NATURAL DETAILS IN THE POETRY OF
ANDREW MARVELL

by

Robert Wilcher

Submitted in partial fulfilment of the requirements
for the degree of Master of Arts in the University
of Birmingham,

May 1967



UNIVERSITYOF
BIRMINGHAM

University of Birmingham Research Archive

e-theses repository

This unpublished thesis/dissertation is copyright of the author and/or third parties.
The intellectual property rights of the author or third parties in respect of this work
are as defined by The Copyright Designs and Patents Act 1988 or as modified by
any successor legislation.

Any use made of information contained in this thesis/dissertation must be in
accordance with that legislation and must be properly acknowledged. Further
distribution or reproduction in any format is prohibited without the permission of
the copyright holder.






TABLE OF CONTL TS

Synopsis e o & & o © & © o © o ¢ o o o o o

Note on Text o ¢ & o o o o o
PART I: INTRODUCTORY
Chapter I Introduction .

Chapter 1I
Marvell

L] ® [ ] ® [ ] ® [ J

A Survog of Critical Attitudes to
g Use of Natural Details

PART II: NATURAL DETAILS IN MARVELL'S POETRY

Chapter III Provenance © 6 ¢ 5 ¢ o o o o o

Chapter 1V Type and Impact

PART III: NATURE IN MARVELL'S POETRY

Chapter V
Chapter VI

PART IV: THE USE OF RNATURAL DETAILS IN MARVELL'S

Nature as a Concept

Nature as a Reality

[ ] * ] L ] [ ]

IntPOdu ctory ° L] ® *® L J L] ® ® [ ] [ ] L [ ] [ ] [} [ ] L ]

Chapter VII Figurative Use of Natural Details
Chapter VIII Objective Use of Natural Details

Chapter IX
Chapter X Conclusion o o
BIBLIOGRAPHIES

I Editions Of POQmB ) ® o e o

Subjective Use of Natural Detalls

L 4 L L ] L J ® L [ ]

L 4 L L J * [ ] - [ ]

POETRY

II Critical Material about Marvell e ¢ o e o o o o

III Background Material from Sixteenth and Seventeenth

Centuries e o o6 & 8 & o @ © 6 06 * o & ¢ o o o

IV General Background Material

L L 4 ® [ 4 L J L [ ]

i1

Page
114

12

140

m
205

219
22l
249
279
293

296

299

305
306



111

SYNOPSIS

Thia thesis sets eut to examine the natural detsils
that occur in Marvell's poetry, and te discuss the literary
questions - both historical and eritical - which such an
examination brings to light. It-ie divided into four rarts.
The first part is introductory: chapter one suggests that an
important change took place in the cholce and function of
natural details in poetry during the seventeenth and eight-
eenth centuries; chapter two ﬁrovidos a historical survey of
Marvell scholarship and criticism, and traces the emergence
of various attitudes to the poet's use of natural details,
showing how these reflect changing attitudes to poetry and
nature. Part II isolates the details from their contextas:
chapter three discusses the sources from which they were
drawn, bringing together and adding to the information that
has been discovered concerning Marvell's familiarity with
the natural histories, and his indebtedness to other poets;
chapter four deals with the sensuous and intellectual
qualities of individual dataiia. Part III considers the
relevance to the poetry of contemporary views about nature:
in chapter five as a philoaophiéal or theological concept;
in chapter six as the physical environment. The final part
attempts to describe the natural details in context: the

three chapters, seven to nine, deal with various aspects of
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the relationship between details from nature and the meaning
they convey, and include accounts of formal imagery, emblems,
conceite, description, and "nature poetry".

The bibliograrhies at the énd ligt the books referred to

in the course of the thesis.



NOTE: All the quotations from Marvell's poetry in the text

are taken from The Poems and Letters of Andrew Marvell, ed. ,

H.M.Margoliouth, 2nd. ed., 2 vols. (Oxford, 1952).



PART I

I'TRODUCTORY



Chapter 1

INTRODUCTION

In 1882, Oskar Dolch published a short treatise on The

Love of Nature in Early English Poetry (Dresden). His
introduetory remarks include the following statement:

There lies an endlese treasure of meaning hid in
Nature, but Just as much or as little, as the soul
of every one can see in her. (p.3)
He should have added that there can be more than one kind
of "meaning", and that the meaning any given poet can see
in nature will depend on a good deal more than the guality
of his individual soul. The meaning found 1in nature will be
conditioned largely by what the poet 1is looking for, and this
in ;urn will be conditioned by the preoccupations - theological,
philosophical, scientific, aesthetic - of his age's culture.
Even the experience of seeing will diffey, not only from
individual to individual! but also from era to era. Compare
three waye of looking at a flower, in poema taken from widely
separated periods of English noetry. First, Chaucer's praise

of the daisy in the Prologue to "The Legend of Good Women":

See the discussion of the idiosyncrasies of wvisual percep-
tion in Keats, Wordsworth and others: Robert Graves, "How

Poets See"', The Crowning Privilece (Penguin Books, 1959),
PP 314=-327.



e o« o Of 81 the floures in the mede,

Thanne love I most thise floures white and rede,

Swiche a2 men callen daysyee in our toun.

To hem have I so0 gret affeccioun,

As I seyde erst, whanne comen 1is the May,

That in my bed ther daweth me no day

That I nam up and walkyng in the mede

To seen this flour ayein the sonne svrede,

Whan 1t upryseth erly by the morwe.

That blisful sighte softneth al my sorwe,

80 glad am I, whan that I have preesence

Oor 1t, to doon it alle reverence,

As she that 1s of alle floures flour,

Fulfilled of al vertu and honour,

And evere ilyke faire, and fressh of hewe;

And I love it, and ever ylike newe,

And evere shal, til that myn herte dye.

Al swere I nat, of this I wol nat lye;

There loved no wight hotter in his lyve.

And whan that hit ys eve, I renne blyve,

Ap sone as evere the sonne gynneth weste,

To seen this flour, how it wol go to reste,

For fere of nyght, s0 hateth she derknesse,

Hire chere 1is pleynly sprad in the brightnesse

Of the sonne, for ther yt wol unclose.

Allas, that I ne had Englyssh, ryme or prose,

Suffisant this flour to preyse aryght!

But helpeth, ye that han konnyng and myght,

Ye lovers that kan male of sentement;

In this cas oghte ye be diligent

To forthren me somewhat in my labour,

Whethir ye ben with the leef or with the flour,
(Text ¥, 11.41=72, The ‘orks of Geoffrey Chaucer,
ed. F.N.Robinson, ‘ '
483=484., )

Chaucer's devotion to the daisy is charming, almost child-

like in its naivety, and his delight in contemplating the
flower comes through in the freshness of the verse. But in
fact, this passage 1s not so origincl as its alr of srontaneity
might suggest. F.ii.,Robinson »rovides some of the background

in his introduction to the poem:

e ¢« « there is evidence, in boti: French and English



poetry, of the existence of a cult of the marguerite
e « o his celebration of this qucen of flowers contains

many lines and phrases paralieled in Deschamps, Machaut,
and Froissart, and some ceriare from 3occaccio. (p.480)

The reference in the last line of the quoted rascare also

indicatea that Chaucer was arpeallng to an established faeshion,

Robinson notes:

The relative merites of the flowcer ond the leaf were a
subject of roetic debate in Chaucer's ti+e, as they
were in the next century, when the voem entitled the
Flower and the Leaf was composed. (p.480)

Chaucer does not, in his poetry, see the dJalsy at all
precisely. It is "ayein the sonne sprede"; it is "wiite and

rede"; at night "it wol go to reste'; in the sunchine " t

’

wol unclose"; but apart from these slight descriprtive touches,
we are giveh only sbetract or generalized references to the
flower's freshness or the poet's own delight. Chaucer sees

what his age saw in nature. J.A.W.Bennett sums up the situation:

It was tne all«inclucive pattern, the sense of glorious
richness in divereity produced by the juxtaposing of
each genus and speclies, that fascinated Chaucer (and
many a medieval prhilosopher) more than the 'inscave',
the anatomy, of the separate animal, tree, or flower.
Thus, for all Chaucer's celight in the dairy, we could
hardly tell from his rc¢ferences alone what sort of
flower 1t was; it is the contrasting white and red that
he loves; just as he is content to say tiat the flowers
Emily rothere are 'party white and red', or that a
meadow is ‘with Tloures suote enbrouded al',
(The_Parlement of Foules (Cxford, 1957), P.148)

The flower's "meaning” is co:(itioned hy tie preoccupations
of the fourteenth century: it sucgests tic fiower and leaf

controvereay; it finds e¢x. ression in the ter~ s of Courtly Love;



and there 1s even a hint of the deovotion Ceid to the Virgin
Mary in the wording of the lines:

As she that is of alle floures flour,
Tulfrilled of al vertu and honour,
:nd evere 1ily're falre, and fressh of hewc,

Second, Robert Herrick's "To Daffadills":

1. Falre Daffadills, we weep to soe
You haste away 80 soone:
Ag yet the early-rising Sun
Has not attain'd his Noone.
Stay, stay,
Untill the hasting day
Has run
But to the Even-song;
And, having pray'd together, we
Will goe with rou along.

2. Yo have short time to stay, as you,
Yo have as short a "pring;
Ag quick a growth to meet “ecay,
As you, or anything,

We die,
As your hours doe, and drie
Away,

Like to the Summer's raino'
Or as the pcarlea of Morning's dew
Ne'r to be found againe,
(The Poetlecal "orke of Robert Herrick, ed.
¥ o 1 ™ OOPmn 1

Herrick, writing in the seventeenth century, rhows the
influence of Joneon snd the classics in his elegant treatment
of the theme of carthly transience, and of the emblem tradition
in his use of detalls from nature. He looks straight ast the
objects - described only as "foire" - to the human cignificance
that can he drawn from them,

Third, come linerc fyom John Clare's "The Prirrcce Ban!'":



The dew is on the thorn,
-nd the rimrose underneath

Just agen the mossy root
Ie smiling to the morn,

With 1ts little bri.uilng eye
And its vellow rime -0 pale
And its crirme and curdled leaf -
¥Who can paee 1ts beauties by
Without a loo! of love
Vhen we tread the little rath
That e:irts the woodland ride®
t'ho can pasg, nor loo: above
To Him who blesces earth
with these messengere of 8 ring
And decorates the fields

For our happiness and mirth?
(selected Poems of John Clare, ed, Geoffrey Grigeon,

The Muses' Library (London, 1950), p.167)

Clare, 1ik0 Herricz, alco turns from the object to what
it tells him, from the primrose to 1ts Creator. But he hae a
much “ecener ‘eye for the thing itrelf. e gather from his poem
a clear idea of the ~hrsical features of the flover - its eye,
its nale yellow rime, ite leaf; and of its situation - "agen
the mossy root" of the dewy thorn, w ich stande by "the little
rath/That skirts the woodland ride". le sees the flower first,
in detail, before he ls led to ponder it= meaning.

Irmopring the complexities of the dif erent cultural settings
in which these three pieces of vcrse were written, one can still
riclit out a major point of difference between the first two and
the third. In Chaucer's and Herric-'s poems, the natural
detailc are gercral; in Clare's, the; .re specific. Chaucer

tallzs about "ti.ise flouree", "this flour", "the :iede" - no



particular daisy, in one placv, on « srecirfied ocecasion, is
referred to., Herrict uses terms like "the Sum-er's raine",
and "the .carlee of lorning'c dew", generically. Clare's
primrose is a particulaf one in a particular piuce at a art-
icular time. The difference between tic ocme of the eariier
roets, and the poem by Clare, is a diffcruvnce in the way of
looking at things, and, although exceptions obviously occur,
it is a difference that is typicsl of the ages in which they
lived. .K.Wimsatt discusses this historical development in

a chapter on "The C;ncrete Universal”:

Mill speaks of the word and its derotatic» and connote
ation. The denotation is the IT, the individual thing
or the aggregate of things to which the term may refer;
the connotation is the WHAT, the (quality or clasesification
inferred from the IT, or implicitly nredicated by the
application of the term or the :ziving of the name. One
main difference between all modern voritivistic,
norinalistie, and semantiec systems and the scholastic
and clarsical systems is that the older ones stress the
similarity of the 1~dividuals denoted by the common
term and hence the real universality of meaning, whileo
the modern syastems stress the diiferences in the indiv-
iduala, the constant flux even of each individual in
time and space and ite kinetic structure, and hence
infer only un arproximate or nominal univoersality of
meaning and a convenience rather than a truth in the
ure of general terms, A further éi- ference lies in the
view of how the individual 1s related to the various
connotations of ter s which :i2; be arnlied to it., That
is, to the question: %“hat ie 1t? the old.r writers seem
to hold there is but one (essentialir right) answer,
while the moderns accept as - any answers as tiere are
classes to which tre individual may be assigned (an
indefinite number).

(T bal Icon (Third Noonday rrese .ar erbound

kdition, »y Ds»70)

The change from a vasically gerncral way of lookirg at

thinge to a basically specific rerce-tiveness took nlace



some time between Herrick and Clare., It probably began with
the Renaissance and the liew Learning, with 1ts inesistcrce on
observation and experimint, and by the eishteenth century it
was being fought out in the literary arena. Dr. Johnson, a

clarsleciet by inclination and practice, believed that voetry
should concern itself with the general aspeets of niture, le

lete Imlac put his case, in The History of Laegselas, ca ter X

The business of the poet, said Imlaec, 1r to exauinre,
not the individual, but the s ecies; to remark general
properties and large apprearances: he does not number
the streake of the tulip, or deseribe the different
shades in the verdure of the forecst. He is to exhibit
in his portraite of nature such prominent and striking
features, as recal the original to every mind; ard must
negleet the minuter discrininations, which orne may have
remarked, and another have neglected, for those charact-
eristics which are alike obvious to vigilance and caree
lessness,

(Johneon:Prose and Poetr selected by Mons ¥%ilson,
e Reynard i.ibrary (London, 1957), pP.410)

Thomae Gray voiced a dissernting orinion that war to be
talzen up by the cencration of Roruntic roete:

Circumstance ever wasg, and ever wiil be, the life
and the essence both of nature and of poetry.
(auoted by A.Clutton-Brock, "Dercription in Poetry",
Issays and Studigs, II (1911), 95«96 )

William Blake endorsed such 2 view rather more forcefully:

To ‘Ceneralize ic to be an Idiot. To Tarticularize

is the ..lone Distinection of llerit,
("Annotations to Sir Joshua keynolds's Discourses",
The Complete Writings of «illiam Bla%e, ed. Ceorfrey
reynes (LOnAdon, 19¢

“hen 444 thies new way of lookirgz at nuture begin to mare

itoclf felt in ..»glish »ootry? It rurt have con ¢o e tire



before Johnson and Gray for the ponf'lict between the two
approaches to have become a conecious n»roblem to them, The
ey period seems to have been the second half of the seven-
teenth century.

Josephine lilles has conducted a statlistical survey of the
freguency’ of certain words in English woetry from Hivatt to the
Romantics, ("Frdm Good to Bright'", ~u0.8, LX, INo.3 (1945), 766-
77%), and discovered that there is a changeover from the
predomninance of terms lite "good" znd "false", to the :redome
inance of terms like "bright" and "dark". In ¥y att's “oetry:

Not only the predomi%ance of good over bright but

aiso the contexts of both t:'7es show how peripheral

was the notion of sensory modification to .yatt and

how central, in both sorts of contexts, was the poetic

function of verifving and evaluating human relationships,
(Miles, pP.7607)

Spenser uses 2 larger ro:.ortion of rhysically deseriptive
words than Wyatt, but with hir too, the moral torms are by far
the more important.

The early reventeenth-~century roets - Donne, llerbert,
Herrick etec. - are more secifiec in thelr avareness of objects,
but #t1ll the sensuocus qualitiee of things are not valued for
themselves:

411 [i.e. their "bright" objecte] in their brightness
are rerreaentative oi other virtucs. Teveor do theyr
roetize brightness as a srecial poetic quality for
rercention., (Miles, p.769)

In i#ilton the turing-~o0int is reached, and brightnesr

becomes sicnilficent in ite own right:
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His wae, then, a strong new kind of poetic materisal,
in many respects whibh show through the contexts of

a few central words. For Milton's poetry was evical
from the beginning, in its outward stresses; more
outward even then the talk of Chaucer's pilgrims or
of Shakespeare's actorejy outward, that is, in ite
scenie¢ prronerties and visual vrocessione and descripe
tive architectures . . . In Milton, then, deseriptive
detail, sensuous scenic detall became a chief material
of poetry. (Miles, pp.7696770)

Pope continues the trend, "from the poetry of human
relation to the poetry of physical array" (Miles, p.770);

a little later, when Collins wae writing his odes, the
sensuously desoriptive terms had taken over from the morally
evaluative, and Gray, feats, Shelley, and Poe followed in his
wake. The sensuous words not only came to redominate in their
legitimate function as descri~tive counters; they also took
over some of the functions of the moral words:
ith the inecreased quantity of bright and ite aesthetie
kind came increased interest in scene and quality,
increased pictorializing of heaven, earth, and the mind,
inereased carrying by figure of ocutwerd material inward
instead of the reverse process of the Ellzabethans,
increased sensory specification and even sensory state-
ment of ethical judgment. (Miles, p.774)

Two developments were thus taking nlace in the sgecond
half of the seventeenth century - the period when Milton's
influence was beginning to make itself felt: a kind of poetry
was developing in which the emrhases were shifted from huran
relationships, and universal moral questions, to the vhysicel

environment, and often to the delights of solitude; and poets

were looking at nature with new eyes, ta"ing nrote of the

individual sensuous features of thinge, instead of making do



with general cheracteristics and traditional clichée of
obeervation,

The purrose of this study is to see how Andrew larvell
fite into thie context; to see where the natural details in
his poetry derived from; to see what he thought ahd felt
about nature, as a philosorhical/theclogical force, and as
a physical reality; to see how he used the natural details
in the poems, In short, to discover what kind of meaning he
extracted from the "endless treasure of meaning hid in
Nature", and how a man of his period and sensibility looked

at the natural world,

11
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Chapter II

A SURVEY OF CRITICAL ATTITUDES TO MARVELL'S USE OF
NATURAL DETAILS

Interest in those poems of Marvell's which make most use
of details from nature has passed through three stages. For
more than a hundred years after his death, such poems as "The
Gar@en" and "Upon ippleton House' were almost completely
ignored; during the nineteenth century, and the early part
of the twentieth century, they established him as a forerunner
of the Romantic "nature poeta™; and in the last forty years,
they have been diesected and scrutinised by modern critics
and scholers who seek to determine their philoso hieal constite
uents and tﬁbir poetic genealogy. The eighteenth century cone
centrated on Marvell's connections with Cromwell and Milton,
Charles II and Danby, Samuel Parker and I'rinve Rupert;'the
nineteoenth felt him most strongly as a relative of "ordsworth
and Shelley and Keats; the twentieth traces his intimacy with
Donre, Benlowes, and Fane, Plato and Plotinus, St.Augustine,
Hugh of St.Victor, and Hermes Trismegistus,

Of the eighteenth century there is little to record. Between
the publication of Marvell's poems in 1681, and some remarks
by an editor of Fope in'1806, there 1s only one discovered
comment relevant to this study: this 18 in a letter from the

Rev. Robert Banks, Viecar of Hull, sent to Ralrh Thoresdby on
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April 14th, 1708s

Mr, Andrew lMarvell, the poet and botanist, and some-
time burgess in _arliament for thies town.

(Attention was first brought to this letter by John

E.Bailey, Notes snd Queries, Sth.series, VII (1877),
poh’67)0 ‘

This 18 the only occasion on which Marvell's interest in the
world of nature is considered worth mentioning before the
nineteenth century. 4And even here the "poet" and the "botanist™
are not necessarlily seen as vitally connected. Plerre Legouis

ies sceptical:

Sans doute Banks rapporte-t«il ici une tradition
locale indépendante des témoignagee fournis par la
poésie de larvell, donc intéressante. On s'est mépris
(Grosart, I. k71, et surtout les eritiques gqui 1l'ont
sulvi) sur la valeur de cette contiguité toute spatiales
"poet and botanist" ne deignent pas forcément un
précurseur d'Eresme Darwin; lea deux sspects de 1'homme
peuvent avoir été presgue aussi distinete Y'un de
1'autre que de sa qualitdé de ddputé gul leur succéde
dans la lettese.
indre Marvell:Poé€

o)l (Pari.,

All the other references to Marvell in this veriod, in
William Mason's "Ode: To Independency", in Robert Shiels's
The Lives of gggiPoags of Great Britain and Ireland (vol,
IV, 1753), in the Biographia Britammics (London, 1760), in

Wordsworth's sonnet, "Great men have been among us", dwedl

on his gualities as a’petriot, a politician of integrity, and
a satirist. The lyrical poems were not unknown, since the
oentury saw three editions: Thomas Cooke's in 1726 and 1772,
and Captain Edward Thompson's in 1776. Thompson's edition
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does have one reference to a natural detail, Talking of some
lines in "The Loyal Scott', he remarks:
The simile of the powdered bees, by the way of
obtaining a useful and general reconciliation, is
happily introduced, and muslcally versed.
Vol.TII, P.469)
But the emphasis 1s entirely on the literary aptness, not at
all on the detail aes such,
In spite of the lack of comment, the pastoral poems muset
have been falrly popular, as they were singled out for Tonson's

Miscellany of 1727: it includes "The Nymph Complaining for the

Death of her Faun", "Young Love", "Daphnis and Chloe", "Damon
the Mower", "Ametas and Thestylis", "Musick's Empire", "The
Garden" (only etanzas IV and VI), "On Paradise Lost", and
"Climb at Court for me that will"., Johnson, however, ignored
Marvell almogt completely, failing to include him in his
Lives of the English Poets, although there ias evidence that
he knew of Marvell's lyric verse. Plerre Legouis points out
in a footnote to page 231 of his English edition of Andrew
Marvell (Oxford, 1965) that ¥rs. E.E.Duncan~Jones has drawn
his attention to several quotations from Marvell's poetry in
Johnson's Dictionary, one of which is from the pastoral
"imetae and Thestylis" (under NOR). But in spite of the
availability of the poems in Tonson and the three editions,
the century of FPope, Thomson, Collins, and Gray passed ﬁy

Marvell's garden poeme and the descriptions of "Upon Apple-

ton House" without remark.
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It was loft to the Rev, William Lisle Bowles to inaugurate
the Romantic anrpreciation of‘Marvcll. In 1806 he published a
ten-volume edition of the Works of .lexander FPope. Tracing
the English antecedents of "7indsor-Forest” back to Denham's
"Cooper's H1ill" and '‘aller's "The Park", he adds:

Marvell has also written a poem on local mscenery 'Upon
the Hill and Grove at Billbowow' and another ‘'Upon
Appleton~House' ., . . Marvell abounds with conceits
and falese thoughts but some of the descriptive touches
are picturescue and beautiful, His deseription of a
gently rising eminence is more picturesque, although
not so elegantly or justly expressed, ae the same
subjecet in Denham, I transcribe the following as
roem ig but little read. tﬁe gquotes stanzas iI~IV and
part of stanza V of the first poem.] Sometimes Marvell
observes little circumstances of rural nature with the
eye and feeling of a true poet. [He quotes the first
four lines of etanza LXVII of the second poem: the lines
about the throstle's eye.] The last circumstance is new,
highly poetical, and could only have been described by
a resl lover of nature, and a witness of her beautlies
in her most solitary retirements., It is the observation
of such ecireumstances, which can alone form an accurate
descriptive rural poet.

(Vbl. I, p¢122)

Plerre Legouis, in the original French edition of his wopk
André Marvell, has this to say about Bowles's choice of the
example of the "hatehing Thrastle®s shining Eye™:

L'example est bien choisi, trop bien choisi pour etre
caracteristique.
(P-la-”o ¢ PN (53) )

The thrush's eye was still being cited as typical of Marvell's

powers of observation over a century later, in the Tercentenary

Tributea.,

In 1807 John ilkin produced his General Biographyi or,
l1ives. Perhaps following the lead of Bowles, perhaps affected
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by the new emphases of the Romantic age, he considers the

non-political side of Marvell's genius worth mentioning:
His early poems express a fondness for the charms of
rural nature, and much delicacy of sentiment; they
are ingenious and full of fancy, after the manner of
Covloy and contemporaries. (Vol.VI, p.609)

Among the great Romantic poets themselves, only Wordsworth
seems to have known of Marvell as a_lyric roet., He only refers
to him once, in the sonnet mentioned above (p.13), but the
influence of stanze LXVI of "Upon Appleton House" has been
traced in hia rreference of stockedove's song to nightingale's.
More significent is the inclusion of one of M¥arvell's roems
in a personal anthology which Wordaworth compliled in 1819, as
a Christmas gift for Lady Mary Lowthar. Later this MS book

pasesed into the hands of J.Rogera Rees, who had 1t printed in

facsimile: Foems and Extracts Chosen by William ‘'ordsworth fop
an_album rresente g to Lady Mary Lowther, Christmss, 1319 (London,

1905)e In his preface, he remarks:

The contents are of interest as indicating Wordsworth's
preferences among poems having direct dealin% with
natural objects and the charms of solitude. (p.vi)
On pagaa 66-68 of this anthology are found all but the last
four lines of Marvell's "On:a Dpop of Dew". The description
of the dew-drop, whether it 1s seen as 1iiself or ae a metarvhor
for the soul, contains some of Marvell's most delicately
accurate detaills, which 1s clearly why 1t avrpealed to /ordse

worth.
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A younger Romantic poet, John Clare, knew of Marvell =
he even tried to pass off one of his own compositions as a
piece by doadfg;ot « but only as "a great advocate for
liberty" (quoted from a letter to Henry Francie Carey of 7th,
January, 1829, which Pierre Legouis mentions in his English
edition of Andrew Marvell, r.235, n.1).

