11y difficult:

f‘u_
~ When for the Thorns h]th wh1ch I ]ong, too 10ng,
-With many a piercing. wound,
My Saviours head have,crown d, ‘ ,
- I seek with Garlands to redress that Wrong; v



Through every Gardep, every Mead,

I gather flow'rs (my fruits are on]y flow'rs)
‘Dismantling all the fragrant Towers

That once adorn'd my Shepherdesses head. (11. 1-8)

»

The répetftion,.uncommon in Marve]], of "long," on first reading

encourages the acceptance of "I 1ong” as an active verb But

slnce_the.long1ng horns has no obJect this read1ng musf

'be rejected The f% vanh11ne, "I seek with Garlands to redress
the Wrong," presents a mére complex problem. "I seek,” aga1n
on first,reaqlng, seems to: refer to "Thorns": “For Thorns...1I

N 4 3 R
seek;" is the first impression. This too, must be rejected, but

/~\

‘st111 the syntax is not clear, for the, construct1on 1mp]1es that

in p]ace of thorns he seeks for somechlng e1se, but a “for“ to

identify this expectqg obJect is not to be found Instead,‘thelf

object is the infinitive: -'I seek‘w1th Garlands to redress that

Wrong." The firm establishment of rep]acement of physical thorns

by an intangible ”redressing”'acticn requireS’carefu1 rereadip?u
Once that is done, however,  the meaning becomeshsubstanfia11y
more: clear: ."When I seek to rearess the'wrong I have done to my
Saviour by crowning His head with-thorns for much tbo 1dng?
I gather flowers..." ‘

The inadequacy of this'paraphrase to{the'emotiona] content

of "the original is obvious, because the strain involved in

R

&



©.
claritying the inveTutiohs,reenacts for the reader the sense ot
angquish felt by the speaker, an anguish that seens appropr1ate t@
hi§ actﬁons’ The syntact1ca] ease of lines 5- 8 contrasts with
the stra1n of the prev1ous four 11nes, suggest1ng(ﬁhat while
seek1ng t0 r1ght the wrong 11 1mmense1y di fficult, the actual
putt1ng a resolution 1nte effect is easy. Act1on comes eas1]y

{
" to the speaker but maku%ﬂ the reso]utlon to perform right

act1on is very hard The’ speaker s attitude toward his work

. is r1ch1y amb1va1ent and cons1stent in this ambivalence. For
examp]e wh11e the>;ngulsh enbodied in the f1rst four 11nes
'seems qUJte sincere, the word ”redress,“ while carrying the
primary meaning of amending a wrong, also means s1mp1y to dress -
aga1n, S0 fﬁat the sincere wish seemsls}jghtly tainted by

association with less significant activity. In. this case the

Titeral meahing diminishes the-éé%hificance of the allegorical, .=~

" as a(shepherd redecorating a coronet and a poet exp1at1ng his
sing QYe forced 1ntc ar alliance wh1ch seems on the surface to be
-1ncongruous. It has the potential to turn'1n a humourous
'direetion' R |

A recogn1t1on of 'ncongru1ty in the Jtwa act1v1t1es, however,
seems a]so to be the attilide of the speakek’who dec]ares Sy
truits are only f]ohersn”—’By thus assoc1atﬁng h1s_poems with

1)

" floral decoration he is imp]icit]y“deck@ring thatvthey are not -

R
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worthy in reality to “redress that Wrong." This slur on his .
.t c&}on ought perhaps, to end the poem at this point, but
ract that the poem cont1nues denotes an a]ternat1ve attitude

toward his work, an attitude that seems to be a pr1de in h1s
L

performance. Thls.coex1stence of ant1thet1caﬂ attitudes is

reiterated: - B R A

« And now when I-have summ'd up all my store,
Thinking so I my self deceive)- -
S0 rich a Chaplet thence to weave ,

"As never yet the king of Glory WOFE..'(]].’Q—IZ)

'Here his conf11ct1ng att]tudes are strikingly exp11c1t The

.,
v

1mp051t10n of a qua]1f1catlon between the 1ndu§at1on of thought
_ /ang the ‘thought 1tse1T means that the qualification is not ap - J'
‘ afterthought but that 1t is ?nextrlcab]y bound to the - 1mpu1se,/ i
to self—aggrand1sement This recogn1t1on that h1s hest and

T

worst 1mpu1ses a?e ]nseparab1e, that as soon .as one- surfaces, 1ts

_/-"_

opposite spr1ngs up to counter 1t seems to be unf]1nch1ng]y

hones t se]f-ana]y51s

The following lines prec1se1y 1dent1fy the temptat1on as

%/’

Jwreaths of Fame and’ Interest" (11. 13-16). The yearning for

these, effecttve]y balances the yearn1ng stated at the opening to o

repair the wrongs he has committed. He a]so re1terates the‘

1nextr1cab111ty of good and bad 1mpu15es by Juxtapos1ng the foul -

"D
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-given the Judgement it deserves At least a change‘of heart

coils of the serpent with Christ's coronet in-the pun on
i

e
ot

Berthoff declares "is itself an act of grace," 1> the speaker

ﬂwreatzf.“ Then, as.if achieving a breakthrough, which Ann

commerits on his succumbing to the appea]fbf those wreaths:

0y

Ah, foolish Man, that would'st debase with them,
And mortal Glory:, Heavens Diadem! .(117 17-18)

"~ This c]ear, untainted condemnation shows that His cbnflicting

attitudes have been sorted out, and tnat each has finally . .been
seems to have occurred.”

The change of attitude at this point seems notv§o dramatic
as to’requireuthe<description; “an act of grace." This
declaration s the proper and logical evaluation of weakness

tﬁat has already been 1mplicitly evaluated. Its identification
L \ ot

as an act of grace would have to be justified by the results . it

produces., If it is such an act then the resu]t-wii]'have to be

- 1

!

: \ :
commensurate with the speaker's new state: he u111/demonstrate

that his heart is now pure. .1f, however, it is(/;; an express1on

, of h1s w111 to become pure, the prob]qm w111 remain, and could

even ‘be mc.e intdnse than before.

Theeremdinder of the poem (11. 19—26) is -a praye% to Christ

15The Resolved Sou] (Pr1nceto*' Prirce.  University

Press) 1970) p. 1.



for assistance in defeating the satanic impulse. But two aspects
s . . . . ]

of the prayer indicate that tHe speaker's heart is much less pure

than would be expécted from a man who had i t received infusion - -

t

of grace from God. First, the word "curi = : taken in the sense

of “ski]fut1y, elaborately or béautifut]y rought” (Q;ESQ,),
establishes what.seems t@@bé the properﬂz;just pride of the
speaker in.hﬁs_work. " has to admit a positive eva]uatjog of
his work or the prayer might appear to be abdut trifling mattérsr
‘énd"the attitude expressed.by this singlé adjéstite‘strikes the-
required balance between the wish to overgome'temptation and ‘thé
recognition of the importance to the spéaker of what isvbeing
given ug. ‘Had the prayer ehded with the next line, with the
emphasis on "die," it would have demgnstrated the purity of hedtt
consistent with a state Qf grace, but the additional se]f'interest
L.

‘”cqmes with the force of an afterthought that markedly disturbs

the balance maintainéd in the prayer to that point:

Or shatter too'with him my curious frame:
And 1et these wither, so that he may die,
Though set with Skill and chosen out with Care.
(11. 22- 24)
The Tast line is truly an afterthought, for he has already

ﬁecognizéd the value of his verse. The fact that the 1ine"

seems 11ke an afterthought suggests that the speaker S previous

23
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inability to separate satanic from divine impulses has to N\

some extent been overcome. - The assignment of a full, separate %

\ N

11ne to the thought emphas1zes the d]St]VLt]Oﬁ‘OF this thought

from the syntact1ca]1y complete prayer. f
" This differentiation, however, is nd\ absolute,. for, accord1ng :
\
to the ]oglc of the verse 1t is 1Wp11ed frhw the beginning of

-~

' the prayer Jlthout a line in this pos1t1oh end1ng u]th a word
that rhymes w1th'“Snare,v the metrics of th1s section-would be
incomplete. The riyme scheme would appear asVABC AB (11: 19—25)
so that an extra 11ne ”C”-Hs requ1red even though the f1rst f1ve
Tines are syntact1ca11y complete.

° ,hevertheless 1e speaker has ach1eved at least partial
dtstinctioh betWeen good and bad 1mpulses,that he was previously |
unable to attainx\ It is a]so clear that A. Berthoff s 1ns1stence~

that the speaker s resolution to sacr1f1ce his works is the

”humgn correlative of grace" (The’Resolved Sou], p. 51) fails

to‘recogniie that this distinction is only p rtial. Deshite
his declared wi]]ingness to sacrifice his. works, the extra Tine
~indicates that. he himself questions his ab111ty to ?Qi this
dec]irat1on into_action. The reso]ut1on is made to&\tentat1ve1y |
and qua]1f1ed too ser1ously to be termed a corre]at1ve of grace.
The second asgect of ‘the pray-r showing the speaker's
'impqhity of heart:is the conspfcuous:cohceitedness of the final-

gl



‘estab1lsh an’ eva]uat]on of 1ntr1§acy as opposed to s1mp11c1ty

_ , o o 25
two lines; lines that, by-demonstrating a function for the '

speaker's works, further indicate his attachment to them:

That they, while Thou on both the1r Spoils dost

= . tread,
N May crown thy Feet, that could not crown thy
head ‘
K (11, 25-26)

For Martz this 1ntr1cate f]our1sh of w1t that shows the pride

of the indomitable 1nte1]oct .is al] too c]ever” Th Wit f )

-

N Love,,p. 136). The prOJect1on of the declaration to sacrifice - - :';

~into a witty reversal of the poem s central metaphox is a_c]ever

demonstration of intricacy; but whether or not it is a]so a

" "t60 clever f]our1sh, and thus who]]y subverts the effect of

_the prayer, requ1res carefu] const?erat1on The poem seems to

i

complexity of syntax and concept,'1n the first foot_lxnes
especially, accompantes inextrftahTe mingling oF:dtViné with |
satanic impulses,.ano<the stmple syntax of_thosffrst pahtuofb
thefprayer (11, 17-24) is aoéompanied by at least some separation

of the two. This, pattern assoc1ates comp]ex1ty w1th impurity

. and simplicity with pur1ty of heart, 50 that the complexity of

the last two Tlines 3]1es that these 11nes are not free from :
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-
satanic influence. Moreover, more than this Toose association .

congemns'comp1eé1ty”and endorses simplicity, for the speaker's',
problem of conscience is preciscly the difficulty in =~aking plain
- and clear the complex intermingling of good andlev11, The

G

intricacy of these lines, does, therefore, as Hartz ¥nsists,
cast suspicion on them, but a finer differentiation must he n.de.
It seems that these:two Tines are 1esS intricate than the
openinb four lines nhere the proh]em is most intense, yet:more
intricate than the first part of the pra/e 1. 17-24) where
vthe prob]em is c]osest to be1ng reso]ved They embody the "Skill"
and’ “Care“ ‘that the Speaker values at the Same time that they
are an express1on of hum111ty The pride he c]ear]y feels in-
hlS skill ddes make hls hum111ty less than absolute, but- abso1ute
humility at th1s point wou]d be 1ncompat1b1e with the attitude
of prtde Lhd% he expresses throughout the paem. And although
the'1ntr1cacy and obvious- cleverness of the speaker at this point
Jjudges him by his own terms to be impure of‘heart, and questions
»’his sincerity,-this self-judgement is the on]y hdnest possibi11tyt
- The poem 1s thus preem1nent1y a poem of Judgement ‘
- The flrm and conv1nc1ng demonstrat1on that the. speaker i3
unab1e to atta1n the tota] pur1ty of heart necessary for writing
devot§ona] poetry wou1d seem uncon91nc1ng had he sudden]y, as

A

A. Berthoff thinks he has, exper1enced a miraculous change of
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hﬁartQ:*Such a poem would be an escape from the poet's most

difficult task: the evaluation. of human experience.  "The

Coronet” is no such escape but rather "an‘artful recognition of

the ultimate issues,"16 for it expresses the maturest possible

‘\.ésessment of the situation.- That this assescwbnt erbodies

i

the da1r1hg of oppos1tes does not nLcessar11y mean .that th1s is

3 qua11ty centra] to rarve11 ”s v1s1on, but that for-this par-

ticular situatign apparent]y”1rreconc11ab1e antitheses are the °

techniques necessary for express1ng true Judgément The'poém

demons trates adh1rab1y that hanve]] understands and apprec1ates

I

the value of hum1l1t/, and h1s simul taneous recogn1b1on, conveyed

14
~

conclusively by the two c]os1ng ]1nes, that he cannot atta1n it.

with the ease that-often comes to, say, Herbert,'islxhe strength

“rather than the weakness of the poem. The poem also warns the

reader that the most:adequate;acts of judgement»g?e often so

/ ;
complex as. to seem finally inconclusive. And the kind of
: PR

inconclusiveness found in "The Coronet“ is thpt wh1ch is most

apprepriate to the s1tuat1on, not the kind féund in ”Mourn1ng”
¢ /

where opposites seem to be paired for the/goy of the performance.

. . // / " . B .
! //’ |

16Joseph H. Summers, “HarVeLl s afure,” Journal of

English Literary History, 10 {1953),/ rpt. in John Carey, ed.
Andrew Marvell: A Critical Antho]oqy (Harmondsworth : Pengu1n
Books, 1969), p. 150

27



m POLMS THAT SEEM TO JUDGE

"Eyes and Tears" and "The DEtinition of Love" shareiwﬁth
”The Coronet” techniques which are emp1oyed in the latter to
convey judgement; but these poems are not paems of Judgemcnt |
They do, however, more c]ose]y approach th1s type than does
“Mourn1ng,f for example, and thereby occupy a m1ddle ground e #4

/

judge and those whose whole effort

‘ i

_ between poems that refuse ;7
is d1rected toward achievi g - Judgement I do not 1ntend these

"4

three typés™. of poetry tg be understood as unassa11ab1e cate-

gories Instead they rzpresent more or Tess definable po1nts

in'a cont1nu1ty, and ma be taken therefore as guides rather than

" as rigid~c]assificati s. While ths d1ffere1ce between “Mourn1ng
‘and ”The Coronet“ ts/vast"enough to make them seem a]most po]ar

| opp051tes,'1t is mudh more difficult.to place e1tner ”Eyes and
Téars” or "The Dethltaon of Love" at one or other pole. It w111
be instructive to/examine the\gua11ties that‘differentiate this

middle type frométrue poetry of judgement: such an examination

e essential characteristics of judgement more

~

~should isolate
precisely. ]
tikeﬂ”The Coronet " “Eyes and Tears" 1nvo]ves ant1thet1ca1
perceptions: gr1ef {s happiness, sorrow is Joy, and tears prov1de ‘
"Sight more tTue than eyes1ght._‘But this point o; compar1son is :
less obvious than the ditferences between the tmo poems§ one of
the mos t str1ilng of these’ differences is the fact that in splte
of the speaker s urging h1mse1f to action in the three final |

stanzas, ”Eyes and Tears" bears so little relation to human activity N

28
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that it cannot be regarded as evaluating human experience in any
meaningfql-sénsé."Where ”The Coronet" encounters the speaker's
deepest concerns,‘this poem is set atAa greater distance from its
issues, 1Ssuesjthat are difficult, in any casé, to relate to real

- concerns for the speaker. It does not c]eariyidefihé the speaker's
éttitudes téward-these issues, but instead mingles attitudes that

,woufd Ordivﬁri1y be kept ‘apart. The resQIt is disordered variety
ndtltﬁe humnn]y understandable intertwining. of “Th% Coronét.“

]

The first seven stanzas are fairly consistent in maintaining

.;an ironicd]]y.detached tone toward the sgbject. Thé éxampies put
:forth.to illustrate the proéosal\demonstrate a mixture of incon-
gru{ty and clever manipu]atiqn that discourages the reader. from

- r:garw.'g the perceptions with any degree ofﬁseriousness. ﬁe
a’mire e wit that sees rain as pi;y emanatinq from the. sun, and
sees tearé as better measqfements of reality because they are
straight 1ines and p]ﬁmb boggi but the eighth stanza introduces a
shift in toﬁe:_ its inclusion of éhe mercy of'Christbas.anothe;

“example of the 1mbortance'of tears is'mbre than merely clever

3

incongruity; yet we note how c]everTy the situation is manipulated:

//) So Magdalen, in Tears more wise | \

.Dissoiv'd those captivating Eyes,
Whose liquid Chaines could flowing meet -
To fetter her Redeemers feet. (17. 29-32)

\

To.prove that tears can do things that’eyesAcannot,'the

speaker says that Magdalen's "captivating" eyes, (which accounted

A
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. for"her previous life of sin), are "Dissolv'd" by tears that 30
captivate Christ bynfettering his teet.. The fmplication, treated
1with sach delicacy in "The Coronet,” that Christ is obligated to
save repentant-sinneré seems here to be flaunted as if it were
common kndwledge. The euspicion that this treatnént reduees
Chnist’s'most humana QUality to something like mechanical cause
and eftett does not seem to occur to this speaker; as if in
ignorance of the issues he employs this e xemg]un suggestlng 1t
ought to be accorded the sare 1mportance as his other examp]es
Since harve/f demonstrates. remarkab1y acute perceptlon of the
~ issues at stake 1n "The Coronet“ and ‘elsewhere, it appears, that
he stmply does\not bother to deal w1th them in this poem. He seems
more tnterested tn\effects-than'issues |
And yet there remains a suspicion, voiced by Denn1s Dav1son§

that "a serious moral concern under11es the verbal wit" (Andrew

Marvell: Poems, p.19). In th1s case, Chr1st s mercy., rather)than'.;i_ﬁllﬁ‘ 3

s

suffer1ng a reduction, cou]d be regarded as e]evatlng the 1eve1 of

the argument by assoc1at1ng tears w1th an 1mportant Chr1st1an -f'

.,\_( L
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" exemplum. Davison Finds further serious_undercurrents . in . the sug—e. T

“‘Qr‘
o

gest1ons in stanza xi that prayer is worthy orly. | if baged on gr1ef R (‘h;}
and that stars are lovely only 1f seen as drops of eternal 1;ght 3 ’ “i
It thus seems that the poem cons1sts of at 1east two centralsatt1-ihT&é;t%t

tudes, one be1ng a ser1ous concern po1nted to by Davison and the e

other a playful, on]y-part]y serious attitude that sees the whb]e
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argument as an opportunity to apprehend incongruities. Whatever

Marvell's intentions, however, the poem does not take hold of its
subject with any degree of consistency.
I suggest that in "Eyes and Tears" Marvell does not wish to

sort out his attitudes as he does. in “The-Coronet,“ but that he

advances his mixed feelings without caring to relate them with each.
other, or'to harmonize * them in'a delicate balance that poises the
a]ternativesein the best solution available. The lack of harmony
is seen in the fragmentary nature of the poem's utterances. Fach

- stanza is a complete utterance with 11tt1e’re1ationship with the
other stanzas, and the connectives "And," "So," "Yet," and "Thus"
are only minimally effective in giving a sense of unity to the poem. (:::%\
This lack of overall unity is evidenced by thg fact that'rearranging

the order of stanzas iii to xi has’noidiscerhib1e effect on the - v
'_reading. Also, one o# the couplets of stanza ivvcould be tnter—

changed with one from stanza xi because the four coup]ets\1n these

"‘two stanzas are related on]y because each demonstrates one aspect

AQf the superiority of tears to eyes. The tlghtly 1ntegrated‘un1ty

of stanza viii is the exception. The effect of this lack of

,EdeS]gn is to make thé poem appear as if composed of largely unre]a-

ted perceptions of the same theme, advanced with no concern for

apprehending a cons1stent or harmonlzed att1tude toward the subJect

Far, from emerg1ng natura11y from the subJect these attitudes often

prompt us to wonder how they could have got there. The remoteness -

of this speaker s effort from that of h1s counterpart in “The

—

'Coronet“ stands out clearly, and does much to demonstrate why th1s




poem is not a poem of judgement. - More can be said about whaﬁ kind
of poem it is after discussing "The Definition of Love."