Hazlitt, too, had some aegquaintance with Marvell's work,
but in his lectures on Dryden and Pope, and on Cowley, in
Lectures on the English Poets (1818) and Lectures on the
English Comic riterg (1819) respectively, he considers him.
only as a eatirist and metavhysical, In the anthology Select

British poets or new elegan tracte from Chaucer to th

present time (London, 1824k), however, he includes "Bermudas",
"To his Coy Miatresa”, "The Nymch Complaining for ghe death of
her Faun", "The drop of dew", "The Garden", "The Gallery",
"Upon the hill and grove at Bill-borow”, and "An Houration
Ode",

But 1t was Charles lLamb, in the two series of "Eersays of
Elia" (1823 and 1833), who became the first major writer to
excress & taste for Marvell's specifically rural poems. The
longer referangp ocours in "The 0ld Benchers of the Inner
Temple", in th; first series of eseayss

It was a rretty device of the gardener, recorded by
Marvell, who, in the days of artificial gardening,
made a dial out of hervs and flowers. I must quote

his verses a little higher up, for they ure full, as
all his serious poetry was, of a witty delicacy. They
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will not come in awkwardly, I hopre, in a talk of
fountains and sun-dials, He is speaking of sweet
garden scenes. [Here he quotes stanzas V,VI,VII,and
IX, significantly omitting stanza VIII, the most
paradoxical and least deseriptive, of "The Garden".]
(The Essays of Klia, ed. alfred Ainger (London,

» PP.272-3

In "Blakesmoor in Heshire", in the second series, he quotes
Marvell in passings

e Rl SR e A

the passage in which the poet besceches the woodbines

to bind him.] (p.386) . |

A two-part account of Marvell arpeared in The Retrospective

Review, in Vol.X, rart II (182&), PP.328-343, and in Vol.XI,
Part I (1825), pp.174~195. The first essay dealt with his 1ife,
but omitted all mention of the Munappleton perlod, and selected
"The Nymph Compleining for the Death of her “aun" as hie best
roem. The second eesay discuesed parts of "Upon Appleton
Housa“, "Eyes and Tears", "Hortus", "The Garden", "The Dialogue
between the Body and the Soul", end "The Character of Holland".
The anonymous author speaks approvingly of the roems whieh
contain "sucecessful desoriptions of nature and paatoral scenes’,
He illustrates his remarks by long guotations from "Upon
Appleton House", choosing the p&ésage about the wood agd the
nightingale, and stanza LYXI to the end - that is, the most
deccriptive and romantically "nature" poetry in the voem,

1832 saw the arppearance of the fiyst volume devoted entirely

to Marvell's biography: John Dove's The Life of indrew Marvell,
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Dove, like karvell a Yorkshirqman, follows the developing
taste for the lyrical aide of the poet's work so closely
that hia.aontimonta echo with remarkable fidelity those of
John Alkin 25 years earlier:

His early poems ex ress a fondness for the charms of

rural and rnastoral scenes, with much delicacy of

sentiment; and are full of fancy, after the manner

of Cowley and his contemporaries. (p.85)
His short selection of roeme at the end of the Life includes
"Bermudas™, "The Coronet”, "On a Drop of Dew", "The Mower's
Song", "The Mower to Glo-worms", but not "The Garden", "Upon
Appleton House", or the other pastorals, His favourite, like
the anonymous Retrospective Reviewer's, is "The Nymph Complain-
ing for the Death of her Faun", |

The same year a life of iHarvell formed part of Hartley

Coleridge's Biographis Borealis, or the lives of distinguished
Northegga'(Leods, 1832), pr.3=6L4., Coleridge treats him as 8

politician and ratriot, in the old vein, but admits admiration
for the poetry, with reservations:

We confine our praise to the poems which he wrote

for himself, As for those he made to order, for

Fairfax or Cromwell, they sre as dull as every true

son of the muse would wish these things to be. {(r.63)
The Romantic biaes is evident in the distaste for prems "made
to order"”, but there is no knowing whether the sweeping ref-
erence to Fairfax and Cromwell implies a dammation of "Upon
Appleton Fouse", and perhaps even "The Garden", as well as

the more obviously political poems.
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George L.Craik, in his Sketches of the History of
Literature and Learning in England (London, 1845), is

concoerned mainly with the satires, But he glances at
"Bermudas™ - "familiar to every lover of poetry" (Vol.IV,
Book ¥I, p.119) = and thinke it worthwhile to quote the
"less known" (p.121) "Little T.C."
The volume of Esraye of Henry korers (1850), contains
an article re»rinted from the Edinburgh Review of January
4844, in which he declares the poems over-rated, although
he too eingles out "Bermudas”, together with the two dialogucs

and "The Coronet", for "much elegance and sweetness",

Mary Rursell Mitford, in her Recollections of @& literary
1ire (lLondon, 1852), complains that Marvell'ms poeme are not
easily available, and quotes with enthusiasm "Bermmdas",
“Phe Garden", "The Nymph Comprlaining for the Death of her
Faun", and —arts of the "Horation Ode", She is struck by
a detail in the last s=tanza of "The CGarden", and asks:

“hat does the new dial mean? Is there really nothing

new under the sun? And hed they in the middle of the

seventeenth century discovered the horologe of Flora?
(2nd. ed. (London, 1852), Vol.II, p.327)

The firet American edition of T oetical w

Andrew
Marvell, gdited anonymously, wae printed in Boston in 1857, and
reprinted in iondon in 4870. It ignores the lyrical poems in
its introduction, but thies is not sur-rising as the material

ie lifted from Henry Rogers's essay.
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Mise Mitford's complaint wae answered by the appearance
of Palgrave's Golden Treasury in 1864. This anthology, which
aimed at providing a solection of the best English lyric
poetry, found room for three poems by Marvell: "The Garden”,
“"An Horation Ode" and "Bermudas". The 1883 edition added an
extract from "The Nymph Complainghg for the Death of her Faun";
and the 1894 edition brought in "Little T.C." The choice not
only established Narvell's reputation, but also shows eclearly
how Victorian taste was drawn to the "nature" poems, at the
expense of the once pre-eminent satires. The "metaphysical"
pieces, though "To his Coy Mistress" numbered Tennyson among
ite admirers, had to weit for the twentieth century for their
special gualities to be appreciated generally.

Palgrave, in a note, follows Lamb in praise of "The
Garden". He makes one of the earliest direct comparisone
of Marvell with a Romantie poet:

« » o these truly wonderful verses, which, like
"Lycidae®, may be regarded as a test of any reader's
insight into the most.pedtical aspects of Poetry. The

general differences hetween them are vasts but in
imaginative intensity lYarvell and Shelley are closely

Wlat@ﬁo
(1862 edition, p.309)
In 1869, The Cornhill Ma zine (Vol.20, 21-40} printed

an anonymous article on Marvell, After discussing the poems

1

Pierre Legouis, in the Bibliography of André Marvell (p.478,
entry(155)), reveals that the author was %oﬁﬁ 5rmn%y(1829-95).
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by Addison which had got into Captain Thompson's edition of
1776, and giving an account of Mervell's l1life, the author
makes an intereating revision in the chronological placing

of Marvell as a poet:

As a poet he is generally classed among the poets of
Charles the Second's reign; but in reality he belongs
40 an earlier ape, and has nothing whatever in common
with valler, Sedley, Dorset, or Rochester. He is, in
fact, no rnore one of the kestoration poets than Milton.
His true place is with the men of the preceding period,
-~ with Herrick, Habingdon, Sucxling, Lovelace, and
Wither, to each of whom occasional resemblances may

be traced in his poetry. But the poet that influenced
him most, probably, was Donne. (p.35)

There are several points of interest in this: Marvell
the poet is judged by his lyrical, earlier, poems, not by
the Restoration satiren;knonna is seen as a major influence}
and resemblances to other poets are noticed. The tracing of
these roa;mblances has been one of the chief sctivities of

modern Marvell scholars and critics.

Even more interesting are the remarks a little later, om
Marvell and nature. They deserve to be quoted at length:

He had, what was very rare among his contemporaries,

a genuine love amd reverence for nature, Most of the
poets of his day seem to treat nature in a somewhat
patronizing spirit, as a good sort of institution,
deserving of support, especially from poets, as being
useful for supplying illustrations, comparisons, and
descriptions available for pcetic purvoses. They, we
suspect, regarded it very mich as the cook does the
shrubbery, from which he getes the bolly and laurel
leaves to garnish his dishes. Marvell is one of the few
men of that time who appear to have delighted in nature
for its own sake, and not merely for ite capabilities
in the way of furnishing ideas. He enjoyed it thoroughly
and thankful%g, and in the poems written during his
recidence with Lord Fairfax at Nun-sppleton, he shows a
keen sense of pleasuse in natural beauty and scenery,
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and, what wae even rarer in those days, close
observation and study of nature. (pp.38-39)

The remarks on the aoventeenth-ceﬁtury treatment of nature
in poetry are useful, and the identification of Mervell as
"one of the few men of that time who appear to have delighted
in naturo for its own sake", looks forwerd to the recent exsame
inations of the theme of rural retirement in such poets as
Cowley, Fane, Denlowes, Cotton, and the French libertins.
Ormadby also takes up the view of Bowles, that Marvell was a
keen and accurate observer of nature,

Goldwin Smith wrote a notice on Marvell for the second
volume of the English Poets reries edited by Thomas Humphry
Ward in 1830, He follows Ormsby in noting similarities to
other noets of the seventeenth century:

He touches at different roints lierbert, Cowley, Valler
Dryden, and the group of Lovelace and Suckling. (p.3805

More interestingly, he suggests a possible connection with
the poems of Marvell's employer:

"The Hill and Grove at Billborow" and "Appleton House"
are memorials of the sojourn in the shades of Nun
Appleton, and they bear no small resemblance to the
compositiona of Lord Fairfax. (p.381)

"The Garden" 1s singled out for comment, although he only
half-heartedly endorses Palgrave's comparison with Shelley:
In it Marvell has been saild to anproach Shelley:
assuredly he shows a depth of poetic feeling wonderful
in a politieal gladistor. The thoughtes that dwell in "a
green shade” have never been m?re ch?rmingly expressed,
0.382)

The pastorals are condemmed as being "in the false classical
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etyle", but Smith has a good word %to say for "Clorinda and
Damon®™, and is partieularly plcased with the couplet describ-
ing the fountzin's tinkling,

Edmund Gosse takes the "Romantic" view of Marvell to
extremes in his book, From Shakesveare to Pove (Cambridge,
1885).Fe atresses .Ahe Wordsworthian element in the poems. In
“Upon Appleton House" and "The Garden":

We find a rersonal symnathy with nature, and particularly
with vegetation, which was guite a novoi thing, and whioh
found no second exronent until Yordsworth came forward
with his still wider and more philosophical commerce

with the inanimate world, For flowers, trees, and grasses,
Marvell expresces a sort of perconal rassion. They stand
‘between him and humanity, they are to him "forms more
real than living man", He calls uron the woodlands of
Runappleton to-save him from the noisy world. (p.219)

Marvell has become the Romantic noet, seeking refuge from
civil and political strife in the"security of natural solitude”,
like Wordsworth,

Marvell the observer is again prominent in Gosse's account,
and the details that support this concevtion include notupnly
the inevitabla thrush's eye, but also the wood-moths and'the

heron:

He declares a profound paselon for a pos-ible -uliana,
but it is really the wood-moths gleaming on the bark,
the vigilant heron in its nest at the too of the ash-

tree, the garish eye of the new-hateched throstle staring
through the hazels, that hold his poetical affections.
‘ (p.224)
Gosse 18 among the first crities to single out the Mower
poems for their "charming and unique poetry". (p.220) But he

i 80 carried away by his enthusiasm at finding a noet to his
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taste among the metaphysicals and satirists of the seventeenth

century, that he makoa'Qxaggerated.claima for him:

He 18 the last 08 the English Rouantic poets for

several generations, and no one of them all, early

or late, has regarded nature with a quic-er or more

loving attention than he. He 1is an alien indeed among

~ the men of periwige and ruffles. (p.221)
The Victorian Warvell is securely enthroned. But Cosse is

80 determined to mske of him an ortodox Romantic that he is
blind to what liarvell was actually doing with his natural
detalle, He camnot see how they can be matter for serious
intellentual conceits. The military imagery that subsumes
the details from nature in "Upon Appleton House" appears
merely as an aberrations '

This 1s pretty and harmless, but perhaps juet because
it erre Bo gently against the canons of style, we ask
oureelves how 80 seriously-minded a man as ilapvell
could run on in such a childish way. (p.219)
One partlal view of larvell has been revlaced by another,
A dissenting voice is raised by Lark Fattison, though
only by way of an aside, in hils essay on "Pope and Lis Editors"
(in Collected %ssays (1889), Vol.II)s Going back to the
beginnings of the Romantic view of Narvell, he remarks:
Familiarity with the ‘'hatching throstle's shining
eye', only vroves that Bowles and Marvell had both
been schoolboys, and addicted to birds-nesting. (p.374)
Aitken's Muses' Library edition of the cems and Satires
of Andrew Marvell in 1892 occasioned a review by E.K.Chambers

in the 17th, September number of The icsdemy the same year (Vol.
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b2, 230-231), Muoh the same line is followed as that elabor-
-ated by CGossel
His real passion - & most uncommon one in the seven-
toenth century -~ is for nature, exactly as we moderns
meanr nature, the great epiritual influonce which
deepend and widens life for us. (p.230)
ChamMQra‘eitea particularly the final couplet of atanza v
of "The Garden", and stanza VI of "Damon the Mower". Following
Gosse again,.he aédmires the nogleéted LOWeDr DOemB!
These mowere®idylls, never found in the anthologies,
are among the moet characteristic of Marvell's shorter’
poems. (p.230) -

He goes one better than those who had linked larvell
with the first-generation Romantic poots, and sees him am
nnticipqting George Meredith:

For the one, as for the other, complete absorption
in nature, the unreserved abandonment of self to the
skyey inriuonoon, is the really true and sanative
wisdom. (p.230)

Like CGosse agein, Chambers objects to the imagéry of
warfare in the descriptiva parts of "Upon Appleton House",
though he ailows that conceits are not bad in therselves -
only 1r'they are bad conceits i,e. conceite that are “"merely
fantastieﬁl" (p.230), 48 an example of a thoroughly bad
conceit, he points to "On a Drop of Dew";.and as an example
of a concelt well umed, he instances -~ the first time it had
been noticed in print « the image of the wet rcees in "Danhnis
and Chloe"., (See -p.231)

The following year, C.H.irth, irn the account of Marvell
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in the Dietionary (1893), sugpests

the connection between "Bermudes” and the poet's residev.ce

with John Oxenbridge, who had been a2 minister in the Bermmdas.
Having dismirsed the esrly love poems ag fanciful, he
adds:

Afterwards he learnt, as he himeself ex:;resces it, to
‘read in Nature's myetiv book', and his poems on country

life show & keen love of nutural besuty.
(DNB (Oxford, 19378 reprint), Vol.XII, p.1215)
An essay entitled "The Lyrical Poems of indrew Marvell",
by H.C.Beeching in Th Review of July 1901 (Vol.

XXXVII, 747=59), follows the lines laid down by Ormsby and

Gosse, but makes some original addifions. among these is
his praise of Marvell's "terseness'" as a descriptive poet
in "Upon Appleton louse':

As a part of the same skill it ie remarkeble in how
few mtrokes he can paint a pleture. In this same poen,
describing a copse, he says:

"Dark all without 1t knits; within

It opens passable and thin",
which gives exactly the difference of impression from
without and upon entering. A second notable quality
in ¥arvell's verse is ita sensuocusness, ite wide and
deep enjoyment of the world of sense. 'The Garden',

which everybody knows, may stand 28 ‘he best example
of this gquality -

"Stumbling on Melons, as I pass,
Inenar'd with Flow'rs, I fall on Grass",.
Marvell is the laureate of gruss, and of greenery,
(pp.752-3)

Beeching devotes some space to the "poems upon nature",
giving much the same pleture as Gosse, with the interesting

additional note that Marvell's noture i1e not the wild Komantie
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nature of later poets:

Here we have Marvell zt his best, because here he lets
his paseion inspire him. Except 1n Shazesreare, who
includee "all thoughte, 21l passions, all desires",
we have but little pas ion for nature between Chaucer
and Marvell; but in Marvell the love for natural beauty
1s not short of passion. Of course his love is not for
wild najuwe - a fueling which only dates from Gray and
Mordswmrth - but “or the ordinary country scenes:

o« .o » frabrant Cardens, shaddy Yoods,

Decp Headows, and transparent Tloode";
and for these he bri. iz the ¢ye of a genuine lover
and, what is more, of a patient observer. The lines
upon *Appleton Hauﬁe ure full of observation, lLie speaks
of the "ehining eye" of the "hatching throstle", and
hag a fine 1maginat1ve description of the woodpecker.

(pp. 756"'7)
' "he Garden” and "Bermudas" are cited, end the similarity
of thelr ures of descriptive detalls 1s percelved:
The poem.["Bermudaa"] is built upon the same plan as
“The Carden”; first, the sensuous delights are deseribed
ag no one but larvell could describe them: {he quotes
from "Bermudas”]., And then he passee on, though in this
case it muct be allowed with mach lese effect, to the
smiritual sdvantages of the place. (p.758)
Beeching has noticed that the "sensuous delighte" are not
an end in themeelves, but a meane to something "spiritual”,
an aspect of Marvell's treatment of nature that later critics
have elaborated at great length, He alao discovers possible
sources for some of Marvell's details in Crashaw's "The
Weeper" and Milton's "Hativity Cde" and "Il Pense.oso". The
"yarious light" of "The Garden", "is certainly an echo" of
Milton's:
Waves at his winge in aery stream,

1903 saw the publication of W.J.Courthope's History of



English Poetry, which, though briefly, attempts to give a
more balanced picture of Marvell's gualities than the estab-
1ished image. In the .rural poems, with:

e « o Mach charm and variety, he combines the
"metaphyeical® espirit of Donne, with Vaughan's love
of Nature and Herric''s feeling for objects of art,

(Vol.,III,p.308)

In a useful comparison with Vaughan, Courthope develops
Beeching's idea that Marvell'r nuture is eesentially cultive
ated, and recognizes a function of the natural detaills as
exprescsive of abstractions. His diescussion springs from stanza

VI of "The Garden":

These remotely abstract conceits he associates with
beautiful imagery drawn from country life, going on,
for exam-le, after the above stanza in the following
lines, which are guite in Vaughan's manner: [here he
guotes stanza VII]. There is, however, more of minute
painting in his deseriptions of Nature then is common
in Vaughan, whose imagination delighted in the wild
uncultivated scenery of streame and hills; whereas
Marvell loved the artificial ornaments of the garden,
though he dramatically malkes hie mowers complain against
them thus: [here he quotes the last ten lines of "The
¥ower against Gardens"]. (p.309)

Ihe pees the Mower poems as a developmmnt of Clasesical
Pastoral, guoting the first two =tanzas of "Damon the ¥ower':
‘Clacsipal Pastoraliem Wwas never csrried to a higher
perfection of refireuent than by Marvell: witnese the
opening linec of "Damon the iKower", in which the heat
and haze of a summer day seem to dance. (p.310)
A mach more realistic conception of iarvell's nature poems
is emerging than in the fantasies of Gosse,

Augustine Birrell produced his account of Andrew harvell,
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in 1905 (English Men of Letters series, London). In it, the
Vietorian Marvell is firmly entrenched. We are told of nis
birth at Winetead - a fit place for the origine of a "garden-
poet" (the "throstle couplet is quoted)j of his schooldays at
Hull, where the grammar school had & great garden, full of
fruit and flowers, so that, "our"garden-poet”, that was to be,
wap not doprivod of inspiration"; of the gardens at Munappleton,
where, aftcr this auspicious beginning in life, iNarvell then
had the luek to spend some time: "In this gaéden the mise of
Andrew larvell bloaeomed like a cherry—troe (p.31).

Birrell is aware of Marvoll’n emergence from an older
tradition of lyrical verse, but his emphases are on the hints
of later developments:

As .the author of postry of exquiesite quality, where for

the last tim¢ may be heard the priceless note of the
Elizabethan lyricist, whilat at the same moment uttere

ance 1is being given to thoughts snd feelinge which
reach forward to \/ordsworth and Shelley, Marvell can
never be forgotten in his native England. (p.t)

He follows Ormsby and Beeching in hie agwareness of simile
aritias between Marvéll ané other poets, citing Donne, Cowley,
Waller, Denham,'Butler, clevelaﬁ&, “alker, Cotton, Rochester,
and Doraot, but not offbring to be ex: licit, But he denies a
proscsible 1nrarencce

In the whole i of our voetry there is nothing
quite lie Marvell's love or rardens and woods, of
meads and rivers and birde., It is a love not learnt
from dooks, not borrowed from brother-poets, It is

not indulged in to prove any$hing. It is all sheer
enjoyment. (p.227)
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Later researches have revealed that a zreat deal of Marvell's
knowledge of nature was "learnt rrum‘booku", and not a few
of his details were "borrowed from brother-ncets", /And recent
interpretations suggeat something more eontrived and deliberate
than "sheer enjoyment" in his amassing of natural details,

One other remark by Birrell has been endorsed by subsequent
oritics, but prodadly not in the sonse he intended: "No poet
is happler than Narvell in creating the impression that he
mede hie verses out of doors" (p.228), The emphasis would now
be laid on the artistry with which en "impression” of out-of=
door freshness is created out of largely dookish materials,

A, T.Qquiller«Couch introduced the Select English Classice
1 (Oxford, 1908). He excuses the con=-

coited use made of natural details in a tone of ratronising
indulgence: |

If, rlaying about these esimple things, his fancy twisted
them at times into quaint conceits, it was but as the
gardeners of the seventeonth century planted thelr
flower-beds into elaborate knots and devices. The thought
beneath the extravagances ie usually sincere. (p.4)

J,B.Leishman (in a note on p.294 of The Art of Marvell's
Poetry (London, 1966)) quotes from an article on "The Foems

of Thomes Fairfax",

Bliss Reed, which first linked Marvell's roetry with that of
the French poet Saint-Amant:
That these poems were inavired not only by the beauty
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of Nunappleton, but by its owner's love and appreciation
of poetry, there can be little doubt. ‘e may go even
farther, and see in Marvell's nature-poems some hinte
from Saint-Amant. Marvell's verse is richer and deeper;
where Sainte-imant is vague in his descriptions or
conventional in his thought, Marvell is concrete and
originalj for it is the Englishman, and not the French-

man, who uses ;gbggg‘ggigggﬁ and yet Saint-imant'se

therw -~ to lose oneself in Rature - is the theme of

The Carden and of the finest lines in Appleton House.
It was not uhtil the iQuOs, with the work of M.C.Bradbrook,
ihat the question of Marvell's relationahip with the Frenech
poets of the Libertin school was »roperly 1nvostigated.

In the spring of 1912, Emile Legouis gave a course of
three lectures in the Sorbonne, dealing with the life and
worke of Andrew Marvell (a résumé by René Pruvost was printed
in the Revue des cours et conférences (Taris, 1912)). Legouis
secs the poet msinly as a pre-Romantic, the forerunner of the
sensuous “eats and the philosorhie “ordsworth, He notes the
Wordsworthian preference of stock-dove to nightﬂlgala; remarke
on the rrecision and keennese of descriptive details, quoting
from "lipon Appleton House" the throstle parsage, the heron,
and the woodpecker (étaﬁzas LXVII-LXX); and regards the "green
thought in a green shade" as closer even to symbolism than
to Romgnticiauu But he does not ignore the period flavour of
the poéms. On the woodbine passage in "Upon ..ppleton House"
(stanza LXXVII) he comments:

Clenst déja l1l'amour rornantique exalté de la nature,

mais avece ce grain de bizarrerie qui ne quitte jamais
tout & fait les gens de la Renailssance. (p.82)
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An impostant new step in Marvell scholarship was taken
when H,M.Margoliouth published some of hie discoveries about
Marvell's indebtedness to other poete for rhrases and 1magoa;'
in two notea called "Marvell & Cowley" and "Marvell and Other
Contemporaries” in the June and July copies of The Saturday
Review in 1919 (Vol.cx’,‘yn, 550-1, and Vol.CXXVIII, 55-6), He
shows similarities between Marvell's poems and works by
Milton, Cowley, Lovelace, éraahaw, Vaughan, Carewy and points
out that the sensuous details in "Bermudas" were probably
suggested by ¥%aller's "Battle of the Summer Islands". iargole
iouth subastantiates the vague generalisations of Goldwin
Smith and Birrell about connections between liarvell's poetwy
eand that of his immediate predecessors and his contemporaries,
and, in discussing "To his Coy Mistress”, anticipates the
judgment of J.B.lLeishman, He speaks of, "the auggostiona
which Marvell drew from Cowley's "Mistress" and built up
into great poetryY.

In More Essays on Pooks (1921), A.Clutton-Brock compares
Marvell to Shelley, St. Augustine, and Vaughan, and glves an
account of "The Garden'" which recognizes the poem's success-as
the result of a skilful handling of sensuous detalls from
nature: "The very theme of this poem ie that passing of sense
into spirit which its art actually accomplishes"”., (p.139)

The anniversary of the poet's birth saw the publication

of the Tercentenary Tributes (Oxford, 1922), which gathered



together essays end articles which had appeared in various
magazines over the previcus year or two, T.5.Eliot's essay,
"Andrew Marvell” (pp.63-78), concentrates on the metavhysiecal
eloments in the poetry, on the wit and “tough reasonableness"
that a new generation of poets valued in their own cndeaVQnrn.
The other contributors, lacking the 1nuight/of actual pract-
itioners, fell back on the olichés of more than half a century,
Cyril Falls, in "Andrew karvell" (pp.79-98), picks out the
"thrastle's shining eye" as particularly modegn; remarks that
Marvell's nature is cultivated; congratulates the poet on hia
"pure" love of the countryside, which he "looked upon" with

a "naked eye, not through any spectacles, classic or romantie"
(r.88); nails him ss the first real nature poet:

Here ayd there in the latter part [of "Upon Appleton
House" ] are instances of that keen observation of
nature and of that passionate nature-worship in which
#arvell is not only unigue in his day dbut which he 18
the earliest English poet to evince. (p.91)

J.C.8quire, in "An Incorruptibida Man in a Corrupt Age"
(pp.113~121), considers lines like the thrush couplet as
"rare in our Caroline poetry", but “common in Harvell" (p.116).
Unfortunately he gives no more examples.
Edward Wright, in "The Poet of the Garden and the Sword"
(pp.122=131), sounds the theme of "liarvell was rirst" again:
Marvell seems to be the first modern poet in Europe
to OXPross the mood 1n which he could, while ‘casting

the body's vest aside', animate a tree, or sing in 1its
boughe 1like a bird. (p.126)
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 He subscribes to the view that the poet was a close observer
of the natural scene: "In exguisite detail of nature study
Marvell is excelled scarcoly by uhakeapearo“ (p.127). He
considers that close description was not released for poetic
use until Gilbert "hite had written (p.127), and cites .‘arvell's
thrush, woodpecker, and kingfisher as early exceptions.
H.J.Massingham, in "Andrew Marvell" (pp.106-112), mays
much the same as the other contributors on the subject of
Marvell's use of nature, with one¢ useful .addition:
Marvell is often very near the eighteenth century,
and his pastorals (not to mention his polished later
satdreos) walk on the edge of that chasm of personifw
~ication which swallowed poetry up for nearly a hundred
~ yoars. (p.111) .

A Fronch Hig ;shh;i_z': ure, by Emile lLegouis

and Louis Cazamiah, avpeared in Paris in 1924, and subseguently
in a two~volume English translation (London, 1926). The firat
volume by Legouls, translated by Helen Douglas Irvine, incore
poratcs some of the material of the Sorbonne lectures (pp.356-
359), But it has some new ideas to offer. Among the most
interesting is the historical placing of the poet:

He is inspired by the country, but not, like earlier
poets, by the country seen in accordance with the
pastoral convention. The desire for a more precise,
for a more local poetry, was already making itself
felt, and one o; tho firat poems which fulfilled it
was John Donham's 'Copper's Hill', But while a lande
scape was t0 Denham no more than a starting-point
for historical and moral reflections, Marvell indulged
far more fully in the happy contemplation of natural
scenery. Before him only ./ither had exrressed, amid
mich rubbish, the intimate enjoyment he drew from



fields and woods. Marvell spontaneously returned to
this theme which was to be so dear tn the Lake Poets.

(p.357)

Legouls sees iarvell basically in Romantie terms, but
admits also "a hint of strangeness and of Elizabethan
pedantry" (p.358).

F.L.Lucas, in Authors Living and Dead (1926), reprints
a8 New Statesman article (pp.76-81) in which he sees Marvell
as an intermediate figure between Donne and Dryden, and
relates Marvell and Keats in terms of "negative capability".
But he feels uneasy about the traditional stresa on the
Romantie aspeet of the earlier poet: -

Once more, lover of unsproilt nature as he is and herald
in his degree of the Romantice (so that his soul with

a quite modern sympathy of imagination 'into the

boughs doces glide', and sits there birdlike, just as
Keats felt himself Decoming one with the sparrow

before his window), there remsins a curious artific-
iality even in his passion. (p.79)

The next two years saw two of the most lmportant events
in the history of Marvell studiess in 1927 the full fruits
of H,.M.Margocliouth's researches were made public in hies two=-

volume edition of The i

(Oxford) « a work which still holds its place as the standard

edition; and in 1928 appeared André lMarvell: poéte, puritain,
patriote (Paris and London) by Pierre Legouis. This book 1is,

as its title suggests, an account of the man in sll his aspects.

It is the first work to look at Marvell's attiiude to nature
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objoctivcly; and it provides a survey whieh brings to light
mzch fhat previous oritice had misered or ignored, Legouis
looks at sarvell in hie owh time, an®€ findse him exceptional

in his reascetion to nature. The followers of Donne were mostly

town or Court poets:

When they compose their verse in the country, as
Herbert and Vaughan largely do, their engroszsing
preocceupation with the Croator nrevents them from
dwelling on description of the Creation. Apart from
the neo«Classic school, which it heralds in this reas-
pect, no English literary movement ever breathed so
l1ittle in the open air, Marvell i# an excertion: less
exclusive and more versatile, he does not, save in
an occasional mood, .think 1t neceseary to shut his
eyes to the outside wo;ld in order to develop his
inner life. (pp.4h2«43) |

He has some interesting comments on the "Romentiec" image
of the poet. It is partly due to & semantic mis-reading of
epithets like "waste'" and "wild", which to a post-Romantic
have connotations of virgin forests and Alpine ridpes and
Wordsworthian YWestmorland peaks. In the seventeenth century,
anything "not made of hewn stone or carved marble" is Nature,
and therefore wild. Legouis continues:

On ecloser inspection Marvell's daring then is more

Apparent than real, .\nd even so it alternates with
recantations: he mekes amends before the altar of

1

All guotations are from the English translation of 1965,
unless thies differs subestantially from the 1928 version,
in which case the original French will be griven.
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Faipfax's precocious wipdom, ‘it nzlr d§68 recolleet’.
Pel?

In fact, Legouie demonstrates, lMarvell's nature is very

the goddess Rulej thues 'loose Nature', shamed by Mary

limited. Mach of it: is from books, mueh of what he must
bave seen finds no p1ace in the poetry. To judge from the
poems, the great vari&ﬁy of scenery he passed through during
his wide travels in Europe, and even meny natural aspects of
his own couniry that he must have been famillar with, made
no impression on his imagination, He confines hirself to the
general English landscape of gently rolling meadows, and
rounded hills like Bilbrough. The conclusion drawn from this
discussion is that karvell was not, in hie rural poetry, "a
Barbinger of the Romantics"(p.48).

Although Marvell has moments of mystic communion, in which
he receives Irom "Nature's mystiick Book", "a direct revelation
from the God of Nature"(p.53), Legouis warns against Romantie
inferences from sueh passages:

The ap?aal-of such transports to the post-Romantic
reader’s mind can easily bve understood but we should
resist the temptation to superimpose & panthelstie
‘philosophy of which Marvell never thought: we must
not see hinm through ‘Jordsworth, The nasrsage just ana-
lysed and another one, in 'The Garden', somewhat more
explicit and too well kxnown for quotation, if they
prove that Harvell knew mystic raptures, would not
Justify our mae-ing these the chief source of insppr-
ation in his poeme devoted to Nature. (ppP.53-54)

Legouis attacks another nineteenth-century fallecy about

Marvell's "minute observation of animeles and vegetables'.
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The throstle couplet, "fully deserves its fame, but one

would be hard put to it to find others of the same sort"(p.5h).
An inventory of Marvell's flowers, fruit and fauna would not
be long. Observation 1s secondary - many of the natural details
are conventional, and those that seem fresh from nature are
presented not for their own worth, but for a moral or signife
icance that can be drawn from them, The incidence of "ingenious
ratiocination" iz higher than that of "observation"(p.55).

Not only dovs the poet draw his detalls from tradition,
from ancient lore concerning the medieinal powers of plants
- or their use as civic rewards, and from the natural histories,
as well as from obeervation; he even avoids direct presentation
of detalls altogether:

Lastly, it often happens that the poet abstains from
any attempt to introduce those concrete touches that
since the Romantic age have been considered the esalt
of voetry . . . Even the neo~Classical perirvhrasis,
which aims not at:depieting but at disgulising the
objeet, is not guite unknown to him. He speaks of
birds as 'winged Juires', of their love songs as 'theip
tuned Fires'. And it must be acknowledged that the
charm of his descriptive poetry does not reside
esgentially in its rrecision, since those passages
where he does not particularize are not the least
delightful. (p.55)

With ell these reservations, Legouis grants that Marvell
has an extraordinary gift for glving life to a scene., Passages
1like those desmeribing the heat in "Damen the Mower' and the
dusk in "Upon Applotonnﬂouaé“ have this in common:

e o« o that sympathy with universal life already noted



in Marvell's ecstasies in wood or gerden. He shares
now the joys and now the sufferinges of creatures -
animals, piants, and even those beings that our limited
science calls inanimate. (p.56)
Legouis goes on to.givd & searching analyaia of Marvell's
methods of deseription, laying the emphasis on the "ingeniocus

ratiocination?

Whatever the shares of observation and feeling in
Marvell's descriptions those two e¢lements yield in
importanes to a third, namely wit,., Nature in his
poetry is a metaphysical Nature sprung from the brain
rather than the senses, To speak more precisely, as
soon ap the senses have made their harveet, now plente
iful now scanty, the brain begins its task: out of its
objecet it abatracts the essential quality, whieh it
substitutee for the object and on which it works,
making it live and shine anew by dint of unexpected
metaphors and of comparisons that suddenly bring to
light unsusvected analogles., (p.58)

This process of abstraction can be seen in Marvell's predile

ection for greem. Crities who note this, "should add that

this feeling regards the colour itself, independently of

the thing deseribed at the time"(p.61).

Many more aspectas of larvell’'s natural details are con-
pidered - their use as symbol, simile, and metaphor; the
influenece of traditional mythology; the pathetic fallacy. But
in epite of all that hie etudy has revealed, legouis is left

with the conviction that the nineteanth~éantury view of
tlarvell har an element of truth in it; it may be only part
of the truth, but it ie an important rart:

He remains and will remain the metaph;sical roet of
the open air, and this aspect of his work clone could
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secure his fame, But he esometimes rose above the fashion
of his times; and then he gave poetle exvrescion to

some aspects of Nature so happlily or intensely that
for moat readers, whatever the critic may say of this
generelization, he will remain the forerunnsyr of
Wordsworth, Shelley, and Keats, the poet who noted

*3ke natching Thrastles rhining Eye', perceived the
poerfume of flowers as music, nay, on a mossy bank in
the shade of 014 trees, fainted with a sensuous ecstaay
in which nelther God nor woman played & part. 4And if

a man is defined by his supreme gifft and achievement,
this image of Marvell, however sim lified, may well

be the most faithful. (p.90)

The year after lLegouis' book came out, Victoria Sackville=-

West issued a small volume entitled Andrew iarvell (Londom,

1929). She accepts the "metaphysissl"” element in the nature
poems, but minimizee ite importance, and denies it any place
in the real impact of the poetry:

Conceits, when they occurred, were an ornament - or

shall 1 say 8 disfigurement? - rather than an integral
part; hies real mood, in these nature noems, was the
mood of seeing, and feeling; the mysticism which arose
as their accompaniment was no conceit, but an inevitadble
conseguence, familiar to ei?ycno who hasg ever entered
into & moment of commnion with nature; and, as such,
expresged by him in a manner readily distinguishable
from the ceredral exertions of his colleagues., (DPP.33=

34). |
Thié perpetuates the viav that larvell was an esesentially
different poet from the others of his tine, whd occasionally
succumbed to their fashions, |

Two aspects of his "eloseness to nature" are isolated:
his "actual gift of observation", and his "mysticism"(p.34).

She perceives that Marvell was "highly sensitive to colour"

(p.35), and examines in particular his fondness for green. Then
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the queetion of what kind of nature he cared for is pondered:
Marvell had some appreciation of uncultivated nature,
which was not at all proper to the seventeenth century.
True, his urual taste was for the mild and orderly
agprects of garden-craft, and rugged nature was a thing
unknown to him; nevertheless, he gives some indication
of an appetite for something a little less sleek, a
little less demmre. |She cites "The Mower against
Gardens".] )pp.L2-43
¥lsa Sackville-~'/est here exhibits a failing common to many
critice of .older poetry. She assumes that all poets must be
like a Keats or a Shelley, living out thetsr poetry in their
lives, and pouring every ampect of their lives into poetry.
Because there is no "rugged nature" in the poems, she concludes
that it wae "a thing unknown to him", She forgets the kind of
tradition of amateur making of verses to which Karvell belongs,
and ignores the fact that he was a great traveller, who had
rresumably crossed the Alps more than once, and who had been
to bofh Sweden and Russia, He had looked on many kinde of
gcenery. That it does not get into the poetry should indicate
something about the nature of his poetry, and ite relation to
observation, Except by Legouis, the inferences have generally

been avoided.
1935 was ominous for Marvell studies. It saw the first

detailed "interpretation" of "The Garden" - by William Fmpson,
in Some Vereions of Pastoral (London), Chapter IV, pp.119e
145, Verbal pune and syntactic ambigulties are seized upon

with delight, and recondite meanings are found for the "green
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thought" and the "modiae" of flowers, Freud broods over stanza
V, "I% ims the triumph of the attempt to impose & sexual intep-
est on nature"(p.132). The "melons" are philologically demon~
strated to be "apples" in dieguise, and the "fall on grass"
ie & re-enactment of the Fall in Genesis. But thie is a rall
"on grass”, and grase is a ;rime symbol in Marvell's poetryi
Grass indeced comes to be taken for granted as the
symbol of pastoral humility . . . It is a humility
of Nature from which she is still higher then man,
80 that the grasshoppers preach to him from their
pinnacles . . . It seems also to be an obscure merit
of grass that it produces 'hay', which was the name of
a country dance, so that humility is geiety. (p.130)
We are far from the critical innocence of Beeching's "laureate
of grass, and of greenery",
The influence of the revival of the metaphysical poets

begun by H.J.C.Grierson's lietaphyei

ments in the essay '"The MetaphysicalﬂPaeta" (1921, now in
Selected Esssyg, 3rd. ed., 1951, ppr.281-291), and of the

critical investigatione of Empson, had clearly been at work

by the time the next book on Marvell appeared in 1940. The
joint authors of Apndrew lMarvell (Cambridge, quotations from

1961 reprint), M.C.Bradbrook and M.G.Lloyd Thomas, attempt
a more balanced and modernm account of Marvell than liiss
Sackville-West's work of a deeade before. Ve are made aware

of the "evanescent shades of meaning” to be found in the

poems, and of the background of New Science and emblem
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literature, Puns and conceite are felt to be as much a part
of the poem's effect ss th "sensuous exuberance” and observed
details, The military imagery of "Upon Appleton House", which
had disturbed Cosee 88 being "childish", is now seen as a
necessary element in a finely organized poetic harmony:

The gardens merge into the meadow, and here, though
the wit remains, Nature 1s now felt as a whole; the
great domnant metaphor - that of a battle-field -
in which it is worked out shows that this is still
an emblematic Nature, but Marvell's fresh and exact
observation tranesforme 1t. The detail is curious and
finely wrought, but the power of ilature felt as a
whole is stronger than the detall, and for the first
time Marvell's writing has become more than the sum

of ite parts. (p.35)
The soldierly ranks of flowere are no longer regarded as
a regrettable ececentricity, but as a fine piece of symbolism,
"This is not merely a compliment to the General; it stands
for the civilized aspect of the landecape or of life" (p.35).
An attempt is made to analyse the way in which the poetry
works. The "garden of the world" pa=zsage in "Upon Appleton
House" (stanza XLV) marke: |
« « o the beginning of a new flexibility, a power to
co=ordinate through metavhor and simile, which ia the
strength of Marvell's best poetry. It makes the power

of such poems as "The CGarden" and "Bermidas". The
metaphors no longer organize and limit the materlal as
in "The Unfortunate Lover", nor provide momentary
illumination, as in the roses of "Daphnis and Chloe"
and the paaris of "Hourning": they are generative,

and from them comes the greater 1life of the poem. {(p.36)

The wit 1s not an extraneous ornament - certainly not a
disfigurement =~ but 1B seen as part of the poem's vital growth,

"the wit is now led by the subject, it is no longer playing
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upon 1it; the writing i{s no longer so neatly explicit"(pp.36-7).
Miss Bradbrook and Miss Lloyd Thomas open up a new way
of apbroaching the nature poems, which many critice have
eince taken: they see that the natural deacriptions are only
a surface which conceals untold riches for the interpreotative
excavator., They ddccover, "the exhilerated sense that an
111uatration'f6r everything, & mirror-reflection of every-
thing, can be found in Hunappleton" (p.38).
The Mower poems are examined, with thc'concluaion that:
It ie the scene ltself which supplies most of the
positive feeling in these poems, as here where we are
obacurely reminded that all I'lesh is grass, and as at
the end of 'Damon the Mower', where we see 'By his
dwn Sythe, the Hower mown' - the Clown as Death. (p.42)
A remark ahout the fawn Provides an interesting example

of the shift in critiesl approach:

The whiteness of the fawn is insisted on throughout

the poem: as well as heing stressed in 'The Song of

Solomon' it 1s of course eymbolic of the Agnus Dei,

| (p.49)
The concern is with the meganing of the natural detail, and
'its source - not with its accuracy as a plece of observed.
nature.
hereas the Vietorians had stressed the realistic

acouracy of Marvell's nature, and his Romantic preoccupation
with "identifieation", the critics of 1940 siress the
contemporary (aeventotnth-eentury) attitudes to nature,

Marvell has affinitive with the Spenserians a&s well as with
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Donne, "It was the Spenserians who were the chief custodians
of the 0ld symbolic view of Nature as the Divine Hieroglyph"
(Pe54). He is meen as a vietim of the changing ideas of the
time, "During the later seventeenth century natural science
removed the supports from this older conception of Nature;
and Marvell ceased to write poetry" (Dp.55).
The authors completely scotch the theory that Marvell
wag an early Romantic:
The Nature whiech tarvell knew was plainly different
from that whiech ‘‘ordsworth, for example, knew. The
stars 8till rained influences, the earth still gave
out humours: there was no such thing as inanimate
nature and no possibility of a pathetic fallacy. (p.55)
This hook 1is sketchy and inadequete in comparison with
Pierre Legouis' thorough and sencitive treatment of the poet,
but it is the first book in Fnglish to spproach the poet and
his work in a scholarly and objectively critical way.

".An article on "Marvell and the Poetry of Rusal Solitude"
by M.C.BEradbrook in The leview of English Studies, XVII (1941),
37-464 develors hinte dropped in the bhook. Miss Bradbrook
shows that in the seventeenth eentury, "a new attitude towards
solitude appesrs in literature” (p.37). She explaine how:

It is advocated as a virtuous state, leading to self=
examination and a healthy conscience; it is celebrated
as improving to the intellectual faculties, Horeover
it 1is enjoyed, not as a relief from society but as a
positive pleasure in itself, as a taste to be cultive
ated. Solitude went with the new feeling for country

landscape which could only have been born of temporary

oxile in the town, The growth of cities revealed the
countryside to the writer. (p.37)
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This complex of new feelings about solitude developed

earlier in France than in England., Even before the start
of the seventeenth eoﬁtury, Montaigne's essay De la Solitude,
"foreshadows mich of what was later to be thought" (p.37).
For him, solitude was a atoiqal v1r¥ue, the antithesis of
ambition. In French poetry, solitude was taken as a theme by
the group of roete known as the Libertins - Racan (1589«
1670), Théophile (1591~ 1626), and Saint-imant (4594-1661).
Edward Blies Reed in 1909 (mee pp.31-32 above) had rirst
suggested a connection between Marvell and the last of these
pcete, Miss Bradbrook provides a more detalled comparison
botweén "Bermmdes', "The Carden", and "Upon Appleton House",
and Saint-Amant's "La Jouyssance", and "La Solitude" - the
latter having been translated into Engliah;by both Lord
Fairfax and the Matchless Orinda, and the former by Thomas
Stanley. She sees stanza LXXVII of "Upon Appleton House" as
a deliberate parody of a pacsege in "La Jouyssance”, probably'
of Stanley's version:

Inatead of the plants providing metaphors for the love-

making they are directly substituted for the mistress,

and the passage certainly gains in point if it is seen

as a parody of a tradition., (p.39)

The article goes on to trace the continuation of the

tradition in England up to "The Retirement" of Charles
Cotton, and notes similarities between the work of Marvell

and that of Mildmay Fane and Cowley.



"Marvell and Nature" is the subject of an article in
the Durham University Journal of 1944 (Vol.¥XXVII, 22-27).
In it, M.F.E.Reinbow disparages the view that Marvell is a
"Romantic" in his love of the solitudes of nature, but he
takes as his evidence the poems themselvee, rather than the
background of ideas and trends. The poet's dominant character-
istic is his intellect. Insofar as he does love solitude, it
is, "the curious solitude of the rciuntist" (p.22), His
enthusiasm (Gosse called it "a sort of personal rassion®)
for nature, is felt to be not emotional, bﬁt intellectual,
"a delighted accepting of nature as a storehouse of fascine
ating poscibilities” (p.23). His intereet in nature is in
"her potentialities for queerness" (p.23); hence his frequent
play with distortions -~ the invereion of eizes, the tricks
of rerleetion, the confusrion between humen and vegetable. A
ruech more complicated Marvell_ia emerging from the simple
Romantic mangué of the Vietorian tradition:

His devotion to Fature is the result of a profound

gophiatication. He brings the complicated mind of
the metaphysician to avow his delight in simplicity,

(p.23)
Douglas Bush's section on Marvell (pPe158«164) in his

1945) confirms the newer conception of the poet, in whom

the enjoyment of nature is, "at once fresh and subtle and
sophisticated” (p.164); in whom thet
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c o o capacity for sensucue gelf-identification with
natural things has a touch of the old symbolic and

religious concept of nature as the art of Cod which
appears in so many philosophic writers from Flato to

Sir Thomes Browne. p.160)
"The Garden" in bccoming a poem of myeteriocue hidien
depths; it can no longer be read ae, "the mere idyllic ecstasy

’

of a romentic trimitiviet or esceplst” (p.161).

In i950 arother line of Marvell studies got under way
with Milton "loneky's "Cuide through 'The Gerden'", in %The
fewanee Réview, BVIII,16-35: and‘Ruth vallerstein's book,

Seventeonth Century Poetle, Both these writere claim to

¢lucidete the poems by setting them in a context of philosoph=
ical traditicn. Klonsky 1s msinly concerned with the signife
icance for "The Garden" of an understanding of the "Enneads"

of Plotinums, The essence of his argument is contaeired in the

following quctation:

The figure of *The Carden' is & conceit eLporated
from a eingle onsentltl metaphop: . s g
8 with

time ie the neo~Pla ¢ Rea
Through & canf ation of t he %ed%g ? %I

the Carden of Eden, its Biblicazl counterpart, thia
Idga-lMetaphor ie drawn even further by larvell, The

complete 1 (and here is the paradox) is taken
iiterally, the ldentification of both tﬁ?ma 13 complete.
P.16

Miss Vallerstein gives a thorough survey of current
philosophy available to Marvell, ranging from Plato to B¢,
Augustine and Hugh of S¢. Victor, The ineists, too, on the
importance of genre in shaping the character of ‘arvell's

poems.
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The feeling that .arvell and 'Yordsworth chare a common
exverience is given the authority of the jargon of perchology:

A man who has been like Harvell or Vaughan through
wearisome sciolism and through a civil econflict whech
has destroyed or seemed to destroy the institutions to
which his deerest loyalties are attached and who has
through great effort transcended those barriers of
disinterration and self-consciousnesrs in a reintegrsa-
tion of feeling and thought, often experiences the
objecte of noture with a new and special sensitiveness

and in a singularly intimmte relationship to the
energy of his own mind. (p.254)

This ie one way of approaching Marvell's usze of natural
details, Another 1is thwough tradition, Miss Wallerstein

assures ue that:

The character of his images in general and many of
the particular images themselves identify for us the
world of discourse imrnlicit in his poems, and that it
is a world related to that tradition of symbolic
thought and contemr-rlation in whieh St. Bonaventura

ise a leading figure and in which in some form or othep
almost all later neo-Platonism is involved, (p.181)

Frank Kermode seeke to solve the problem of "The Argument

of Marvell's 'Garden'" (Essays in Criticism, II (1952), 225«
241) by following Miss Wallerstein's lead and relating the

roem to 1tB place in a genre tradition. "The Garden" emerges
not s0 much as 8 genre poem, but ag an anti-genre poem:

'The Garden' is a poem of the anti-genre of the
naturalist paradise, Marvell therefore rejects the
naturallst account of love, and with it that I'laton-

ism which was assoclated with the delights of the
senses,

(Quoted from the reprint of the article in Sovon%ceggh
Century English Poe » @d, William R.Keast, Galaxy
oks (New York, 1¢ y P.293)
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The importance of the Libertin poetry of I'rance for the
underetanding of Marvell is affirmed.

A oritical rohdn}sa for the ultimatum seems to have
developed., Miss Wallerstein sars we, "should not fail" to
remember a passage from St. Augustine when reading "The
Garden"; Mr. Kermode that, "..s poetry the work can only
be studied in relation to its genre, though that genre may
be related to ethical debates" (p.296).

Joseph Summers returns to the theme of "Marvell®s
Wature" in ELH, XX, No.2, (1953), 121=135. In his reading
of the poems, nature is "an imagé of classieal order", and
this in turn 1s "a most effective source of hy-erbolical
compliment” (p.4123). He sces Marvell as a nature-poet pre-
occupled with "lost perfection". In "The Garden'", he tries
to "recapture what has been lost" (p.125). The Mower, in
cutting down the grase that nature has produced, "symbolizes
man's alienation from nature" (p.126), Jature, as part of
the divine plan, &8 good, "but its goodness is neither
available nor guite comprehensible to man" (p.128).

Summers is concerned with the rhilosophy behind the
poems, and with the way in whiceh it is exyrressed through
natural detalls. He analyses the themes of Time and Eternity
in "Little T7.C.", and comments on the pretical method of "On

a Drop of Dew", "ie are chiefly compelled by the ingenuity
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with which the natural is made to reflect the conceptual" (p.
124).
| An extensive quotation from his review of such passages
as "The Garden", stanza V, and'”vponhAﬁpiaton House'", stanzas
'LXXIVAV, will serve to show how the cfitical climate had
changed rince the early decades of this century:
It is in this vein that Marvell occasionally gives a
sensuous particularity to his deseriptions of natural
objects whieh may remind ues of Vaughan's "those faint
beams in which this hill is drest/After the Sun's
remove", and whiceh has led some readers to consider
him a romantic born too early. And yet the "gelid
Strawberryes” and "The hatching Thrastle's shining
Eye" of 'Upon Apprleton House' contribute to a complic-
ated vision of nature which is finally unlike the
nineteenth-century's; the "Hewel's wonders" (the
activities of the woodvecker) teach the "easie Philes-
opher” who "Hath read in Nature's mystick Book" the
just relationships between ein and death. (pp.1248125)
Also to 1953 belongs Harold Wéndeli Smith's essay in
Serutiny: "Cowley, Marvell and the Second Temple" (XIX, #84~
'205). He continues the investigations of M.C.Bradbrook into
the social/poetical écnditiohskor Marvell's period, and sees
in Cowley & representative of the urge to retire from the
uncertsinty ar'"innér light" and the flux of current evente
to the pecurity cf;the country. ilthough iliarvell's enjoyment
of nature is much more sensuous than Cowley's, it performs
the same function for him - “"that of being a stable comforter
in a world urset ﬁy movement™ (p.189).
Myr. Wendell Smith'e horrific reading of "The Garden",

stanza ¥V, 1is worfh quoting as an example of what can happen
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t0 Empson'a method of free, subjective interpretations
e « o the compelling quality of the bizarre - the
realized nightmarish hyperbole of Nature as a sort
of glant fleshy orchid, delieciously hostile and
unbridled by any rational end or discipline, which
cloces around man and devoure him. (p.190)

The major work on Marvell's place in a living context
of ideas and poetic developmenta has been done by Professgor
Maren-Sofie Rdstvig, in her book The Happy Man (Oxford and
Oslo, 1954), and in meveral articles. She deniac any important
influence from Saint-Amant and the libertin poets, and sees
Marvell as the culmination of a new Horatian tradition,
effectively begun by the assimilation of Hermetic ideas in
the Odes of the Polish Jesuit, Casimire Sarbiewski, She finds
evidence that Edward Benlowes and MNildmay Fane had read
Casimire, 1f only in the translation by G.Hils (London,
1646), and traces strong connections between Marvell and
these poets. The descriptive technigue in "Upon the Hill
and Crove at Bil-borow" - "an exploitation of the landscape
for moral purposes" (from “Benlowes, Marvell, and the Divine
Casimire", Huntington Library Quarterly, XVIII, No.,1 (Nov.
1954 ), 13-35) - had been used in 1642 by Denham in "Cooper's
Hill". But some years before that, the method had been
employed by Casimire in the loco-~descriptive first eprode
on the estate of the Nuke of Braccian;. Casimire seems:

s ¢+ « to have stimulated the creation of a new kind

of nature lyrie in England, in which the descriptive
element carried part of the meaning. (ibid. p.35)
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Vaughan, Bynlowes, "ane, and Marvell followed his lead, and:
Common to them all is the myrtic or semi-g'rtic inter-
pretation of Horace's rural philosophy, and the
vresentation of thls philosophy in the very terms
with which the landecape 1ie dcseribed. (p.35)

Profeessor Rfstvig regards as basic to peventeenth-century
retirement poetry, "the belief that it is actually vpossible,
through a retired country life, to achieve a sort of pre-

larsarian state of grece". (The Happy Man, p.16)

Many of the details in Benlowes's "Theophila" (1652)

and Marvell's retirement poems correspond. Profescor Réstvig

concludes, "Much of the praise which is genrerally riven to

Marvell ae a poet of nature, ought to be passed on to

Benlowes" (ibid. p.233).

F.%.Bradbrook, in his chapter, "The Poetry of Andrew

Marvell", in The Peliocan

revrinted with revisions 1960,3pp.193-204), feels etrongly
the sensuous force of the poet's natural details, especially
in stanza V of "The Garden", where, "he succeeds in conveying
the tactile sense of the fleshy ripeness of the applees and
the sound of their falling" (p.200). But he is aware that
the details are being used for more than their appoa14to
the sense. Spesking of the "complex symbol" of the garden,
he comments on Marvell's place in poetic develonment:

This use of a symbol with layers of allegorical

interrretation ends in poetry with Marvell., It wase
a literary tradition and habit of mind that connected
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the Metaphyslical poets with the Elizabethan dramatists
and with medieval usage. (p.199)

L.W.Hyman provided a new piece for the intervretative
eritic t0 fit into the puzzle of "The Garden'"'s meaning in
an article of 1958. In "Marvell's 'Garden'" (ELH, XXV, 13-
22), he recognizes in the roem a reference to the myth that
Adam before the Fall was androgynous, and cites Plato,
Plotinus, and Genesis.

John Press makes & plea for a more spontaneous response
to the poems in his British Council pamrhlet of the same
vear - Andrew liarvell, ‘‘riters and th§1r Work:No.98 (London,
1958)3

The world of Nature held for Marvell a profound moral
and spiritual import. Unlike Randolph and the French
libertine poets, who used the garden as a symbol to
inculcate a naturalist glorification of sensual indule
gonce, Marvell deplets it as the hortus conclusus, the
onclosed garden of The %ogg of Songs, whore the with-
drawn and solitary intellect may pass beyond the senses
and contemplate the Divine., We need not pause to
investigate the precise debt (if any) that larvell

owed to Eonaventura, Hugh of St. Vietor, Richard of

St., Victor, Plotinus, Lipsius or the Divine Casimire.
Such refinements of ascholarship may serve to strengthen
our undoratanding of.'The Garden' and 'Upon Appleton
House's but cur first task mst be to respond, by an
exorcisa of imaginative sympathy, to the images and
symbols which he employs in these poems of contemplate
ive ecstasy. (p.24)

But 1959 saw a further advance on the interiretative
front, Professor Rfstvig took up and endorsed Hymasn's suggest-

ion about an androgynous Adam, in an article called "'The

Garden': a Hermetic Poem" (English Studies, XL (1959), 65=76).
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Hermetic version of the Creation, Stanza V 1is seen as a
parallel to the Ho:motie idea that physical nature wooed
and enwrapped spiritual man,

The same year, Jim Corder, in "iarvell and Nature" (Notes
and Queries (1959), 58-61), rephrases one of the oldest
clichés about ‘Marvell's nature - that it is essentially
tame and cultivated., iarvell reveals, he claims, "a special
geometrical nature. His verse, that is, in many waye reveals
the srecial universe of a formal garden" (p.59). Courthope
had said as mach half a century before. The purpose of the
note secms to be to modify Summers's views of 1953:

| Remembering the awareness of formalized nsture contine
ually revealed in iiarvell's work, however, it seems
safe to say that his gardens are not momentary attempis
to0 recapture lost innocence, but constant metaphors

for order involving more than innocence. (p.61)

An article in the Boston University Studies in Xnglish

of 1960 (IV, No.3, 152-161), relates Marvell snd iiordsworth,
John D.Rosenberg's "Marvell and the Christian Idiom" argues
that in his prastorel poerns, Marvell is reccneciling the
Classical and Christian values of hig time. He rejected

the licence of "the Caroline Seraglio" without accepting

its antithesis, "Puritan "plainness" and "purity"". Rosen-
berg considers that sarvell, like Wordsworth later, confrided

"the progress of the spirit" to nature, with its "gifts of
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innecence and enpgy”.