It is hot_an easy matter to define-the essentiel nature of
"The Definition of Love," as the moyked]x;diverse opinions of
: readers testify. Where F. W. Bradbhook’finds "a complete statement
. of platonic love," 174, Behthoff decfares that this cannot be a

poem about platonic 1ove because despa1r is never Found in th1s )

type (The Reso]ved Soul, pp. 94- 95) a1d where several readers

respond to an intense emot1ona1 content, A"l]varez sees the poem

-as "an essay in gbstract1on (The Schoo] of Conne, p. 115) The

Vist of widely divergonf readings many of which are in dlrect Con—y

o -

f11ct, is so extensive as to 1nd1cate that at the heart of this

L

poem remains an indefinable qua11ty.,
Some of this diversity of opinion can be‘accoonted for by
conSIder1no how and what the poem def1nes " Two uses of the word

-"define,"are g1ven by The Random House D1ct1onary of tne bng]1sh

Language: 1. "to explain the nature or essent1a1 qua]1t1es of;"

2. "to determ1ne or fix the boundaries of." Th1s def1n1t1on poem
<

useems to be def1n1ng in the first sense of the term, for it begins

N}
i

with, "My love is... and ends with, “Therefore the Love'which us

doth bind...is..." Such syntax promise }c]early,apprehensible'

17"The Poetry of Andrew. M;::e}T:hJFrom Donne to

Mahve]], rev. ed., -ed. Boris Ford (Harmondsworth: P Pengu1n
Books,, 1968), p. 198. .

(]
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e
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statenents of definition.~AI wat teturn to-the opening, but consideo3
for the moment the degree of cjarity present in the conclusion:
Thexefore the Love which us doth bind,
But Fate so enviously debarrs,
Is the Conjunction of the Mind,
And Oppos1t1on of the Stars. (11. 29-32)
As Andor’Goﬁmevpoint§ out, there is a wealth of possible meanings
in this stanza ( "he Teasingness of Andrew Marvell," pp. 32-33).
gince ”which”zcal e either nominative or accuéative Fate can be
seen as debarr1ng the Tove, or as being debarred by it. But there
jl is also a b111ngua1 pun on “debarrs,“ Gomme dec]ares which permits
\ " the orlg1na1 Latin meaning of "to unbar." Thus, despite the clarity
of statement implied by the form of presentat1on, t?e deflnltlon
rema1ns hidden beh7nd mu]t1p1e meanlngs Moreover, what the love

is," is similarly indefinite, for we cannot be sure if the love is

ﬁavmeant to be opposed Qx_the stars, and thereby defeated by Fate, or

pposed to the stars, thefeby achieving at least the satisfaction
. yoﬁﬁgefiance.’

-

While~it may Sseem unfaﬁr to Varvel] to oemohstrate inconclu-
siveness sole]y on. the evidence of a 31n§Te§§onc1ud1ng stanza, the
procedure does reveal an 1nterest1ng point: this type of conc]udlng @

| 1%%onc]us1veness is common both to “Mour:Tog,” which refuses to
judge, and to "The Coronet " which emphataca]ly judges. " The po1nt

| that has to be delicately made 1s to decide which of these modes

best represents "The Def1n1t10n of Love." This requires_careful



consideration of -the body of the poem,

which conceivably could

Justify, or-even necessitate, such an.ambiguous conclusion.

—

My Lovm i

The Definition of Love |

v~,’."_ e
L &

of a ngth as rare

As 'tis fo¥ ¥bject Strange and high:
It was bey tieaxby despair

Upon 1mpossﬁ“111ty

Magnanimous Despa1r a]one

Could show me so divine a th1ng, v
Where feeble Hope could ne'r have f]own
But vainly flapt 1ts Tinsel Wing.

And yet I quickly m1ght arrive
Where my extended Soul is fixt,

- But Fate does Iron wedges’ dr1ve,
_And a]wa1es crouds ‘it self betwixt. .

*" For Fate with jealous Eye does see

Two perfect'Lovesx nor lets them close;

~_Their union would her ruine be, \K
‘And her Tyrann1ck pow'r depose ' ‘

And therefore her Decrees of Steel

Us as the distant Poles have plac'd

(Though Loves whole World on us doth wheel)
Not by themselves tc be embrac'd.

Unless the giddy Heaven: fa]]
And Earth some new Convu1s1on tear;
And, us to joyn, the World should all

 Be cramp’d into a Planisphere.

As Lines so Loves oblique may we]]
Themselves in every Angle greet:
But ours so tru]y Paralel,

Though “infinite can never meet.

"Therefore the Love which us doth b1nd,

But Fate so env1ous1y debarrs,
Is the Conjunction of ‘the Mind,
And Oppos1t10n ‘of the Stars

34
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Several features.of this poen stand out at once. First, it is
unified as "Eyes and Tearsf is not. The ABAB rhyme discourages
the couplet distfnctiveness that characterizes "Eyes ‘and Tears," .

and. where the 1atter, al though ostensibly ah argument, and there-

. fore requihﬁng 1ogita1 development, maintains onTy minimal rela-

t1onsh1ps petween stanzas, th1s poem develops 1ts case from each -

stanza to the next. Hhether or not the "Therefore" of the last

stanza is justified remains to be seen, but the other stanzas do" .

+maintain- consistency in their use of geometrical and astronomical
“figures, and carinot be shifted in order as can the’ stanzas OFG/

"Eyes and Tears." The seventh_stanza, for example, draws'strength

from fts position, for it restates succinctly, and on a similarly

geometrical level, the“sense of absolute sepa ation that emerges

- naturally from the previbus four stanzas.

Th1s cons1stency of figures also he]ps ma1nta1n a more ' B
near]y cons1stent 1eve1 of dlscuss1on than is found in "Eyes and
Tears." Both, 1t is true, stre&ch hyperbole toward its limit,

but where "Eyes and Tears” draws from a variety of rea]ms 1nc1ud1ng

' Nature, geometry, myth, Chrlst1an1ty and astronomy, sugges@1ng -

1nd1scr1m1nate cul]]ng of every pos51b1e viewpoint, this poem, by
restric ng its hyperbo]e chlefly to the re]ated realms of

astro Yomy and geometry, reduces the posslbqllty of dlsruptlve tonal

El

r1ntruS1ons 7 There is. no odd and jarring effect comparab]e to tmyt

achieved by the Magdalen stanza in “Eyes and Tears," where the

P
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questicn of whether or not the speaker knows what he is saying

.serious]y‘presents itself.
is unit&t however, is not the same type as that of "The . /
Coronet." Qur Tack otetnowledge of the actual poems being.dis- =
.cussed in "The Coronet" aoes‘not d{minjsh significantly our grasp
of the basic issues in questidn nor ohh.consequent assessment of
the attitudes that speaker takes toward them. The issues are his fﬁ
own private, personaflproblems, but are made pubiic and accessible
to the reader both because.they-involte prior knowledge of typical
Christian attitudes and because the poet is so unflinchingly honest
in his presentaticn of his attitudes. We can in ahe sense assess
the appropriatéh@ss of‘his attitudes in terms of known doctrine,
“and in anotherlseﬁse inﬂtenn5’oféthe standards he himself sets
forth. But these are features ‘necessary for a poetry of Judgenentk
'u1thout them the reader would not be able to say whether the
'att1tudes presented are even .ertvcd from the s1tuat10n itself, le :
‘alone the maturest assessmen* of it. Theyxare for the most part |
absent in "The Definition of Lu L
~In the f1rst place, wh1]e the t1t1e suggests that the ‘defini-
_tion is generic, and thereby applicable to all ty es of Tove, the
1ntroduct1on of "My Love" 1nd1cates that th° poem w111 refer only
to one spec1f1c case. The implication here may ‘be that the essen«‘m\\
tial nature of a]] 1ove will be- found 1n that speaker's s1tuat10n, . m\\\
or it may meah that Marvel]-lsbtoy1ng with the defﬁnition genre; | -.\\

if the latter is true, then to take the attitudes of the'poem“
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seriously is to misrepresent it. At any rate, this preliminary

ditemma; and the strenuous efforts of readers to find a subject

"tor-the poem, makes it elear that what is being discussed, (the
situation whieh inka poém of judgement will be presented, valanced
and evatuated), is, to say the least, elusive.

For exaMp]e, cohpare the situatioh presented at the opening
of “The,Coronet” with that described by the first two stanzas of
"The Defjﬁttion of Love.” [t is immediately apparent that the
situatioh described /i A n "The Coronet" is real in a way that the
correspondlng doscrlpt1on ln "The Definition of Love" is not. The
ﬁspeaker s powerfu]‘sense of gu1]t is rendered with prec151on,'
even though che spec1f1c act1ons account1ng for it are not presented, .
and his- own reactlon to this gu11t fee]tng, with its undtr1y1ng
-uncerta1nty, is a]so rendered prec1se1y The 1mpress1on estab11sh—
ed - by the open1ng of "The Coronet"'1s that & humanly apprehen—
'51b1e 51tuat10n is engaglng the most intense feelings of the
speaker _ there is no doubt ‘that the conflicting perspectlves are’
justifiably part of the situation and that the speaker is in a
,reat sense involved with his predicameht

But doubts about the position of. the speaker at the openlng

"of "The Definition of Love" abound. The 1mpress1on of a]most
mathematica]lcontrol conveyed by very regu]ar rhythm, and syntacti- .

~cal pauses and breaks of equal lengths, suggests that there 1s
e1ther 11tt1e or no emot1onal 1nvolvement ln the SItuat1on, or

that the speaker has .achieved intense control over it by a strenu-
\ . -

ous effort ot\will. If the situation is real, then the act of

*
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w111 wou]dﬂseen to be necessary, for the Jovc 1s “strange“ (1n

" the sense of coy) yet ”hlgn” and ”d1v1ne " "But the 1ntroduct10n

| of sexual 1nnuendo in the f1rst stanza, the paradoxical reference _
to "Magnanimous Despair," (enforced by the "Despair"-"divine" |

parallelism), and the overtnrning of fhe nonmal status of despair‘

and hope -in the second, shows a mind more. interested in perform1ng

with concepts than 1n express1ng reality. His Tove is- obscured by\

the c]everness of the very conce1ts that are suppos d to be descr]bT
ing it. This obscurity, to reiterate; is eVidenced*by the Ki
variety cf 1dentifications readersihave seen 1n‘the love. The .
.situation; to the Timited extent.that there is pne; 15 presented,
~and, with the’ski?\ and pTeasure we noced in ”Mourning,“ﬂba1anced;
but we cannot say that it is evalua“.d, for tne assessment‘of the
situation is abandoned as it is in “Monrning,“ to ritfy manipu-
' tation. To ask of the poem hhere "Love" exists in it is to make o~
th1s po1nt c]ear, for what we br1ng away from it are precIse ' |
notions of 'cramp dwhpo1es,-the interesting difference ““tween
para]le] ‘and. 1ntersect1ng lTines, and a fresh perspectl ¢ of the
genera]l1ncongru1ty c "~ things. S1nce the body of the poem embodles :
chiefly this interest in 1ncongru1ty, the 1ast stanza, with ItS
man1pu1at1on of various contradictory: meanings, perfect1y accords
w1th the prev1ous stanzas _

- The effort embod1ed in this poem and in "Eyes andwTears" is
rather 1ike that in "Mourning." ‘All ostensibly set out to achieve’

v
-



P C

/

a conclusion /Dut this goaT is in aTT t)roe abandoned in tavor of
v’

diverse, 1nconoruous ptrspect1ves wh1ch ;248 1t were, becone the'
real 1ntere7% of the wr1ter. The k1nd of effort ma1nta1ned through—
out “The CoYonet” t ach1eve the most dtT1cate yet rost.accurate :
- balance of. att1tudes s not ev1dent in these poems ’ ATT Four'poems,
however, d1spTay rarveTT S remarkab]e ablllty to baTance 1ncongru—
1es on SeveraT TeveTs, and aTso ev1dent is’ the fact that there 1sl
not a great deaT of d1fference, at least with respect to techn1que,
between-a poem like "The Corone  which achieves Judgement, and one
like “The Def1n1t1on of Love” which does » =, !
The forego1ng dt§,u551on of a few 0 ﬂarVeTT“s _poems maPes it ‘}',J
| poss1bﬁe to prov1 tentat1vc answers to some ‘of the,quest1ons
ra1sed to th“’ po1nt The descr1pt1on by other readers of quaT1t1es

\ l

~of harveTT s wdrk bhat I have i ked re i Tpful "in 1soTat1ng the

esseht1aT charactestt1csyof Judge ent. TT*o-‘s%descriptidn Toosaly
char?cterizes this mode, But -c.. .ut aconur® “or its peculiarity,
o ° 3 : B : . . .
~for I have shiwn that the effor. of “h- <= ier in "The Coranet" is

3 mor% jntenseTy directed toward truthful assessment of his situation
o ‘ ] ‘ e

than coqu poSsibTy be -indicated by terming it "a recognition,

1mp11c1t 1n the expression of every exper1ence, of other k1nds of

exper1ence ‘which are poss1b1e“ (SeTected Cssays, p.. 303) The

other andS of experience" are seeh in this poem to be Justvandk
necessary accompan1ments to the original exper1ence .this is not.

mere "recognition" on the speaker's. paht but 1nd1cates h1s effort
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to\te11~the truth,iand nothing but the truth. In fact, as 1 have
1nd1cated the mode of expression that characterizes "The Coronet"
1s most}accurate1y described by the terms set forth by‘A]vareé and
Leavis!

Eliot's phrase dOuS however, have more appeal when conslder1ng\

some of Marvell's other poems. "The Definition of Love"™ and "Eyes

X and Tears" especially seem to answer to his description, for clearly.

\they‘examine varieties of experienee wifh a motive for doing so fhat,
\does not seem to go beyond the k1nd of ”recogn1t1on“ 1mp]1ed in
&11ot s phrase. And yet, Fhe term I have most frequent]y used to
déscribe the mode of expression of these poems io-”incongruitieSﬂ“
The purpose for us1ng this term is that it seems more proper]y

v

character1st1c of the visions embod1ed in these//o ems than is Eliot's

L -
S

des rwpt1on, and may, in fact be ‘the essential qUa]1ty of ”The
“Def1n1t1on of Love:" surely- the 1mpre551on about this poem that
read rs have ‘in common is that it forces together realms

wh1ch are not aordinarily congruent.

The.advantage of chs term over Eliot's phrase is that it
focusses on Marvell's fondmess for joiring things thot do not
normally éptfogether. it seems'thatvMorveIT's energy is directed
nof SO muehliowérd tfying to include merely “other hinds of'experi=
”ence as E11ot 1nd1cates, or toward “see1ng all the implications and

never attempt1ng to s1mp11fy them" as A]varez dec1ares is- character1s-

. -~

.t1c of Marvellvs_poems of judgement (The School of- Donne p 106)

L

40
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but hOVé toward expre’f1ng a vision of the inherent 1ncongruity of \ '

things/ This feature/of the poems examined to this po1nt p]aces

] ;

poens/of Judgement 1n a more advantageous perspect1vc We can now
see ﬂhat Marvell' s/outstanding ta]ent is expressing 1nconoru1ty

Sonme ﬁ]mes the expfess1on 1tse]f is more or less 1ncoherent but

/

when 1ncongru1ty/1s expressed in as coherent a poem as "The Coronet,"

“ T

th achievement/of making incongruity seem congruous is seen.to be

a difficu1t a?é eminently worthwhi]e endeavor. When Marvell's poems /.

manage to express a coherent vision of a situation that would other—

_ w1se seem- to be incongruous, we have a poem of Judgement.

The/pos1t1ve de11ght ev1dent‘1n ”Hourn1hg” for man1pu1ating , '

'attitudes/evinces’this Vision, and the inabi]ity of readers to i
/

estab11sh f1rm1y an underlying subject tor "Eyes and Tears and
"The Uaf1n1t1on of Love" suggests. that the e1u<1van@ss of the sub—r

ject 15 ev1dence that the real subgect may well bé‘JDsé that elusive-

: ,ness/ The thesis advanced by Martz that at the center of Marvell's
: /

41

;v1s;on‘1s the Jiew of rea11ty»as 1nherent1y paradox1ca], where every v

peyspective of reaTityuhae its'oppoéite'whiph is also real and.true,
d/es not successfully account for th1s qua11ty of e]us1veness,_for
'although such a vision character1zes “Hourn1ng,' 1t does not ‘apply
%o either ”Eyes and Teare: or to "THe Def1n1t1on of Love.” In these
poems the .vision ddes not;take hon of strict opposites but‘nather
expresses-dfversitﬁéin a lecs antitheticaliy-rigid form' The -
essent1a1 qua11ty of the metaphor about 11nes in ”The Definition of

Love does not 1nvo]ve a pa1r1ng of oppos1tes, but cons1sts rather

™~

.



of the oddness of the view thag sees.ebso]ute separation in terms
of infinite parallel Jines. Tn¥ is not opposition but 1ncongruity.
The same- might be said of the appd(enﬁly paradoxical refenence to
"Magnan$fious -Despair" in the same ndem, which is not so paradoxidal'
as it is merely strikingly 1ncon@ruods; although, it must be
admitted, most of us will wdnt to use the term paradox1Ca] for this
reference, merely %or;convenience. A less than fully antitneticel
expression‘a1go chdracterizes most of.Marve1]'s figures examined to

this point. /. i

Ty
Of crucial/impertance, of course, is the point at which in

terms of any of these views of Marvell's vision, a poem pairs 1t§
oppositds, harmonizes its experiences,jor assesses its incongruities
to becomr a pbem of judgement, and it must be noted that in the
sincle poem of Judgemcnt so far examined, the mode of cxpress1on

/

accords with Martz's thesis. ”The Coronet” does pa1r oppos1tes,
j _

but such pdiring does not account for the essential nature of the
: IR ' :
poem, as Vt seems to for "Mourning." C]ear]y we need to go beyond.

Martz's thes1s to-.account for. the .nature of such poems, ‘and the
formu]adﬂon of a character1st1c mode of: judgement that this essay
attempts is meant to do just that. Martz's thesis can account for
‘the similarities betweenT”Mourning“ and "The Ceronet" but it is.not

su‘ficﬁent for the more important task that differentiates them

S1m1larlyﬁ;E110t S_ phtase,helps,us to. sympathwse‘w1th the var]ety of

expeH1ence offered: by Marvell, but it, too, does not point toward

S

e

-
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the crueial d1freanco botwcpn a poem like "The Def1n1t1on of Love"

'and “The Coronet.” 1 fee] that the term "incongruities," whon used
with care in describing‘Marvell's poecms, accounts for the best \ |
qualities of the insights given by Eliot and Martz, and, in ggnjunc-
tion wWith fhe conccbts given by Alvarez and Leavis, provfdeélthe

best means for analysing Marvell's poems of Judgement.  'f

\\



b

/

/
I

" “and "On Mr. Mi]tbn‘§ Paradise Lost." Noticeably absent from this

kS
IIT. ~ POEMS THAT ALMOST JUDGE

The other poems [ want to consider as poems of judgement are

the fo]low1ng "An Horatian Ode," "A Dialogue Between the Soul

i

“1ist are two of Marvell's most popular poems, "The Garden" and "To"

his Coy Mistress." These two do not obviously fall into this cate-

VgOry, and will be considered separately. They should be a valuable

test for the re]evahce of the category. There are{a]so several

more .poems that- are not poems of Judgement, but which deserve .con-

sideration, both fox_their intrinsic value and for their relevance

Y
T~ - '
to poems of judgement. These poems gre: "The Gallery,"” "On a Drop

>

“of Dew," "Bermudas," "The Féir Singer,“ "The Picture of 1ittle T.C.
/ T

_“Bermudas,

Cin a Prospect of Flowers," and “Musicks-EmpiFe !

I have been placing a great deal of stress on the prpsentat1on

of att1tudes as ah\1mportant aspect of Judgement It 15 tnerefore

apprqpr1ate at this point to examine three poems, "Musicks Empire,"

and "The Fair Singer," all of which are_commoh]y thought
to exemplify clear and straightforwahd'presentatioh of attitudes.
Though readers agrée that the praise expressed in the last

stanza of "Musicks Empire" is unambiguously-sihcere, there seems to

“be doubt about Wiy is being praised: Margoliouth "suggests' (Marvell'

Poems and Letters, I, 226), and J. B. Le1shman states emphat1ca11y

that the recipient of the comp11ment is Fairfax,18but John Hollander

elaborate]y argues that- the praise is u1£7hate1y meant for Cromwe]];

- 18The Art of Marvell's Poetry (London: Hutchinson and Company
1966), p. 218.

R

/and Body,“ "A Dialogue,Between The Resolved Soul,and Created Plegsure,”

e

S
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even though "fairfax might still form a figura with Cronwell as .-

a type of the secular po]ificallleader celebrated as music in the“j~
‘poem.”19 This ambiguity is not of the same order as that-found in

"The Definition of Love," fo} example, ana'does noé markedly offset

the clarity with which the attitudes‘bf the poeﬁ are otherwise
‘ékpressed,

"Musicks Empfre“ contains an,e1aborate, charming device that

convéys an attitude of praise. In thié sense it might be séid'to‘v N
embody a judgement of a situatjon, for it expressés what 1s Cdmmon]y !i
thought of as:a judgement.' But it is not a pbem of judgement.

'Something that might‘seem toAéxp]ain this absence of judgement is

the absence 5f the ;éntrdi teé%ﬁique of‘baléncep Instead, it main-

tains a consistent chroho]ogica] progression witkg
RS
Y G}_{. ""

T
3

Z:, .l I . /

end that has the “VictorioUS\sounds“ overcome by a “genf]e?’C@nquéror“/

antithetical or incongruous perspectiveé; and the?

1s.not an antithetical movemeht, but- a:summary climax to a poem that/
would Otherwise seem to be headed nowhére . Thié absencr of incon- /
. gruousior antithetital deve]opmént at 1east'p1a¢e$ "Musicks Empir ue
in a different mode~from "The Coronet." ' | '

This diffe;Znﬁe, noticéable‘as‘it is,'does_not necessari?@
disqua]ify.“MusiCks Empire" fram being a poem of judgement, for if |

19 ”MérVe]]'é Commonwealth and 'The Empife of the Ear'," o
from The -Untuning of The Sky: Ideas of Music in English Poetry, .-
1500-1700 (Princeton: Princeton University Press, 1961), 0P+ 299-

315, rpt. in George deF. Lord, ed. Andrew Marvell: A Codection
of Critical Essays, Twentieth Century Views, (Englewqod £+ ffs,

N.d.: Prentice Hall, 1968), p. 37n.

/
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a poen presents and evaTuates a situation so dppropr1ate1y that

no more adequate assessment seems poss1b1e, one viould not be J%St]-
fied in c{a£m1ng that it was not a poen of Judgement mere1y because
it lacks balance. "Musicks Emp1re“ is bt a poem of Jquement,gnot
because the situation is presented nni1atera11y, but because it L
does not Qﬁggg: The mythical story comprising the first five stanzas
dpes'not 1nv1tevCritical attention.” Consider, for exanple, the

first stanza:
o

v First was the World as one great Cymbal made,-
Where Jarring Windes to infant Nature plaid.
11- Musick was a so11tary sound,
To h011ow Rocks and murm'ring Founta1ns bound
: C(11) 1-4)
)“

FE b e
The significance of "Cymbal" seems to-be ‘that:it represents ré]atité}y
undisciplined sennd that Jubal will order, but a single cymbal

nsuggests.that perhaps no sound at all can be heard, so the emphasis
Of_its singlenress in "solitary" is effecthé;on1y in the least

"~ critical way. vMoreover; “ho]]oW“ and “murm'ring“, with their .

c11ched deadness, a]ong w1th the inversion of ”bound” for no purpese

except that of rhyme, suggests that what is be1ng presented is not
directed toward anything like an,understand1ng of the situation.
“Perhaps, then, the cgmp]inent might be accepted as commonly

held truth? It may, but the inébi1ity of readers to assert with

f1na11ty the 1dent1ty of the person being pra1sed proves tn;t the

- Speaker h1mse]f does not attempt to justify his comp11ment He is

;

Re e

\\
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not interested'in understanding the situation, but wants only to
embody with grace his attitdde toward a man whom he does not iden-
tify. There is no judgement at the end, for there is no ev1dence
that the speaker has cr1tjca11y considered his pos1t1on W1thout
such criticaT consideration, the effdrt to understand and judge
" the situation cdnnot be present, and judgement eannot.Be made.
”Bermudes"'affords another example‘of the absence of.an |
effort to Judge but it is a more thoughtfu1 andf1nterest1ng poem.
Not on1y is the 1ncongru1ty that I have. 1dent1f1ed as a character—
~*.st1c of Marvell's vision overcome;~but congru1ty between man,
@4 God 1s,po§itiye1y»asserted. This situation has its

s X

basi’s .in"human exper1ence as the 1mag1nary story in "Musicks

vEmp1re”,does not: the Bermudas -are gepgraph1ca11y Jdent1f1ab1ef
islands, and English puritans, sdch és Marvell's one;time host,
John,Oxenb%idge, did go there; and'the coup1et,?He§jands us on
a grassy Stage,/‘Safe }rom,the Stdrms%, and Prelat's rage"
(11;t1-12),_1nvokes the very ré31 contemporary_Ang1ican petsé— |
. cution of puritans. |
A]thoughvthe Speaket does not'seem ddnect1y invo1ved in

the s1tuat1on at the open1ng, his. sympathy for the pur1tan
cond1t1on, and his endorsement of the att1tudes expressed 1in the
-song itself, are 1mp]1ed in his very relating of the song. The
'poem s joyful, celebrative tone is a positive eva]uat1on of its

) s1tuat1on, and the speaker's endorsemen& is most emphat1ca11y

| presented 1n the f1na1 quatra1n

a7

o
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Thus sung they, in the English boat,
An holy and a chearful Note, ™~

And all the way, to guide their Chime, . ' A

With falling Oars they kept the time. (11. 37-40)

This-comment'cannot be assigned to the 11Sten1ng ninns, for'no winds
'cou]d ser1ous1y be considered as hav1ng the ab111ty to make these ,

| assessments, The first line seems tocemphas12e the prev1ous1y 1mp—
11ed Eng11shness of the singers by stating thewr counth//dt/or1g1n
w1th what skenis to be a sense of pride. The second ane mere]y

. T

states the obvious: we are all well aware that/the song is holy
and cheerful, but its mere inclusion 1nq}cates that the speaker
. M . //, .
enjoys and is praising the song. At-this point he is more involved

_ than the distance established at”the opening seems to allow for.

e

o

The final couplet a]so confirms that the speaker is nWeased with the
song. The bare statement "to gu1de their Ch1ma... they kept the

-
1

 time, and 1ts ancillary phrases, "And all the way...with‘faT11ng ’

1)

Oars, are each placed in prec1se1y para]]e] pos1t1ons 1n the line.

This para11e11sm, in conJunctwon with the strikingly regu1ar rhythm,.
g1ves the statement. a sense of sympathetic naturalness in which. the
,speaker can be said to be‘participattng. Ait'aiso-contains a rather
radiéa] content, for it says that these sjngers/are rowing in order_

to keep time to the music. This subversion of practicality stresses
the Edenic innocenee»of the “situation of the rowers, and a]so,fby
c]atming, in effeCt; that prayer is more impdrtant than wark, enforces '
w%nother, and quite powerful, commendatioh of the song; M

The final %nup¢et, then, as well as some of the descriptions



.
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: in the'song itself, in a minor way emp]oy incongruity. But the type *
| of 1ncongru1ty found in th1s poem is notably less striking than
that found in "The Coronet," for all tensions between attitudes
have been e]1m1nated here - The type of eonf1ict between loving
and yet fear1ng one's earth]y efforts engendered in “"The Coronet"
is not even SQggested in "Bermudas,"” where all nature, at the
behest oﬁIGod, ebnduces to man's physicel well-being. The spiritual
.Aconcomitant of this sense of well-being fis stressed by the absolute
unity between work and prayer. But the‘congruity evident'fﬁ‘this
poem seems easily ach1eved in compar1son with the more 1ntense and

)

, more precarious balance ev1dent in ”The Coronet s

e

The fresh sense of the congruity of things cucrying from
- "Bermudas" places this poem at the’opposite extreme from “The
D JH

efinition of Lo vhose-effort 1s directed at displaying with

/ great 1ngenu1ty, a sense of ultimate 1nc0ngru1ty Common to both
 extremes is the absence of an effort to judge the sit. . .on. R
“Benmudas,” more obvibus]y than "The Definition of Love,"’doeS"'
express’attitudes, but tnese_attjtudes:ate not worked for and do \
not seem to emerge natqra]]y from the situation: they seem instead

to be the speaker‘s fancifully imaginary Tonging for an innocent
world. | | | | _
“The‘Fair Singer" maintains incongruftynmone obvious]y'than

n

does “Bermudas and it expresses att1tudes as c]early, but it, too,
is not a poem of Judgement Descr1pt1on of the lady as "so sweet
. an Enemy" and of her beauties as a “fata]*Harmony“ make it pTain

that this poem entertains a perspective that is as antithetical as



that maintained in "The Coronct;" and the speaker in this poem scems

to be similarly present, for7it is-spoken in the first person singular.

But the importantvdifferenceﬂ and it is not markedly to the disadvantage -

" of ”The FairVSinger,“ " s that the situation preéented hefé is not
real in the sénse that the situation in “The Coronet" is real. This
; is evidenced by the pfob]ems encounteied when?tfying to takgvthe dis-
cussion with.great sériousness, with, for'examp]e, DQnaTd Friédman,

who -‘feels that in fThe Fair Singer:" )

all the activities traditionaltly associated with
reconciling differences, with connecting dissim-
ilarities, with bringing oraer to chdos... are.
nere in the service of cruelty and destruction.
- The Tast couplet.of the stanza, "That while she
with her Eyes my Heart does bind, / She with: her
'Voice might captivate my Mind" (11. 5-6), alludes  ;
to a division of the human faculties which was a
commonplace. (Marvell's Pastoral Art, p. 44)

R . s
. 2

* kY

Friedman c]ear]y:éegards this poen aslifrfts obviously inadequate

surface meaning demands reve1ation o% deeper; more serigus meanings)
“"Eyes and,Teafs“ mﬁght‘be amenable to this approach, but this'poém
is not. L | | |
O If it is to be said that the 1ady'SLCharms are "in thé.§erv1ce
of érue]ty and deétrucffén,” tﬁese horrors must{be in tﬁe poem. Coﬁ-
/ . , IR

P

sider theé first three lines: . S

‘To make a final conquest of all me,
Love did compose so sweet-an Enemy,
In whom both Beauties to my death agree.

We'do not need to

50

appéal to,bfogréphica1 spécuTationsiabout,Marve]]fs



love life to establish that ih\this poem he is not likely discussing
a situation .that really occurr®d. The juktaoositioh\bﬁmﬁagrec” with
"death" displays no discemfort at: the thought of death, but, in

fact, stresses the agreeablendss of it. The ”death” 1ent1oned is
AN

h1sxrea1 death but must rather be a convenuﬁnt
\

term used for fits ant1¢net1ca1 and hyperbo]wc appeal. The poem,

not, therefore
in fact, ald- <heetneks and, in spwte of the enmlty stated there
; 15 nothwng to show that tie speale feels any sense of “crue]ty and
destruct1on “; And 1f the. speaker does not feel it, it does not
exist. ‘To say - with Fr1edman that this sense does exist in the poem
would necessitate showing that Marve]]»expresses_an ironic attitude
jtoward his speakerlhy giving ‘the reader clues that tevea] the
speaker‘is\in dahger even though he is not aware of it. That this
is not the case is amply evident in the cons1stency witi™which the
~“I” of the poen prec1se1y 1dent1f1es his own situation; a consistency
that does not a]]ow for a perspect1ve different from his own.;
: Were "The Fair Singer" a ‘poem ot judgement, %t would have to
convince us that 1t is dea11ng with 1ssues that are important and
s=em real to the speaker. Its cquortab]e . fzrences to death? and
E enslavementlof soul and'body, comfirm that the diehotomy upoh whtch
{ the poem is based does not eommand the serious 1nterest of the
speaker it is mere]y a conven1ent dev1ce for exp]or1ng a concern
which may amount to 11tt1e more than the enJoyment involved in .

balancing ' sweet” w1th "Enemy." The effect employed here”of borrowing
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only cnough of the nmeaning of, for exampTe ”death,“ and "dis-in-
Lang1ed Soul" to create the antithesis required, secems to be over-

]ooked by Friedman and Christopher Hill when they search beyond

’ Athh surface mean1ng. Hill states rightly about the second stanza

- that, "I do not think the fo]Towing lines from The Fair Singer

ere intended to be taken at morve than their surface value," but

then he goes on to say, "but they could be interpreted as a per-

fect allegory of the influence of society on the individual."20

They ggglg be interpreted in many interesting ways, but the primary '
responsihility of the reader is to determine the most accurate
meaning, a_responsibi]ity that Friedman and Hi11l forego with this
poem. Asrin‘“BerMUdas;“ congruity here is achieved by abandon%ng
the'effoftlto judge the situation. The result is a.charming and
de]icate]y‘poised achievement that does not make the claims for
itself that some readers’ make |

0f additienal 1nterest in th1s poem is the remarkable klnd

of congrulty achieved by ba]anc1ng one realm of experlence against

another: - i R N

2But how shoulg T avoid to be her Slave,
“"Whose subtile Art invisibly can wreath
My ‘Fetters of the very Air I breath? (11. 10-12)

_ e S e - - N
Fetters of air are giveh.gy'thekpﬁntext~a tangibility that could be

2

* 20”Soc1ety ‘and Andrew Marvell," Modern Quartur1y, 4 (1946),

6-31, rpt..in-John Carey, ed. Andrew Marvell: A Critical Anthology
(Harmondsworth Pénguin Books™, 1969),, p. 99. : . ‘
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described as s)naesthcs1a vere it not Tor the fact that the effect
of the fetters, rather than be1ng sensuous]y e>por1ChCﬁd, is intel-
lectually apprehended. It is an experlence to be sure , Lut the
experience is more intellectual than emot1ona1 or sensuous. It dls—
plays a kind of balanced congru1ty (we cannot eas11y Scparate the
sensuous from the 1ntc11ectua1), that we have not. seen in. arve]] to
this point, and is very re]evant to the act1v1ty of judgement. If
Marve]1 is able to achieve this k1nd of inte: tw1n1ng of issues that
are as important as, say, those in "The Coronet " in a poem of Judge—
ment, then a new mode of Judgement wiil have beon created What 1s
remarkable about the passage is that 1ts ant1theses are . comb1ned as
inextricably as tnose of ”The Corc £," but at th szame time the'
combination is effected With a ¢ . deal more conkre351on than ‘
“The Corohet” shows at any pojn‘ " 2ch compression onvimportant'
issues 1is perhaps the most vaTUable toot Marvejl possesses tor5
expressing jUdgement. That the :"-“ectivehess Of”this passage
depends on its compression is ev..ent when’itlis compared to the
Magda]en passage from "Eyes and Tears" (]t;‘29 32).' There the
phy51ca1 and non- phys1ca] realms are not 50 abrupt]y Jo1ned because
the line, "Whose 11qu1d Cha1nes cou]d f]ow1ng meet“'supp11es the
middle qround to form a so11d connect1onnto both rea]ms No such'

-

connec - | 19 link is supplled in this. passage as 1t deve]ops the same
‘3}

concept in a manner S0 much more compact and econom1ca] that it is

a demonstrably differen* .. 2 of apprehens1on. o o
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These three poems revéal that the mere presentation of
attitudes, even when effected by balancing one against another,
and accompanied to some degree by a sense of the speaker's involye- -

ment, does not necessarily create avpoem of judgement. Mc-e
: . . .

important is the effort ef the speaker sincerely directed toﬁard
achieving judgement. This effort a]qne} even without Marvell's
charagteristic techniques oﬁﬁjudgement, would. constitute a poem

~of judgemenf.;.This‘effqrt wil].showlifse1f'as a crftical attempt -~

to come to a fu]]eunderstaﬁding of the situation. That is} the
-

attitudes will seem to emerge naturally from the s1tuat1on and
,,h ‘

if there are ant1theses, they, too, will seem to be parts of the

,approprwate response.
V-

Such an effort, along with Marvell's characteristic techniques.

of judgement, are'ev1dent to a g;eater degree in "The Gallery,"
5”On'a'qup of Dew," and “The.Picture of little T.C. in a Pfospeet of
 F1owers.” A1l ﬁhree'pdemsycdntain most of the techﬁiques'of this

mcde, and to.éome;éngee, a]] display the more important effort
_directed at ach1ev1ng true Judgement - Balanced antitheses and

v

£y1ncongru1t1es, a" sense of perscnal involvement, attitudes that

| %‘emerge natura11y from the s1tuat1on, 1n one case, the kind of "image
found in "The Fa1r S1nger,“ and an effort to come to the fu11est
understand1ng of the s1tuat1on, are all present to greater or desser

4 degrees in these thrée poems “It is not as difficult to show how

c]ose ”The Ga]]ery“ and, “On a Drop of Dev". come to fu1f1111ng th1s

“mode without Who11y d01mg so, as it is to show how "The Picture of

‘.y':é": )



little T.C." docs not become a podm of judgement
Donald Fr1edman says of "The Gallery" that, "The pastoral'v
vision is set against the- gu1ses of the court and the uor]d, and

Judgement is made" (4arve1] s Pastoral Art, p. 40). But he must

have a very different idea of judgement_from that,ehployed here,

~for he proceeds to contend that because there is nothing exp]1c1t
-in the last portra1t to e«p]a1n the reJect1on of the others, "the
poem seems wrenched to make afp01nt...the-attitujes that determine
the movement are not yet articulated" (p. 41). If "The Gallery"
maies a Judgement in our sense, then the conclusion cannot seem
wrenched " and the attitudes that determine the movement will |
“have been art1cu]ated .