Also in 1960:11n the second volume of the first part of
les Fodtes' athysigues Anglais (Paris), came Robert Ell-
rodt's chapter on Marvell. Ellrodt's eensitive study of
Marvell's poetic method, which concentrates on the poems ae
poetry, is refreshing after the deluge of discoveries and
analyses of the preceding decades. He discerns as one of
the peoculiar qualities of the poetry a quasi-~dramatic
presentation of details which marke Marvell off from other
poets of his time: | o

Maies les fruits, l'ombre, la source, le cadran
solaire n'ont pas seulement la valeur typique ou
générique que les objets naturels ont dans les
pastorales de 1l'époque (ou dans L'Allegro de liilton):
ce sont ceg fruits, cette ombre, gette source, ce
cadran, que le podte cueille ou contemrle & un moment
précis. Ce m'est pas un sentiment universel mais une

expérience unique qui nous est communiquée. (p.115)

Another chsracteristic of liarvell's descriptive method
is hig preference for cloae—uvs:

Tout comme Donne, Herbert et Crachaw, Marvell présente
les objets en premier plan, sans distance, ni nerspec-
tive. Il est au pied de l'arbre, au bord meme de la
fontaine qu'il ddéerit, et toujours les fruits sont a
portée de sa main, les melone & ses pieds. L'absence
d'horizon, de lointain, est le secret d'une incomparable
netteté dans l'évocation. Il excelle & circonscrire.
Tantot il déteche l'objet unigue sur un fond uniforme,
sane retrait, ni profondeur: "He hange in shades the
Orange bright,/Like golden'Lamps in a green Night".
Tantot 11 se plaft & enclore un univers dans une
goudte de rosée. (p,120)

Ellrodt sces as' fundamental in iarvell a dichotomy
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between body and spirit: in the poeiry he is after an imolatsé
ion of the one or the otheg, "de libérer 1l'ame du corps

et le corps de l'ame; de proposer 2 1'une 1la pensée pure, &
1'autre la sensation pure"‘(p.fhi). This has an effect on his

use of naturel details:

La poésie de Donne est une poésie & la fois abetraite
ot concréte ol le "conceit" est le trait d'union entre
l'abstrait et le concret. Dans la poémie de Marvell
déjd s'opére insensiblement la dissociation de 1l'abstre
ait et du concret dont soufrira la poésie classique.

(ps149)
As 8 result of this dissociation, iMarvell often takes the

sense impression itself as the subject of his poetry:
mais, si soueiex qu'il aoit de montrer de 1l'esprit,
il prend souvent la peéerception meme pour objet
poétique. (p.149) |

Ellrodt eaﬁpares the method of Ferbert, who never forgets

| Hon eseulement %grvell écrit des potmes desceriptifs,

that his flovtrfﬁin ”Vbriﬁe”, is an emblem for something ei;o,
and Harvolig vho often axpressés sensation "sana la transe
poser en sentiment ou en 1468"(p.149). (He cites the Oranges,
the cowslip-water of "Damon the Mower", the grares of "The
Garden", the velvet moes etc.) |

No one before Kéatn, he poés on, had expressed s¢0 sensuouse
ly the Joys that nature offers to the senses. Even when he |
writes in the extravagant, artlficial msnner of the meta-
physicals, "cela n'empdche point que la sensation soit 1'ocbjet
de son art oiélavaourco do\plninir poétique. Et que la

sensation souvent s'intellectualise en conceit ne change rien
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Ellrodt hae an inviting alternative to offer t0 the
edaborate interpretations of "Upon Appleton liouse" that .
have appeared in recent years., ile sees the role of the diverse
allusions and images in the poem not as part of some obscure
total allegory, whether political, religious, or mystical,
but as & means of widening the imaginative scope of the
estate poem:

L'évocation des paysages et des travaux ruatiquos
7 gagne, au contraire, une valour humaine, une ré-
sonance historigque et religieuse: le "conceit”
introduit la pensée sérieuse au coeur meme de la
futilité pastorale. (p.163)

Next, come two distinct overall interpretations of "Upon
Appleton House", by D.C.Allen, in 1960, and by Maren-Sofie
Rdstvig in 1964. Allen, in chapter VII of his Irmage and

LYy (B‘lti*

more, PP.115-153), reads the poem as a veiled appeal to Lord
Fairfax not to leave the field of publie affairs, He brings

to light many examples of traditione or immges similar to
thoee found in Marvell's proem: examples of house~deseriptions
going back to Statius and Homer; allegorical gardens dating
back to Roman times} insges of civil war as flood, traced in
Luecan and Horace. The descrintive section of the poem, seen

in the full light of these and many more metaphoric traditioms,

is, "an allegorical masgue of the recent civil disorders"(p.
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119). The rail is Cherles I, the guic- rail ies Scotland,
”blood#hThsatylis" 1s the classical "gsanguinea Bellona",

The images of piled hay ae pyramide and Roman mounde are
eignificant - the tombs of the dead after the civil strife,
“Aftar the public events, Marvell turns to hies own predicamam$,
again presenting his ideas through natural details. He 1is
instructed by nature in domestic matters - hence the sequence
of 1) lovelorn nightingale, 2) married doves, 3) the thrush
begetting & family, &) the heron sending mature offepring
1nto'the world. The woodpecker instruets him politieally.

The rotten oak &f Charles, tainted by the worm (Strafford’

or Laud), is got rid of by natural processes. The Hewel

is a t:ﬁboi of justice, war, and religion,

~ Professor hﬁatvig, in her article entitled "'Upon

Appleton House' and the Universal History of Man" (Znglish
Studies, XLIX, 337-351), finds in the poem "various levels

of meaning®, and'at the deepest level, a re-enactment of

‘the universal history of man. The similarity between Marvell's
.poctry and Benlowes's is again oxamined, with the conciuaion:

[The] exploitation of the symbolic meanings inherent
in the landecave of retirement is particularly importe

ant, Like Marvell, Benlowes finds pointers to the
univnrsal history of man 1n_the landscape 1ijselr,

(p.340)
The natural scene is but one element in a manifold unity, "The

individual, the church, the body prolitic, and nature must
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undergo the same process of :;urgation" (p.341).

After a presentation of crucial events in the 0ld Testament
- [den, the Fall, the Flood, the crossing of the Red Sea =
Marvell re-enacts the central event of hiatory -~ the Passion -
in ptanzas LXXVII-VIII., .fter this, the Floods recede,
leaving no serpent - sin tas been vanquished by the Cross,
The earth is like "green zilke newly washed" - & new creation,
The crystal river, aymbol of the purified mind of man,
"reflects things truly” (p.349). As a result of the process
of universal history, "The image of CGod is reflected in the
- mind of man without distortion” (p.350).

The rural voluptuary of Ormsby in 1896 has been replaced
by the profound political and religiocus philosopher of
4960. And "childish" conceits that Goese rejected as aberra-
tions have been transformed into the vital tools of a skilled
and complex roetic crafisman,

A section in H.R.Swardsen's Poetry and the Fountain of
Light (London, 1962) deals with Marvell in terms similer to

those used by Roeenberg and Ellrodt. Where Ellrodt talks of
the Soul and the Body, anﬁ Rosenberg of Christian and
Classical, Swardson Bees the conflicting forcee in Marvell's
poetry as the religicus tradition and the eclassical-erotioc
tradition., Marvell's metho@ is to use "the very form and
outer machinery of the erotic prastoral” (p.99) es a weapon

against "the erotic tradition" (p.99)s4
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It is not a moralizing or otherworldly comment he
makes, but a comment {rom within the natural,c-ensual
world itself, asserting the claim of a pr?per ?oltght.
P.99

Marvell opts for neither ride, however. He finds a compromise

poeition:
From thie 'pastoral' persrective he 1s able to regard
both the erotie and the ascetic tradition as depart-
ures from a natural, 'primitive', and healthy human
norm. (p.402) -

The quest for conflict in Marvell's poems is one of the
chief features of modern criticism, Barbara Evoratt, in an
article called "Marvell's *The Mower's Song'" (Critical
quarterly, IV, No.3 (14962), 219-22,), decides that the
Mower is Marvell's invention for expressing, "A clear sense
of warring, but therefcore reconeilable, oppositions between
Mind and Body, Man and Nature, Experience and Innocence" (p.2R0).
He is "mmch more of an Adam than a confusad peasant" (p.220).
The landscapes in whieh he exiasts are more a means than an
end., Through the Mower and his meadows Marvell explores
man's place in the natural world. The fall is men's discovery
of experience, and that discovery leads to a "state of war"
within the mind, and with the natural world:

It is the Mower's mind that teaches him to perceive

or remember an idyllic innocence in nature, but that

also teaches him to uese and destroy the nature he

dominates - the domination is the destruction. (p.223)
This is a development from Summers's Mower, who "cuta down

for human ends what 'ature has produced"(op.cit. above p.51).
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The essay on Marvell which Joan Bennett added to her
book on the Metarhysical poets when she re-issued it as
Five Netaphysical P'oete (Camdbridge, 1964) adds nothing new
to the discussion of Marvell's use of natural details,

Dennis Davison's volume, The Poe of /ndrew kaprvell
(London, 1964), in the Studies in English Literature series,
aims, 1li:e John Prese's pamphlet, to get back to the sctual
poems., Dismiseing gha by now exprloded Romantic fallacy, he
reiterates the views of Raihbow that Marvell's interest in
nature is that of intellectual "curiosity" and his method of
presentation that of "grave fantasy"., lle is sceptiecal about
the recent inflations of the Mower into "a towering,
mythological figure® (v;kﬂ). seeing "Bamon the Mower" as "a
variation upon the hot-cold paradoxece of the conventional
love-poem" (p.40). And he insiste on the un-komantic character
of the natureGpoems, " 'hat precise details he does notice
prompt him to deduce & moral or see a witty comment on humane
1ty" (p.57).

Also to 1964 belongs Nature and Art in Renaissance
Literature (New York, 1964) by Eﬁward‘W1lliam Tayler, one

chapter of which is devoted to "Marvell's Garden of the Mind",

Tayler reades the nature poems in the lisht of the Renaisrsance

pastoral debate about Art and Nature. He considers that:

Three main tradltions are necessary for an under-
standing of Marvell's poetry: the literary tradition
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of pastoral; the philosophical tradition of Nature
and Art that hes always been assoclated with pastoral;
and the Christisn tradition, which gives a particular
shape and meaning to the other two. (p.162)

He traces a development in Marvell's handling 6r the

rastoral conventions:

e o o Tfrom the highly derivative and naturalistic
pastorals of the fachionable world, to a oriticism,
especially in "Clorinda and Damon", of libgrt%g
ethics, and finally to the use of the pastorsl form
as a vehicle for the expression of his more mature
conoerns. (P,161)

Teyler rejects any attempt to allegorize "The Nymph and
the Faun", seeing ia it, “a technique of allusion almost
random in nature®, which lends itLintensity, but which also
suggests the need for an overall interpretation which the
poem cannot yield. In other words, the function of the
seriptural allusions is aﬁbigﬁuus. In "The Mower's Song",
the pastoral and the scriptural combine:

With the exception of one key word - "fall" - he
does not even use terms amblguously suggestive of
scriptural events, Instead, he has made the plot
or actiorn of the poem significant in itself; the
organization of the action and the relationahip of
the Mower to Nuture are in themselves expressive of
the Fall of Man, (p.158) k
Marvell's preoccupation in the Mower poems generally, and
in "The Garden" and “ﬂpon Appleton House", is seen to be
the proﬁiom bf the man-nature relationship, the possibllity
of harmony, alienation, and recovery of lost harmony.

L.W.Hyman's book-length study of the poet, Andrew Marvell
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(New York, 1964), takes up the theme of conflict, analysing
the poems in terms of a strugsle between sense and epirit,
and the impulse to action and the impulse to withdrawal - 8
modishly phrased version of the wOrdéworth snalogy. "The
Garden" ia praised as "embodying the conceits in natural
images to a greater extent than in any other poem"(p.63).
Since, Biblically, all ¥Flesh is Grass, when the poet stumbles
on the Empsonien Melon/spple and falls on prass, "“he is
falling into carnal sin" (p.68). The impulse behind tpo Kower
poems is sexuality. "The Mower to Glo-worme" is a prnfound‘
statement about "desire, fﬁustration, and sin" (p.16); the
"blade of grass" in "The Mower's Song" is a "phallic symbol",
Hyman discusres Marvell's use of natural details in terms

of the rrevalent "conception of nature", which was "on the
verge of being surerceded during the poet's lifetime" (p.16).
In this aoncoption there was an integration betwegn objective
fact and subjective feeling., This mokea valid Hyman's inéerw
pretation of poetry in which: |

. ; « the natural images have\more than a represent-

ative function; in their literal concreteness they

appeal to our sensee and stir up associations in us

that go beyond any explication. Thies function of
poetry doees not, however, interfere with an explication
in terms of definite correspondences to human feelings
and values. In Renaissance poetry, in particular, there
is no sharp distinction between the sensuocus quality
of the image and what one scholar has terred its
"aignificaney". (p.15)

In 1965, another full~length study appeared: Harold E.
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Toliver's Marvell's Ironic Vision (New Haven and Londonm).
Rather like Hyman he sees the pootry as a "pattern of with-

drawal and emergence” (p.11). Also like lyman, he relates
Karvell's nature poems to the changing view of the universe
and the nature of fact which was altering European modes of
thought ahd feoling in the seventeenth century:

The subject-object dichotomy of later nature poetry
began to raglnco the old system of "integrative" or
"consistent” analogues. It is Marvell, part lyricist
and prart satirist, who prerhaps more than any other
poet of the mid-century reveals the difficulty of
making the transition from one to the other. In the
lyric he looks two w¥ays, backward toward Herbert and
forward toward Keats and Wordsworth. By and large,
however, his pre-ordsworthian eand pre~Keataian nature
poetry is not an attempt to absordb the self into
nature or even nature into the self; rather, it maine

~ tains clear distinctions between the human and the
natural in order to preserve the ground of pversonslity
in a personal God. (p.6)

The Mower poems in particular deal with the difficulties
in which thils dichotomy leaves the poet:
In addition, the artist's difficulty in transforming
landscape to symbol may be involved., If the link
with nature is broken, hopes of achéeving order and
‘meaning fail, or, in the speclial jargon of the past-
oral, the "greenness of the Grass" is destroyed. (p.90)
Sometimes - most notably in "Bermudas" ~ Marvell schieves
a harmony between the two approaches to nature, &nd shows
that, "A classical concern with nature-as-such and the
Christian book of emblems are not entirely incompatible”
(pe101).

"Upon Appleton House" is interpreted according to the
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central withdrawal-emergence motif, and the various natural
details are ritted into the story where their significance
cen be ascertained. But although, "“the catarpillarg, straw-
berries, serpent, crocodile, woodrecker, and so0 on are pre=
sented as tpough their impostance extended beyon@ their
rhysical presence in the woodland", it is often 4ifficult
"to obtéin a clear index to the meaning of many of the
creatures” {p.122), Of the central nature experience in the
poem - the solitary commmnion in the wood - Tolliver remarks:
This paszionate apostr@phe, lic the rest of the
woodland experience, is vrojected in a semi-humounrous
mood, as though reading in this increasingly oute
moded book of nature required taking refupe behind
a shleld of irony. The commitment to the "mystiek
Book" seoems wvital enough, however. (p.123)
This is 3 particularly useful comment, because critics have
ha? little to say about the humour in the nature noems,
Eifhor it is regarded as "childish" by the older school,
or it is ignored in ihe sdlemn approach of the intervreters,
Also valuable in Tolliver's study as a whole is the attempt
to see the poet's attitude to nature in the light of the
changing concept of the universe in the seventeenth century.
Kitty Scoular's Natural Magic (Oxford, 1965) examines
some aspoétn of these changing attitudes to nature, and
relates them to Marvell's art in "Upon Appleton louse"t
The landscape of *Upon Appleton House® was intended

to satisfy the taste of an age for which the doctrine
of ut pictora poesis meant that both poetry and
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painting were emblematic, bodying forth important
gqualities and eignificances in attractive forms which
both hid and expressed the truth. The striet descrip-
tion of nature and the power to distort in fidelity
to the poejlec vislion had not split arart. The order
of Marvell s landscape is hardly prosaic: it is an
order in confusion which imitates the structure of
the universe, (p.190)

1966 saw the publication of The irt of Marvell's Poetry

(London), which was unfortunstely lefi in unfinished form
by the death of J.B,Lelshman., This book rets Marvell in his
literary econtext, doing in great detail what Kermode's essay
and 4Allen's chapters had attempted. It reveals the '"fascinate
ing combinations of 'traditionality' and 'originslity'" (r.283),
tc be found in “arvell's poems; defines the essential differ-
ence between Donne and Harvell:
Donne, one might say, devised entirely new ways of
saying entirely new things, Marvell assimilated,
re=combined and perfected from his¢ contemporaries
various new ways of caying old ones (p.70);
and shows with brilliant scholarship how rooted lMarvell is
in tradition:
His poetry, although in the highest degree original,
would have been impossible without the numerous
literary scurces from which he derived insvpiration,
stimulation and suggestion. (p.77)

One more sentence from Leishman's book is worth guoting
here, since it puts in proper perepective the many references
that have been made, especially by early critics, to the
paramount velue for the poet of a keen perceptive ability:

Although our pleasure in much of Marvell's poetry
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arises from the new visual experiences he gives us,
this pleasure is probably inseperable from our simile
taneous pleasure in the new linguilstic experiences
with which it is combined. (pp.31-92)

The most recent major contribution to Marvell studies

has been The Encloeed Garden (Madison, Milwaukee, and London,
1966) by Stanley Stewart. Stewart examines the entire trade-

ition of the Hortus Conslusus from the Song of Songs itself,
to its manifestations in the graphie arte, architecture, and
gardening, Having amassed a great desl of evidence as to the
significance of auch items as apple-trees, fountains and sune
dials, he turns, in a concluding chapter, to Marvell's "The
Garden". His allegorical 1htergretation of the poem depends
on an apreal to the accumlated evidence, and on a series of
contrasts between those who actively streive for fulfilment,
and the "I", who, as the Soul, the Bride of Christ, pacssively
submite to the advances of the CGarden, or the Bridegroom.

Stewart's book 1z a useful piece of scholarship, bringing
together a great deal of interesting infermation., But his
attempt to impose it all on "The Garden", and produce a
definitive reading of the poem, makes one realime that there
is still & lot to be said for the simple delight in the
surface details of the poetry which was the experience of
many of the earlier critica of Marvell,



PART II

NATURAL DETAILS IN MARVELL'S POETRY



Chapter III
PROVENAHCE

Part I has introduced the question of natural detalls
in oetry, and chown how changing attitudee to nuture and
art have been refiected in the mreoccuputions of those who
have written about liarvell's work over ibe centuries, We
can now turn to the nctural details thempelves, znd invest-
irate the kind of detail used by Marvell.
The world of nature is the source of a rreat deal of
the material of roetry: it provides simile, metarhor, allusion,
baci sround, exemplum, symbol, and 20 on. But it is inadeQuaté
to etate that "Nature" is the common source of results so
different ce:
(a) Guarlies's:
The fruit thoet'e rellow
Is found not alwayse meliow.
(Bk.I, Emblem III, Emblems,Divine snd loral (1635))
(b) Vaughen's: |
Twist not my Cyrreese with your Bays,

Or Roesee with my Yewgh.
("Idle Verse", Silex Zeintillans (41650))

(c) Hookes's:
That love Camelion-lize can live by zire
Of womens breath, without csome better fare.
("Apainst Platonic: Court-Love", Amanda: 2 Jacri-

fice to an Unknown Goddesse (1653)) o

(a) waller's:
““hen to the beeches I report my flame,
Tho{ bow their heads, as if they felt the same.
"At Penshurst"” (" /hile in the wark I ¢ing"),
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(16:.5). The P of &d VWaller, ed. G.Thorn
Drury, T%M, 1893), I., 64)
(e) Milton'e:

Or ushered with a shower still,

When the gust hath blown his fill,

Ending on the rustling leaves,

With minute-~dro=s from off the eaves,

("Il Penseroso", 11.127-130)

Of these, (&) sounds like a riece of proverbial wisdom; (b)
draws on longe-established associations of certain plaents with
aspecte of humen experience; (c¢) comes from accepted natural
history; (3) 48 a conesciocuesly artificial attribution of human
gensidbility to plant-lire; (e) is pure description.

In faect, the detalls from nature which occur in noetry
can enter the poet's repertoire in a number of ways. Many -
the vast majority in early pooetry - are part of a cultural
heritage, the result of generations of contact with a natural
environment. Surtvrisingly few seem to owe their place in a
particular -oem to the poet's direct observation of the
detail "live" ihvnature. Hookes had péobably never seen a
chameleon; Vaughan need not have known what a cypress or
a bay-tree looks like.

The rest of thia chapter will be devoted to an examination
of the natural detgiln in ﬁarvoll'a poetry, in order to dis-
cover where they come from. Several areas 6f provenance can

be isolated:

1) Creatures, plants, and phenomena which have a traditional



significance inherent in the mere naming of them.

2) Specifically descriptive details attached to creatures

and plants, which had long beecn clichés of observation,

3) Detaile deriving from notural higtories and traditional
lore, often of a fabulous kind.

L) Details which seem to come from more recent direct contact
with nature, often traceable to poems written in the century

preceding Marvell,

1) DETAILS WITH THADITIONAL SIGNIFICANCE

A number of Marvell's natural details belong to thise
category. His list of dangerous animals in "A Dialogue
between Thyrasie and Dorinda”:

Oh, ther.'s, neither hope nor fear
Ther's no "“olf, no Fox, norlear,

can be parélleled 1n‘0hri§topher Harvey's "School of the
Heart" (1647), no.XXXI: |
| The world's a wilderness, wherein I find
Wild beasts of every kind,
Foxes, and wolves, and dogs, and boars, and bears,
More animals appear in "Young Love":
l.ove as mach the snowy Lamb
Or the wanton Kid does prize,

48 the Lusty Bull or Ram,
For his morning Sacrifice.

The kid, bull, and ram are given their traditional significance

as "wanton” and "lusty®. The whiteness of the lamb is also
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standard symbolism, as is more clear in ite coupling with the
ermin in "The Nymph and the Faun'':

In faip Elgﬁ%gg to endure
With milk-white Lambs, an& Ermins pure.
The cock, as in Chaucer's "Nun'e Priestis Tale", is a

type of lechery in "Last Instructions to & Painter", 11l.

883884t
A% night, than Canticleer more brisk and hotj

the lion of boldneé-, in "A ﬁialoguo between Two Horses":
Truth's as Bold as & Lyon, I am not afraid;

The XKite of greed, in "Upon Appletan House", stanza LI:
Greedy as Klites has trussed them up;

the vulture of greed, in "The Gallery":

Amd (when inform'd) them throw'st away,
To be the greedy Vultur's prey;

the cormorsnt of gluttony, in "The Unfortunate Lover":

/nd as one Corm'rant fed him,still
Another on his heart did bill;

the hog of lllhmanncro,'in the "Character of Holland":
Themselves the Hogs, as' all their Subjects Bores;
the bee of industry, in "The Garden":
th'industrious Bee}
the owl and raven of gloom and disaster, in "The First
Anniversary of the Government of 0.C." 11l.333«334:

And Owle and Rav’nl with their screeching Noyse,
Did make the Fun'rals sadder with their Joyes.
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(Quarles, in Book IV, Emblem XV, of Emblems, Divine and
Moral (1635), has & similar passage:

The raven's dismal croal’s, the midnicht howls,
0f empty wolves, mix'd with the screech of owls.)

A standard significance is aseigned to the caterpillar in

the lines "To Lovelace':

I see the envious Caterrillar cit
On the faire blossome of each growing wit.

several\of the references to rlante in arvell's roetry
belong in this categdry. Laurel is s common exam@ie, and is
interesting in that the poet useé it in varying degrees of
abstraction, though always with its aignifiéénce as the hero's
or poet's h&hour uppermoet. In "Tom May's Death", its physical
existence as a tree is mgintéinod:

*Twas Ben that in the dusky Laurel shade
Amonget the Chorus of o0ld Poets laid,

But in "Blae's Victory", the tree has been reduced to a
synonym for honour:
Their rich Fleet sunk, and ours with Lawrel f:aught.’
Other plants had similar symbolic meanings whieh had
their origin in Greek or Roman customs, and were accepted
as familiar symbols in life and poetry throughout Europe.
In "The Garden", liarvell plays with the discrepancy referred
to above between the actual tree and the derived significances
How vainly men themselves amaze

To win the Palm, the Oke, or Bayes; . .

« o o« ‘hile all Flow'rs and all Trees do close
To weave the Garlands of repose,



These plants alaim their signiricance from ritual and
Gﬂttam, others have some inherent quality which, over a long
period, has gained for them the power of traditional symbolism.
The lily, because of its whiteheas, has become an emblem of
chastity and innocence, ss in Cranier's worde in "Henry VIII",
et V, Bc.ive |

Xe;o:tvézgégtted Lily ehall she pass
To the ground.
Marvell draws on this aymboliam.in "Phe Nymph and the Faun":

And ite pure virgin Limbe to fold
In whitest eheetz of 1Lilliea cold.

Woodbines and vines, because of their vthyrsical characteiw
istics; came to be regarded as syMbolié, ag in "Upon Appleton
House",'stanza LXXVII:

3 ir in your 'twines,
Curle me about ye gadding Vines, |

laren~3ofie Edstvig commentst
The woodbinese and the vines are traditional symbols
of love; the twining vine often symbolises the mwstie

wedding of the soul to Christ,
("*Appleton House' and the Universal History of

Man", English Studies, XLII (1961), 337%35i)
The force of the thistles in "Damon the Mower", coming
ultimately from "Genesis", Chapter III, v.18, is summed 'up
in the Rev. Henry N.Ellacombe's remarks in his book, The
are (Exeter, 41878)1

It is the recognised symbol of untidiness and cure=
lessness, being found not so mueh in barreh ground



as in goed ground not properly cared for. (p.229)
The Marvell lines read:

How happy might I still have mow'd%
Had not Love here his Thistles sow'd.

Violets, because of their short life, represent the
rascing of earthly thinge before their prime. They are

naturally invoked as the fear of infant death enters the

later =tangas of “Little T.C. Mt

But most procure
That Violets may a longer Age endure,

Gress and flowers also exemplify the desay of living
things. "Clorinda and Damon" puts it suceinetly:
Grass withers; and the Flow'rs too fade.
Reinfeﬂging the inherent quality of grass, witheréhg or
being éﬁt down, ig the Biblical "All flesh ia grase"., L.W.

Hymen suggests that this esymbolism is deliberately developed

in the Mower poems, but his interpretation is unnecessarily

extravagant:

As will be seen even more clegrly in the other mower

poeme, the grass renresente the flesh, The cuttin
down of the grass, therefore, refers to man's fal
into sin.

Andrew Marvell (1964), p.16)

There are a8 few inanimate rhenomena in Harvell's poetry

which can ve put in ‘this section. Snow, like the ermin and
the lamb, is symbolie of spotleasnese in "To Doctor Witty":

« « o purer than dissolved snow.
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Thunder, becsuse of classieal and Biblical mythology, but
ultimately because of ite inherent qualities, is a2 mark of
divine wrath &nd power. Marvell draws on these established
associations in "An Horatian Ode":

*pis Madness to resist or blame
The force of angry leavene flame,

.Perhapa to this aection belonge the inherent and Biblically
derived significancc of the gsrden, ag @ symbol of revose and
1nn$cenco; Karvell's real garden turns his thoughts to the
first Garden of the Creation. Thie symbolic shift is very
common in the seventeenth-century poets. ‘e can find it in

Hookes's "To Amanda Walking in & Garden" (in ;menda, a Sacri-

Unknown Goddesse (1653), p.42), and most clearly

expressed in Joseph Beaumont's "The Gardin" (in The Minor

Poema of Joserh Beaumont, D.D,, 4616~1699, ed. Eloise Robin-
son (London, 1914), P.450):

The Gardine quit with me: as yesterday
I walked in i¢, to day that wal- s in me}
Through all my memorie
It eweotly wanders . . . ,
« « « For now I'm hanted with the thought of that
Heavneplanted Gardin, where felicitie
Flourished on every Tree.
Lost, lost it is ., . .