Iﬁ the endorsement of the last portra1t seems to be the Just
and appropr1ate conc]us1on to the poem then a judgement has been
enaéted. This portra1t endorses att1tudes that have been conspicu-

' ous]y present throughout the poem
But of these Pictures and the rest,
That at the Entrance Tikes me best:
Where the same Posture, and . the Look
Remains, with which I first was took.
A tender Shepherdess, whose Hair
Hangs 1oose]y p]ay1ng in the Air,

Transplanting Flow'rs from the green Hill, - '
To crown her Head, and Bosome fill. (1 49-56)

»
N L{Vj ' h

Since two subJects demand a verb, the e@Jambment at the end of

~ the stanza s third line is very strong, giving ”R%§e1ns” a great
deal of weight that is further emphas1zed by its position at the
begqnntngégf,the_next Tine. This weight stresses the permanence

]



of the figure in the portrait, the 1nviotabilit; of the poet's
memory and aesense of immobility. In the preyious portraitszmarked
activity s associated with'unp1easantries.. The “Hnrtheress“ ot'
the second stanza tests her ”terti]e Shop .of cruel Arts, " the
”“nchantress of the fourth is shown.-to be "vexing" her "restless

Lover's Ghost," and the two more pleasant portraits stress slow,

. gentie moVements manifested in "wooing Doves,“ Ha]cyon&, gentle‘

breezes;an Aurona who s]umber1ng 1yes / And stretches" and a

Venus who sits. The kind of movement associated with the Shepher-

dess is the free playing of her nain, a freedom that is conttasted
witnrthé "curled Hair" of the -cosmeticized Clora of the‘éecond <
stanza. The gentlieness sugoested by the word "took" indicates a
_much more harmon1ous beginning than is conveyed by the C]ora of

the second stanza whose'”crue1"ﬁrts“ torture rather than p]ease

him. In this way the Shepherdess reso]ves pos1t1ve and negat1ve

. f,n;.-. PR PR N .
cr1ter1a estab11shed in tnexp?ev1ous stanzao %

g,. ’ h ool
@ k4 ‘Jf,»

obvious artifice of the_two pos1t1ve portraits and the‘natura1nessi{
of the 1ast~portrait,va naturalneés emphasized by free movement

of ‘her hair ano_also by the fact that she is ”Tranéplanting,‘ not o

)
L]

blucking flowers. I will return to: th1s contrast, which permeate&]%
o : i

1eVery aspectiof the poem, but f1rst it should be noted)that the.
’fonm of the pdemlaugments the impreSsion that a judgement 1sfbe1ng 

- made.
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The poem progresses through a series of antitheses to conclude

with what seems to be a syﬁthes;s, thus revealting a roughly dialec-
tical‘sttucture.'”This structure is made explicit by the penu]tjmqte
summary‘ofvantitheses in lines 41-44 and by the explicit choice of
the 1d§twportreit: ”But, of these Pictures and the rest,, / That at
the Entrance,4%kes me- best" (11.49—50). The“strength of this structure
and 1ts re]evance.to conveyinag jndgement,iis that tt ehcdurages
qritipal'examination of>the'argument. The argument stands or falls
on the apprbpr1ateness with wh1ch the conf1u51on summarises the
att1tudes emerging from the ser1es of ant1theses I have shown how
in this case the‘conclusion is to some'extent Justified, as opposed
to Fr1edman s contention that it ts not, /tut the éruc1a1 quest1on'
of Just1f1cat1on in terms of the super1or1ty of natura]ness over
artifice is cons1derab1y more comp]ex
Rosa11e Co]1e s\\bservat1on that ”Tﬁere is a curiods]y' .

‘asept1c quality to th1s ;eem‘\as if the situation were in fact: on]y
menta1, as 1f there were no re;;‘Tgay, no real;]ove affair, ”21apt1y

accounts for the d1ff1cu1ty encountered by many readers who treat -

.the poem as 1f 1t were mere]y try]ng to choose among various guises

of the speaker's belpved._ There are several aspects of the poem

» indicatjng that hislattentien is more 1ntehse]y djreeted at'Hihsetf
and his own‘pertdtmance than at his be]oyed. The opening Tines
demonstrate tﬁts_emphasis: |

©

21Lx_Eccho1no Song (Princeton, N J. Pr1nceton -
University Press, 1970), p. 108. . . ' *

e —
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Clora, come vicw my Soul, and tell : y
Whether ‘T have contriv'd it well. \\ '

Now all its several lodgings lye

Compos d into one Cj]lery (1. 1-4)

|

The appea] for C1ora S approza1 estab11shes the poem as a perfo;?\\\\\ ////

mance in which the poet w11] try to*1mpress Clora, and by impli-

- \\

cat1on, any reader. This attitude toward his work, the self-
consciousness of wh1ch is. stressed by ‘the verbs “contriv'd" and

v“Compos d ! sh1fts attent1on from the ostens1o1e subject to the

F]

way 1n wh1ch the subJect is l1mned The use of the:extended
conce1t suggests by 1tse1f th ¢ the poet is aSrdnterested in his

manner of presentat1on as he is in h1s matter

* “With th1s in m1nd we can see that the second stanza, whose A

operat1vevconcept is “Arts," draws attention to Ttself:
ts‘f . : -
Here Thou. art pa1nted in the Dress
Of an Inhumane. Murtheress;
Examining upon our Hearts|
Thy fertile Shop of cruel Arts
Engines more keen ‘than ever yet
Adorned T rants Cabinet;
Of which the most tormenting are ' '
Black Eyes, red Lips, andicurled Hair. (11. 9-16)
R :

o

The first six Tines, with‘vtﬁe/ﬁroviso that this is only a guise

of C10ra; seriously propose extraord1nary crue]ty 1n her behav1our,

but the cldsing coup]et 1dent1f1es her cyue1 Arts" & her eyesagﬁ
[y oo \Q L
11ps and ha1r Clearly we have been‘dece1ved The 1nc§ngru1tma Qﬁ&ﬁ

ﬁbetween rea] 1nstruments of torture and C]ora%@ charms is ma1nta1ned;~1

& -
The comparison is'not meant to be ser10us1y accepted but is rather

\
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an extravagant and entertaining conjecture that tells us little

uabout‘C1ora, but a great deal about the poet's cleverness. The
fact that the identification of the "cruel Arts” comés at the
end of the passage and undermines by its placement the dstensib]e
effect of the comparison, suggesps that the artifice thaf is rea]Ty
questionable is not C]oré'svbut thé poet's. The stress on himself .
éé performer at¥tbe opening augments.this impression. W

The other nedgtive portréit, the fourth stanza, gives a
similar impressioh, for it pyoposes Clora as a witch ‘egaﬁining,her
1qver“s ehtrai]s'fo Hetermine how Tcng she wf]lvcontinue to be
beautiful: this'éomp]iment also draws atténtion to its own eitrava—‘
gance by being sﬁmi]arTy placed as an ordinary womahly-phendmenon.
The hokfors.depicted in these two portraits are meant to be taken
no more seriously than the ”deati‘{'I of the lover in "The Faif”Singer;“
This kind of self-conscious artifice is. a1s§é§ﬁsp1ayed in'the simi-
]ar]y-éxtravagant positfvg poftraits. Associated with Aurora, who 1§
abandoned before she can become really erotic, are a choir, manna
roses and “héereés" turtle doves, 511 of which emphasiié the Tover's
sensuous, yet chastefreaction rather than describing Clora. In the \
fifth sfanza C]ora‘aé Venus is. similarly forsaken for birds anc
pleasant smells. |

What these four portrails emphasi;e is not CTora but ‘the poet's
various reactions to perspectives of hgr;*an emphaéis that proﬁpts
from ﬁ}adbrook fand Tﬁbmas'the'remark that,“”There is really %6;e

about the great impression the lady Was fortdngté enough to mékeﬁ -

S
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than about the lady herself" (Andrew Marvell, p. 30), But she is

pushed even further into the background than this remark suggests,

for the consistent emphasis is upon the poct's manipu]ation of

/vahious techniques.u The relevant attitudes in the poem are those
about poetry, not those about Clora. %he two realms are,'howeveh,
associated. N | |

S

In summing up his first four portraits the poet comments:

These PTCtU“eS and-a thousand more,

Of Thee, my Gallery do store : 1
In all the Forms thou ‘can'st invent :

Either to please me, or torment. (11. 41-44)

We have noted that the torments 1nf11cted by Clora are superseded
are not those g1ten by C]ora, but those exper1enced in his perfor-
maqce. The strong impression is that it is not Clora who can
“ihvent“ these*“Forms,f in any way that is dmportant but the poet
himself. She has very Tittle to do with the work1ngs of his 1mag1-
natlon,_for her ex1stence is never estab]lsl by the poem.

~ When we come, therefore to the last porth}TtK\am¢~note that.
art1f1ce s reJc ted 1n favour\of natura11sm, we find a substant1a11y
new attitude. Wheie he prev1ously enjoyed artifice as much as, if not
more than C]ora enJoyed her ”Arts,“ he now chooses the natura11st1c

rhse of

A tender Shepherdess., whose Hair

- Hangs loosely playing in-the Air,

- Transplanting Flow'rs from the green Hill, :
To crown her Head, and Bosome fill.  (11. 53-56)



But the chowce docs nat 1nvolve a who]esa1e rejection of art1f1CP
This portrait remains one of those that has been "contriv' d“ for
Clora, and the reader, to judge, so there is an element of_the .

performing self involved in limning it. Also, even though the

Shebherdess seems natura] and the de5cr1pt1on is congruent .in a o

7~twav “that of the second stanza, for example, is not, there is an

ri.,
s

eI ment of art1f1ce present that is, perhaps, (and this might be
.:L

che poet s wessage) 1nev1tab1e with every poetic utterance.. The

?,

gsk111 1nvo]ved “in choosing the word “Transp]ant1ng,' to sugéest
naturalness that fu1f111$ rather than d1srupts nature's*functions,

is the same‘sk111 that chose the word “Sme]] " to convey with

\\

catachres1s the po1gnant experience of smelling perfume This is
;true no matter what att1tude the performer takes toward his

ach1evement Moreover, the adm1ss1on that th1s is Clora's f1rst
pose (l.g_ ) rem1nds us that the natural artifice of/the Shepher--

dess is the basis from wh1ch the extravagant artifice of the other
portraits derived: = . - :

' ol . . . e
The final-portrait thus rejects, as best it can, artifice in

~

- favouir " aturalne353 but in doing so recognizes that when poetry.

is invot do the two are 1nt1mate]y, and 1nseparab]y related. The

poem expressei a yearh1ng for 1nnocence that is reflected in other

o

)
poems by Maryell,eand»tts conclusion, involving recognition of -~
antithetica]‘imphﬁeesﬁ is somewhat similar in manner and theme ‘to

the conclusion of Joronet." But this poem does not convey

ag?
A
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Jjudgement -as emphatically as does "The Coronet " for the 1ssues are

not c]ear]y enough stated to be adequate]y def1ned, understood and
Judged. The issuc at the heart of the poem, the conflict betueen
naturalness and art|f1ce, is d1sgu1sed by the ostens1o1e theme that
is expressed as ant1thet1ca1 portra1ts of Clora, by 1ts absence unt1]
the end, andiby the ‘amount of ‘self- conscious performance that affects
the poem from start to f1n1sh We acknow]edge that a Considered
‘conclusion~has'been made, but the activity whereby the poét demon-
Strates the appropr1ateness of h1s conc]us1on, and the need for JUSt
that conc]us1on, is obscured by cons1derat1on of his attitudes
towards sexua11ty, women in general, and the overall sense that the.
poem is Targely a performance created for the pleasure 1nvo1ved in
A1ts wr1t1ng Judgementv1s not abandoned, but neither is it fu]ly
~ achieved. ) |

By‘most actounts, “Cn a Droz of Dew" falls 1nto two: sectlons
of. equa] Tength, followed by a conc]ud1ng quatrain. The first |

section about the drop. of dew consists of the f1rst eighteen ]1nes,,

; the second about the soul runs from 11nes 19- 36, and the conclusion

is given in 11nes 37-40; The poem thus seems to ba]ance in equa]
space aSpects of the soul aga1nst aspects of theidrop of dew,

, offer1ng a suitable techn1que for extract1ng from the1r re]at1onsh1p
someth1ng in the nature of a Judgement Fhis, at least, éﬁems to be :
the 1mp?1cat1on of the poem's design.

Neverthe]ess, the drop of dew and the soul are not presented *

so ant1thet1ca11y as this form encourages the. reader to expect

They seem more alike than d1fferent The descr1pt1on of the

1



.‘.‘:!

dewdrop so human12ts it by 1mput1 g

4t human motivations,
that had the poem ended at line 18 it wou1d strongly smggest
-that what was being descr1bed was ‘the soul's re]at1onsh1p w1th
ats two homes. If this were al] the poem was do1ng, the

4

remainder would be redundant The fact that it cont- implies

g that harve]] wants to say someth1ng different, or to cormunicaza

this descr1pt1on more 1ntense1y and precisely than he does in
.the f1rst sect1on, or perhaps it merely indicates his eytended
“interest 1n exploring a situation, which, by qits very nature,

£

encourages 1ngenlous poetic spetulatlon I feel that a comb1n— )
ation of the second and third of these possibilities most accurately
descr1bes the movement of the poem, and that the overall tone is
similar to that ‘resolution of incongruities found in "Bermudas."
The significant ant1thes1s in "On a Drop of Dew" is thot
ibetween the-worldlytand'heaven]y realms. 'It is this conflict
that the poem attempts to resolve. The first sect1on\by itself
’ makes ‘'some attempt both to d1st1ngu1sh and merge the two rea]ms:
Yet careless of jts Mansion new
For the' clear Region where 'twas born,
Round. in its self incloses:
- And in its little Globes Extent,
. Frames as it can its native E]ement (11. 4—8)
It is 1mposs1b1e to read this poem w1thout puzzling over the .
meaning of the f]rst eight lines. - The rhyme scheme, ABCABCDD

’ ’suggests that two 1nterre]ated Statements of three lines each

are conc]uded by a coup]et The lines beginning with :“Yet“;



and "And" supbort this reading. = Thus, the tirst three Tines
quoted are to be taken as a syntactieallv cowp]ete uhit;“ r@
Teading ha\ Jthe 71ne, "For the c1ear Region where ' twas bgrh,”
explain’ bo th the prev1ous Ting and fo]]ow1ng ]?ne The sehse
of the three Tines 1s..1t is heedToss of 1ts new home because ot
the, clear region. and 1ncloses 1n itself the clear region: Thus |

"clear Reg1on," by an act of mtntal gymnas ticsy, is simultaneot
RN

the foca] point for two re]ated but different syntact1ca1 C N

.-An analogous pract1ce that suggests thiis poss1b111ty Ts. found in
L .

”Burnt/lorton .part 11:

.S
i\

‘And hear upon the sodden floor G
Below, 'the boarhound and the boar *
Pursue their pattern as before
But recoqciled‘among the stafs.ZZ‘
L ; “u | f*
Adm1tted1y, there is less contort1on requ1rtd to ~ . Jze that
the Sjﬂt&Ot]C&l unit does not: end with “boar“ than there is to

sort out the passage from Marve]l but in both, 1t seems to me,

the effort has to be consc133§lx\wade to offset what is’ or1g1na1]y g

-

teceived‘on first 1mpreSsion -

_The fe11c1ty of this read1ng is that it calls attentlon
.:to the centra] but 1nexpress1b]e ”c]ear Reg1on ! As we read ﬁ%e _
- fifth line, tw1ce as it were, we rea11ze that Marve]? wants
1 sthongly to invoke the presende of what he.pannot present. As

Blake sees all heaven in a wild flower, Marvell sees‘af1jtt1ez
@ . S .

‘1} 227, s, E11ot Co11ected Poems 1909—196éQ(L0ﬁd0n1v

= Faber and Faber Limited, IQBo),p 191,
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bit of kheaven in a drop'of dew.> This passaa:> more or less
: soccessfully suggests- the ‘copresence of both r-alms in the
“dewdrop. . . |

Another evocat1ve image suggtst1ng Werg1ng 1s found in. the

conc]ud1ng lines of the f]ISt scct1on

"Till the 'warm Sun p1tty 1t s Pain, .

-And to the Skies exha]e it back aga1n (11.'17-18)
Thi's descr1pt1on, suggest1ng a super-naturalistic aspect by
its 1nputat1on of p1ty to the sun, takes advantage of the -
"”P1aton1c concept, recent]y rev1ved by Kepler, of the sun as-
.res1dence of God 12370 exr vess. a congruence between the act1ons
of nature and God that c ’“IX resemb]es the vision of “Bermudas.”:
“JuSt.as the sun pittes the rest1e§§ tdnsecure“ dewdrop and saves
it from becom1ng ”1mpure,“ so a benevolent God, throuoh his )
medlato{, the Son, takes pity on the human sou] and re-urAs 1tv
to its heaven]y abode There is: no suggest1on in this J0e- of
the kind of perpetua] warfare between the soul and eart. y
‘phenomena that is FOund 1n "A D1a]ogue, between The Reso od 3oul,
: and S}eated P}easure " Instead heaven and nature are shown for

the most part tqo be in harmon1ous accord ( It is this harmony

dthat makes the cowoar1son of sou] w1tn dewdrop, and the conc]ud1ng
femphas1s on the un1ty of heavenly and earth]y realms embod1ed 1n

manna, so approprlate to the poem's v1510n.. o ' ;A

o 23pennis Davison, Andrew Marvell: Selected Poetry and -
-Prose (London: George G. Harrap and Co., Ltd.", 1952), p. 44.

o
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~ passage!
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But the"oem roneeds to mabf ‘ore s*ec1.1c the 51n11ar ty
P

;/betwten the deudtop and tne soul by pointing to correspondences

-

between roses Jnd' the humane C]ow r," between the.sk ahd
y

heaven and betwLen the sun]wont conta1nﬂd in the lound dewdrop

and the heaven]j c11c11nx thoughtg“’of the ;ou] H1th this

congruence apparentlj establlshed by the connettiye, "So " the
poet taleq up a_new tone ZJ ' - ljgs;

“‘ﬂf"lnjhow coy @ Figure wound, “
o Every vay it turns away:

ST Sa the dorld excluding: round, -

Soirl Yet veceiving in the Day .-

se 0. o2 Dark beneath, but bright above

o4 ere d1sda1g1ng, there in Love.