Besides "The Garden" 1tmself, stanza XLI of "Upon Appleton
House" ie in the same tradition, where England is seen as
a Garden of Innocence corrupted by Civil iarsg

What luckless Apple Adid we tast,
To make us Mertal, and The .ast,



2) CLICRES OF NATURAL DESCRIPTION

Many natural detalls occur 1n poetry with a descriptive
formla attached to them, This 1s used so often that it more
or less ceases to have any Iimaginative force. ::8 they occur
in aevantétnth-century and later poetry, these details are
more clichés, and certainly not evidence of the poet's own
obeervation, although originally they came direct from nature.
Marvell's bate, for example, in "Last Instructions to a
Péintor“, have leathern wings, a stoek desqriptive feature:

. And fliese like Batts with leathern Wings by iNight,
Examples can be found in Spenser's Faerie Jueene, II, xii, 36

| The leather-winged Batt, dayes enimy;
and in Ben Jonaoﬁ'a
Thé g;day,rlgtferumice with leather wings.

The bat still "flits by on leathern wing" in Collins's "Ode

to Evening" nearly a century after .arvell,

The fleeces of sheep are conventiomally cited aes examples
of curlinese or softners, as in the “"Second Song at the
Marriage of Lord Faueonberg":

Not our Debs own Fleeces are
Curl’d so lovely as her Hair;

and in "Thyrsis and De;inda”s

Then 1'le go on: There, sheep are full
Of ewecetest grass, and softest wooll.

Certain birds are renowned for their ability to imitate

human apeboh. Two are mentioned in "A Dialogue between Two
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Horses":

Wh.n Magpyee and Parratts cry ‘walke Knaio walk',
It 1» r proofe that birds may talke.

(Compare thie with Chauebr's reference to the "janglynge pya");
Grasﬁ, ag in "Little T.C.“.,ia'gregn:
In the green Crass she loves to lie;
and atr-ama‘are elear, like erygtal, as in "Last Instructions
to a Painter”, 1.525 |
Survey'd their Crystal streams, and Banks 80 green.
The usual descriptive attributes of fountains and shadows
are found in "The Unfortunate Lover":
By Fountains cool, and Shadows green.
Yaughan's "Corruption” contains & similar line:
In some green shade or fountain.
Several stock descriptive items are brought %ogothor
in this courlet from stanza X'at "Upon Appleton House":

In fragrant Gardens, shaddy Woods,
Deep Meadows, and transrvarent Floods.

N
The clouds, in the “First Sogg at the larriage of Lord
Fauﬁonborg", are given the orthodox comparison with sheep:

As we our Floeka, so yon command
The fleecy Cloude with silver wand.

The Ssdsppiug" iyy turne up, though as an unusually
powerful pr&acnoe, in stensa LXXIV of "Upon Appleton House":

And Ivy, with familiar trails
Me licks, and eclasps, andlcurioo, and hales.
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3) DETAILS PROM NATURAL HISTORIES

Mediaeval and Renaissance Natural History was a hotche
potch of perceived detail and unverified traditional informe
ation, compounded of accurate observation, mistake, and fable.
The authority of the past and of the written word was unassaile
able, and the errors of Pliny'§~ﬂn§ggﬁ1 History and the
mediaeval Booke of Beasts were accepted as fact. With the
Renaissance and the new sclientific approach of men like John
Parkinson and Sir Prancis Bacon, the 0ld beliefs were guestion-
ed, Qnd pﬁt to0 the test of observation and experiment. A
number of erroneocus detalls, and some of the more accurate
ones, in the accepted lore of the time find their way into
Marvell's poétny. together with some of the ancient beliefs
which the New Learning had already sexploded. Some survive as
"poetie" truthe, alongside the experimental. refutations. An
interesting apology for retaining the old myths in imaginative
literature occurs in Henri Estienne's The Art of

Devices (French ed. 1645, translated by Thomas Blount, 1646):

Here we nust also observe, that it is lawfull to use
the nropriety of a naturell subject, be it animal,
plant, fruit, or other thing, according to the generall
approbation or received oprinlon of aneient suthors,
though the Modernes have lately discovered it to be
falee, because the comparison which is grounded upon

a quality, reputed true by the generality, though
indeed it be false, shall be more universally received,
and better understood, then if it were grounded upon

a true prorerty, which nevertheleasse were held false,
and which were altogether unknowne to the greater part
of the learned. (p.46)
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Authority for many of the odder details in Marvell's
poems exists in the standard works on Natural Hi-tory that
were current in the mid-seventeenth century.

The strange remark in line 112 of "The Lorall Scot":

Where Foxes Dung their earths the Badgers yleld,
is explained by the following passage from Gesner's Historie
of Foup-~Footed Beastes, translated by Edward Topeell in 1607:
The wily Foxe never maketh & Denne for himeselfe, but
finding a badgers ecave, in her absence, layeth his
excrement at the hole of the denne, the which when
the Gray returneth, if she smell (as the savour is
strong) she forbeareth to enter as noisome, and so
leaveth her elaborate house to the Fox. (p.34)
Spenser alludes to the same plece of lore, in "The Ruines
Of Tim" ) 11. 21 6"21 7‘

He now is gone, the whiles the Toxe is crept
Into the hole, the which the Badger swept.

The meaning of a couplet from "The Character of Holland™
is illuminated by a note on Bestles in Pliny's latural

History:

Or then those *ills which sordid Beetles roul,
Transfusing into them their Dunghil Soul. (11,45«16)

The note, in Helland's translation (41601), reads:

Over and besides, there is another sort, which tumbling
upon their backe in the dung, do roll it into great
round balls with their feet; and therein doe make neste
for to bestow the little grube (whiech are their young)
against the cold of winter. (p.326)

4 common belief about the crane turns up in the same

poems
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For as with Pygmeea who be~t kills the Crane, . . .
« « » 30 rule smong the drowned he that draines., (1.39
&l.42)
This also occurs in Pliny:
The nation of pretie Pigmies enjoy a truce and cessatiom
from armes, every yeare (as we have said before) when
the Cranes, who use to wage warre with them, be once
devarted and come into our eountries. (p.281)
‘Pliny may have been the source of liarvell's simile in
lines 266-273 of "The Loyall Scot", in which he describves
the husbandman quelling a disturbance among his bees. Pliny's
remedy (Chapter XVII, p.320 of Holland's translation) is
certainly very similar:
But still this great Tray is soone parted and dispatched,
either by casting up some dust among them, or by
making a little smoke and perfume under them. ..nd
reconciled soon they be againe, with setting before
them a messe of milke, or honied-water,
Margoliouth sets line 88 of "Tom iMay's Death" beside &
eourlet from Sylvester's translation of Du Bartas:
As th'tegles Plumes from other birds divide.

And so the princely eagles ravening plumes
The feathers of all other fowls consumes,

Pliny provides an earlier authority for this unusual belief:

The quils or feathere of Aegles laid among those
of other foules, will devour and consume them. (p.273)

Lines 79-80 of "The Death of 0.C." contain two trsdition=
ally accepted fallacies:

Who now shall tell us more of mournful Swans,
Of Haleyons kind, or bleeding Pelicans.
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The beliefs that Swans rang as they approached desth and that
the Pelican fed its young on bloocd tapped from its own Leeas$,

are both included among the wvulgar errops that Sir Thomas

Browne derided in his Pseudodoxis Epiderica (1646). The

pelican was common in emblem booke, like.CGeoffrey Whitney's
A e 1 and Other Devices (1586). On page 87, he
has an illustration, with & verse beneath which declarest

The Pelllcan, for to revive her younge,
Doth peirce her brest, and give them of her bdlood,

J.E.Harting, in his Birds of Shavesjeare (London, 1871),
finding nb gsource for this belief in classieal literature,
considers that it may deriv§ from the writings of the Fathers
and some confusion of the pelican with the vulture or the
flamingo (pp.288+294). Marvell himsel? has another allusion
to it in "Fleckno": '

And 80 the Yelican at his door hung
Picks out the tender boszome of ites young.

The other idea referred to above is current ae a "poetic”
fact as late as Tennyson's “Th§ Dying Swan".
. The Haleyon, mentioned along with the 8wan and Pelican,
is a ravourite of larvell's. Holland's translation of Pliny,
provides the information necessary for understanding two of

his references:

They lay and sit about mid-winter when daies be short-
est: and the timei:whilees they are broodie, is called
the Halcyon dales: for during that season, the sea ls
calme and navigable, especially in the coast of Sicilie
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« « » Now about seven daies before mid-winiter, that

is to say, in the beginning of December, they build;

and within as many after they have hatched. (p.287)
The allusions to this notion are in "The Callery™":

The Haleyons, ealming all that's nigh
Betwixt the Air and Water 1y ’

and in "The Charecter of Holland", 11.129-130:

Aa the obsequiocus Alr and waters rest,
T1l1ll the dear Haleyon hatech out all its nest,

Another reference to the bird under ite other name is
found in dclarindan'a House-Warming®:
~Like the King-fisher chuseth to build in the Broom.
Margoiiouth clarifiees this dy reference ?o Browne's Pseudoe
doxia Epidemica, III, x:

About therrumnl 8oletice . . . the Sea 18 calm, and
the winde gease,

J.B.Leishman, in The Art of Marvell's Poetry (1966), haa

noted the reminiecence of an ancient belief recorded by Pliny
wheth appears in "The Mower to Glo-worms". Holland's trans-
lation runs:

Yo shall have the young Nightingales studie and
- meditate how to sing, by themsedves: yee shall have
them listen attentively to the 0ld birds when they
sing, and to take out lessons as it were from them,
whom they would seem to imitate staff? bysztaffo.
P.286)

The corresponding stanza in Marvell's poem is:
The Nightingale doee eit so late,

And studying all the Bummer-night,
Her matchless Bongs doea meditate.
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His other reference to the nightingale, in stanza LXV of
"Upon Appleton House", contains suggestions of this and
‘another plece of traditional 1lore:

The Nigggigg%lg does here make. choice

To sing the Tryals of her Voice.

Low Shrube she sits in, and adorns

With Musiock high the squatted Thorns,
It was thought that the bird leant its breast against a sharp
thorn as it sang. J.E.Harting (Birgg of Shakeageare) quotes
examples from "The Passionate Pilgrim", "The Rape of Lucrece",
and Fletcher, and comnments:

The origin of such a belier it is not easy to ascertain,

but we suspect Sir Thomas Brewne was not far rom the

truth when he pointed to the fact that the nightingale

frequents thorny copses, and bullds her nest amongst

brambles on the ground. (p.127)
Marvell may have observed this fact, and recorded it in hie
added detail of the "Low Shrubs", Neither of his passages
about the bird reproduce the ancient ideas completely, but
they draw on ineidental details of both: the studying, the
Tryals, and the thorns,

The remark about the stork, in "Upon Appleton House",

stanza LXVII, belongs here:

L if it Stork-like 414 pretend
That_Tribute to its Lord to send,

An explanation of this can be found in Emma Phipson's account
of the stork ( imal-Lore of Shakespeare's Time (London,

41883), cited by Margoliouth in his notes:
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The Dutch held the belief that the stork, in leaving
& house where she had been encouraged to build, left
one of her young ones behind for the owner. (p.272)
A body of strange belliefs were current concerning the
bird of Paradlse. iarvell makes a passing reference to the
bird in his lines on Milton's Paradise Lost:

The Bird nam'd from that Paradise you sing
So never Flagse, but alwales keeps on Wing.

Margoliouth notes that this species was believed to have
neither wings nor feet, but to have kept itaself aloft by its
ample plumes. He adds that Linnaeus named the principal
Epocioa "apoda" in 1760. "Marvell", he concludes, "here gives
them wings". Geoffrey Whitnpy (A _Cholice of Emblems (1586))
refers to them by Linnmseus's name, and only specifies their
lack of feet:

The Apodes, which doe in India breade,

8till flie about, and seldome take their ease:

They have no feete, to reste them as we reade,
But with theire flighte, do compaesse lande snd seasg.

(r.89)
For a full discussion or‘tho early accounts of this bird,

see entries under "Milton: Bird of Paradise" in Notes and
veries, IX (1896), by W.F.Prideaux on pages 14,6-7, and by
C.Tomlinson, C.C.B., and W.C.B. respectively on page 236,

In his eatire on Clarendon, Marvell declares that he,
"nestles in flames like the Salamander", alluding to the
notion expressed by Pliny (Holland's translation):

[The Salamander] is of so cold a complexion, that if
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hee doe but touch the fire, hee will guench it present-
ly, as if yee were put into it. (p.305)

There is only & brief allusion to the orocodile, in stanza
LXXIX of ”Uﬁbn Appleton Houae“,abut somo interesting lore
lies behind 1it:

Ro Serpent new nor Crocodile .
Remains behind our little Nile,

The exchange between Antony and Lepidus (41 Cleo ’
II,'vii, 26=7) comaé to mind, but a more serious account of
the relation between the Nile and the erocodile is furnished
by PlinY:

The river Nilus nourisheth the Crocodile: . . . For

a certaine naturall fore knowledge she hath, how farre
Nilus the river will that yeare rise when he is at the
higheat, and without it will chee bee sure to sit.

(pp.208~209)

#hitney (A _Choice of Emblems) explains more clearly:

The Crocodile, by whome th'Aegyptians watche,
How farre tha% veare shall myhhtie Nilus flowe,
For theire shee likes to lale her egges, and hatche.

(p.3)
Another odd piece of animal lore has a parallel in Antony
and Cleppatra. It appears in "Upon Appleton House", stanza LX

How Horses at theiy Talls do kick,
Turn'd as they hang to leeches guick.

Margoliouth notes the passage in .ct I, sc.ii, 1.190ff. of
Shakeapeare's play:
Much ies breeding,

Which, like the courser's hair, hath yet dbut life
And not a serpent's poison;
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and quotes Sir Thomas Browne's refutation of the belief in

To clarify line 177-of "The Loyall secot'" - "Like Snake
that Swallowes toad doth Dragon swell" « largoliouth quotes
tho following remarks from Topsell's History of Serpents
(1608)s

It was wont to be sald, because dragons are the greatest
serpents, that except & Serpent eate a gerpent, he
ghall never be & dragon.

In line 135 of "Last Instructions to & Painter", Excise
is characterised as follows: "With hundred rows of Teeth the
Shark exceeds". A parallel phkece of natural history, which
may lie behind this hyperbole, 1s quoted by Enma Phipson

(The inimal-Lore me, P.381)s 1t comes

Poems {u Bartas's
Divine Weekes and Workes). Translated by T.L.D., M.P. Fol,
1637:

« « « their mouth [i,e. Sharké] in the midst, very
great, with three rankes of teeth, large and pointed,

The lines "Upon the Death of the Lord Hastings" contain
the following couplet:

The Phlegmatick and Slowe prolongs his day,
And on Times Wheel sticke like a Remora,

Hargoliouth'glossoa this with an entry in the QED:
The sucking~-fish, (:icheneis remora), believed by

the aneients to have the power of staying the course
of any ship to which it attached itself.
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Mrs, E.E.Duncan-Jones has pointed out to im¢ that Marvell's
description of the Hewel, in stanzas LXVIII-LYX of "Upon

Appleton House", vrobably owes something to a passage in De

Mirabilibus Auscultationibus, spuriously attributed to Aristotle:
They say that the woodpecker climbs up trees like a
lizard unside down and on its belly. It is said to feed
on insects from the trees and to dlg so deep into the

trees in its search for worms that it actually brings
them down.,

(A tle: Minor Works, The Loeb Classical Library
!%on%on, 19 %%5, P.EEBI

Another possible source can be found in Book X, Chapter XVIII

of Pliny (p.278 in Holland's translation):

They that Jab and pecke holes in trees, and will
climbe upnright like cats, are of this race. As for
them, they will rampe up with their bellies to the
tree, bending backward: and when they peck with their
bills against the barke, they know by the sound therof
that there be worms within for them to feed upon.

All the foregoing relate to generally received facts
about creatures in the seventeenth century. Marvell's poetry
contains a similar, though smaller, body of detalle relating
to ideas about the plant world.

"Daphnis and Chloe", stanza XXI, expresses a popular
belief about the seed of ferne:

Or the Witch that midnight wakes
*or the ¥ern, whose magick Weed
In one minute caste the Seed,
And invisible him makes.
Ailtkzen, in the original Muses' Library edition of the poems

(1892), page 205, compares lines from Ben Jonson's New Inn:
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I had
No medieine, sir, to go invieible,
No ferneseed in my pnocket;

and Margoliouth (p.224) quotes Browne's Poems, vi. 3,ht

Since affection ever secret tried
Bloome like the fern, and seede atill unespied;
end I Henry IV, II. i. 96

We have the receit o' Fern-eeede, we walZe invieible,
Margoliouth adde, "The reproduction of ferns not being
understood they wére believed to have an invisible seed",
/i1liam Turner, in Part Two of his Herbal (4568), page 3,
cites the opinion of "a Christian Thisicion/named Hieronymous
Tragus”, that ferns do have seeds., And John Parkinson, in
Theatrum isotanicum (1640), page 1037, pours scorn on the
superstition, though he is not sure exactly what form it
takes: |

The sec¢de which this and the female Ferne doe beare,

and to be gathered onely on Midsommer eve at night,

with I know not what conjuring worde is suverstitiocuely

held by divers, not onely MNountebankes and Juacke
salveres, but by other learned men (yet it cannot be

said but by those that are too suverstitiously addicted)

to be of some secret hidden vertue, but I cannot finde
it exprest what it should be.

Margoliouth has eiked an interesting source for "Damon
the Mower" in CGerarde's Herball (London, 1587). The incident
of the lMower mowing himeself, and hie rustic remedy, seems to
have been sugrested by the followinr:

The leevor hereof [i.,e. Clownr-all-heal] stamped with

Axungle, or Hogs grease, uand applied unto green
wounds 1in maner of a pultis, doth heale them in such
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short time & in such absolute maner, that it is hard

for any that hath not had the exprerience thereof to
beloeve: for being In Kent about a Pacient, it chanced
that a very poore man in mowing of Peason did cut his
leg with the Sileth, whenn he made & wound to the bones,
& withal very large and wilde, & also with great effusion
of bloud, the poore man creyt unto this herbe which he
brused in his hands, & tied a great quantitie of it unto
the wound with & plece of his shirt, which presently
stanehed the bleeding and ceared the prain, insomuch

that the poore man presently went to his dales worke
againe, & 0 did from daie to dale, without resting

one day untill he was rerfecetly hole, which was
accomplished in a fewe daiez by this herbe stamped with
a little Hogs grease . . . whereupon I have named it
Clounea oundwort as aforecaid. (p.852)

The lines in guestéon are from stanza XI:

With Shepherds-purse, and Clowns-all-heal,
The Blood I stanch, the Wound I seal,

Gerarde's book hags another note, on Shepherds-purse:
Shepheardes purse staleth bleeding in any part of
the bodie, whether the luice or the decoction thereof
be drunike, or whether it be used Pultus wise, or in
both, or any .bther way else. (p.215)

Parkinson, on page 587 of Theatrum Botanicum (16#0),

quotes "Gerard his testimony" as to the healing property of
q&gfps-all-heal, "which from a countrey man's exverier ce,
héth not onely cbtéined the name of a Woundwort, but famoused
to posteritie, fof others to receive good also theredby"”.

In the same work, page 1528, there is a pasrage which
glosses the 1line, "So weeps the wounded Balasome", from "The
Kymph Complaining for the Death of her Faun":

_ From the body hereof [i.e. the Balsom tree] being

wounded, commeth forth a liguour (and sometimes a
little of itselfe without scarifying) of a troubled
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whitish colour at the first, which after some small
time groweth cleare, being somewhat thicker than oyle
in Summer.

In a single phrase of "An Horatian Ode", Marvell draws upon
two aspecte of the Laurel:

And Caeears head at last
Did Through his Laurels blast,

The emblematic significance of laurel, as a mark of honour
(here of imperial office), has been discuesed already. In
these lines, that significance is combined with the belief
that the laurel was a rrotection against lightning. Pliny
notes:
Of all things which. growe out of the earth, light-
ning blasteth not the Laurell tree. (liolland's trans-
lation, p.27)
Whitney incorporates this in an emblem:
Bothe Treshe, and greene, the Laurell standeth sounde,

Thoughe lightninges flasshe, and thunderbolte do flie.
(A_Choiee of Emblems, p.67)

Sir Thomas Browne 1s sceptical:

Against so famous a quality, Vicomercatug produceth
experiment of a Bay-tree blasted in Italy.

(Pseudodoxia Epidemica, in The Worke of Sir Thomas

rowne, ed. Gharles Sayle, 3 vols., (Edinburgh,
927 » v01.I' p0298)

This section 1s the most suitable place for ihe clasaical
legenda concerning the origins of certain plants. "The Carden"
furnishes examples of two of the best 'nown:

Apollo hunted Darhne ao,
Only that she might Laurel grow,
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And Pan did after Syrinx speed,
ot as a Nymph, but for a Reed.

And the legund of Narcilesus ie invoked in stanza LXXX of
"Upon Appleton liouse":

And for his shade which therein shines,
Narcissus like, the Sun too pines.

In stanza LXXXXIII of the same poem, Maria ies likened to
mistletoe:

And, like a sprig of Misleto,

On the Fairfaclan Uak does grow;
Whence, for some universal good,

The Priest shall cut the sacred bud.

Sir Thomas Browne's account of the plant in Pseudodoxia
Epidemiea, Book 1I, Chapter VI, provides the traditional
lore that lies behind this passage:

As for the Magieal vertues of this Plant, and conceived
efficacy unto veneficial intentions, it seemeth a
Pagan relique derived from the anclent Druides, the
great admirers of the Oak, especially the Misseltoe
that grew thereon; which according untp the particular
of Pliny, they gathered with great solemmity. For after
gsacrifice the Priest in a white garment ascended the
treée, cut down the Misseltoe with a golden hook, and
received it in & white coat; the vertue whereof was to
resist all polsons, and make fruitful any that used it,
(Works, ed. Sayle (Edinburgh, 1927), Vol.I, p.295)

Besides alluding to the botanical features of the plant, and
the ancient connection with the Druids, Marvell probably
irntends socme sexusl 1lmplication in the cutting of the bud,
harking back to its property of making "fruitful any that
used it", and forward tc the "universal good" of Maria's

continuing the Fairfax line. It is tyrical of larvell's
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ability to expose &s many facets of his image as he can at
one time,
Another plant image from this poem, in stanza XLV, can

be amplified from the Theatrum Botanicum:

Congcience, that Heaven-nursed Plant,
Which most our Earthly Gardens want.
A prickling leaf it bvears, and such
As that which shrinks at ev'ry touch,

Parkinson's entry reads:

This other Mimiek, Mocking or Sensitive plant groweth

t0 be a wooddy Shrubbe, yea some say to be a tree,
having divers sprigs rising from the root, and branching
forth sundry leaves set here and there, with short
thornes or prickles, leaning as Acosta unto obher trees
or walls, but Clusius saith it spreadeth on the ground
taking roote at the joynts, and sundry wings of

fresh greene leaves thereon, which upon the touch of

any man, or his breathing onel¥, and not of any thing
else would shrinken and seeme as withered. (p.1617)

The nectaren of "The Garden", stanza V, is mentioned by

Parkinson in his other work, Paradisi in Sole Paradisus

terrestris (London, 1656 )s

« « o« they have heen with ug not many years, yet
have they been known both in Italy to Mathiolus,
and others before him. (p.582)

This 1s an instance of Marvell's interest in unuswal items
in nature, He introduces this rare fruit into "The Garden",

as he introduced the:

Apples, plaents of such a Price
No Tree could ever- bear them twice,

into "Bermudas™, and the Marvel of “eru into "The Mower

Against Gardens",
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Margoliouth omits to gloss another reference to fruit-
nlante which contains something of interest. Stanza LXVII

of "Upon Appleton House" begins:

Then as I carlees on the Bed
Of gelid Straw-berryes do tread.

The coldness here refers not to any esensuous characteristics,
but to a medical property, and 1£ relates not to the straw-
berry iteelf, but to the leaves of the plant. William Turner's
Herbal (1586), Part Two, page 6, under "The Vertues of Strawe-
berries"”, informs usj;“The fruf gemeth to have com warmenes
in it/but the leafe is colde".

"The Mower Against Gardéna" is full of informetion -
true and falee - taken from natural historles and herbals,
The poem is concerned with man's tampering with ﬁatufo. Linee
9-10: ?

The Pink grew then as double as his Mind;
The nutriment did change the kind,

are exvlained by the procesa described by Bacon in his Sylva

Sylvarum (London, 1626):

It is a Curiosity 2lso to make Flowere Double; ¥hieh
is effected by Often Removing them into New Earth, (p.

134 ).
Ralph Austen wrote a rerly to Bacon's work called Observations

upon some part of Sr Francis Bacon's Natural History (1658),
in which he denied the wvalidity of the process described by

Bacon and Marvell (p.32),
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Marvell 1ntroduous the tullip in 1line 13:

Thaawnlip’ whxto, did for complexion seek;

And learn'd to interline its cheek:

Its Onion root thwy then so high did hold,

That one was for & Meadow sold.
John Gerarde has a section dealing with flowers with "onion"
roots, whi¢h declares:

There is another [tulip] to be seene with a flower

mixed with strakes of red and yellowe, resenmbling a .
flamdbe of fire, whereupon we have callod it Flambont.

- (Herval (1597), ».119)
He records several k;nda of tulip, some of which, "have no
smell at'all which eén be poraoiv&d“ (p.119). This fact
about tulips is brought inte ;Littlo T.C.", as one of the
Yerprours of the Spring":

Make that the Tullips may have share
Of aweetness, seeing they are fair,

As cne of the Mower's oddities of plant-life, 'uar,vau
next 1ntrodueou another 1tcm.montienod by Gerarde:!

Another World was acnrch'd, through Oeeans new,
To find the Marvel of Peru,

Margoliouth quotes: Parkinson's Paradis
Torresiris (1629)

Mirabilia Peruviana, The Merveile of Peru . . . These
plants grow naturally in the West Indles,

Sole Paradim

The continuatian of Parkinson's entry is also of interest:
e o + wWhore there is a perpetuall summer, or at least
no eold frosty winters, from whence the seed hath
been sent into these varts of Europe, and are dispersed
into every garden almost of note. (p.366
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The first phralo might have suggested Marvell's "eternal
Spring” (but see lnt.r diacuwaion. pages 109-10 )e Parkinson
witnesses to the Mower's argument that the craze for botanical
oddities was widespread: "every garden almost of note" has its
Marvel of Peru,

The Mower ﬁnxt mentiones the various procepses of grafting
that were familiar in the Herbals of the time, and concludes
his list of enormities withs

And in the Cher he daes Fature vux,
To proecreate without a Sex.

Kargoliouth's note (p.22%) runs, "Like Grosart, 'I do not
know the garden-procese to which this refers'", MacDonald's
note in the new Muses' Library edition of the poems suggests
a solutions
Mr, John Gilmour tells me that these lines (which
pruviauu editors have been unable to explain) only
refer 'to the practice of vegetative or asexual
propagation of cherries and other fruits dy budding

and grafting which has, of course, boen extonmivvly
practised for many hnndrcds of years'',

This txplanation is not very aatisfaetory because the chorry

i® brought into the poem as the climax to a series of perverw.
sions of nature by the gardener. We have already had references
to the process of grnfting; and to reintroduce it aé a final
item weakens the force of the argument, which requires some
culminating -enormity. In faet, the attack on grafting occurs

in lines 19-26; with line 27 a new idea is introduced:
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His green Sgraglic has its Eunuchs t00;
Lest any Tyrant him out-doe.

And in the Cherry he does Nature vex,
To procreate without a Sex.

If these two couplets are taken together, as seems loglcal,
instead of mak}ng the Cherry couplet revert to the grafting
aectiqp, then a poesible explanation may be found in the
discussion in Bscon's Sylyva Sylvarum (London, 1626) concerning
the production of fruit without stones:

There is a Cherry-Iree, that hath Double Blossomes;
But that Tree beareth no Fruit . . . The Making of
Fruits, without Core or Stone, 1is likewise & Curiosity;
And somswhat better: Because what soever maketh them
80, is like to make them more Tender and Delicate. If
a Cions or Bhoot, fit to be set in the Ground, have
the Pith finely taken forth, {and not altogether, but
some of it left, the better to save the life,) it will
beare a Fruit with little, or no Core, or Stone. And
the like is sald to be, of dividing a Quicke~Tree
downe to the Ground, and Taking out the Pith, and then
binding it up againe . . . It is reported, that not
only the Taking out of the Pith, but the Stopping of
the Iuyce of the Pith, from Rising 1§ the Middest, and
Turning it to rise on the COutside, will make the Fruit
without Core, or Btone . . . It is reported, that
Trees watred verpetually with Warme Water, will make

a Fruit, with little or no Core or Stone. (pp.134=135)

Bacon comes back to this subject again later:

We have partly touched before the Meanes of Produeing
Fruits, without Coares, or Stones. And this we adde
further, that the Cause mast be Abundance of Moisture;
For that the Coare, and Stone are made of a Dry Sap:
And we see that it 1s possible, to make a Tree put
forth onely in Blossome, without Fruit; As in Cherries
with Double Flowers; Much more into Fruit without
Stone, or Coares . , . ‘e sdde aleo, that it is
delivered for certaine by some, that if the Cions be
grafted, the Small End downwards, it will make Fruit
have 1ittle or no Coares, and Ctones. (p.227)
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There is esome difficulty in applying these procerses to
Marvell's lines. In the firet place, Bacon does not svecific-
ally talk about produeing a stoneless cherry. But on both
occasions when he dealsvwith the subject, he mentions the
breading;ot double cherry blossom, as if the two procesces
are connected in his mind, In the second vlace, there is some
ambiguity in the phrasing of Marvell's lines. Most obviously,
Thoy mean that man has devised a method of reproducing a
cherryntreé without the intervention of the natural fertilise
‘ation of the famale blosscm from the mala. However, af
"procreate" 1is ta&az to mnan simpky "oroduce" (as it can be,
according to QED s.v. #); the lines could be paravhrased,
"Man vexes Nature by producing a sexless cherry", where
"eherry" -is teken as referring to the fruit, not the tree,
Tho conceit could have been suégeated by the word "Stone™
in Bacon's exposition. QED records regular occurrences of
the word in the sense of "testicle" from 115k till 1743, If
thie altarﬁative meaning 1s applied in reading Bacon, it is
saay to regard the result of his experiments as a "sexless
cherry”. This would fit the context of the Mower poem, as it
is a witty expansion of the preceding idea, "His green
SBeraglio has 1ts Eunuchs too". Indeed, this particular
line is meaningless without some such interpretation of the

cherry couplet as that offered above. A mere reversion to



101

the theme of grafting is insdequate. From what we know of
Marvell's delight in pune and verbal wit in his other poems,
it 18 at least feasible that some kind of conceited treatment
of Baoqn's remarks (or the ideas embodied in them) is behind
the lines in "The Nower Against CGardens”,

» Bradbrook and Lloyd Thomae (Andrew lMarvell (Cambridge,
1940)) P.40) suggest a eimilar interpretation of the couplet
in a footnote, but I cannot trace thelr authority. They refer

to William Lawson's A New Orchard and Carden (1648), but give

no indication of the relevant psge. Their note concludes,
"Lawason, whose book is the first to consider gerdening in
the north of England in particular, mentions both the stoneless
cherry and the stoneless plum". On coneulting this book, I
have been unable to find any mention of "roducing cherries or
plums without stones, On page 16, however, Lawson explains
how slips may be set from an apple-tree. He suggests taking
a "bur-knot":
If it grow out of or neere the roote end, some say
such an Apple will have no coare nor kirnell, And I
thinke it true, because the sap runnes contrary to
his course, The like I thinke of a Bur-knot set with
the roote upwards, though I have not tryed it.
In the revised editions of 1623 and 1626, there appears an
additional treatise by Simon Harward, called A Most Profit-

able new Treatise, from approued experience of the Art of
propegating Plants. In the list of contente at the end (p.10),
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the following occurs, "o have Cherries or ’lums without
Stones™. In the text, there is nothing about produeing stone-
less fruit, except the apple passage gquoted above. This entry
is the only thing in the book that could be construed as
referring to cherries without stones, The passages from
Bacon given above seem to be & sounder basis for aen argument
in favour of the stoneless cherry interpretation,

There are a few more details that belong in this section,
apart from those taken from the creature and plant worlds. The
stars are several times invoked in terms of theilr astrological
eignificance ae influences over human happenings. The famous
reference in "Definition of Love" relies on an acquaintance
with the terminology of mediagval astrology:

Is the Conjunetion of the liind,
And Opposition of the Stars,

In "The First Anniversary of the Government under 0.C,", 11,101-2,
Cromwell is seen aa wielding the powers of the stars:

And in hie sev'ral Aepecte, like a Star,
Here shines in Peace, and thither shoote a :'ar.

Similar ideas are ueed in "The Death of 0.C.", 11,137=-138:

The Stars that for him fought had only pow'r
Left To determine now his fatal Hour;

and in "Blake's Victory", 11.147-1L8;

So proaperous Stars, though ahsen® to the sense,
Bless those they shine for, by their Influenece.

Slightly different are the lines from "The Yirst Song at

the Marriage of Lord Fauconberg", which belong to astronomy
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rather than astrology:

The Stars are f'ix'd unto their Zphera,
And cannot, though they would, come neur.

Comets are found in similar use: as omens in "The iower
to Glo-worms":

Ye Country Comets, that portend
No Var, nor Frincee funeral;

end as items of natural history, in stanza LXXXVI of "Upon
Appleton House":
No new-born ggmgg_auch a Train
Draws through the Skie, nor Star new-slain,
For streight those giddy Rockets fall,
whieh from the putrid Farth exhale,
The natural phenomenon elluded to here is the same as that
described in Vaughan's early poem, "To Amoret, of the differ-
ence ‘'twixt him, and other Lovers, and what true Love is} in
Poems (1646):
These spurious flames suckt up from slime, and earth
To their fiwst, low birth,
Reeignes, and brings.

They shoot their tinsill beames, and vanities,
Thredding with those false fires their way . . .

The image of the lightning in "An Horatian Ode":

And, like the three~forkx'd Lightning, first
Breaking the Cloude where it was nusst,

is a pithy expression of the information set out at length
in Pliny's:
And if this flatuositie or vapour doe struggle and

wreastle within the cloud from thence it commeth that
thundersiaps be heard; but if it breake through still
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barning, then flieth out the thunderbolt: 1f it bee
longer Qimm a strugling, and canmot plerce through,
then leamos and flashes are seene, With these, the

cloud is cloven; with the other, burst in sunder.

~ {Holland's translation, p.29)

Lastly, there is the lore behind some details in "Damon
the Hower". Stanzas II-IV deal with the heat brought on by
the Mower's love for Juliana, ftanza III ie devoted in part-
icular to & comparison between this heat, and the heat caused
by the rising of the Dog-star:

This heat the Sun eould never raire,
Nor Dog-star so inflame's the dayes,
It frem a higher Beauty grow'th,
Whieh burne the Flelds and sMower both:
Whieh made the Dog, and makes the Sun
Hotter then hies own Phaseton,

Not July causeth these extremes,
Bnt,ZEIihna;g"aaorching beams,

In stanza V, the Mower enumerates the giftas he has offered
to his lady, one of which consists of, "Osk leaves tipt with
hony due". The following passage from Holland's version of
Pliny supplies the background:

This pleasant and sweet liguor which weé call honie, is
engendered naturslly in the aire, and especially by

the influence and rising of some starres: but prineipally
during the fervent heat of the canicular deies, even
when the Dog starre is in his full power and force:

never before the appearing of the starre Verglliae, but
alwaies before day. For g0 about the day bresake betimes
in the morning, the leaves of trees are found bedewed
with honnie: . . ., [tule hony is] sucked and drunke . . .
by the Bees from the leaver of trees and grasse: . . .
The best simply that Bees can sucke, and least infected
with the corruption of tree branehes, is that which

they get out of the leaves of Cke, Tilia, and Canes.

(oD.315=316)
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4) NONTRADITIONAL DETAILS

The contents of this section are less clear-cut than
those of the three preceding., Many 1tems are details for
which a definite source has been found « a source either )
for the substance of the detail or for its verbal presentation
in HMarvell's poetry. Other items are details occurring from
time to time in the poetry of the half-century before iiarvell,
which have more vitality than the clichés of section 2, but
which cannot be cited individually ad sources for Marvell,
Finally, there are details of which no eariier examples have
been discovered. For convenience, the poems will be dealt with
in the order in which they appear in Margoliouth's edition,
"A Dialogue between the Resolved Soul, and Created Pleasure".

1
J.B.Leishman, in his The Art of Marveil's Foetry (p.3d,
note 1) suggests that the lines:

And of Nature's banquet share:
Where the 3ouls of fruits and flow'rs
Stand prepar‘'d to heighten yours;

may be a reminiscence of Harvell's reading of Milton's

Paradise Lost (V, 482«7):

e o« « flowrs and thir fruit

Mans nourishment, by gradual scale sublim'd
To vital Spirits aspire, to animal,

To intellectual, give both life and sense,

1
All future appeals to Leishman's authority refer to this

book,
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Fancie and understanding, when the Boule
Reason receives, ahd reason is her belng.

One cennot be sure that Marvell 1s taking his hint from
Milton here, but Leishman considers it likely, taking into
account Marvell's known aptitude for reworking ideas and
phrases from other poets, |

"On A Drop of Dew".

The deseriptive concelit by which the drop of dew is seen
as being, "Like its own Tear", is almost certsinly, Leishman
gays (p.202) a recollection of a similar imege in Crashaw's
"Yishes. To his (supposed) Mistresse" (1l1.52-54):

Each Ruby there,

Cr Pearie that dare appeare,

Bee its owne blush, bee its owne Teare.
"The Coronet".

Leishman (p.195) has traced the descriptive phrase of
line 14, "twining in his speckled breast", to Spenser's
description of the dragon in The Feserie Gueene, I.xi.15:

Forelifting up aloft his speckled brest.
He cbnsidera (p.196) the central conceit of thie poem - the
contrast btetween a crown of thorns and a crown of flowers -
may have been suggested by a similar contrast in Randolph's
“An Kgloguo occasion'd by two Doctors disputing upon pre-
destination"t

More wonders did he, for all which suppose

How he was crown'd, with Lilly, or with Rose?
The winding Ivy, or the gloriocus Bay,
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Or mirtle, with the which Venus, they say,

Girts her proud Temples? Shephearde, none of them,

But wore (poore head) a thorny Diadem,
There is much more reremblance, however, to Vaughan's "The
Wreath", where the poet precents to Chriet, "a twin'd wreath
of grief and praise", using the flowe¢rs as symbols for abstrace
tions, like Marvell's, "wreaths of Fame and Interest",

More likely than either of theese resemblances to other
voets, is the verbal similarity of the lLast 1ine of "The
Coronet" to a line in Crashaw's "A Hymme of the Nativity,
sung by the Shevherds". Marvell's line readas, "May crown thy
Feet, that could not crown thy iHead". In stanza 14 of Crashaw's
poem, the shepherds bring the first-born flowers of May, "To
kisse thy feet, and erowne thy head", If Marvell was remember-
ing thies 1line, the conversion of a simple parallel into a
complex antithesis and paradox would be typical of the way
he improved on, and made more subtle, the conceits and ohrases
of earlier poets,

"Eyes and Tears",

The connection between "Eyes and Tears" and Crashaw's
"The Weeper" has long been recognigzed (seeleishmam; DP.38-9).
Leishman (p.39, note) also discerns echoes of Venus and Adonis
and The Lover's Complaint. But even confining attention to

the natural details, one finds that what seem to be the most

original touches had already a;peared in earlier worke. The
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nost striking desoriptive concelt in the poems

And Stars shew lovely in the Night,
But as they seem the Tears of Light,

is-in effeet a confiation of images used by Yaller and
Vaughan. Vanghan, in "To Eteaia looking from her Casement at
the full Hoon ’ refora to "tho tears of Starres", ana Waller,
in "An Apology for Having Loved", talks of the stars as
"little drops of light",

"Bermudas”,
"Bermudas" has been well documented by source-hunters. As
early as 1893, in Firth's DNB article, the connection between
this poem énd Marvell's stay with John Oxenbridge had bemn
mooted. uaréolieath's edition draws particular attention to
Ceptain John Smith's

of the Summer Islsnds”, It corsainly locks as if the famous

svocation of tropical plenty took its details from Waller's
lines:

That happy island where huge lemons grow,
And orange-trees, which golden fruit do bear,
Th'Hesperian garden boasts of none ao fair;.

This was mot published till 1678. in Thalia Rediviva, but was
probably written ﬁ%:ro Vaughan's conversion, and his dedicat-
on the religious verse which appesred in Silex Scintillans
4650). Marvell may well have seen it in MS, as much poetry
was eirculated privately in this way in the seventeenth
contury.
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Where shining pearl, coral, and many a ‘ound,
On the rich shore, of ambergrie is found.
The lofty cedar, which to heaven aspires,
The prinece of trees! is fuel %0 their firee.

Rosalie Colle, in "Marvell's Bermudas and the Puritan

Paradiase" (Renaissance News, X (1957), 75-79), hae gone
into the literature of the coloniste that may be relevant
to the poem. |
One couplet in particular has a great weight of established
phraseology dbehind 1t: .

He gave us this eternal Spring,
Which here enamels every thing.

The use.of the word "enamel” to describe ci ring greenery goes
back through many seventeenth—century poets, including Milton,
with his, "O're the smooth enameld green" ("Arcades"), to
Sylvester, in his translation of Du Bartas's Devine Weekes and
Workes. Leishman (pp.275-276), quoting from the edition of
1621, mentions several examples: "th'inammeld mead" (Second
Week, First Day, Third Part); "this enammeld vale" (Second
Neek, Second Day, Seeond Part); and "Th'inammell'd Vallies"
(second Week, Second Day, Third PSrt) etc. Leishman speaks as
if the use of the word in English was adopted from Sylvester,
but in fact it wae current long before in the workes of William
Dunbar, for example in ”Tﬁo Goldyn Targe", line 13, "Anamalit
was the felde wyth all colouris”.

The idea of an "eternal Spring" took the imagination of
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sixteenth and seventeenth-century proets, since the tropiweal
abundance of newly discovered lands seemed to be a fulfilment
of the ancient tradition of & land of continual fruitfulness
recorded, for example, in the seventh book of the Odyssey,

where Homer describes the orchard fo King Alecinous. In Spenser 's
"Garden of Adonis”, "There is coﬁtinuall spring, and haruest";
and in Waller's "Battle of the Summer Islande":

e « the kind ﬂpring, which but salutes us here,
: Inhabits theee, and courts them all the year,

Commenting on Waller's poem, Leishmen suggests the complex
of thought and feeling that can lie behind the production
of a poem:!

I seem to perceive in such & passage as this, a
rascinating interaction between ancient fable and the
reportis of contemporary travellers: fact and flcotion
melting into and modifying one another, the old ;
familiarising and integrating the new and, at the same
time, reacquiring from it the charm of novelty;
literature and life, books and experience, litersary
reminiscence and fresh visual perception all combining
in that manner which ia 80 characteristie of =0 much
that is hest in.seventeenth-century poetry, above all,
in Marvell's. (p.282)

Bradbrook and Lloyd Thomas find a different literary
progenitor for the poem, "The aaminant influences are obviously

the 104th, Psalm and the Senedieite" (Andrew Marvell (1940),

Pr.64=~65). They also suggest a comparison with Drayton's "To
the Virginian Voyage" (p.58). There are no verbal céhoaa from
‘this in Marvell's proem, dut the attitude to the new lands is
pimilar:
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Where nature hath in store,
Fowle, venison, and fish,
And the fruitfull'st soyle,
Without your toyle,
Three harvests more,
All greater then you wish,

"Clorinda and Damon".
Leishman has found a source for one of the descriptive
conceits in "Clorinda and Demon":

I have & grassy Scutcheon spy'‘'d,
Where Flora blazons all her pride.

This seems to be a reminiscence of the "Bower of Bligs"

(The Faerie Queene, II.xii.éO):

v« « « wWhose fayre grassy ground
Mantled with greene, and goodly beautifide
With all the ornamente of Floraes pride.

But, aeg usual, Marvell is not a simple borrower. He adds to

the Spenserian Dhrase:

« » o @ characteristic piece of seventesenth-century
varticularity and wit; for his 'Scutcheon' and 'blage
ons' recall Gervase Markham's information (4n 22%
English Husbandman (1637)) that in the gardens o
noblemen thelr coats-~of-arms were often delineated,

| | ; (p.119)
“The Nymvh Complaining for the Death 8# her Faun", .

Many critice have pointed out the connection between
this poem and the Song of Songs. Solomon's beloved is "like
a roe". and feeds in a garden among the lilies, just as the
Nymph's fawn doee. Bradbrook and Lloyd Thomas also suggest,
along with Margoliouth, that the whole noem may be related
to the death of Fida's hind in William Browne's Britannia's



112

Pastorals (Book I, Songs 4 & 5) (See Andrew Marvell, p.49, note).
© D.C.Allen, in Imag : (1960), thinks that

narvoil is developring a hint frog.Calpurnius Sieculus, in an
Eelogue where a uhavycrd orroraﬁga a prize for a eong-contest:
"that stag reclining there among.thu 1ilies"” (p.96).

Leishman (pp.159«160) proposes two yhrases from Crashaw's
"The Wwéyor“ - "The Amber-weeping Tree" and'"the Balsoms-sweste
ing bough" - as sources for Marvell's "wounded™balsam" and
"Amber Tears",

*Young Lav3“.

Leishman (p.167ff) traces a tradition of poems addressed
t9 young ¢hildren, who are‘prcaanted ee either bveauty in the
bud, or as already old enough for love, though young. The
comparison of a child to a bud or blossom, "Whose fair
Blosaoms are too green", is very common, Marvell uses it
again in "tittlo T.C.% Vaughan brings both images together
in his "The Burial of an Infant™:

Blest Infant Bud, "hosme Blossom=life
Did only look about, and fal,

"Mourning".

"Leishmen (P.45) metns stanza VIIIof "Mournirg" and a
rassage from Wotton's "A Deseription of the Countrey's
Recreations" side by sidet

How wide they dream! The Indian Slaves
That sink for Pearl through Seas profound,

Would f£ind her Tears yet deeper Waves
And not of one the bottom sound.
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And Wotton'si

Go, let the diving Negro seek

For Gems hid in some forlorn creek;

Ve all Pearls scorn, |

Save what the dewy morne

Congoales upon each little spire of grasee
Whieh careless Shepherds beat down as they pasee;
And 00ld ne're here aprears,

Save what the yellow Ceres bears.

He admits that the relationship is not "self«evident", but
uses it as a means of dating "Mourning" after 1651, when
Wotton's poem appeared. The evidence is oven more tenuous
than Leishman allows, since the image of a man diving for
rearls is frequent in seventecnth-century verse. Herbert uses
it, in "Vanitle I™:

The nimble Diver with his side

Cuts through the working waves, that he may fetch

.His dearly-earned pearl.

Henry Hawkine, in Partheneia Sacra (Rouen, 15633), writing

about bees gathering dew, uses the game image: "they will
ventuwe for them, as farre into the ayre, as any Moor shal

dive into the seas for the best pearla™(p.60). Vaughan, like
Marvell, varticularizes the diver ae an Indian, in "An Elegy":s

I mede the Indian curae the hours he spent
To seeke his pearles,

"Daphnig and Chloe".

Stanga XXII of "Darhnis and Chloe" eontains what appears
to be a strikingly' original eoneeit -~ a piece of observation
whieh appeals to the senses, and embodies an emotional as

well.-ap &8 sensuous truth:
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Gontler times for Love are meant

Who for parting vleasure strain

‘Gather Roses in the rain, .

Wet themselves and spoil their Sent,
In fact, neither the perception nor the conceit is new -
onlyﬁ%ho phrasing gives Marvell's linees the freshness of
originality. Leishman (p.121) mentions that Pliny had said
that roses were best gsathered in clear weather, but presents
an almost indisputable source for the conceit, discovered by
Mre, E.E.Duncan-dones., It occurs in Aet III, scene i1, lines
62-64 of Suckling's Aglaura:

Cather

Not roses in a wet and frowning hour:

They'11l lose their sweets then, trust me they will, sir.

What pleasure can love take to play his game out,

When death must keep the stakon.
. ’S ed. A.Hamilton
0O

"The Picture of Little T.C. in a Prospect of Tlowers",
This poem is in the pame tradition as "Young Love”, though
the blossom image is given a further twist:

And, cre we see,
Nipr in the bloaaomo all our hones and Thee.

One of the "“errocurs of the Spring" that Little T.C. is
to reform is thiss -3

Make that the Tulips may have share
Of sweetiness, seeing they are fripr.

The same defect had been oxpressed with similar worde by

Quarles in his Enblems, Divine and Moral, Book I, Emblem III:

The fairest tulip's not the sweetest flow'r.



Marvell may have remsmbered this; he may have remembered the

remarks in Cerard's Herbal (see p.97, sbove); he may have

noticed the phenomenon himself. What matters is that what

seems an original detail had found its way into poetry before

Marvell made use of it, and the chances are that it was from

books that he derived it, not from nature direct.

"The Mower Against Gardens".

The probable connection between Marvell's poem and the

Natural Histories has alreedy been discussed, A more literary

source was suggested by Profe:sér Kermode in "Marvell and
Randolph", (Notes and Queries,197 (1952), 136-7). He cites

Randolph's "Upon Love Pondly refus'd for Conscience sako",'

and Leishman (p.132) increases the 1likelihood that this poem

was in Marvell's mind by noting that it is in the same metwe

gnd verse~form as “The Mower Against Cardens" « a form which

Marvell only used this once. The relevant lines are:

If the fresh Trunke have sap enough to give
That each insertive branch may live:

The Cardner grafts not only Apples there,
But addes the Warden and the Peare,

The Peach and Apricocke together grow,
The Cherry and the Damson too,

T1ll he hath made by skilfull husbandry
An intire Orchard of one Tree,

80 least our Faradise perrfection want,
Ve may as well inoculate as plant.

*"Damon the Mower",

 "Damon the Mower" uses much of the imagery of the Petrare

chan love-sonnet - the oontrasts of heat snd cold, and the
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unkindness of the lady. It algo uses as Leishman has shown
(pp.137=141), two ancient poetic torics: the "pastoral
hyperbole" and the "catalogue of delighte", He thinks that
the initial impulse for the poem came from the heat and cold
conceits of Randolph's "A Dialogue., Thirsis, Lalage". The
only direct imitation tuat he finds 1n the ~oem is the near-
burlesque rendering of a passage from Vergil's second Eclogue:
Nec¢ sum adeo informis: nuper me in litore vidi,

cum placidum ventis staret mere; non ego Daphnim
indice ke metuam, sl nunguam fallit imago,

The Marvell "version" runs:
Nor am I so deform'd to sight,
If in my B8ithe I looked right:

In which I see my Plcture done,
Ag in a crescent Moon the Sun,

The vividly rendered detaile of stanza II may have been
suggested by some lines in Lord Fairfax's translation. of
Saint-Amant's "Le Solitude":

'Mongat sedge and bulrush we may heare
The lepinge frogge: sees where they hide

Themselves for fear when they eepy

A man or beast approaching nye.
Marvell may have remembered these linees, and applied their
detalle to his froge and grasshoppers:

The Grass—hopgor ite pipe gives ore;

And hamstring’'d Frogs can dance no more.

But 1n the brook the green Frog wad:cs;

And Grass-hoppers seek out the shades,
The interesting thing is that the froge, which seem so
Marvellian a subject for poetry, had in faet been used in

] |
Printed in M.A.Gibb's The Lord General (1938), p.283 ff.
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& eimilar way in poetry that wae readily accessible to him
at the time he is supposed to have been writing "Damon the
Mower".

Another detail in the roem may owe its inclusion to the
work of another of the Failrfax circle. iUildmay Fane's "To
Sir Johﬂ Wentworth" contains the couplet:

Nor yet enchanted by those shadowed rings
Some cay the Falries print with Revellings,

ftanza VII1 of "bamon the Mower' ends:

The dsathless Fairyes take me oft

To lead them in theliyr Danses soft;

And, when I tune myself to sing,

About me they contract thelr Ring,
"The Mower to Glo-worns".

M.C.Bradbroock, in "¥arvell and the Foetry of Rural

ies, XVII (1941), 37=46),

compares the conceit of the lady cutshining the glow-worm

Solitude” (R

with the same conceit in Btanley's "The Glow-worm",
"The Mower's Song".

Leishman (pp.153«154) relates the ima.e of the last
stansa, that the mown grass:

Shall now the Heraldry become
‘yith which 1 ehall adorn my Tomb,

to the third chapter of the twenty-second book of Pliny,
entitled by Holland Of Crasse Chapletes

No Coronets verily were there euer at Rome better
estoemed, oither to tueiifie the triumphant majestie
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of that victorious citie (the soueralgn lady of the
whole world)- or te giue testimony of honour and recourd
for some notable seruice performed for the Common-
weale, than those which were made efmply of green
gracse,

(B3, 4635, II 145)

The fourth chapter is alaso important:
Por in truth, the greatest signe of vistory in old
time, and of yeelding to the mercy of the enemy, was
this, 1f the wvanguished did take wp grasese, and tender
it wnto the Conqueror: for this serued as a confession
and protestation, that they rendered vp all their
interest which they might challenge in the earth (the
mother that bred and fed them) yea, and the very right¢ -
of sepulture in her.
(op. el1t, p.116)
The figure of the Mower himself was not new, Benlowes
has introfuced realistic mowers in the meadows in "Theophila"
(1652), as Professor Rfetvig has shown (see The Happy Man (1954),
P.233), And the extension of the eymbol of the Mower to
include the ideas of ruin and death followe naturally from
the assceiation of Time the Mower with hie Seythe, Fopr,
example, in Townéhand'a A Dislogue between Time and a
Pilgrim", Time appears as, "Aged man, that mowes these fields"
(printed in The § {
(OIfard, ’93‘#)’ P-&R_})o

"ohe Garden"”.

"The CGarden"” has been very well documsanted by interpreters
and scholars &like, and many rources, echoes, or traditional
details have been dincovered, some more feasible than others.

The poem as a whole, with its themes of retirement from
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the world of man's affairs, and the enjoyment of the sepucus
richness and,cantemplativé quiet of nature, has been related
to a number of literary fashione, u.C.Brédbrook (see D47 .o
above) sece it ae a development of the iLibertin poetry of
Saint-Amant and Théophile, and the English imitations of
8tanley and Fane; iaren=Sofie Rgstvig links it with the
retirement pootry of a line running from .icrzce, through
Casimire 3arbiewski, More, Benlcwes, and Fane (sce pp.53=54
above)s Leishman (p.296) sees it as a "reply" poem, answering
a long tradition which reparde the garden as s "dignus amore
lodue". Réstvig (The liappy Man, p.223) points out that Mare
vell borrowed the verse-form of "The Garden" from ildmay
Faneds "To Retirednese",

The sources or parallels of detallas in "The Garden" are
manifold. The idea of an "amorous” nature, wooing man, has
been traerd by Rbetvig to the influenee of iiermetic philosophy

on seventeenth—century voetry ("Andrew l'arvell's 'The Garden':

A Hermetic Foem", English Studies, XL, (1559), 65=76).Leishman

has looked into the growth of the "pastoral hyperbole" (opp.
224,«237), Many detailed parallels have been found. A minor
poot like Nathaniel Whiting is clearly writing in the same
tradition as Marvell's "amorous green" when he deseribes, in
"Upon Bellama's walking in the garden, and with him", how,
"Each twig, with amorous touch, embraced his nmate" (1.1183



of Albino and Bellsma, in Minor Poets of the Caroline Peried,
ed. George Saintsbury (Oxford, 1921), Vol.III, p.u467).

The practice of cutting a lover's name in the bark of

trees is a common motlf in seventecnth~century lyrics,
occurring, for example, in Herrick's "A Pastoral sung to the
King":

And in the Rind of every comely tree
Ile carve thy name, and in that name kis«<e thee,

(The Poetical Works of Robert Herrick, ed, F.W,
ﬂ%‘mnmﬂ) ’ 9,’?.10

cowloy*plays with the idesa for five staﬁjas in “The Tree".

Marvell tekes up the traditional deteall, and gives i% a
paradoxical twist in stanza III, making it contribute to
the total peradox of the rejection of woman in favour of
nature?

Fair Trees! where e£'eer your barkes I wound,
No Name shall but your own be found.

The witty distortion of the Daphne and Syrinx myths in
stanza IV appears to be Marvell's own invention, but théro
is a near parallel in Waller's "To the Mutable Fair":

For in their story ocne, we see,
Pursues a nymph, and takes a tree,

The structure of thé:second line of this couplet ie very close
to Marvell's, "Not as a Fymph, but for a Reed".