P )
R o1 Hew loose .and easiehence -to ao:

.‘Hou girt and ready to. ascend. gu

. toving but on a pgint below, LT
) It all about‘a”eSJupnards bend (11. 27A36)
S, ’ > , ,/ gl . ' .
kN 5 o ,V‘,f/
-

ans pa<sage Seems: o taKe the un1ty of dewdrop w1th sou] for -

granted as it descr1bes the plight of the ]atter in terms that

ostens1b1y app]y to the former ) That is, we need the image. of :

,,,,,,,

the dewdrop firmly in our m1nds 1n order £0 apprehend the

cond1t1on of the soul. .Notably appropriate to a v1s10n'of .

g earthly and ‘heavénly congrpity is that the darkness benedth is

su‘bordjnated to “the brightness above (n. 30 31), and the short,

3"‘

ah@rp1y defﬁned units of utterance g1ve a sense of 11ghtness and

g

perhaps even happtness It-the description of the f1rst section-

5

15 to be g1ven greater intensity and precision, it 1s in this

)
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)
Roundness, of course, is the predomfndnt point of'
comparison. éresumab]y, because circularity is takeh:td be a.
symbol df perfection, phe purer'a soul is, the roundér it may

be said to be..'If 1s,appropr1ate, therefqre, that in this
passage, roundness is given openind and.cOnc1ddingvemphasis.J
The first two Tines describe How a:dewdrop's roundness rejecfs
its surroundings because at every point its surface seems to
-turn aﬂay from contact. It is very. d1ff1cu1t to approach a .
perfect circle perpend1cu1ar1y ,So the soul actua]]yvrejects
earthly phenomena, a reJectlon whose apprehens1on de pends on
the comparative roundness of soul and dewdrop. _ )
They1ast two 11nes,of th1s passage employ this comparison
so well as to approach the kind of compreésron fpund‘fn théﬁ
" "Fetters" paesage in "The Fair Sihger.“ In a”footndte
,expiaining the ‘richness of meaning found Yn this poem in fhe
~word, “reco11ect1ng“'(1. 24) , J. B. Le1shman seems: to approve
-of the pract1ce of ma1nta1n1ng various mean1nga in a s1ng1e

word}when he,dec]ares that it "might more appropriately be

described as 'concentrated' than as ‘ambiguous '"(The Art bf

Marvell's Poetry, p. 200n). But he-proceeds in, the next few

ages to complain of ' c]umsy inversion and exp]et1v (p. 203?
P P (7 %§§%%
. ko3

" that are a character1st1c defect in much of? Marve]] S verse,
One of his examples’ of(e1umsy use of expletives is the 11ne,-.
’ "

"It all about does*upWards bend'” presumab]y, "does,' mere1y

fills out the line. It is very odd, therefore, ‘that concen-
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| 62
tration on Marvell's defects blinds Leishman to the uhusﬂaj1y
concentrated effect involved inrthe word, "bend .“ﬁ

. The ¢ircular dt\drop moves only on a single po1nt because
it is perfectly-round, and the soul, in like manner, strains
‘tOJavoid.cohtact with nature. And the dewdrob'sﬂcihcu]ar sur-
- face at‘eVery'point bends upwards, just esrthe soul bends or
inclines upwerds toward heaven. In this instance the single
word - "bend ," takes the circularity of the dewdrop and cbmbinéé
it with the inclination of the soul in order to convey hith some
precision the soul's situatior in the world. |
This passage cohveys with much greater precision and:
demons trably more 1ntensity the _seul's sitUation: ‘the fihSt
'eighteen‘]ines are tague by compahison; The nearly Jub11ant
tonetot’the second ha]t of this.passage muted by compar1son to
the haépv cengruence between God and nature that-ends the-f1rst»
sect1on, and espec1a11y to the overtly v1ctor1ous tone of:the
final quatrain, is the appropr1ate attitude for the sou] that
hopes for, buttcannot be who]]y‘certe1n of sa]vat1on. Itﬁ1s
c1ear‘that an op%nion, perhaps even a convictton, is beiné
conveyed, but the quest1on of whether a judgement is present
depends more/?cute]y on the qua]1ty of the ev1dence a7 ]
ATthough the last quoted passage succeosfu11y merge;
qua11t1es of the sou] with aspects of the drop ot dew, the L/

o

suspicion is that the achlevement of th1s unity is. stra1ned

b
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And, recollecting its own L]nwy :
Coes, in its pure and circling thoughts, exnress
Tne gregter ligaven in an Heaven less. (11, 24-26) ~

" Nitnout the firm recognitinn that'both the sou]?and the dewdrop |
are c1rcu.ar; and COWdeab1y so, the passage following th1s
:5e\ctrpt would lose most of its effectiveness. ,Thqsc the phnase,
“circ1jng;thoughts,“ i< mEant to supp1y‘thp necessary basis for
compafison But the phrage is puzz]1ng, for a]though he circle
nay be sa1d to synoo]]ze‘petfect1nn, it would be d]fflcu]t to '
prov1de a complimentary meaning to the phrase. Thoughts, that
;oo arcund in circles are normally taken to be 1neffect1ve It
seems, therefore, that the pnrase is.. mere]y 1nserted to suggest
perhap; on an emblematic level, the necessary- concept, but dts
rea]-re]evance is not examined, If this is the case, the poem . :
does not sufficiently exp]ain why e are to ass1gn c1rcu1an1ty

to the soul, and thereby wealens its compar1son Cand un]ess

, th1s compamson is's0 f1rm1y established as to prec1ude the

.

kind of doubts expressed here the conc]ud1ng tr1umphant tone %
seems substant1a11y less appropr1ate ~ c }jF. )
‘There a]so seems to be a real conf11ct that the 1mp11ed j % e
congruence between earth]y and heaven]y realms over]oo&s ;Fwe
grant that even in ah Eden1c wor]d a soul would rather be 16 ”.

heaven. That the w0r1d of th1s ‘poem 1s den1c s implied by the

affection w1th wh1ch natore-is portrayed: 'Morn” has a “Bosome,“\:) ]

;;Si N ; : -
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Ly .
the sun takes p]ty on the dewdrop, and man's body is dosur1bed
as "sweet Teaves and b]ossoms green." We therefoxo wondor why
_the sun, Wh]Ch is as much a part of. nature as the otner elements
mentioned, helps the dewdrop, while the. rest of nature s a
'éoureevof 1mpur1ty (19 16). 1In one way the beauty of nature'
prov1des a foil to set off the indescribable beaut1es of heaven,
but since nature is also, when the poet needs it for his argument

. a benevo]ent agent of Cod this conflict 1s not nanaged consis-

tent]y, and the argument is somewhat v1t1ated We can 1eg1t1m—

r

ateTy ask uhy the rose is not gleaned for its supernatura], mythic |

i

qua11t1es when the: sun so obviously is. - It scems that-Harve]]
is 11m1t1ng his’ VlS]On of th1ngs 1n\order to speculate w1th
ingenuity about the 1nterest1ng correspondonces between the
human sou] and a dewdrop This speculation does say something
1n llnes 27:36 with prec1ston but the vision the poem conveys,

is, 11ke the vision in “Bermudas . conveyed on]y by ignoring the

1ncons1stenc1es necessary to ma1nta1n it. Cons1stency of v1s1on,'

70

1s achleved by 1ncons1stent or merely neg11gent thought qualities .

that 1eg1s]ate aga1nst the act1v1ty of judgement.
_Most of the actions in "The Picture of Tittle T.C in a -

Prospect of Flowers" are described in either a hyperbolic or

Ob]ique manner. The girl will not merely rebuke-suitohs; but her -

eyes will ”drtve, / In. Trwumph over Hearts that atr1ve “'the poet

does not want mere]y to be friends, but hopes to ”compound” and;_'_.v



)

) her eyes; and Flora will not kill the girT, but might
f:%ssomc all our nopes and Thee.' Since tn1s poem
does not’ e(bﬁoy the kind of e]aborate dev1ce that in "On a Drop
of Dew" controls d1scussion of one rea]m of experience “in terms

of angfher, it is difficult to maintain a consistent frame of

Jon'does it offer the kind of obviously balanced
ant1tneses found in "The Gallery. " The concept of a portrait of
a little g(r1 w111 not he]p in p]aCIng the “Eneny of Man" of the -
second and third stanzas, and will not account for the_differences

%

between the first and third, which both seem to focus on an-actual

‘portrait. |
Ne1ther does it he]p to concelfve of the girl's manlfestatlons

as mere specc]at1ons in a self-consis ent, 1mag1nahy realm of.

future behaviour. Although most of the act1ons seem’ odd]y unrea]

some; such as the appea], "Roses of thetr thorns d1sarm, are

| eminently and specificé]ly inundane, ;

When confronted with the tyoe‘of d%versity offered by this

poem, the temptatton to pronounce, a]ong with A. Berthoff that

71

T oonta1ns A “d1scomfort1ng amb1gu1ty“‘(The Reso]ved Soul, p. 129),‘

*and to” proceed to other th1ngs is, qu1te stronq An a]ternat1ve
suggested by Frank Warnke, is that we should not speak too somberly

of the poem: " | - -
“Foy it is concerned not w1th making allegorical
T’j' statements about exper1ence but with participating



- i

“in the reality of experience through the magic
ritual ;of play -- which, by pretending that a
Tittle girl is alternately e devastating love’

L object and the mind of man itself, imitates the,

N transforming alchemy of that iiature winich is

‘ the frame of subject and poem alike.24

If the poéhyis doing only what Warnke says it is, it could not’
. \\v "
remotely be_considered a poem of juddement. But it is not

merely part1c1pat1ng in the reality of exper1ence,“ a]ﬁhough
*'Harnke S phrase is he]pful for an understand1ng of unat the
poem actua]]y does. His insight seems to stem from Eliot's
reference to recognition of otheF kindsiof expemiénce, but where
Eliot saw un1ty of diverse exper1ence as wit, the un1ty emphas1zed
vhere is that of Judgement If the poem is unified in th1s sense,

it w111 seem ‘to make a more or less definite Judgement that .

>

embraces the varlety of exper1ence it offers.

Consider the“kind of’experfence offered in the first stahza:

See w1th vhat s1mp11c1ty ‘
This Nimph begins her gollden da1es
In the green Grass she 1dves to lie,

d there with her fair ispect tames
The Wilder flow'rs, and/gives them names:

. But only with the Rosey playes;
And them does tell - .

What Colour best become them, and what Smell. .
; (11. 1 8)

: 24uplay and Metamorphos1s in uarvel] s Poetry,“ Studies in-
English Literature 1500-1900, 5 (19&52 23430, rpt..in William R. °

Keast, ed., Seventeenth Centuhy English Poetry: Modern Essays 1n ,"

Cr1t1c1sm, rev. ed. (inew York: Oxford Un1vers1ty Press, " 1971)

p. 353.
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The tqné is affectionate, even‘excitediy 0 as the imperative
indicates. The.wérd‘ "Nimph " estab]fshes the type of fairy
tale atmosphere appropriate to the fée]fngs of a young gif]
nlaying in nature, ana the remainder of the stanza maintaihs
this:fone. That‘ghe "tames" the wilder flowers, names them,
and éives instructio s to roses is consistent with the }wtnical
power associated w1th the 1mag1nary wor]d of beaut1fu1 yoﬁngx‘/
ladies. The descr1pt1on, in which only the action of 1y1ng in

- the green grass is sbecifica]ly physical, is an appropriately
oblique way for a g}OQn man to ”participate.in'the reality” of
‘the young girt's experieﬁ;e. The innocence and ”simp]icftyn

of a}yohng girl 'is abundantiy;manifest'in E?is stanza,vénd
Marnke's insight is helpful in describing what this stanza is

~doing.

But the next two stanzas take up the single flaw in the

innocent world of the first, '(the c]ear indication in "begins "

'that this 1dy1]1c experience ex1sts TQ the realm of t1me) to
P

snecu]ate on future ram1f1cat1ons oth‘r power. I will return

through t1me, and examine the fourth stanZa

_Meantime whilst every verdant t
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nss, seeing they are fair;
Aood R0 " their thorns .disarm:
t most procure ‘ ) o
Thot duicte oy a longer Age endure (1. 25-32).
Jdean i apparent!y p . 2s us back in the world of the first

st. za, bdat in *he simp 2¢: terms, the lesson of the two interce-

¢ing stanz s has  aanc ¢ _nat world ikrevocab]y . Their weight

appresses "Mean Lime’ hoan air of resignation so that it now .
ceoriec the ~ur'=n - che know]edge that time 1tse1f will i
obl.te*e arld! s-natura1_1nnocence.

The qif]‘s absolﬁte>command of thé'situation‘exbressed iﬁﬁ
" the f1rst stanza is here de11m1ted “she. cannot 1mprove the
appearance of tu11ps, for they are already "fair. “: Th1s 11m1tation
of power is also conveyed by the poet's command to "Reform the

erroﬂrs of ‘the Spring," and all that invoTVééwwfﬁﬂét>is involved: is
1ntimations of bruta11ty in “thorns“ that the roses of the f1rst
stanza consp1cuous]y lacked. But most po1gnant~15 the recogn1t1on
that omnipotent time"is involved: the command of the last two
1ines refuteé‘itse]f-by‘recdgniéing that it is impossible, atd,v‘
becausevﬁt is the "most" significant task, undermin < the prevtdus
commandé; The tone of this stanza is so different from that of

the first as to imply a refutation of it: it is certainly a
vést]y‘ﬂitferent way of regarding what is.essentially the same
_activtty. And the 1egitimate'qhestjon to ask is: what relevance

‘has' this stanza to the activity of judgement?
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The question ean be inswered by decagfngfon tne dearece
td which this stanza contalns a Judgtment.ef :he s1tuat1on
‘The second and th1rd stanzas spechTate, in a manner as ob11que‘}
"as, hut more hyperbo]1c than the f1rst,.about the crht1nuancef |
in t1me and into ‘the w3i1d of man of the povier stemm1ng from the
child's beauty. The question about the fhtgh,cause“ for which

“This Darling of the'Gods‘was born!" (11. 9716) continues from

w;v N

the f1vst stanzawthe poet's affection and moves the child into
. the even more; ?%11que and more hyperbo]ic-wor1d of Olympian
de1t1es.- She&w1]] break Cupid's bow,.the poet specu?ates, as
he chaste Laws” defeat his wantonness This conf11ct 1s nec-
essary if the poem 1s to ma1nta1n 1ts comp11mentary nature, and
the ob11que hyperbole w1th wh1ch it is: described is appropriate
"for the compliment it bestows

The sechd stanza ends w1th a concern natura] to the

situation: ”Happy, who can /“Appease th1s virtuous Enemy of

Man‘“' In the next stanza the poet - ga]]ant]y attempts to answer -

toékég'challenge The m1]1tary terms, "compound," “parjy,“
wound," 491anc1ng whee]s,“‘"Triumph * and "yield" Bring the
girl down from‘Olymp1an he1ghts to the more spec1f1c and more
destruct1ve wor]d of man. The ob]1qu1ty of th1s description has

the- v1rtue of Wa1nta1n1ng the essent1a1 nature of the~girl's

1nvo]vement, while at the same t1me mak1ng as specific as possinle

-the actua] events. - Her beauty in the first -stanza, as a "fair

nv",

'S
s
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Aspect" .tames wild f]owers, here s §$ec1f1ed aS‘”conquerlnq

Eyes" that become g]anc1ng whee1s whuch dr1ve over - the hearts
é

of su1tors The same qua11ty 15 be1ng described, but when taken
3 3.
out of the 1nnocent world of nature and p]aced in the world of man,'

=

it becomes destructﬁve' The essence of the girl is th1s qua11ty,
.and had the specu]at10ns of the second and third stanzas concen—

)

trated on the girl instead.of on th1s quality,.the s1tuat1on v,:m
would have been more comp]ex; adm1tt1ng,ci9r example, -the )
poss1b111ty of a peacefu] Tove affalr The felicity o% the -
abstractlon made poss1b1e by the ob11queness of the descr1pt1on

1s'that‘1t chcentrates on the representative nature¢of*the act1vity

of her beahty in the tvio oppdsed realms. Moreover, involvement
./“

. of the poet h1mse1f g1ves the abstract1on s ome sense of rea11ty,

"for he affords a spec1f1c example in a wor]d that m1ght otherw1se
,appear 11fe1ess | | ‘

v_ H1s persona] 1nvo1vement prtpared for in the second stanza
' and made spec1f1c in the third, 1ends an air of rea11ty to these
.two stanzas This sense is augmented by the fact that these
stanzasvalso represent the ord1nary wor1d of menhand women 1n17»'
Tove shared by most headers. Given the inevitable destructivet
 ness of her beauty tn our world, the question_now;parameunt is-
how .this heauty can be aceomodated with the real wor]d{

It cannot, of course, and this is what the resigned tone of

the fourth'stanza; with its poignant emphasis on time, pommunicates;



J

,Something like a judgement is made by this stanza, but it is not

P

so specifically a judgement of attitudes realized thr0ugn a summary
of balanced antithetical att1tudes as 1t is a Judgeutnt expressed
in tone. The affectionate, indulgent tone of the first stanza is,
through a recognition of the jnevitab]e corruption by time and -
the world of. man, rep]aoed b& a.tone that molirns thatl]oss. It
is not mere opinion, nor is it the kind»of uncritieal yearning
for innocent:worlds found in "Bermudas " for‘here the reaTity of
the innoeentjexpemience 1s‘ba1aneed'witn the less pleasant _‘
reality of the rea].world, and the importance of both is understood.
‘ | The fifth stanza does not 5ubstantia11y alter the conclusion
of the fourth, but adds a dimension to it.by wanninglthe girl |
that her beauty mtght, if not nandled properly, preeipitate des—
tructionenow. . The world of the first stanza is hete forced to
accept the realtty of the ordinary world, and the tnnocence
'previousTy,ce]ebrated is‘shown to be extraordinarily precarious,
and perhaps 1mpossib]e'to maimtain

: The poem does, desplte Warnke s assessment make a statement
about ex1stence, and this statement is made by employing the
technique of “part1c1pat1ng in the rea]1ty of experience.” This
technique w1th this degree of cons1stenoy, is found e]sewhere

in Marve]], in ”The Garden,“ some. parts of “Upon Appleton House,"

“j "A Dialogue between the Soul_and Body," and "To his Coy Mistress."



.
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\The d1sadvantaoo of this terhnlqup for 1nv0|v1ng the activity

of Judfewent is that 1t does not tend to express ‘attitudes

yi

c]ear]y,_thus making Judgements very elusive and hard tofperceive(

?

: There seems to me alfurther wealness in the judgement oxpresspd

i
Cin. th]a pcem. This involves the njpewbo11c extension of beauty

1nto the future. Such hyperbo]e 15, of course,,appropr1ate to

the compl1uentary naturt of the poem but 1t does de11m1t the

151tuat1on to the dogree that vie feel thn poet has not shown
'adequatr refogn1t‘on of 1ts pGS>1b1€ conp]ex1ty Tn1s 15 not

~to say, that he 1is 1ns1ncere, but his a11e91ance seems to be
\ /
dprectedgmore toward his own dilemma about the nature of innocence

than toward apparent subject of the poem otab?y "had he :

given- more attention to the g1r1 herse]f h1s d1]emma wou]d not
seem nearly s9. acute To a dencn;trab1e but ]nss marled degree.
than in "On a Drop QT Dews," thD attitudes in. th1s poern do not

seem natura11y’to emcvge from tnﬂ s1tua§ton

A
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The poems of Harvel] that most .erfective}y exhibit the
elementa of judgement are: "A D1a1oque bttILLn Tht Reso]ved
Sou]i and 6reated Pleasure," ”“n Horatian Ode upon: Ch’hfel 's

Return from-Ire1ahd,“ "On. Mr. M11ton S Parad1se Lost‘ﬂ and "A

Dialogue between the Soul" and Body. " Ba1ance of Lhe antwthtt1-_\

cal or 1ncongruous, s1tuat1ons 1nvo]v1ng s1gh.f1cant human
exper1ence, attitudes that seem to be determined by the s1tua—
tion, evaluations that prov1de the mos t- appropy1ate sunmary of
- these attitudes, and, in one case the notab]y effect1ve'k1nd
of 1mageAfound in "The Fa&r~81hger,V ere qoalities charaoteYis-

tic of these poems. ,
> ' o L ‘,a

The.second dia]ogue,'”A Dia]ogue‘betwéen the Souyl and'
'Body,” 1nvo]ves a techn1que of presentat1on S]1ght1y d1fferent
from the other ..vee, so it w111 be d1scu55ed 1ast here the

. Iy o
ach1evement of judgement’ Tn the others 1nvo1ves a pub11c,

“

V

representat1ve quality to the statements, this poem, while not

a who]]y pr1vate v1s1on, shows less: concern for appealing-to

‘cultural norms and ways of th1nk1ng Its.mdde of presentation
has more in‘common with that'of’“The Picture of little T.C. in

a Prospect of Flowers" than w1th the mode of the other poems

.of Judgement

The nmvement of'”ﬁ'Dialogue, between The Resolved Sou]

ohd Created P]easure“ can more appropr1ate1y bo descr1bed as

cons1stent1y 11near than the a]ternat1ng movement the d1a1ogue

form, with its moyement back and forth between individual
. 79 |
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ta%@ﬁents,‘might suggest;. This does:not-mean'that the 1ssues
nri/not suffIC1ently polarized, but that the rea der, Idta11y a
{,aeventeenth century Christian, khows beforehand what the~1ssues
are apd‘what the'conc1psion wt]] bel It'fs.an old story that~"

T * -

he has probably heard betore,'and if he has_pot heapd 1t the
fact.that the sou] is "Resolved" tells him that the soul must
win. The \1sdom expressed in thg:_xaluat1ons the poem S0
stark]y makes 1s the product of 2 r1ch tradition that is shared

N ‘LBA ','f;' s
ulth deep conv1et10n by many of Harve]] S, conte porar1es The

enormous papu]ar1ty of P11qr1m S Progress testifies to this. It
o *"" ’

1s th1s pub11c aspect of the poem that'scems to prompt Bradbrook
‘ énd Thomés“s'remark tﬁat; "It is a public affair,"-a remark that,

with fts emphasis that makes "public" something unattractive,
_* ng

seems to account for their correlative that, "The conflict in

‘fthts poem is not very seriousW (Andrew Marvell, p. 72).