Starza V contains Marvell's momst famous collection of
natural dotaﬂie, and the scholars have been eager to find’

reminiscences and borrowinge. Rfstvig ("Benlowes, Karvell,
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and the Divino.cgaimiro“. The Huntingdéon Libpary dusrterly,
XVIII (19%54), 13-35) oltes a paessage from C.Hila's translation

of Casimire's Ode 21. Lib.h4, which bears a ctriking resemb-
lance to Marvell's stanza:

Ko vant aprnesres; th'officious Vine doth =tand
With bending elusters to our hand,

Here, thou shalt piek sweet Violets, snd there
Fresh Lillyes all the yeare:

The Apple ripe drops from its stalke to thee,
From tast of death made free,

The lusclous frult from the full Figtree ahall

Into thy boaome fall,
The general movement of nature towards man is the same, and
besides the reference to applee dropping, the proximity of
vines, clﬁaters, and luscious fruit is aimiiar to Marvell's
combination of words and details. But too much cthould not be
made of this pamssage as an actual source, since mang of its
details and verbal eloments were comnon property among poeta,
Dennis Davison, in "Notes on lMarvell's Carden", Notes and
Queries, Jan. (1966), 25«26, has noted similar thoughts and
exvreasions in Quarles and Spenser:

S¢e how the laden bhoughs make =ilent suit

To be enjoy'd: look how their bending fruit

Meet thee half-way: obeserve but how they ecrouch

To kiss thy hand.

(Quarles, I Emb, i. 9-12)

.« « « an embracing vine,

Whose bounchee hanging downe, seemed to entice

All passers by, to tast their lushious wine,

And did themselves into their hands 1ncline.
As freely offering to be ~athered.

(The Faerie Queene, II. xii, 54)
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L.N.Wall, in "Soms Notes on Marvell's Sources“, Notes and
Queries (1957), 170-173, bad already noted the Spenser
pascage, and suggested a comparison with Jonson's "ienshurst”,
lie 43wkl

The blushing appicot, and woolly peach
Hang on thy walle, that every c¢hild may reach,

Other poets have like passages, Fane, in "Annus Anralus",
epsaks of the "lustfull Clusters" of graves (Otia Sacra (1648)
P.16), and Crashaw, in his "Bpithalamium”, writes:

Ror may thy Vine, faire oake, embrace thee

with vy urmes, and empty wishes,

but with full bosome enterlgce thee,

and reach her Clusters to thy kisses.
) j .‘..L.ll ' - 4 , 2 ‘?-* an L.O.Mﬁl‘til‘l, hd;

Denham's "0f 01d Age"™ is remnrg&blr cloee to Marvell's
phpasing: "Age, like rive agpiéﬁ, on ea?th'e bosom drops" (The
Poetical Works of i*mmnéﬁwfba, and _Sip John Denham, ed.
Charles Cowden Clarke (Eainbﬁfgh, 1862), p.32§).

Davison, in "Notes on Narvell's Garden" (see rerevence on
page 121 above), mentions "similar ideas of withdrawal,
creation and annibilation® to those of stenzs VI, in Habing-
ton's "To my noblest Friend, 1.C., Esq" and in Henry More's
“0avtd'a Confliet", lines 37-42, A similar process occurs in
Cagimire's poems, notably in Ode 12. Lib. 4, where he soveaks
of the "retyring house o'th'mind" (Odes of Cusimire, trans,
G.Hilg (London, 1646).
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And: for the idea of the mind as an ocean full of creatures,

compare Hawkins's Paptheneia Sacra (Rouen, 1633):

In fine, they [the seas] are another world in themselves,
wherein God hath plunged and drencht the diversities
of al earthlie creatures. (p.235)

Margoliouth (p.226) gloases the phrase "green thought in
a green shade" with two lines from King Edward III (1596),
II, 1. 63-6)42

Sinece green our thoughts, green be the conventicle
¥here we will ease us by disburdening them,

"The Fountains sliding foot" of stanza VII secms to be
an echo of a couplet from Josevh Hall's "On the Death and
Works cof Mastor Grnanham"

Set Timn and Enuy gezing at the roote,
Cureing their boctlasae hand, and sliding foote,
(Seo Davison's articia, page 124 above, p.26)

The symbolic bird has exerciaad the scholars a groat deal.

N

Leishman (p.317) found the source for this 1mage in Sir

Thomas Hoby 8 translation of Caatigliono'a Thg Courtier:
Wherefore such as come to this love, are like to
yong birdes almost flush, whiceh for all they flitter
a 1litle their tender winges, yet dare they not stray
farre from the nest, nor commit themeelves to the

winde and open weather.
(Everyman ed. (1928, reprinted 19%6), p.318)

This image of the soul as a bird, rising from one apprehen-
sion of beauty to snother, was taken up by Snenser, in his

Hymne of Heavenly Beautie, and the last line of the fourth

stanza of this poem was probably in Marvell's mind as he

developed the bird imace of "The Garden": "Till she her
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selfe for strongerflight can breath".(See Leishman, pp.317-
348), Davison (or. cit.) has an alternative or supplementary
source, in some lines from Quarles's Emblems, V, x:
My noul is like a bird, my flesh the cause . . .
Prom sense she climbe to faith; where for a season
She sits and sings: then down again to reason.
But Marvell need not have resorted to a specific source for
ihii image, since the bird-soul was a standard piece of
mediaéval uyMbolisuu D. W, Robertaon, in "The Doctrine of
Charity in Medimeval Literary Gardena". Speculum, XXVI (1951),
24-49, has ehown that, "the birds who ?eat in the shade are |
the pionéﬂspiiita who desire to abandon terrestrial things and
fly to celestial re;lma" (p.31).fTha tree and the fountain
are also traditionals
The Water of Life, which either flows by the tree or
emanates from it, is wvariously interpreted as baptism,
:é:dg; ytgg;rgg?t?;?;;)_ggl_ggg irrigans, Charity, or .
Fairfax's translation of "“La Solitude" contains another
resemblance to Marvell's bird:

Bome, toiing in the sun's warm beams,
Thelr feathers busily do plume.

This is like the picture of .the bird whetting ites wings in
"Phe Garden". The beams of sunlight in Fairfax's poem may
have suggested the "varicus light" of Marvell. Beeching, in
1904, (mee page 28 above), was the first to suggest a source
for this detail « & line from Milton's "Il Penseroso”, "Waves

at his wings in aery streams"., Much more elaborate sources
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and ocomplex meanings have since been found, however. Rdstvig
interpress it in terms 'of platonic-hermetic mysticism, and
cites similapr light images in More, Benlowes, and Casimire.
(See The Happy Man (1954), P.264).

Herbal sun-dials do not seem to have been made in
England as early as iho 16508, but Marvell could eaa;l’ have
seen them on the Continent, and Henry Hawkins mentions onoF
in hie Partheneia Sacra (1633), "It is the Gnomon of the
Garden, a Dial artificially made in hearba, to express al
the howers of the day" (p.49). Bradbrook and Lloyd Thomas
note (Andrew Marvell (4940), p.63, n.2) that floral sune
diaels were populap in the West Indies, according to William
Hughes in his Flower Garden (1692), and surmise that Oxen=~
bridge may have brought the fashion back with him, They have
also discovered : reference to one in the Mester's parden at
P;ﬁbroke College, Gaﬁbridge,vin Loggan's Cantabrigis Illuste
gégg (1690). Both these accounte are from many years after
Marvell wrote hls poem, houev;r. There is no evidence that
such devices could be seen in England in the 1650s,

A possible source for stanza IX may be Francis Thynne's
25th, Epigrem:

The Curious gardiner, with his eriell Shires

doth cutt the wholsome tyme, and her sweet flowers;

which hee doth cutt soe longe 111l tyme at length

cuts off his life by doome of heavenlie vowres,

for tyme, in tyme cutts him with full despight,
that first by tyme cutt tyme from his delight.
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(Emblemes snd Epigrames (1600), ed. F.J.Furnivall,

Marvell clearly makes more subtle use of the Thyme-time pun
tﬁan th@ éluﬁmy Thynne. But the reéomilances"do not stop |
thero. Both poete introduco 8 gardoner, one “Curious" and one
"skilful”, and Thynne's Rwholsoma tyme, and her sweet flowers™,
may have suggostdd Marvell's "aweet and wholosomn Houra".
"Opon the Hill and Crove at Bil~Earow . J

Profoaaor Réstvig considers the relationship between this
poem and Casimire's firat epode on the estate of the Duke of
Bracchiano as very cloae,'"thé very phrases used by liarvell
sometimes seem aﬁggostad by'thé Polish boet” (The_Happy #an,

r.239).
Joseph Summers ("Marvell's Nature", ELH,XX, No.2 (1953),

121-135) compares Jonson'a "Po Sir Lucius Grey" with Marvell's
poem a8 an earllier example of how nature as a princisle of
order can be used for hyperboiical compliment.

FPairfax's trenslation of Xla Solitude" contains a similar
cak-wood scene, but there are no verbal echoes of ocne poem in
the other,

Margoliouth cites one apparent source:

Grove of Pikes, - ‘aller uses thia phrase, 'Battle of

the Summer Islands' s 111, 54,'Forets de lances (de

piques)' is a stock phrase in French poetry. (p.229)
"Upon Apploton House",.

The natural ‘etails in "Upon Appleton House" occur after
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the deseription of the house and the account of the early
history of the Fairfax family. The later part of the poem
can be clearly divided into a) the aeccount of the gardens,
stanzas XXXVI-XLIIIj b) the pageant of the meadows, stanzas
XLVII-L¥; ¢) the poet's retirement into the wood, and his
person31 0xpor1cnca of nature, stanzas LXI-LXXXI; 4) the
evening ecene, in which nature pays homare to Maria, stanzas
LXXXII-LXXXXVII, Many of the descriptive detalls, and the
deseriptive conceits presenting them; can be paralleled in
earlier poetry.

&) The account of the rardens 1s.governed throughout by
the military conceit suggested by the ornamentation of the
grounds at Appleton House:

But laid these Gardens out in sport
In the Jjust Figure of a Fort,

The flowers stand like regiments on parade (stanza XXXIX),
énd the striped tulipe are seen as, "the Switzers of our
Guard" (stanza XLII). Fane had deseribed plantes as a "Life=-
guard” in "To 8ir J.Ventworth"; and Waller, in "At Penshurst”,
had planta standing "in even ranks", “Like some wellemarshalled
and obsegquious band"; while Cleveland, in "Upon Philis
walking", had pletured:

The trees, like yeomen of her guard,

Serving more for pomp than ward,

Ranked on each side, with loyal duty
Weave branches to enclose her beauty.
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In the same poem, he writes:

The flowers, called out of their beds,
Start and ralse up their drowsy heads.
| iod, ed. George
» PPe 55"’36

Marvell, in stanza XXXVII, hag a similar phrase, "Then

Flow'rs their drowsie Eylids raise",

The iﬁitatlon on England as "the Garden of the World" in
stanza XLI, is reminiscent of Fane's "Anglia Hortus".

“The vigilant Patroul/Of stars", in stanza XL; reminds one
of Lovelace's image in "To Lucasta": "Like to the Sent'nel

Stars".
Leishman (p.223) finds it:

« « « hard not to suppogse that both the rhyme and the
substance of the following couplet from his (Cleveland)
‘Ffuscara, or the Bee Errant', about the hee feasting
upon Fuscara's arm and

"Tuning his draughte with drowsy hums

As Danes carouse by kettle-drums',
did not suggest both the rhyme and, to some extent,
the substance of a famous couplet in stanza XXXVII of
'Appleton House': -

"The Bee through these known Allies hums,

Beating the Diane with its Drumms",

He adds (pp.223-224) that there is plenty of Renaissance
precedent for the bees drumming, and for the sentinel bee
of setanza XL. The descriptions of warrlor-bees orobably goes
back to a passage about the bees' Commonwealth in Pliny (Eook
XI, chapter X).

From.tho foregoling, it appeare that there was a good deal

of poetic material to hand when Marvell wished to elaborate
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hies account of the Falrfax gardens in terms of hia emnloyer's
former occupation..

b) The grasshoppers of stanza XLVII have excited consider=
able comment. Plerre Legouls first drew attention to the
sinilarity to a passage in the 0ld Testament Book of Numbers,
in The Heview of English Studies, X (1934), p. 450; and the
same detall was rediscovered by Joan Grundy in "Marvell's
Grasshoppers”, Notes and Queries (1957), p.142. Rdstvig
mentions the Biblical source ("Upon Appleton House and the
Universal History of Man", English Studies, XLII (1964),

337-35%), and adds that the grasshoppers reappear in Benlowes'S
"Theophila", XI1I, xi, "The skipping grasshopper's hoarse
notes”, There are many other details in common between
"Tfheophila"™, books XII and XIII, and this section of "Upen
Appleton Hounee", Resides the grasshoppers, there are the
realistic mowers, the idea of the grass as a sea, the Cingw
ports, and the later retreat to a natural fortress. Rbetvig
(The Happy Man, p.230) sees the giant moths and gnats of
Canto XII, stanza 74, as similar to Marvell's glant grass-
hoprers. The same kinde of distortions in size and verspect-
ive are founh in both poems. The parallels go back through
Benlowes to Casimire, who aleo records the hoarse notes of
the grasshopper, and likens the fields of corn to waves. But

the observed detall of the grasshopper calling, "from the
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Preeipice's tall/0Of. the green epir's", is similar to the opene
ing detail of Lovelace's "The CGrasse-hopper™:

Ch thbn that swingst.upon the waving haire
Of pome well-filled Osten Beard.
(The Poeme of Richard lLovelace, ed. C.H.Wilkinson
Oxfo ‘ \

Leishman (p.222)'oonaiders that the comparison of cows
to constellations in etanza LVIII may have been suggested
by the 25th. 1ayll of Theoerituer, in which cattlo’aro likened
to clouds moving scrocs the heavens,
The flood was a common poetic property by Marvell's time,
In Du Bartas's "Weckes" (ind. Day), there ie a deseription
of fish in towns reminiscent of Marvell's raradoxes in ftansa
LX. The popular and influential "Cooper's H11l" has & flood
sequonce. and in Tairfax's "La Solitude", an oakwood on a
hill is a refuge from flooding:’
When hoa#ﬁn with earth was at odds,
Aa Jupiter in rage had laid
O'er all a deluge, these high woods
Preserved them from the swelling floods,
But most closely parallel to Marvell, Crashaw has some para=
doxical lines in "On bleeding wounds":
T o

Put when indeed 2all's overflow'd
They themselves are drowned too.

The Poems of Richard Crashaw, ed. L.C,Martin, 2nd.
ed. (QxfoFﬁ, 535755

Marvell's line soems to be @ direct echo of thise, "The River

in 1t self is drown‘'a”,
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©) M.0.Bradbrook considers the woodland episode in terms
of the poetry of retirement as practised by the French
libertin poets, seeing a speclal resemblance tQNStanloy'é |
translation of Saint-Amant's "La Jouyseance® (secp.47 above)
Réstvig (The Happy Man, Pp.248-249) deals with the scene at
Iongth; rejecting the comparison with the French poets. She
finds a8 much closer resemblance to Casimire, and in particular
to the Latin Argument to Canto XII of Benlowes's "Theophila",
She compares variocus references to "Nature's mystick Book" in
Benlowes and Fane, and cites‘Levelgea’B "Aramantha"” as an
interesting parallel. In this;, Aramantha, like Marvell,
retirees into a wood. Another parallel between 'Theorhila"
and thie part of "Upon Appleton House" iq found in the eéﬁci-
fixion imagery of stanzad LXXVII-LXXVIII (The Ha ian, PP.
254.-256 ). |
Kitty Seoular, in Natursl Magie (Oxford, 1965), page 182,

has discovered a very similar piece of cbsarvatién to Harvell's
detaill in stanza LXIII:

When first the Eye this Forrest seces

It seems indeed as Wood not Trees;

As 1f their Neighbourhood so old

To one great Trunk them all did mold.

James Howell, in “"Before the Second Part of Dodona's Grove",

describes the effect of mist, "the whole Grove agpear'd as

one great log" (Dodona's Grove, or the Vocall Forest (London,
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1640)).
A.B.Chambers ("l %Was Bu% an Inverted Tree: Notes toward
the History of an Idea", Studies in the Renaissance, VII1I

(1561), 294-299) has explored the ancestry of larvell's
transformation inte "an inverted Tree" in stanza LXXI, and
found that it goes back t0o Plaeto and Aristotle.

The nighﬂbgnlo singing in the bushes has salready been
related to Pliny (eee p.86 above). Other, purely literary,
parallels can be fuund.ICasimire (0de 3, Liv, Epod;) has
nightingales in the bushee, and in Ode 1, Epode, they sing
to animate trees, as in "Upon Appletcn House'", stanza LIV,
There are verbal echoes of Marvell's low shrubs and thorns
- in Pane's "Humane Secience Handmeid to Divine":

The Beech, /ish, Elm, tak't not in scorn
From the low Shrub and prickly Thorn
That underneath their shades they dwell,

And guard their rocots as Sentinell,
(Otia Sacra (London, 1648), p.126)

The pieture of a pcet lying beneath trees, while a breesze
fans his hair, (stanza 1LXXV), was an established one., Examplee
oceur in Waller's "The Battle of the Summer I-lands”:

gﬁéa?°¥n£ ;ga aﬁg'gaiﬁﬁﬁgf ;éghzlgetﬁgyday

With amorous aire my fancy entertain;
and in Thomas Flatman'a "The Retirement'", where he sits "down
at an aged poplars root", while "a c¢ool breeze had fann'd
the air", (Minor Poets of the Caroline FPeriod, ed. George
Saintebury (Oxford, 1921) Vol,III),
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Leishman (p,252) has pointed out that Narvell borrowed
the phrase "gadding Vines" from wilton'a “Lyeidas", ™iith
wilde Thyme and the gadding Vine oregrown"; and suggested
that the same stanzs - LXXVII - 18 aleo indebted to Randolphfa
"A Pastorall Courtship":

Come let those thighes, those lege, those feet
With mine in thousand windings meet,

An@ woven in more subtle twines
Then Woodbine, Ivy, or the vines,

D.C.Allen, in Image and MQanigg_(1960); perceives echoes
of "L'Ailogro" and "Il Penssroso” 1ﬁ thia part of the roem,
where, "the experiences . . . [of Milton's poems] . . . are
being repeated in Nunappleton forest" (pp.143-144). |

Th& treos Aivtding like & Quard in stansa LXXVIII can b@
paralleled by the lines from Cleveland's "To.Phyllia", already
quoted in conneetion with stanza XL.iI, page 127 above.

The river as serpent {(eyanza LXXIX) turns up also in
Fairfex's "La Solitude":

Then gliding under th'arbored banks,
As winding serrent in the grass,

And Bradbrook and Lloyd Thomas {(op. cit. p.24) point out a
similarity between the same poem and Marvell's picture of the
sun gazing "Narcissus like" into the river, in stanza LXXX,
They quote Fairfax's deseription of the river Dentont

| Sometimes so eloarc and so serene

It seems a8 'twere a looking glass,
And te our views preventing seem
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As heavens deneath the water was,
The sun in it's g0 clearly scene

That, contemplating this bright sight,
As "twas a doubt whether itt had beene

Himself or image gave the light,
At first appouring to our eyes,
As 1f he had fall'n from the skjes,

The idea of hedging one's temples "with heavy sedge", in
otnnz; LXXXI, is reminiscent of Milton's Camus, in “Lycidas",
who came with "his Bonnet sedge". |

‘d) The last seetion consists mostly of nature's homage
to Maria., Leishman has Gocumented extensively what he calls
the "pastoral hyporﬁole“ (ng22h-23?), by whieh nature
peraonified glorifies a humaﬁ being. Gcod examples are
Stanley's "Sylvia‘s Park", Waller's "At Penshurst", and
Hookes's "To Amanda Walking®.

The image of the sun retiring to bed 1éwa'common one., It
ecan be found in Milton's "Nativity Ode™; in Casimire's Ode 2,
Libv.I; énd in Cracshaw's "Circumeision®, which speaks of; "The
crimson eurtains of thy bed". B.C.Allan.ﬁeliovea that the
influenee of the "Nativity Ode” can be, felt throughout this
part of the poem, where a special person brings calm and
quiet to nature, and renders the oracles and nature itself
dumb,

Lastly, Hargoliodth and Leishman clte a couplet from

Cleveland's "Square-Cap® as a source for the outrageous

simile in the final stanza:
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The Antipedes woar their shoes on their heads,
And why may not we in their imitation?

Margoliouth notes that a descriptive detail from a simile
in the "Pirst Anniversary of the Government under 0.C." (1l.
233-234), has been taken from the 0ld Testament, I Kings,
18. 4hy ". . . 8 small Cloud, like a Mana'hand". g

It certainly appears, from the many similarities between
ngvcll'u poetry and that of previous poets and the writers
of the Natural Histories and so on, that be was an extremely
eclectic poet, taking not only many of his details and turns
of phrage, but also the ideas for many of his pvoems, from
his reading, One feels that J.B.Leishman's account of liarvell
is the most satisfying, corrgépcnding moet fully to the
experience of reading the poems: |

« + « porhaps the most remarkable exanple we have of
interaction between what Mr., Ellot, in a famous phrase,
called Tradition and the Individual Talent. For,
although Mervell's poetry is highly original and, at
its best, unmistakeadbly his own and no one else's, he
is almost always aeting upon hints and suggestions

provided by earlier poets, and almost never writing
entirely, as children would say, out of hie own head.

.~ (Zhe _of Marvell's Poetry, p.29)

Instancos do occur, however, of detalls which do seem to
come "out of his own head", The best known is the glimpse of
the thrush on its nest, from "Upon Appleton House", stanza

LXVII
And through the Hazels thiek esry



The hatching_Eggggﬁlgg_lhining Lye.
Cther accounts of birdg%may be original, perhaps from
thinge karvell had aotnall&waeen in the Fun Appleton cetate
or elsewhere. In stanza LXVII, we also wateh the ilieron teaching
ite young to fly:

The Heron from the Ashees top,
rho oldos of its young lete drop.

The specification of the kind of tree used by the bird
suggests that this detail is from observation. The stockdoves
of stanza LXVI are a tfaditional aymbol, but Marvell adds a
pio;o of particular deseription which makes them more indive
1dﬁal:

Th.,sgggk-d vog, whose fair necks are grac'd
With Nuptia ngs their ensigns chast,

And the Rails seem to be from obegervation, with the detalls
of the unfeathered guills and the parents' call of distress
(stanzae L-LII):

While one, unknowing, carves the Rail,

Whose yet unfeather's Quils her faill . . .

Unhappy Eirds! what does it boot

To bulld below the Crasses Root . . .

And now your Crphan Parents Call

Sounds your untimely Funeral,

Death~Trumpets creak in such a Note,

And 'tis the Sourdine in their Throat.
The Hewel (stanzas LXVIII-LXX) had been deszeribed felling e
tree by Aristotle (see p.,90 above), but Marvell's picture
| eontains many details, and comes over very vividly, as if

from personal exreriencet
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Hoe walks still upright from the Koot,
Meas 'ring the Timber with his Foot}

And all the way, to keep 1t clesan,

Doth from the Bark the Wood-moths glean,
He, with his Beak, exanines well
Which r£it to stand and whieh to fell.

The good he numbers up, and hacks;

As 1f he mark'd them with the Ax.

But where he, tinkling with his Beak,
Doth f£ind the hollow Oak to speak,
That for his building he designs,

And through the tainted Side he mines.

Frogs, as we have seen (pp.116~117 above), had appeared
in similayr circumstances before, but the details of the hame
stringing and the wading seem to be original to "Damon.the
Mower": |

And hamstring'd Frogs can dance no more.
But in the Brook the green Frog wades.

Also striking as a pidture of the actions of an animal
18 the deseription of the Fsun
It im a wondrous thing, how fleet
'"was on those little silver feet.
With what a pretty skipping grace,
It oft would challenge me the Race:
And when 'thad left me far away,
'"Pwould stay,  and run agaln, and stay.
¥arvell's dtueriwtionn of grase and meadows often strike
with 8 freshnese that seeme to come from observation. The most
- ¥
vivid example is the picture of the meadows after the flood:
Whose CGrass, with moister colour dasht, |
Seems as green Silks but newly washt.
("Upon Appleton House", stanza LXXIX)

The eppearance of the cattle in the fields is expressed in
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& remarkable imsges
JThty‘scam,withinltho polisht Graas
A Landskip drawen in Leoking-Class.
(1vid,. steanza LVIII) |
The lMowers cutting the hay are particularized strongly:
#ith whiatling Sithe, and Elbow strong,
These massacre the Grass along.
(ibid. stanza L)
The mown hay of stanza LV is accurately vresented through what
arpear to be original images:
When after this 'tis pil'd in Cocka,
Like a calm Sea it shews the Rocls:

We wondring in the River near
Row Boats among them rafely steer,

Short Eyremids of Hay @5 stind
The perception of the way in which persvective can play
tricks, and make the boate on the river appear to be salling
between th; hay-cooks 1s exceptionally exact.

8o is the minute observation of the play of light on
a drop #f dew, in the poem of that namm,’“Dark benwath, but
bright ‘above".

Although part of a set of images, the descriptiom of the
leaf enriing round the atem of & tullp li%e a sheath 1=
Precise and ﬁnvraccdontodz

Their Leaves, that to the 3talke are curl'd,
Seem to their Staves the Ensigns furl'd.

Another apparently fresh detail is the deseription of
the plenty of the fields in "The Mower's Song":
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That not one Blade of Grass you spy'd,
But had a Flower on either side.

The appearance of the inside of s pomegranate is brilliant-
1y caught in the image of "Bermudas™:

And does in the Pomgranates close,
Jewels more rich than Oprmnug khows,

So, although one feels some sympathy for Pierre Legouis'
comment on the thrush couplet, "one would be hard put to it
to rind others of the same sort" (Andrew karvell (1965),
P.5h); nevertheless, there is in Marvell's verse a certain
amount of evidence that he was a man of keen senses, who
took delight in the details of the ﬁbrld'around him., We can
never be really sure that any detail in & poem is there
because the poet actually noticed it in the countryside, or
becsuse he remembered it from reading or conversation., 8ome
can be traced to more or less definite sources of a literary
kindj; some cannot. ¥hat we can be sure of is the effect of
the poetry ae we read it, and the impression we get is that
Marvell must have enjoyed the sighte and sounds of the Nun
Apvleton estate and elsewhoro,‘and his ability to convey that
sense of enjoyment to us is what finally concerns us as read-

ors of po;trwo



Chapter IV
TYPE ARD IMPACT

Rosemond Tuve begins her examination of Elizabethan and

etaphysigel I r (Phoenix Edition, Chicago, 1964) with
the following remarksi : |

It 1is obvious that Ilmages carry into poetry the sights:
and sounds of the physical world, The theorist of the
Renalssaunce is likely to remark upon this one of theipr
powers when he treats of mere descoriptive detail -~ the
naning of concrete particulars. He takes far greater .
care, however, than 4o the authors of modern discussions
of poetry, to presorve the important logileal distinction
betwesen such imegery and imagery introducing the element,
of metaphor and similitude. Especially when he talks of
or uses the latter sort, the Elizabethan, unlike the
modern, appearas %o be little interested in the capaeity
of an image %o all but reproduce sensations. This is

the simplest function an imege can have: the accurate
transliteration of a sense impression. Yet not even .
the schoolboy of the sixteenth century is told to koop
his eye on the object. (p.3)

A few pages later, discussing the funetion of epithets, she
writes: |

Characteristically, the theorist dcees not eingle out
sensuous vividness to reoconmend in the figure epitheton,
but rnthor advises, as Puttenham does, for instance,
that *he rmet be apt and proper for thv thing he is
added unto®, It is interesting that, although this
detection of sensuous comparableness is now thought of
as native to poetry, it is easler to find in prose or

conmon @peech thsn in pre-Romantic poetry. (p.10)
These rassages will serve as s useful general statement
of the place of natural details in the poetry of the sixteenth

and early seventeenth centuries. It is not usual in this
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period to rind "the accurate transliteration of a mense
1l@ronnicn': even insofar as such & thing is really possible
in poetry. When the "sights and sounds of the Physical world"
do eccur, there is rarely any indieation that the poet héa
kept "his eye on the object". This is true not only of Miss
Tuve's dictinction of "imagery 1ntrodqcing the element of
metaphor and similitude", but even of passages containing
"mere descriptive detail - the naming of concrete particu}ars".
Description in Elizabethan poetry tends to be literary in
origin and 1mpac?, a development of the medlaeval trope of

the "May morning" and the 1dealized landscape of classical
pastoral,

Andrew lMarvell's poetry, as was seen in the pravioﬁa
chapter, contains & high incidence of natural details, and
the purpose of the present chepter is to analyse these dctatla‘
against the background just referred to. It will be necessary
to investigate the type of detail he uses, end the kind of
impact 1t makes on the reader.