" The conflict isoseriope, unless by serious they mean “;q 1;,/
dramatic in'tpe %anner associated with'bonne,_and its seriousness
takes its:Strength from the‘ﬁéy.it is also pub]ic; It utters
the hard-won fruths ot:a C?vi]ization in which a great dea1‘mete
attent1gp -was g1ven to the issues surroundwng temptat1on than
mos t que;ps are. ‘comfortable w1th If this poem's empha;1s on
‘ ascet1c1sm seems distasteful. to us,»orxpehhaps mere1y-irre1evapt,
Qe can remembép thet tt repreéent§ a way of 1%ving that manyh}

. admirable men, . Marvell amopg .them, spent tnelr 11ves defend1ng

oy ] .

4 o
[
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It is also the vay: of 11V1ng, as R. H. Tawney arnues,ithat_is the ..

-
7

or1g1na1 informing sp1r1t of modern cap1td11st e1v111zatlon
— R
With this pregud1ce acknowledged, we'can ¢ am1n novw the poem o
(7

e

g1ves its .ssues the treaunent thgf makes ° it a poem of Judgement

7 The k1hd of seriousness with which the poem regurds 1tse]f

J N

cannot be ta“en as in any way synonymous wnth so]emnlty b

A
e

v) < . | i

Courage my Soul, now laarn to wield
The weiont of thine imrlortal Shield..
Close on tney Head thy-Nelmet DY]ght
Ballance -thy Sword again§t the Fight.
See where an Army, strong\as fair,
With silken Banners Spreaads -the air.
NOH: if thou bee'st that th\ng.Divine,
In this ddy's:Combat let it.shine;
And shew that [ature wants an\-Art
To conquer one - reco1ved Hearg (11. 1-10) "

Marve]] s art1st1c dilemma is s1m11ar to M11ton s in creat1ng

the\Satan of Paradise Lost; both must make temptab10n seem
}

anteresL1ng and attract1ve w1uhout ng1ng 1t co nuvh attract1ve—

ness as to woo the reader aWay from the truth BJE where Milton
g1ves h1s tempter a]most 1tres1st1b1e human appea] then:uses -
grotesque mockery, outr1ght scorn and reductlve humour to fm
be]wutle h1m M ﬁve]] avoids th1s prob]em ent1re]y by mak1n§ the
sou1.appear on]y s]1ght1y comic. The v1s1on evoked in Lhese

, ]1nes of a man address1ng his own sou1 as if it ware a 11v1ng:

3 i
‘ human belng armed in a rea] helmet w1th real sword and sh1e1d, %%

\\\-,’

i
places the s1tuat1on in a rea]m prec1se1y remote enough from

T o w5 ‘ : :
. : \



a

“the tempter that p]arued‘ﬁi1ton canhot present ?té@gf:fTThis

' Bunyan s work. --Grace Abounding, for exawple bes1des p]ac1ng

‘Im enormous 1mportance on preacn1ng ﬂays great weight on' the

E w

human experience that the quéstien gf the re@gttvff

erits-of

*

does not mean that the issues are obccured or that tht1r force .

is., d1m1n1shed to any extent, but it demonstrates the br11]1ance

of Eliot's cr1t1ca1,1ns1ght thqt finds in rarvell s wit an

- "alliance of levity and seriousness (by whigp\the seriousness

is intensified)f (Selected Essays, p. 296).

This tntroduction; with 1ts'fe11citous incongruity .of great
moral seriousness-within a sTightly camic scehe, sets the terms
of the batt]eg?ﬁhich, ?nterestﬁngly, takes: the form of an arti-

fst@c\conflict:: "And shew that Hature wants an Art." That words
FAE ! ’ 7 ' ;

" are the art fo¥m in whith the battle will be conducted is

- i . i A

suggested by the sourcé in Ephes1ans the sword of the spirit is N >

the word of God, S0 thws soul's weapon is uords, wi th tne rurther

4

1mp11cat1on that God, 1f not tle dlrect source, is at least in
| : L .

the 1mwtd1ate background

3

‘o judge, from their 11terature, wordc to puritans are

extraordinarily stgn1f1cant. Milton's interest: in the poet as

1mouthp1ete of heavenly truth ts'hot so much fh question here as

15 thé cruc1a1 1ijprtance of 1nvo1vement with words found in
]

O . <

Ty
1nd1v1dua1 words that: sinners constantly ref]ect upon to this

B

j o S | K\

o
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"chief of sinners" words seem as talismans that directiy reflect ~

his distance from God]inees. Also, in the Holy War the single .
:most important gate to the soul is Eargate. Throughout tnese
two works, words are seen aé,the sou]'s'moet direct 1ink Qith
either God or Satan, thus indicating'thet; at least for B?nyaﬁ,
hearing is the predominant sense. Milton's fascination wfth,tne
moral force of music,a1so‘suggest§ itse]f here.' Thi§§2mpﬁas%s

" by two eminent contemporary puriténs énggests that the siénifi—

cance Marvell gives to the function of words in this poem%placeé

it in the mainstream of puritan literature. o
The Soul's advantageuover its oppbnenf is 1ts‘unf1in§hing
aaherence to Christian, and specifica]]y puritan truth,'an%
ménifestS'itself.in its command over words. MWith a séafk Eﬂ .
.minimum of adornment it engages the disgufsed center ef P]e%suke's,
temptat;one and exposee their trué_neture.’ The he1ghtpn1ng effect

<

promised by partaking of ”Ngture‘s bangUetf (11. 11-16) is i

succinctly shown to be the wrong kind of heightening:z , 'J§

I' sup above, and cannot stay - oo
. To.bait 'so long ‘upon the way. (11. 17—18) '

. : ) ) *
‘ It is s1gn1f1cant that P]easure S offer is not seen-as ev11

there 1is no suggestxon of dev11try here Instead the offer 1&\
mere]y p]aced in its proper pevspect1ve by amb1gu1ty in ”above“
and “bait,“ There 15 on]y the s]1ghtest suggest1on of entrapment

in ;hewTatter,ywh1cn takes 1ts_pr1mary‘mean1ng es_the.rest‘and

o
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refreshment oFtered to tlawe110rs Hothing could beimore
) natural” than acceptlng this offer, but the s1np1y stated

rejection makes it plain that th13 natura] ease is in tne Wrong
crealm.- Aga1n, when Pleasure offers aromatic sat1sfactlon ‘that

. , y g
will make the Soul "siow/ Like another God" (r, 27>28¥; the

1

- Soul exposes the real mzaning of, this perfume: - .

A Soul that knowes not to presume {
Is Heaven's and its own perfume. (11. 29-30)

By the simple device of hhyming ?phesume” hith ”perfume“ the.
Soul,demonstrates its gresp of the mortal dancer of P]eaéuhe's
“ostensibly innocuous offer. By \efus1ng to accept the. minor
godnead offered by P1easure, the Sou1 showis that it is A That

thing p1v1ne k

L

Fenc1ng w1t1 words 1n th1s poem_is notably s1mp11§t1c,
i ﬁ\;. =0

an'effect that accounts perhaps more than hnjth}ng e1se, for
the.dissatisfaction some readers feel with this poem when‘jt is
'compered’with A D1a1egee between the Soul and Bbdy.h That l
d1alogue is often- pra1seg for the tensions 8nd'heightened'sehse
of conf11ct that th]s poem SO obv1ous1y 1acks, and ‘the poemﬁl
w1th the "real" tension is fe]t te be super%or, or\at least
ﬁore serious. So readers applaud the'conf1iet found in:

Had i'but any time te lose, 3
On this I would-it all dispose.

_ &" Cease’ Tempter. Hone can chain a mind
‘ Whom this sweet Chordage ecannot bind. (11. 41-44)

¢ Fmaeaoao-



William tmpsan S d1§covtry’that “It 19 excu1o1te1y po1nted
e o
espec1a11y in that most corcs are Wtarer than cha1ns, 50 that

the statement is paradox, and thcse chord are 1mpa1ab1e, o)

that it is h/porbo1e ? has attracted u1despread%approva1

But tt1s passage is a. dTStlnCt dcf]ect1on f%om the moye-
.nent of the poem ’ The hyperbole (eXme/1fy1ng th samt/concept
_as . the ’Fetters passage in ”T1e Fair S1 ger ), and the adJec—’g'x
tive sweet " indicate that the SOu] actual]y fee]s Ehe tempta-
tion, so ue'nave a sense of tens10n that s not foung e]sewnere
in _the poem S Itis notable that P]easure S tenptat1$ns arp |
presented in heptasy]Labwc trochees suggest1ng ]ushness and
enot1on, wh1]e the Soul's anSWers are g1ven “in octosy]Tab1c
1ambs and prov1de the appropr1ate sen5c of prec1se non- sensuousj
contro] to accompany its statements of unadorned truth And the"
“Soul's equa]]y spare use of f1aures, except that 1s, for 1ts
puns, aJso shows h1s unw1111ngness to be def1ected by ornament
from truth The - unusua]]y f1gurat1ve nature of th1s passage,.1n
compar1son to the remawnder of tho Sou] s answers; is. a measure
of the Soul's suscept1b111ty to tn1s temptatwon j S1nce the ear:~”“
is the most 1mportant sense in. thws poem, 1t 1s therefore approp-Az
r1ate that 1t supersedes the norma] predom1nance of s1ght

"It is this adamant adherence to truths thCh succ1nct1yr

and for

\

the most part unf1gurat1ve1y, eva]uate the wor]d of -

. Seven T; es‘of Amb1gu1tx5 23rd ed.” (London: Chatto .
and Windus , - 1970 »p. 105. S o



nature, tHat embodies the<judgement of the poem. The .answers

- are made in the poet's mind and known. by the audience before—

é
hand. the1r uttcrance has the form of w1dt1y held con“1u51ons

expressed with on]y enough graceful'charm to make them pa]atab]e
More of th1s charm in presentat1on wou]d create a poem in wh1ch

the Chordage gassage vere the norm, and 1t wou]d dec1ded1y

not be the poem before us. The att1tudestihese eva]uat1ons

express have the sanction of a strong, re]1g1ous cu]ture,beh1nd

N

them, and'it.isrin this sense that the'poem is a "public affair."

Ant1thet1ca] and 1ncongruous presentment in th1s poen is

'muted by the need to convey with great precxs1on the pub11c

~ judgements 1t-offers, but that the situation is eva]uated is

clear from the public approval the sentiments that it expresses -
wou]d receive.’ An e]ement of performance 1s a]so present but

Tt s str1k1ng]y unlike that of ”Mourn1nq,“ or "The Ga]]ery,

for here the ‘performing Soul is 1nvo14ed with issues that demand

i}

more adherence to mean1ng than th]S qua11ty can eas1]y manage.

:There s too much at stake 1n the outcome for it to: be treated

-w1th*the k1nd of bemused detachment ev1dent in ”rourn1ng"

the kind of se1f interest represented by ”The E{W]ery ‘That

Marve]] is more interested.in present1ng h1s c1v111zat1on 'S -

~ -
O <

truths: than in d1sp1ay1ng the. ingenious. sk111 he c]ear]y possesses

1s apparent from the poem s absence of f1gures, and a]so by its

+

: uncharacter1st1c 1ack of ob]1qu1ty in approach1ng 1ts subJect

0
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Alvarez's Lscert1on that Marvell is "the foremost poet
of judgwent in the English 1anguage and 'An Horatian Ode' is

h1s foremost poem" (The Schoo] of Donne pp. 105-106), seems

to be an unequ1voca1:p1acement of this poem as the greatest
. poem of judgement in English‘, But to judge from the diVersity
of op1n1ons on this poem, its most salient feature m1ght seem

to be 1ts resolute 1nconc1us1ventss, a featuxe shared with -

"The Definition of Love" and “po'nn1ngt which do not jud
'These three-poems show a'mind”;angino over a number possib-.
ilities without firmly endorsing any single perspective, and’
-1t s T; S. Eliot's distinction to have -illuminated this feature
by pinpofnting it with the phrase, "other kinds of experience.”
But this instoht does not diffetentiate‘this poem from the
others. For this we need to recognize that the ”Hor@tian'Ode“‘
contains the eya]uatfon of its experience tnat the other poems
‘Tack; and this recognitton must take into atoount the impression
- of many readers, repfesentatively‘stated by John M.  Wallace, *
that “q'tentatiye suspension of final judgement "26is pernaps
'the*best'desoripttonuof tne tone of the ode.

What immediately and forcefu1]y differentiates the

,“Horat1an 0de" from "The Def1n1t1on of Love” is that the 1d1osyn-

\

crat1c vision characterizing the Tatter is ‘'wholly absent 1n_ak'“'

S this ode wa]1ace‘s convincing argument that in.almost eveny" '

26Destmy His Cho1ce (London Cambridge University Press,
© 1968), p. 103. . | .
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case, "Marvell's feelings meet the historical probabilities”

(Destiny Mis Choice, p. 79), places the ode as an eminently

public performante. His research shows that Marve]}'s uhhi]]ingness
in the poem to formulate a sharply defined attitude either for:aj
against Cromwell was shared by several important contemporaries.
The type of sing1emindad intensity towards the issues that Milton
| exemh]ifﬁes was not,the norm among those who expressed. their |
true feelings toward the rising general. The boem thus does not
re.emble "The Def1n1t10n of Love," for it is about a rea] and
h1stor1ca]1y s1gn1f1cant human exper1ence

o Its aff1n1ty with "Mourning," however, seems more profound.
That goem S- 1nconc1u51veness, so boldly stated in, "I yet my
s11ent Judgment keep,' and enforced by puns and equ1voca1-'

/ i .
wstatements might seem to characterize the ”Horatiah Ode," where . .

(

admlrat1on for and awe of Cronwel] are ba]aﬁC°d aga1nst at least.
’sympathy and possibly equal adm1rat1on for Char]es The kind of
ambiguity and ambivalence that seems to delignt the speaker in
"Mourning" is a -recurrent technique in the ode:
The forward Youth that would appear :
Must now forsake his Muses dear. (11, 1-2)
As if his hightest p]ot )
To plant the Bergamot, -
Could by industrious Valour climbe

To ruine the great Work of Time. (11. 31-34) - - .

Nor yet grown stiffer with Command, -
. But still in the Republick's hand. (]].v81-82)

—n
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The first quotation is reminiscent of the opening of "To his ’

Hoble Friend Mr. Richard Lovelace, upon his Poems:"
Sir,

Our times are much degenerate from thos:
Uh1ch your sweet fMuse, which your fair

: “ . Fortune chose. (1. 1-2ﬁﬁ*\//

N : : L
Both announce a crisis in the age in ‘terms of the;condi{;ﬁn of
the arts, L.t where the address to Lovelace everywhere unam-

, biguously stresses that the times are “degenerate,“ the other
1ntroduces a curious cons1derat1on with "appear."

If this word is an examp]e of Marvell's carelessness, the
poem is more seriously flawed thah mos t readers have thougﬁt,
but if, as seems more probable, it is thoughtfu]]y placed, then,
along with the 1mp11cat1on of untoward push1ness in ”forward "

” it assoc1ates the youth with the world of the SocwaLate whose
chief concern is to make a good show1ng. When it-later becomes :

clear that thisﬁ“YWuth“ provides an analogy for the rise of

Cromwell, he me n}ng expands to include the sense ‘in wh1ch a
remarkab]e act of nature or the gods looms into significance..
It is d1ff1cu1t to say covincingly with th1s examp]e whether

e
> wB S

Marve1A”

sfon1y Juggl1ng 1ncongruent mean1ngs or whether the poem

as a who]e embraces and suff1c1ent1y accounts for their d1vers1ty
The first coup1et of the second quotatwon seems to pun on

"nlot,". to reveal Cromwe11 S de11berate and cunn1ng plan’ to f

“ascend, dt the same time that it pr1mar11y ma1nta1ns a comp11ment

N
/



by associating him with the Roman soldiev/farmer jdeal. The

choice of the ”Bergamot”'pIant'intensifies the pun, for, as

George deF. Lord points out in his note to this line, the

.Bergamot is "A pear associated with royalty." The strong x

suggestion here, emphasized by the qualifying "as if," is that

when Cromsell was a farmer he was p]ott1ng, at best perhaps
unknoun to h1mse1f to ascend to the- status of royarty The
perhaps,f indicated by the speaker's ”as if," 1s a1most sly

15 its sugdésfing wifhout stating this suspicion. The next

coup]et seems to be even rore ambivalent, because "industrious,"

:accord1ng to Thomas R. Edwards, involves '"both the approv1ng

sense of 1nte]]1gent skill' and a more host11e sense of r1ch
in crafty devices and expedlents with further comp]1cat1on by .

a third meaning, 'trade or marufacture'. “27””

The last quotation is the most problematic of the three,
and the disagreement between Cleanth Brooks and Doug]as\Bush
did not close the questions raised in these lines.28  Brooks'

opening contention that "still " implies "the recognition of /
_ ‘ v- Fv;‘; | | o0

27 1magination and Power (New York: Oxford University ‘-

Press, 1971) p 74. . S ‘

28 ep Brooks, "Marvell's 'Horat1an Ode'," English Institute

" Essays 1946 (ilew York Columbia Un1verswty Press, 1947), pp. 127-

1583;Bush, "Harvell's 'Horatian OdQ ,"' Sewanee Revweu, 60 (1952),
363-376; and Brocks, "A fiote on the L1m1ts of 'History' and the
Limits of 'Criticism'," Sewanee Roview, 61 (1953), 129-135; all
rpt. in Seventeenth Centurv Enclisn Poetry, ed. J1]11am R. Keast

(New York: Oxford: Uh1vers1ty Press,1962), pp. 321 340 341-351 and

352-358" respect1ve?y.,

4



-

: . 91
" the possibility that Crohme]]_wii] not a]hays so defer to-the
commonweal th" (p. 333), is countered by Bush's conviction that
"Marvell's words afford no‘ground for an ominous hint of a : ..

‘possible change of heart in Cromvell" (p. 350). Drooks seems to
gfvevthis pQﬁht to his opponent, but answers about the previous
»1ihe: ”Suqély this Tine implies the possibility that men in

! . , .
whom so mﬂﬁh power is vested may grow stiffer" (p. 353); and-so
/ ; .
ardent a/proponent of the view that Marvell is arguing for the

“acceptapce of Cromwell's regime admits:

There can be no objectjon to reading in. the
ambiguous 'yet' a hint that unless Cromwell's
power is kept within the republic's hand it may
well grow arbitrary, but the adverb may. more confid-
ently be asserted to introducs the reasans why « =
"~ “the denigration of Cromwell has veen 111 founded.
(Destiny His Choice, p. 92)

Thewhgsitation may be small, but it is still there.
f These fhree,eiamp1e§ ofvambiguityAand_ambiva1ence’forcef&]]y
reveal that fhe way’thé sftuétioh in tﬁe “Hbratian 0de" is
presented bears striking simi1arity‘w1th the presentation in
”Mournfng;“ The most careful diécussion of the Content of
individual passages can be stated only wfth the kind of exemplary
brudence ofaJohn HéYIacé‘s recognitfon that firm'-definitioﬁséw

of the poem's éttitgdes'might finally be 1mposs5b1e,'.The crucial
task, then,:i$~to show how the "loratian Ode”&does not diminish
thefimporfanpé of meaning by juxtaposing opposites as ”Hourﬁingf

e
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Egﬁfﬂ . does pr1mar1]y for the de]1ght 1nvo1ved in the performance, o ‘§
\\ ZIE R - 2 '

A

hat Marve1] s effort 1n the,poem Just1f1es Wallace's con-
that 1n the “Horat1an OdE” Mary 11 s "function Was to
‘tet' Speak’ not h1mse]f but the truth to m1rror reé11ty ’pat to

"express op1n1on (Dest1ny H]S Cho1ce,.pﬂ 105),

G ““ Na]lace S examlnatlon by 1tse]f goes a 1ong way toward
Just1fy1hg tﬁe poem S- ba]ance of att1tudes, a]though 1t does
“not suff1c1entiy account fd& the way the poem embraces and
reso]ves dts pervas1ve ambfyalence .And geperal - agreement with
~ “wallate the51s does not ob]1ge us a]so to\agree with him that—a

' ”Char}es is mere]y an 1nc1dent in a narrat1ve wh1ch begins Wi th

I
i

CronmeTl\s extraord1nary.pa5t and-conc]udeg with the expectancy

;U«Of h1s g]orlous future (Destiny~His Choice. p. 78). As an ode

the poem pr1mar11y pra1ses Cromwel] but as an “Horatian“ ode ‘

1t 1s marked by a Jud1c1ous qua]lty \This gudiciousness is

DU ev1dent 1n the cho1ce of the—‘orm for its pagan or1g1n déscourages &
SO TR

v

the d1ff1cu1t 1ntroductlon of cruc1a1 quest1ons ar1s1ng from the

re11g1ous cont yersy the prob]em of natural law, for examp]e,

' 1s more,read11y managed by 1eav1ng open in, ”The force of angry

A—p.

;Heaven 5. f1ame A 269 the origin of_EromWETT—Evauthor1ty 1S

it 1s“made 1r dtutably ciear that the Chr1st1an God: sent h1m, the

‘debate»1s cTgsed, SR

This Jud1c1ousness reaches 1ts peak tn the passage about

‘\.

Char]esr o L
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He nothing common did, or mean,-: . ;
Upon the mesorable Scene: 7 ' . F
JA.But with his keener Eye
The Axes edae did try:~
. Hor call'd the Cods with vulgar sd%ght
To vindicate his helpless, Right, -
But bow'd his comely Head
‘Down, as upon a Bed: o
This was that memorab]e Hour L
Which first assur'd the forced Pow'r. (11. 57-66)

4

» There is hothing in this passage to suggest that Charles is-

anything but noble. And the emphasis "Down " gai:i/hy virtue

of its position evokes from the reader a sense &f involvement

in the beheading itself; an involvement that makes it impossib]e
]

to regard this executlon as “mere]y an ihc1dent” in a poem that ’

is ostens1b]y dedicated to Cronme]] The stress on Char]es

‘nobility, with its emphatic rejection of "vulgar spight " Jendorses

the negétive'aspects of the desc 1ons of Cromxe]l, and gives |

*

o at 1east enfotional. sympathy to the ”great work of Time" (1 34) . .

)

destroyed by Cronme]]‘ “forced Pow r. -‘ And the appropr1ateness
of th1s emot1ona1 ant1thes1s is Just|f1ed by the way in wh1ch
the poem is a pub]1c performance

» One of the th1ngs established by Wa11aeé's research is

that the attitudes ~the- poem expressesjeboth in their comp]ex

amb1\?1ence and in-individual 1nstances, are f]rmly represen at1ve
-,

£
of the maturest att1tudes he]d at the t1me of wr1t1ng The poem

is not, therefore, a d1st1nct]y 1nd1v1dua] utterance, even though
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no one but Marve]] cou]d have wrltten 1t “His skill in presenting

both s1des of any quest1on, sometimes to the point of endorsing

~ each opposite with equa] emphas1s, is unique to him ~ And the

success of this poem is based upoh the way the issues it balances H

S0 honest]v were anmong the most d1v1s1ve issues of his t1me j
The supreme 1nstance of this public qua]1ty is found in the -

factwthat in an ode ostens]b]y in praise, a]be1t qua11f1ed of

Cromvel] Charles. is given.such enormous sympathy . The portrait T

of Charles makes it ptain to anyone who mtght have doubted it

that Cronwe]] has destroyed something pf va]uq&to the whole

nation. This sympathy, hased upon the King' s\@ob111ty in the

face of death Judges Cromwell w1th a force that, a]though it

does not detract from admir:  on for his pract1catmach1evenents,

does- give the ~impression that there 15 an em1nent1y adm1rab1e‘

re@]m of conduct for wh1ch he shaws no evidence of being suited.

The 1mp11cat1on of this Judgement is that-the\doubts expressed

in ‘the ambiguity of the 11nes descr1b1ng him are g1ven the

welght of humane regard for a s1ng1e, noble individual. It is

p1a1n that the Cromwell in this poem Ts never SO 1nt1mate1y ’

regarded, suggest1ng that he may be either unattractive persona]]y

or merely incapable. of being understood in normal human terms

because beyond them. Both these poss1b111t1es are suqoested and

AS v

both are left open.

4'This heightened judiciousness gives the poem a represen-



tative quality, for it expresses Simultaneous]yvthe doﬁbts and
sanctidns.of Cronweﬁ] in a manner so répresentative ag[to 2nc1ude
almost everyone at the time. That it does thié 1ﬁ an.bge known
for its intensely sectarian politics testifies to its value:
ft‘expmpiifies a way of thinking that would sébere]y}1imit the
'Qppoftunities for war andwstrffe in an} age. This universal
dua]ity, although achieved with some of the same techniques

3

employed in "Mourning" for the purpose of writing a clever poem,

so differentiates thev“Hdras from thdt poem as to place

‘it firmly as a pdem of judgemen$\id the very highest sense.
“On M. Milton's Parédise'Lost“ 15 as clearly a pub1i¢ _,'

performance as”the "Horatian Ode,” but in place of Z\hé‘dde!sf, |
.1nconc]us1veness, this poem presents its attitudes with an
unamblguou< c]ar1ty that is rare in Marve17 out;xde hq;f“dtw}e$~
It does conta1n satlre, but this does not defTect the poem s‘
movement. The den1grat1on of Dryden.is, in fact thoughtfu]]y
.1ntegrated w1th praise of M1]ton, ?;r 1t}prov1des a ba51s aga1n$t

_ whrch Marve]] balances what N11ton S pruﬁace to Paradise Lost

would 1mp]y is the poem s most radicdl featyre; its lack of
Cﬁ&mé/ |

Th1s poem has not received much crltlcal attention. There
seem to be two Pe]ateﬂ reasons for th1s, the f1rst of which is

‘the general eeﬂ1ng, vo1ced here by ucorge defF. Lord that

N
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Varn
“"The First Anniversary of Government under
the Lord Protector" marks his abandonment of
the balancad, judicious attitudes of "An Horatian
Ode".:. From 1687 on, in the remaining decade
of tife, his energies were entirely spent par-
ticipating in and writing about ‘political affairs.
(Andrew NMarvell: Complete Poetry, pp. xi-xii.)

I

This widesoread impression which has been advanced as evidence
that Marvell ep1tom1zes the ”d1ssoc1at1on of senswb1]1ty, ﬁh-
part exp1a1ns why Lawrence M. Hyme: can f1nd "On fir. Milton's
Parad1se Lost” d]st1nct1v '‘prosaic. ”29Th1s poem contains a qua11ty

s1m11ar to the "balanced, dud1c1ous attitudes of. An Horat1an

-~
a

Odef,“ and is prosaic on]y for those who tend to agree with

Arnold's unhappy description of the poetry of Dryden and Pope.
The poem's structure s 1ntegra1]y ba]anced The first

twenty two lines express1ng doubts about H11ton s epic are

" balanced by the next twenty-two which resolve these doubts, and

“the remainder examines Milton's radical abandonment of rhyme. The

meso1utidn settTes~the?doubts'in”reverse:brder: the epic's’source
is not Samson- 11ke ”qught“ (1. ﬂ)- but-inéﬁiration from Heaven

(11..41- 44) fear of Hi1gon's success (11. 11-16) is quashed by

test1mony to the ep1c s greatness (11. 27-4@}; and‘fearfthét'lesser o

v.ta1ents m1ght bad]y imitate the effort (17. 17-22) is resolved by

Harve]] 5 conv1ct1on that no one w111 "dare" to do so (11. 25-26).

7,

29 pndrew Marve11 (qew York Twayne Publishers, Int.;_
1964), p.. 117 . _ o , s Lo

96
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~The last convictidn may have its basis in fact, for Margoliouth

suggests that during the t1me between obta|n1ng his licence and

7

the compos1t10n of th1s poem, Dryden had decided not to pubTlish

“his operat1c vers1on of Paradise Lost’tThe Poems and Letters of

Andrev Marve]] I, p. 260). =~ _ “/a;' R

At any rate, the attitudes Marvell po1ses w1th such»
judicious care here remain, as a glance at cr1t1c1sm of M11ton
since Elipt's famous essay will- conf1rm, v1ta1 1ssues This

fact, along with his sharp recognition that the driving force

| S
behind Samson Agonistes is "spight" (1. 9), testifies to the
, maturity of Marvell's judgements It 1s'no disgrace evehitoday

to hold these att1tudes, and the fact that they were uttered

at the tlme Faradise Lost first appeared maPes it clear that the'A

~ technique of 5a1ance and the quality of Jud1c1ousness Marve]]-‘
brings to poTitical issues as significant.as those.in the
“Horat1an Ode“ are brought to bear on the equa11y 1mportant

4 . 3
issues ra1sed by Parad1se Lost. -

Marvell's management of'the‘hereiC‘couplet in this poem

Tooks forward to the politicalrpoetry of Dryden and the social

poetry of Pope, but it also maintains®the more Jonsonian impression

~of the mind actively seekihg truth. As W. B. Piper points out,

Lost are balanced by the seeaker's response in the next five and

13

\ ' , , 7
.the first four and one half lines expressing the scope of Paradise

97
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one halt Tines .30 The sh1ft to the response does not permxt

the coup]et form to d1ctate its entrance S1nce 1t breaks a‘;f”

S
11ne of verse with a new thought 1t g1ves the 1mpress1qg that

the thought is almost 1ndependent of, or at 1east more 1mporta§}

dthan\the verse form. T e ;;‘ :iif % ,f.9éiif
o i - '._‘.:},.: b ,&
Th1s impression 1s augmented by Marve]] S master¥ Of the ~“3;§ﬂ '

coup]et form : ”L';a . s _,f , >° o : D X
‘u ’ .4 . N o - ° " ; . 7 - fi;"

Just Heav'f~Thee, 1like T1res1as, to requ1te,* » N

Rewards w1th Proghes1e tny loss of S*ght : Voo ey i
S0 a3-48) -

S <
G

Because this coup]et fo]1ows two quest1ons about the source of
Milton' S 1nsp1rat1on and 1s an answer to the speaker! syfirst

and most serious doubt, it carr .s. a- cons1derab]e burden. It'.
qutck]y d1sso]ves the su<pense by placing '"Just Heav'n "-in an
emphatlc, c]1mact1c pOSltlon, and by suspend1ng until. the next
-line the comp]ete reso]utlon to the questléhs and doubts hBJ

placing syntact1ca] empha51s on ﬁ”Rewards;” the strong engambment

/. " e . R

fenhances the 1mp11cat10n of ’Wrequ1te and brings home w1th ‘the

reso]ut1on The strenoth
i \

'“the ]ast1ng 1mpress1on, even

»»1 3the}Hegb1thouplet (Cleveland*y The Press of Case”
western Reserve Dpiversity; T '

ey
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'qdprosalc, and ach1eves an effect1veness that is f1tt1ng]y fa1thfu1

LS
/N

(anvimpression enforced jn thjé poem oy»ossonance,in the first
line), seriously questions his su{eaof]ity for writing a biblical -
epic. The ba]ancedvantitheeis is not, fherefofe, gratui tous.

) Marvell's masteﬁy is most strikingly evident ih the secondfl

1ast chp]eg:y ‘ , - ‘ i

I, too, transporued by the Mode offend

And while I meant to Praise thee, 'must Commend.
- R (11 51- 52)

.\\'-
Harve11 uses “the coup]et s rhyme to enforce a Judoement that
comb1nes pra]so for M]]ton with a display of his own sk111

Rhymed_verse is admitted to be inferior to M]lton s dnrhymed

verse, buﬁ the rhyme in this couplet is fesponsible/#or the -

praise, Humility is balanced against skill,.and skill is “ascendant,

|8

- for it is the sourceof the praise. This theme and its managementi

‘heca11 the simi]af intertwining of skill with humi]ity_fhat~ends

’ : o [ ' .
. "The Coronet.” Marvell's performance in'this'coup]et evinces not

: etaphy51ca1 w1t but the kind of w1tt1ness common to ‘Dryden

. }aﬁd Pope It requ1res ordinary thq%ght rather than a rad1ca11y

" ;dlfferent mode of percept1on neverthe]ess, it is far. from

b

I

“On-Mr- Mitton's Paradise Lost" accomodates the sentiments

f 1ts audlence w1th the author S own fee11ngs to enforce about

- Parad1se Lostda,gudgement that has the air-of complete understanding

~

oy
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and faigbful p'uzunL.‘ion of the_iséues. The fact that- the
issues raised = : a2 great qea1‘of criticai debafe 4
testifier . e ‘E“ﬁp v their significance. Moreover,
hid ihr? Cosloas »oder and his balance of rhymed'against
unr- v © 2 amvite th .nvoli:ment of the poetry-reading
pubfic. The nem star s as . 1 ne; if uncharacteristic achievément
by Mervell, T ds At lity to employ his characteristic
techniq.as oi baian o b0 the impression of considered

thought in « = dium ° . w' .ch he usually shows le:s concern for

-presenting both sides of the issues.

»

A salient feature of the discussion to th1s po1nt 1s

X

.that those f1gures norma11y thought of as Metaphys1ca1 conceits

are not often found 1n~Marve11 s poems of Judgemenu. In fact,
.of the poems exam1ned “The'Définition of Love" is the most
'str1k1ng display of this type of f1gure The "Chordage" passage
in the dialogue is not typical of‘Unﬂ?poem, and7compressidn

and complexity in "The Cororiet¥’ are achieved by techniques other

~ than Metaphysi%al conceits. This.might seem to indicate that

j"\

Jjudgement is incompatible with Metaphysical poetryf were this

thé caée,-the view that Marvell is a poet of judgement,Wou1d seem
at‘odds wi%h the common understandind of him as a Metaphysical
poet. Fortunately, "A Dia]ogﬁe.befween the So! and Body“

combines judgement with consistent Metaphysiczl f*gures.

100-
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rpt. in.A Selection From Scrutiny s 11, ed. F. R. Leavis (Cambridge:

!

the Soul and Body" is concerned with a problem of that

101

“James ‘Smith proposes this definftion of Metaphysical
. , -

poetry¢

I't is, that verse properly called metaphysical
is that to which the impulse "is given by an
| overwheiming concern with metaphysical problems:
, With problems either deriving from or closely
P “ resemhbling, in the nature of their difficulty,
the problem of the Many and the One.31

i

Pigrré Legouis Wou]d apparently agree that‘“A'Dialogue between

difficulty, but his description of Marve]]’s actfvity'in this

poem would disqualify it as a poem of judgement:

, ) E ’ &
Marvell seeks rather to parade his ﬁngenuity
thdn to persuade or move; if he at all gives the
the impression of sincerity he owes it to the
confession of his perplexity at one of the

‘most” abstruse problems .of divinity and
ph ]osgphy~32 ‘ o

I want to>show‘how the ingenuity in.this poem is not paraded

as it is, for example, in "The Definition of Love," but is

unswerving]y\émp]oyed for the purpose of expressing an appropriate |
§. ' ‘ A .v.

31"gn Metaphysical Poetry,““SéFUtﬁnx 2 (1933),

Cambridge University Press, 1968), p. 162.

Poet, Wuritan, Patriot, 2nd ed.

32Andrew Mg
588).5.39.

(Oxford: C]arenaonj '

7
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@ Judgement upon real and significant human experience.

# o . ) o - .
The Tevel and tone of the discussion in "A Dialogue

E

between the Soul and Body" is-a source of concern for some

readers . Andor Gomme feels théf;it is "much more serious"
,fhan A Dia]ogde, between The Resolved Soul, and Created

Pleasure" (the Teasingness of Andrew Marvell,", p. 23), and.;

F. W. Bradbrook mines Eliot's insight into Marvell's "alliance
< ' s .
of devity and Eeriousness“ to discover that the paradox énd

-

exaggeration in this poem create "an_ effect verging on comedy"
. (Thé Poetry of Andfew Marvell," p. 195). Fu]ke'GreviI}e's

- : - - - 5 i 3 3 ’ <
Tines on & similar theme provide an" i1lustrative contrast:
- o '

AN

-

Oh wearisome Condition of'HumanityI
- Borne under one Law, to another bound:
”’:] Vainely begot, and yet forbidden vanity;

Created sicke, commanded to be sound:- ‘ A2

What meaneth Nature by these diverse Lawes?33

The three centra3 lines achieve an effect of a&most oppreséﬁvé
: /

solemnity as the‘an%jtheses‘accumulate to stress theQburden-

of man torn by %fréconéi]ab]e forces. “COmmandéd,ﬁ because

aL]iterative and follcwing a heaVy caesufa, comes with the

. force of a physical blow. Greville's passionate outcry is

-quite different-from the second stanza bf-Mérve]]'s‘poem:'

33quoted for a-similar purpose in.George,williamson's )

-Six Métaphysical Poets (New York: Farrar, Straus and Giroux;
1967), p. 226. L A .

k)

Y
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0 who shall me deliver whole,
From bonds of this Tyrannic Soul?
Which, stretcht upright, Ppales me so,

That mine own Prec1p1ce I'go:
And warms and moves this needless Frame
(A Fever could but do.the -same.)
And, wanting where its spight to thy,
Has made me Tive to let me dye '

.~ A Body that could never rest, '

: S1nce this i11 Splrlt it possest (11. 11-20)

E . . LI

o

'. There is 11tt1e sense here of Gtev11]e S vision of the
abso]ute glst1nct1on betueen rlval claims, so'ihe nearest we

. U
come to his r1g1d ant1tneses is in the fourth couplet. But
L’j

the empha51s in "made," which approx1mates Grev1]]e s force-
P

lulnesg, is shlfted by ”1et ". to 1ntroduce a cons1derat1on .

” T

Grev11]e S &1nes cannot admvt ' That is, the re]at1on?h1p

‘between Maqy?]] s Soul and Body entails complexi ties that

.

Greville's 11nes é?e not remote1y concerned w1%h ‘-
e i
Grev111e s’plain dlct1on and syntax, sirong verbs in
“bound " "forb1dden3®»and comqgnded,” and, mof't of all, his
. < . .

lack of figures, places his. lines on a more pa’sionate less

‘pure]y intellectual 1eve1*than?Marve11's

seems , by‘comparison; exaggerated; On th;s po1nt Rosemond &

Tuve 51ng1es out the Bod\ s second couplet as ‘an exaTE}e of

*

- the poet's own ironic qua11f1cat1ons -- :
a dry yeminder, in the Tigure's hyperbolic.

RS

e

v lhe Body S comp1a1nt

103
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 The Body 1s'“stretcht uphﬁght“ because it is human end it

®

1ncon§oquence,\that only the- Body wou&ﬂ
*think be1ng upr1ght is respons1b]e fo R
' fa111ng A L .? LA

. L . . . - N . / i ' . . ~ . . .

We grant, th%t the tigure see7s exaggerated, but not»that’it

embodies 1ron1c qua11f1cat1ons _or tnat it 1s 1Nconsequent1a1 v

¥ FRN

owes. its. 11fe, as the Sou] e§p1afned so forcefu]]y,‘to ‘the h f_

s

Sou] S presenge in 1ts ”Nerves, and Arter1es§,and Ve1ns” (1. ')?Y

It is 1mpa1ed 1n the sense that the quaﬂ1ty of Tife g1ven by

o+
B

the Soul s the 50urce of 1ts suffering; and the state of

_ erectness 1n t&paTes 3 dlr@ct]y balances the Sou] s descr1pt1on

‘_I

.of its be1ng ”hung up,. as ;}were, in Cha1ns (1.57) of the dey ,

b

<</ The couplet’ s, second 11ne, conta1n1ng what M1ss Tuve=sees

o

as irony, br1ngs together,1n a manner that stressés the1r -

- - L L _ . A
rﬁnseparabi]ity thelideaﬂof death with the . already estab11shed -
fact of 11fe, by creat1ng the sense of an- extraord1nar1]y
® s
de11cete’ba]ance between 11v1ng and dy1ng The Body is an1mated

:by the very\thlng«that causes 1ts death,land its complaint

- against the Sou] is that by g1v1ng ]1fe, i't has made th} Body

. X
Susééptlb]e to and aware of 1ts 1nev1tab1e death The percept1on

, embodied with such v1gour in th1§ f1gure can be favourab]y '

N s P

ecompared with the "Fetters" figure 1n "The' Fa1r S1nger,”'where

- , 34E112abethan and Metaphys1ca] Imageny (Ch1cago C.oea

University of Chicago Press, 1947), p. 207. . £

-

- d )

=R
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the antithesis is so compressed that it is difftcu]t to‘Eeoarate
.its'parte. But the compressiqn amount1ng to fusion herejls
rendered so effectively that separat1on of Tife from death 1n

- N1
re

the f1gure is” 1mp0551b1e The concept and .ie feeling of deatht

in.-life and 1ife in death_are intentwined in the sdng]e figure

ofva/moving precfptcej Thetinse’ rability of the fusion is -

4

shown to be nearly absolute wh the figure is compared to

a similar perception from The &ehearsa] Transpro§ d, to which

/ -

'Margo11outh has ca]]egrour at

4

After he was stretch'd to such an he1ght in -~
i his own fancy, that he could not look down
from top to toe but higfEyes dazled at the
Precipice of his Stature. (The Poems and ’
Letters of Andrew Marvell, I, p. 221). ‘ '

ntion:

¥ ‘ !

'y

C]ear]y, Samue] Parker's condition is‘not o) intensedy
precarious as the Body's.

This flgure, perhaps ‘the most effect1ve Marvell ever
created, is exaggerated but does not, as M]SS Tuve thinks,
admit of ”hypeﬁbol]c 1nconsequence The Body S upr1ghtness 5
is the cond1t10n of dts being allve, and especially being
human, so 1t certalnTy has the right to th1nK that being alive
and human 1s respons1b1e for dying: un]ess a]1ve it cannot

die, and un]ess human 1t cannot be aware of its death And'ff

because thls poem 1is concerned with express1ng the enormous

-
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%)difficu]ty'in trying to distinguish soul from body, this figuto “
embodies a judgemept'iowtoe most gffectiso possible manner. \i )
" d A1l tho figures in the poemvopproxjmate this pe?coption:

the Soul is "enslav'd" in the ”Nervés,‘dnd Artefies, and Veins"
- of the Body, and that is the 1ne]uctab1e cond1t1on of beiig g
. allve on earth It complains of the Body.
- And all my Care its se]f emoloyes,
~ That to preserve,,wh1ch me destroys:
Constrain'd not.only to indure
Diseases, but, whats worse, the Cure:

~ And ready.oft the Port to gain, ?
Am Shipwrackt into Health again. "(11. 25-30)

B 2 complaint is dirécted\moké af the iodjosoluble union+
between Soul and Body than at the’Body itself. Both diseases
and their cure torture fhe Soul, for it is the condition of

"human 11 fe that pro uceé the Soul's entrapment. The "Port,”
the Body's death, is the Soul's ostensible goaj, but that is
the end of humah 1ife. /The'last couplet is dramatically |
effective in combining these irrevocab]e paradoxes entailed in

; being alive: being "Shipwrackt into Health" is as‘deletékious It

1 to the Body as it is to the Soul, %%r the'Bodst_statefof health
entails 1nescapab]e “Ma1ad1es” (1., ) for the body, and

ens]avement and" torture for the Sou] On the other hand Tack

of hea]th pains the Body in the norma] way, and also pains the
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Soul who laments: \
What Mhmick could ne“thus confine
W ar.” thers Grief to pine?
e ‘ .ever it complain, ‘ :
ce . cannot feel, the pain. (11. 21-24)

o
The indi... .ote union that human, 11ife. enta11s is expressed
with remarkab]e force by Marvell's character1st1c techn1que of
Juxtapos1ng antitheses. The vision the poem expresses is
similar to the fresh Sense-of incongruity - found in "The Definition
of Love," with the crucial addition that incongruity here is
intinately bound to'sfgnificant human experience' The” exaggerat1ons
_ are Justified by the force with which, espec1a]1y in the ”Prec1p1ce
figure, the perception is embodied in the texture of the verse. |
It is an‘odd sort of perception tha% comes to no slyp]e, finé]
Jjudgement, a féature whicn\promats fror Andor Gomme the remark
that he finds this poem, “one of the most d1sturb1ng in our .
’ literature" ("The Tea51ngness of Andrew Marve]] " p. 23) It-v
s S0, but since the sensecof perp1ex1ty it expresses is so
adamantly justified by'the»situation'it creates, this ”diéturbing“
quality takes the form of the most apofopriate judgement of the
subject. Here e find MékVeT]‘s talent for ho1ding in ba]ance‘
apparent]y 1rreconc11ab1e ant1theses brought to a problem as

d1ff1cu1t as the problem of the "Many and the One." This app11cat1cn



2 along with the figures that sattsfy every criteria of

Metaphysical images, makes this Marvell's most Metaphysﬁéal

poem of judgement. ‘ 4 \\\\ , Y

The poem conc]udes with a f1gure that 1;/qa*te different

from those in the body of the poem: i \

q

What but a Soul could havg the wit v
To build me up for Sin so fit?

So Architects do square and hew :
Green Trees that in the Forest grew. (11. 41-44)

-

>

Thie difference is high1fghted when we agree with F.Rt.LeaVis
that -the conclusion has a vcuriously satisfying effect as of a
| u 'oh"35 and yet notice that the 1§sues'addressed bypthe
f1gure are rich in elusive 1mp11cat1ons The ftgure seems to
suggest a conf11ct between "Green" natura]ness and. human arti-
f1ce ~ut the prec1se re]at1onsh1p between this 1oose1\ defined
- conflict and the conf11ct in the poem cannot read11y be identi-
| f1ed To %ompare th1s figure with the "Prec1p1ce“ passage is to

mark th1s d1fference d1st1nct1y ‘Each requires the,context of

. the who1e poem in order to ach1eve qts full effect, but this”’

figure has an 1ndependence from the jssues of the poem that the

earlier flgure does not. Notab]y, were this f1gure characteristic

" of the poem as a whole, we would not have a poem of Judgement

we wou]d have a poém that is even mqre evocat1ve than “"The

Def1n1t1on of Love.' 5
B "The Responsible Critic,or The Funct1on of Criticism
at Any T1me,“ Scrutiny,19(1953), rpt. in A Selection From.
Scrutiny,II,ed. F.R. Leav1s(Cambr1dge CamB?nge Unjversity.
Press,1968) ,p. 288. S

~ i
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- CONCLUSION

Throughout this thesis is a persiste;t,‘if unstated,
concern with the patgre of Marvell's placement as a
Metaphysical poet, and with cuf?ent attitudes toﬁard that
‘kind of poetry My argpment is that if a poeh'delights or
mere]y exc1tes readers, as "The Definition of Love" seems to
do , by d1sp1ay1ng what T S. E11ot thinks of as "wit," then
it is a substant1a11y Tess fully rea]'zea achievement than.

many readers have tho ught‘ In this sen e, two of Marvell' s -~

most popular poems, "To ‘his Coy M1stres${ and "The Garden !

are problematic achievements. =

A

S{nce judgement involves just présen ation'of atti-
‘ itudes toward apprehended 1ssues, "To his Coy M1stress is

not a poem of judgement. The occas1on of the poem is that of

) persuad1ng a lady to make Tove. The formal argument is

k-

directed to this'godﬁ. But the tones are extremely various.

" They range from gent]e.self—mockery-in the first section

(11. 1-20), ‘to a mixture of éeriou54consideration of uman
‘mprta11ty with the grim humour of "The Grave s a fine and .
' pr1vate place,/ But none I th1nk do there embrace"(11. 31—'
32), in the second sect1on;‘and 1p the last section, |

vincongruous tones are more intensely cdneentrated:
Now let us sport us while we méy; N
‘And now, like am'rous birds of prey,
Rather at once our Time devour,
Than languish in his slow-chapt pow'r. (11. 37-40)

- . /\
- R ‘ 4

109



~ And tear qur P]easures with rough Str1fe,
~_Thorough.-the Iron gates of Life.

.. Thus, though we cannot make our Sun K -
‘Stand-still; yet.we will make ‘him run. (11.43-46)

. N

The first passage 1nvokes a quality of unseem11ness based

on cons1derat1on of the way the “s@ort“'of human 1overs is

like the‘mat1ng of birds of'prey. The violence done to, the . -
1ady;s sensfbt]ity by thjetsim11e might more reasoneb]y.be
expected to persuade'heh_to-“1angUish“ in time hather.than
o‘ddevouh”iit- That -the speaker's pleasures have more;fn"
common,with‘oain than with what is norme11y considered
pleasure, iS”again evident:in the\ftrst cooblet‘of‘thezt
second paésage._To the extent that "Iron getes“ ;ténd<for
_femaTe genitaﬁia, the speaker is'describing;-in a- very.
unp]easant way, v1o1at1ng a v1rg1n How, as he Seems to
think, this p]eaﬂure cou]d be mutua1, is d1ff1cu1t to know
And the’ unsavorlness of these feelings is not m1t1gated by
the ‘humorous 1mpA1cat1on in the 1ast couplet.

. "This extr me range. of att1tudes 1s-qu1te inappropriate
\for the ostens1b1e occasion of the poem the appea] ;for

the lady to make’ 1ove And it should be noted that ‘the
argument seems "to force Marvell to endorse v1o1ent

passions th t most of h1s other poems, espec1a]?y the Mower
‘sequence, gn1grate. Ih1s poem s argument condones essen-
tial]y‘ugfﬁ attitudes that its opposing attitudes of']eyity‘_

and mockéry fail to redeem. One conseqUence’of Eliot's

110



1nf1uénce is that this ooen,is often taken to be a major
aehtenement of MetaphysicaT poetry. This is unfortunate, for
-:tt is a severely 1imited achienement in a wayjthat “A“ﬁiaTogue
hetween the Soul and Bodyh is not. . | )
‘ ‘AttitUdes.are_overtly expressed in six of the nine
stanzas of "The Garden." The ffrst two and the ninth stanzas
uinvo]ve attitudes“toward society,_and the third, fourth, and
eighth\ahe addhessed.to the questton‘ofbse*ua1ity. Thus, sex
' andjsociety each occnoy a third.of‘the poem: the other third;
stanzasufive to seven, expresses three levels of experience.
.Were "The Gafden“ a ooem ot judgement,.tt would evaluate-
its var1ous att1tudes toward sexua11ty and society. I will -

acons1der on]y those att1tudes toward sexua11ty
The th1rd and fourth stanzas c1a1m that ]ove of foliage
is super1or to love of women.~The th1rd_makes this claim by
means of an asscrtion: this speaker will mot carve tn trees
“the name of a woman, but will carve'instead tgﬁ name of the
7be1oved tree -The assertion. takes the form of such a bo]d
'almost laughable parody that its ser1ousness seems to be
underﬁ{ged The fourth stanza repeats the c1a1m by suggest1ng
© that Apo]]o and Pan chased Daphne and Syr1nx on]y 1n order

that they wou]d become f011age The consp1cuous w1tt1ness of

this suggest1on a1so makes the claim in th1s stanza seem

rather less than fu11y.so1emn. The tone of these two sta as;

tending toward whimsica1.humour, implies that while the

&
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sp@aker might be quite serious aboul the superiority of

green to sexua] love, the heret1ca] nature Qf th1s\fee1ing'

B
N

makes_jt'necessamy for him to adorn it with a hart]y mocking
wone: We have a mixture of levity with seriousnéss”that

preserves both the underlying att1tude and also a less than

Yo

'who]e hearted acceptance of it.

In the eighth stanZa, however, this‘whimsiea1 tbne is

somewhat 'reduced.This stanza, which directTy follows the

experiences in the garden, comes as a comment on those
experiences:

LaW

. Such was that'happy Garden-state,
While Man there walk'd without a Mate:
After a Place so pure, and sweet, . »
. What other Help could yet be meet! (11.57-60)

A]though the strahgeness Of,this attitude-makes most readers
view th1s passage as 11ght hearted humour, there seems t- be
a sh1ft from the whimsy oF the. th1rd and fourth stanzas tc a’

more direct express1on of fee11ng, a d1rectness that is

1ntens1f1ed by remwnd1ng us in the c]ever use. of the B1b11ca]

e,
phrase "help meet” ‘that a woman was the 1nstrument of the.

"Fa11; Any Just1f1tat10n'of th1s\att1tude,_whether we take it

serious1y or as a jdte, must be.foundvin,stané S five}to
seven, for it is a comment on these.stanias ‘ ‘

It is made plain 1n,“Stumb11ng on Me]ons, ‘as 1 pass,/
Insnar'd w1th F]ow rs, I fall on Grass”(]] 39-40), that the
extraord1nary sensuous exper1ence in the fifth .stanza is a
super1or a1ternat1ve to sexual exper1ence This subt]e

.‘.‘ .
. ‘ SN

112



L

\
1
\

dismissal of" sexua11ty\ma1nta1ns the(game tone as similar

}d1sm1ssa1s in the two rev1ous stanzas It shou]d be noted,
“however, that in these three 9tanzas the 1ngenu1ty and charm
with which the supefior‘ty of "green" love is estab]1shed

-d1scourages anyth1ng 11£E the more d1rect dismissal of

sexuality in the e1éhth étanza To the extent that the

e1ghth stanza is a commeﬁt on the fifth, it seems inapro-.
|- ‘

pr1ate1y so]emn; 1

In the sixth stanzal the speaker not only transcends

i
B |
this sensual world, a]tthgh depend1ng on 1t for release
i ,
!

from it,.but also creates

. ! .
Far other Worlds, and other Seas;
Annthilating ajl th@t's made ,
To a green Tho*ght in a green Shade. (11.46-48)

f\‘ N
N\

o

. This Cbhérete]y'apprehende experience of nothingness-

requires the previously established superioritx‘of "green,"

and infuses this evaluation with significaq;e'beyond the

Aphenomena] wor]d.‘Sekuélity is irrelevant here, so irrelevant

in fact that its return in Fhe eighth stanza as. a comment

on this experience seems duite out of place. The whimsicalityv
. of tone 1%ﬁ§fanzas three -to f1ve has been Just1f1ed by being

.transcended and p]aced in its appropr1ate realm. To the

extent that the e1ghth stanza is a JOker1t seems a'Jarr1ng

return to this tone, for the tgnevhas'dutliyedrifs useful-

ness. To the excent that the attitude in the eighth stanza

E-4
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: is'Eerious,,it seems a gross misapprehension of the
evaluation made of "green" love in the sixth st?hza.
' A]though it would be diffﬁcu]t to’detine-the precise nature
_that a comment on the sixthlstanza ought to take, it is
plain that the comment effered_by the eighth. is inappropriatg,
Rather than enhancing or eXpiaining the significance_of that
'experience, the eighth-stanza seems either to cast aside
consideration of meanjng in\fave%m of a 5111y joke,or, t?
taken seriously, it misapplies the evaluation the experiehee
So intense]y conveys. In this 1nstance Marve11 s wit
‘obscures more than delights. '
. The extremely elusive natUre of the attitudes and
‘.feeiings in "The Garden".and "To his Coy-Mistress" makes
| | it vehy ditf;cu1t to determine whether ‘or not they express \\\;\'»
'someth1ng in theﬁnature of a Judgement They seem to be v |
private, personal utterances that do not show in an obv1ous
way the concern evident in Marve11‘s poems of Judgement | S
directed toward a full understand1ng of the situation.
S1gn1f1cant1y, three of the five poems.of judgement are.
notab]y pub11c performances. The other two, "The Coronet" and
“A Dialogue between the Soul and Bog§;" directly 1nvo1ve_»
public, exp1icit1y Chkistian,.isshes. There seem to be no
" such public issues in "The Garden" or in "To his Coy’

Mistress." This sugge at a wholly private poem of ’ -

Judgement may not b ;pe§51b1e for w thout ev1dence

.pub11c1y ava11ab1e ' scrutiny,

e reader would probab]y

be unable to assess t apprdbriateness of the poem's

w
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_'.j}}/,’_,—a_ttitudes. Poems of judgement thu§ kéma:};n statements oAf
; the poet's unique or representative understanding of
significant public issues. It is Andr ' Marvell's
distinction to have expressed.a uniquely balanced and

. Judicious understanding of five such issues.
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