A broad distinetion can be drawn between the details which

’For a qnalifica&ioﬂ of this idea, see the disewssion of
Edmund Burke's views on the sensuous power*of words in
Chapter VII (pp. 23315), and Chapter VIII (p.271n.1) of
this thesis.
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make their impact initially, and perhaps chiefly, through
the aon-olffand those which exist ‘primarily, or only, as an
1dea, In other words, between those which give a olear sense
of a real objeet} and those in which some aspect or quality
is referred to, without evoking the objeoct itself,
The detalls in stanza II of "Damon the Mower", for example,

are almost exclusively sensuous in their immediate appeal:

The Grasshoppor its pipe gives ore;

And hamstring'a Frogs can dance no more,

Bat in the brook the green Frog wades;

And @rass-hoppers seek out the shades.

Only the Snake, that kept within,

Now gl;ttors in ite second skin,
This, as it stands, is pure description -« "the naming of
conerete particularn" - such as Renaissance theory alloved
for. But the same kind of direct appesl to the senses is
found in stanza VII of "The Garden":

Casting the Badias.Vest aside,

My 8oul into the boughe does glides

There like a Bird it sits, and sings,

Then whets, and coﬁbs ite silver Wings;

And, t1ll prepar‘'d for longer flight,

Waves in its Plumes the various Light.
The vivid,dofails of colour and movement here comprise not
a description, but & simile, blarvell has used his image less
to define than to evoke, He has offered us a sensuously
realised object from the ph$sical world, as a means of
lpprohonding a spiritual‘oxporicncc.

Motaphor; to0, can be primarily senasuous in his poetry:
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‘Aiat I £ind the Serpent old’
twining 1n his -pccklod breast,

Abau% the flow'rs disguis'd does fold,

With wreaths of Fame and Interest. . .

But thou who could'st the Serpent tame,

Either his slipp'ry knote at once untile,

And disentangle all his winding Snare:

or -huttor too vith him.my curious frame,
Many or tho koy words 1n thnae linoa from "The CQronot" are
-ontuouas twining, apoeklod, fold, 8lipp'ry, diaentanglo,_
winding. We have hore a mgtaﬁhor with the capacity "to all
but reproduce sensations™.

In contrast to there three passages, are the more restriots

od details, like this one from stanze IX of "Damon the Mower"s

How happy might I still have mow'ﬁg
Had not Love here his Thistles sow'd!

The thistles are not rnélieod in the poetry. Their evoocative
range is limited. by the mere naming of them: their traditiené
al values and the ideas of sharpness and troublesomeness,
Marvell reliees on the assocoations of the bare word, and
makes no attempt to reproduce any sense of iho thistle as an
object. Even more restricted are the plants in stanza I of
"The Garden":

How vainly men themselves amaze
To win the Palm, the Oke, or Bayes,

At least the thiptles were arprehended as growing things -
they were sow'd - but the Palm, the Oke, and the Bayes only
exist as marks of sorething else, Their identity as trees is

almoet entirely obliterated, and ther become ideas in a witty
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Play on things and their significances,

A aimilar ebstraction takes place in stanza LXXXXIII of
"Upon Appleton House", where one aspect of a natmral detail
is isolated:s

And; like a sprig of Misleto,
On the I'airfacian Oak does grow;
Whence, for some nnivornal good,

The Priest shall cud the sacred Bud.

Attention is directed solely o the i1dea that mistletoe is
a holy plant which grows upon another, and any sense of 1%
as & thing in its own right is ignored. | |

Inevitably, the majority of the natural details in
Marvell's poetry are used in this limited way., Such use is
common at &ll1l periods, and was especially so up to the
beginnings of Romntioism. Mach more interesting, dbecause
s0 unueual in the mid-seventeenth century, 1s the frequency
of natural details presented with the sensuous immediacy of
the first three quotations. The rest 60 this chapter will be
concerned with details which make some kind of appeal to the
senses, whether evoking them or using them as the basis for
witty play.

That Marvell took eonscious notice of the power and
variety of the senses can be seen from two of his poems.
In the firat part of “A Diuloguo between the Resolved Soul
and Created Pleasure”, he sudjects the soul to, "The Batteries
of alluring Sense”, offbr!ng a temptation to each of the
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senses in turn. In stanza XXXVI of "Upén Appleton House",
he wittily 1ntorprots the formation of Lord Fairfax's gardens:
But laid these Cardens out in sport
In the just Figure of a Fort;
And with five Bastionu it did fence,
As aiming one for ev'ry Sense,

In Marvell's poetry as a whole, as may be expected, the
largest group of details is of things seen; next, more
unrprisinaiy, of thinge apprehended by meane of touch; next,
of things heard; and lastly of things smelt, There is no real
instance of the sense of taste being evoked, unless in the
followings

Where the Souls of fruits and flow'rs -
Stand prepar'd to heighten yours.

"This is from the series of temptations referred to above, but
it makes no pretence at any "translitoration" of an actusal
taste experience. Similarly, in stanza XLI of "Upon Appleton
House", the mere addueing of the concent of taste does not
econstitute & sensuous evocation of taste:

What luckless Apple did we tast,
o make us Mortal, and The Wast?

Honey has connotations of sweetness, but these are not stressed
in the references in "Eyes and Tears"” and "Damon the Mower":

And yet, from all the flow'rs I saw,
No Hony, but these Tears could draw,

And Osak leaves tipt with hony due,

Two other detalls, from “The Garden" and "Bermudas', have
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suggestions of -taste, but seem better regarded es tactual:

The Luscious Clusters of the Vine
Upon my "Mouth do orush their 'ine,

He makes the Pigs our Mouths to meet,

The few olfactory details taken from tﬁo natural world
are quite varied. Most of them are from descriptive passages,
and range from the miechievous realism of "Upon Appleton
House", stanza LIV a

.Where every Mowers wholesome Heat
Smells like an Alexanders awest.

Their Females fragrant as the Mead
Which they in Fairy Cireles tread:

When at their Dances End they tiss,
Their new-made Hay not sweeter lsg;

to the wittily artificial account of the waking flowers, in
stanza XXXVII: "And £1lls ite Flask with Odours new". The
delicately observed phenomenon of "The Gallery", stanza Vi

Nor blows more Wind than what may well
Convoy the Perfume to the Smell;

contrasts with the rnuoch more intellectually applied observate

ions of nature's perfumes - or lack of them - in "The Mower

against Gardena" and "Little T.C.": ’ |
With strange verfumesa he 4did the Roses taint:

Make that the Tulips may have share
Of sweeiness, seeing they are fair,

"Upon Appleton House" provides a strange ningling of several
senses, including the olfasctory, in the account of the flowers

in stanza XXXIX:
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Well shot ye Firemen! Oh how sweet,

And round your equal PFires do muot{

Whose shrill report no Ear can tel

But Ecohaon to the Eye and smell,
Laatly, in stanze’ xXII of "Daphnis and Chloe", there is
Iarvell'a most subtle and effective use of the senme of emell,
in the 1mngo taken from Suckling, but excressed in his own
economical phrasing: |

Gentler times for Love are ment

Who for parting pleasure strain

Gather Roses in the rain,
Wet themselves and upail thelir Sent,

This is an excellent example of Marvell's ability to express
& psychological faet in terms of a sensuous fact, The image
has 8 clear logical basis, but the reader arrives gt its
significance primarily by a "detection of sensuous COMPAT=
ableness”,

There are scarcely more aural than olfactory details from
nature in Marvell's poetry. Nearly all the noteworthy refer-
ences to the sounds of nature are concerned with emall,
inconspicuous thingea., The louder noises are more convontiemil,
like the cries of birde of evil omen in "The First Anniversary
of the CGovernment under 0.C.%, iinal 335=334:

And Owls and Ravuns with thelr screeching noyese
Did make the Fun'rals sadder by their Joyes.

Other noises ‘exceptional by their loudness are found in

'Bermudas"s
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And makes the hollow seas, that roar,
Proclaime the Ambergsris on shoar;

"Eyee and Tears":

Yea oft the Thund'rer ritty takes
And here the hissing Lightning slales;

and "The Unfortunate Lover":

Y'hile round the ratling Thunder hurl'd,
As at the Fun'ral of the VWorld.

Thunder and lightning are mentioned elsewhere in the poems,
but without any distinetive "eound" words, such us the "hissing)
and the "ratling", here, to give them any strong aural appeal,
Other nosrible loud noise references occur, but they are
presented as vhenomena pather than specifically aural exper=
iences.
Marvell seems much more sensitive to the subtler sounds
of nature: the rustle of leaves, or the murmur of insects:
(mely sometimes a fluds'ring lrecsz
Discourses with the breathing Trees.
("Upon the Hill and Grove at Bill-borow", stanza
VIII)
In "Upon Appleton House", etanza LXXYI, he maes a point of
strescing this sensitivity:

No leaf does tremble in the Wind
Which I returning cannot find.

He characterizes the chirrup of the grasshoppers in rtanza

XLVII:

They, in their squealing laugh, contemm
Us as we walk more low then themg
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and in "Damon the Mower" is aware of tho sudden coming of
silence: “The Grass-horper its pipe g&voo ore”. The bees are
brought into line wish the preveiling military metaphor of
the descoriptions in stanza XXXVII of "Upon Appleton House":

The Bee through these known Allies hums,
Beating the Dian with its Drumms,

In contrast to this grotesquely inappropriate image, 1s the
carefully recorded noize of the mowers at work, in stanza Ls

With whistling Sithe, and Elbow strong,
These Magcacre the (Grass alagg,

where the whistle of the blade is echoed in the sibilance of
the words - massacre, grass, |

The bird-noises in Harvell vary in particularity. On the
one ha#d,-thnro iz the general, "While all phe moyning Quire
does sing” ("The Gallery"”); on the other, there is the
precision of stanza LXIX of ”UpénlApploton-Housa":

But where he, tinkling with hie Besk,
Does find thg hollow Oak to speak. . .

B&ttbon‘thaao«extrnmas are passages in whieh an aural fact
is merely the starting«point for witty elaborations:

The Nightingale does here make choice
ng the Tryals of her Voise.

Low Shrubs she site in, and adorns

With Musick high the squatted thorns,
‘"Upon Appleton House", stanza LXV)

He charseteristically selects an appropriate verd to
give some measure of new 14fe to the hackneyed poetic prope
erty of the doves' cooing:
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Yot always, for some Cause unknown,
Sad pair unto the Elms they moan;
("Upon Appleton House", stanza LXVI)
and finds a striking variation for exprescing bird-song in
sgneral:
And underneath the winged Quires
Echo about their tuned Fires,
("Upon ‘ppleton House", stanza LXIV)
"Clorinda and Damon" furnishes one more examrle of the
gofter sounds of nature:

llear this, a Fountaines liguid BDell
Tinkles within the concave Shell.

Marvell's characterictic soundes and sound-words - tinkle,
whistle, flutt'ring, squeking - are symptomatic of his
instinctive love of little things and subtleties of observation.
He had an ear - as he had an eye -~ for the inuter, less
obtrusive aspects of the world around him.

But more imvortant th his poetry than the sense of hearing,
is a highly developed sense of touch, Marvell has been com-
vared with Keate as a poet in whom the senses are —romi-ent.

It is most likely the prevalence in certain parsages of
tactile impressions which has led to this comparison, for

the insistence on touch impressions is obwious in both poets.
There is very little evidence of @ -developed tactile imagin-
ation among poets before Marvell, and even among the Romantics
Keats was exceptional. Wordsworth and Coleridge are "redomin-

antly visual poets, and touch does not play a notable role in
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Shelley's poetry, because he is =0 much concerned with inter-
preting natural phenomena in accordance with discoverable
lawe that he tends to neglect the surface impressions.
Tactile imagination in any age seems to be rare. Tt is very
significant, therefore, that touch details are second only
to visual details in Marvell's work,

Tactile details in his poetry fall into two main groups:
passaces in which he 1s acted upron by nadural objects; and
more objective desceriptions and images. The firet group is
by far the more interesting, because it includes some of his
most famous and aucgosaful stretches of writing. For the
purposes of the present chapter, it is sufficient to record
them and examine their immediate impact. Stanza V of "The
Gapden™ is the obvious place to start:

What wond'rous Life in this I lead!

Ripe Apples drop sbout my lead:

The Luscious Clusters of the Vine

Upon my Mouth do crush thelr Wine;

The Tectaren, and curious Peach,

Into my hands themeclvesr 40 reach;

Stumbling on Kelons, as I pass,

Insnar'd with Flow'rs, I fall on Craes,
The sensuousness of these linesa seems to depend not only on
the details mentioned, nor on the careful disposition of
sounds -~ the '"p"s of the firet line, the repeated vowels and

1
connonants in "Lusclous Clusters", "erush", the reaching effect

1
Thie is not to supest that rounds in themselves have meaning,
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of the distorted syntax in line six - but also largely on

the pairing of natural and human elements. The apples are
related to the head, the grapes to the mouth, the peaches and
nectarens to the hand, the melons, flowers, and grass to the
total "I", It is a much more inmediate way of pointing up
tactile qualities, than merely attributing qualities - of
softness, roughness etc. -~ to the objects in question., Keats
used the same technique in his famous image in the "Ode to
Melancholy"™:

Though seen of none save him whose strenuous tongue
Can burst Joy'e grape arainst his palate fine,

An identical efféct»ia achieved in "Bermudas":

He makes the Figa our mouths to meet;
And throws the Melons at our feet.

There are many instancee of a close tactual relationship
between the poet and nastural objectes in “Upon Appleton House",

In stanza LXVII, the contact is felt through the verd of the

gecond line:

but merely that theme repeated sounds reinforce the lexical
content of the lines, See Winifred Nowottny's discussion of
the relation between sound and meaning in Chapter I of The
Language Poets Use (London, 1962, corrected 1965). She cone
cludee an examination of a passage from iiatthew Ardold's
poem "Resignation":"This sound-strueture could nop of course
mean or do by iteself what it means and doee in conjunction
with the sense of the words that contain these sounds, but
the sound-structure makee the reader Teel, as an immediate
experience, what the sense of the worde call:up". (p.i4)
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Then as I carless on the 3ed
Of gelid Straw-berryes do tread. . .

In stanza LXXIV, the effect is secured mainly by the verbs
and the inverted syntax which displaces "me":

The Osk-Leaves me embroyder all,

Between which Caterpillars crawl:

And Ivy, with familiar trails,
Me licks, and clasps, and curles, and hales.

The use of the word "familiar" adds to the tactile vividness,
Touch is the most familiar or 1nt1mateior all the senses. It
unites, as sight and sound can never do. This is why it prre-
dominates in these passages in which Marvell is establishing
some sort of communion with the world of nature. %We find it
again in stanza LXXV:

Then, languishing with ease, I toss

On Pallets swoln of Velvet Moss;

While the #ind, cooling through the Boughs,

Flatters with Air my santing Brows,
Here, vesides the action of nature - flatters - in the verb,
there is also a strongly actlive, muscular sense in the
adjectival past rarticinle - swoln, Again, a Yeate comparison
comes to mind:

To swell the gourd, and plump the hazel shells

With a sweet kernel.
(The Ode to Autumn)

And nearer to Marvell in tims is the unusually sensuous

1
A sense recorded by OED from 1340 (2a), and current in
Marvell's day.
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moment in Donneti

Where, like a pillow on a bed,
A Pregnant banke swel'd up, to rest
The violets reclining head.

("The Extacie")

The wish to be made one with nature comees to a climax in the
tactile details of stanza LXXVII:

Bind me ye ¥oodbines in your twines,
Curle me about ye gadding Vines,

And Oh s0 close your Circles lace,
That I may never leave this Plgce. . .
Do you, O Brambles, chain me too,

And courteous Briars nail me through.

The desire for intimate contact is strengthened in these lines
by the peresonal appeal to the plants. Indeed, in meny of the
examples quoted above, there ies a sexual note, which is in
accord with the treatment of nature as a mistress in "The
Garden", where woman is rejected:

No white nor red was ever seen
So am'rous as this lovely green,

Stanga LXXXI of "Upon Appleton House" provides further
instances of the method of pairing natural detalls with
rarticular parte of the body:

Oh what a Pleasure 'tis to hedge
My Temples here with heavy BSedge:
Abvandoning my lazy Side,

Stretcht as a Bank unto the Tide:
Or to suspend my sliding Foot

On the Osiers underminred Root,

And in ite Branches tough to hang,
%¥hile at my Lines the Fishes twang.

One other poem is concerned with man's poseible or rast
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union with nature, and here too the tactile vividness reaches

a ¢climaxs
On me the Morn her dew dietills
- Before her darling Daffadils.
And, 1f at Noon my toil me heat,
The Sun himself licks off my Sweat.
While, going home, the Ev'ning sweet
In cowslip-water bathes my feet.
~ ("Damon the Mower", stanza VI)

The passages above are the most significant examples of
Marvell's tactile imagination at.wosk, but they by no means
exhaust his store of touch description and metaphor. Detalls
of touch occur in the account of the Drop of Dew:

How it the purple flow'r does slight,
searco touehing whore it lyes}

in the sorpcnt mntaphor or "The Goronot”; and in stanza XXIV
of “Upon Apploton House", which haa another couplet very
similar in sensuous appeal to Keata: |

All Night oMbraeing Arm in Arm,
Like Chrystal pure with Cotton warm,

(Compare this with the line from "The Lve of St. agnes",
"Unclasps her warmed jewels one by one",)

The method ot{spveirying the contacted parts of the body
is used in the touch tcnpta?ion'in "A Dialogue between the
Resolved. 8Soul and Created Piuainro":

On these Roses strow'd so plain
Lest one Leaf thy Side should strain.

Pouch is the dominant feature in the comparison of Conscience

to & sensitive plant, in 'upon Apploton HBouse", etanza XLV:
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A prickling leaf it bears, and such
As that which shrinks at ev'ry touch;

and in the desceription of nature's homage to the nightingale
in stanza LXV:

The Thorn, lest it should hurt her, draws
Within the Skin ite shrunken claws,

There are several other passages which contain an element
of physlcal, almost muecular exertion, which properly belong
under this heading. But enough has been said to indicate the
frequency and importance of tactile details in Marvell's
apprehension of nature. It is one of his most distinguishing
features, and probably the chief reason for his reputation
as a sensuous poet,

The last, and biggest, group of details is inevitably
that of things seen., In a cenae almost any introduction of
a2 natural detall into poetry may be put in this category,
since in most people the visual imagination is more highly
developed than the other sensory powers., The mere naming of
an object can produce some kind of visual image in the mind
of the reader. But the interesting thing about Marvell's
poetry, 1s that it often insists on the visual appeal of the
objectz lle directs the reader to it not simply as an object,

1
See the diacussion of Burke's views on this matter in Chapter

VII (pp.233-5).
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but as an object to be scen.
One device is to preface the detail with the command to
"see":
See how the Orient Dew , . .
e« « «» Round in it self incloses.
("On a Drop of Dew")

See how the arched Earth does here
Rise in a perfect Hemisphere!

See what a soft access and wide
Lyes open to iis grassy side,

S8ee then how courteous it ascends,
And all the way 1t rises bends,
("Upon the Hill and Grove at Bill-borow")

See how the Fiow'rs, am at Parade
Under their Coloure’ stand alsplald.

B8ee in what wanton harmless folds
It ev'ry where the Meadow holds.
("Upon Appleton House", stanzas XXXIX and LXXX)

Similar are the lines from stanza XLVIII:

To see lMen through this Meadow Dive,
We wonder how they riese alive.

Marvell's sensitivity to the subtler, more obscure,
details of the world around him has been seen in his selection
of aural details, The same is true of his visual percevtion.
Bowles noticed this characteristic, though he failed to under-
stand the function of these perceptions in the poetry, "[he]
observes little circumstances of rural nature with the eye
and feeling of a true poet". This remark can he substantiated

from many of the poems, and in particular by reference to the
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device under diseussion. Marvell varies his formula for
visual eoupu;aion in several ways, one of which is the
substitution c}'tho word "espy" for "see". He uses this in
four cases where the thing seen 1s not obvious to the casual
behoider, The best example, 1nvwhich the connotative force
of the word is used to the full, contains the moat famous of
all Marvell's "little eiroumstancca'ofkrurai nature”, It is
found in stanza LXVII of "Upon Appleton House":

And through the Hazles thick espy
The hatching Thrastles shining eye.

8tanza II of "The Mowei‘s Song" has another detail that

reveals the appardﬁt shﬁrpness of the poet's observeation:

That not‘bna Blade of Grass you spy'd,
But hed a Flower on elther side,

In "Clorinda and Damon" the word is used for the discovery
of something less mimite, but nevertheless removed from
common view:

I have a grassy Scutcheon spy'd,
Where Flora blazons all her pride,

It occurs again to suggest the remobeness of the Bermudas,
lost in thn\vastnoaa“of the Atlantic:

Where the remote Bermudas ride
In th'Oceans bosome unespy'd.

There are several other formulse for emphasising the
visual nature of particulat+ details. "Upon Appleton House",
stangza LXXXIV, has:
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The modest Haleyon comes in sight
Flying botiiif“%ﬁi"Day and Right.'

A peseive construction ir used, in stanza XLVIII:

They bring up Flow'rs 80 to be seen,
And prove they've at the bottom been;

and in"The Garden":

No white nor red was ever seen
So am'rous as this lovely green,

In two instances, the directing word is "chew": in "Eyes and
Tears"s

The Stare shew lovely in the Night
But as they seem the Tears of Ligh‘;

and in "Upon Appleton House", stanza LV:.

When after this ‘tis pil'd in @ocks,
Like a Calm Sea 1t shews the Rocks.

This method of underlining the visual aspect of an observation
can be made even more immedlate by explicitly relating the
observer and the thing observed. The result is similar to
that noted in the presentation of tactile details: man and
nature are brought together as the two necessary elements in
the experience of seeing. The most striking example is found
in "Upon Appleton House", stanzas X and XIi

In fragrant Gardens, shaddy Woods,

nile with siow Syer we thece survey . . .
These lines attempt to give a "transliteration" of the very

act of seeing - the movement of the eyes, sweeping over the

scene and taking it in, detall by detail, The same device
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occurs in stansza LXIII:

When first the Eye this Forrest sees
It seems indeed as Wood not Trees,

Nature 1s deceptive; the deception in this case 1is visual,
and Marvell ensures a fuller partieipation in the experience
by bringing the betrayed organ - the eye - into the statement
of what happened,

The definitely visusl nature of an experience is captured
in stansa XLVI, where the abstract "sight" is this time the
operative word:

t'Tho sight does from these Baatiana ply,
Th'invisible Artiler . o
But ore the Keads Se%aw it plays,
Or innocently seems to gaze,

An extonnian of tho devico of introducing a deliberate

[ty

”aeeing word oacurs when tho thing seen is distorted in
soma wAY, so that it is mustakon for something else, This
(13 indicated by tho mndigied terns of seeing, "seems" or
"appears”™. An example 1n“the couplet quoted above, in which
the eye is aocaiv;d’by distance, so that the foreest, "seems
indeed as Wood not Troea*. The grass~hoppers of stanza XLVII
are seen from an unuaual vantage point, as the poet walks
through the tall grass and looks up at them:

And now to the Abbyss I pass.

Of that unfathomable Orass,

Where lMen like Grasshoppers appesar,

But Grasshopprers are Gyants there.

A witty elaboration of this device sees the concrete
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phenomenon as an embodiment of the abstract, in stanza LXIIs

The dcuble Wood of ancient Stocks

Link'd in so thivek, an Union locks,

It like two Pedigrees appears.
This kind o; playing with the appearances of nature is &
very characteristic feature of Marvell's imagination. His
delight in the physical world is not voluptuous, He has a
keon perception of the things around him, but he values them
largely as material for his wit to play with. His fascination
with'tricks of vimion, like those caused by distance and
posktion, can be seen elso in an interest in the distortions
of reflected or magnified images., The grazing cattle of
stanza LVIII of "Upon Appleton House" are subjected to a
sories of witty visual transformationsi

They seem within the polisht Grass

A Landskip drawen in Looking-Glass,.

And shrunk in the huge Pasture show

As Spots, so shap'd, on Faces do.

Such Fleas, ere they approcach the Lye,

In Multiplying Glaases lye,

They feed 80 wide, s0 slowly move,
AB Conspgg}gsians do above,

The sudden shift from tha}minuto to the immeasurably great
in the final couplet, is an example of metaphysiecal audacity.
What is unusual, 1§ that the wit is mainly visual., The wit
makes 1its impact afﬁor the initial visual details have been
registered. karvell interprets or expresses nature's sights
wittily - but first of all, he gsees them quite clearly. The
naturel world is for him a coll;ction, primarily, of things,
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not of ideas or commenplaces.
A more metaphoric appliocation of his delight in reflected
images occurs in "!hn Mower's Bong"o

And in the greonness of the CGrass
Disl see its Hopes &s in a Glass,

Another strange visual distortion tekes place in “"Damon the
Mower'":

Nor am I so deform'd to sight,

If in my Sithe I looked right;

In which 1 see my Picture done,
A in a croscopt Meon the Sun,

In stanza LXXX of "Upon Appleton House", the sun is seen
reflected and diminished in the purified river:

And for hie shade which therein shines,
Kugg&gwan like, the 8S8un too pines.

Stanza LV provides another instance of a trick of seeing:

When after this 'tis pil'd in Coeks,

Like & ealm Sea it shews the Rocks:

We wond'ring in the River near

How Boata among them safely steer,
Hore, one witty image ofythe piled-up hay as rocks, is
combined with a witty application;of the trickyof sight
which confuaea distances, |

Ofttn the perceptive accuracy and freshness of a detail

passes unnoticed because it is absorbed into a context of
imagery which is basically witti, rather than sensuous, For
example, the four lines just Qnetod about the boats on the
rivoé. or the description of the gardens at Appleton House,

whioch makes great play with military metaphors suggested by’
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the lay-out of the gsrdens as forts, In mach of this the
" wit is uppeymost, but & number of details are keemly observed
and precisely expressed in terms of the prevailing figure:

S8ee how the Flow'rs, as at Parade,
Under their Col stand dIEplald:
Fach Regiment in order grows,

That of .the Tulip, Pinke and Rose.

A

That, ingflet, ia a wery clear and vivid plcture of a care~
fully laid-out set Q:,rlower-beds.

Thnir-Leavoa;wthat to the stalks are curl'd,
Seem to their Staves the Ensigne furl'd,

And thatéia &n aceur&te deseription of the shape of a tulipe
'Plﬂ!lt »

Then in some Flaw'rsébolovad Hut
Zaeh Boe as Sentinel is shut.

That is essentially the same observation as Keats's remark.
aboﬁt the deer startling, "the w;ld bee from the fox-glove
bel11", a

Yhen allowances for the difference 1ﬁ'poetie mode and
olim;to have been made, it seems elegr that Marvell givotJQ 7
the impfession of having his "eye on the objeet" as intently
as later nature poets. Iélia what he does with hie apparent
observations that puts hig.in another poetic tradition,

There are many references to actual colours in Mervell's
poetry, as well zs to more gvnoréi terms for\polour. Iﬁ "The
Carden”, there is the symdolic dird, which, "whets, and conbs
1ts silver Wings". One of the portraits in "The Gallery" d;picta
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Aurora, who slumbers in:the east, "And stretches ocut her
milky Thighs". The most brilliant of all Marvell's colour
evocaticns, however, is in "Bermudas™:

He hangs in shades the Orange bright,
Like golden Lamps in a green Night.

Bilver is again seen in the deaaripiian of the Fawn:

It is a wondirous thing, how fleet
'"Twas on those little silver feet.

In thc aecaunt of the ﬁrop of daw, we are told, "How it the
purple flow'r does slight“; and how it is, "Dark ban«ath, but
bright above”, The serpent of "The Coronet” has, "a speckled
breast"; and men, in stanza LYXXXV of "Upon Appleton House",
are, "Charm'd with the Saphir-winged Mist", And, of course,
there are the numerous invocations br the colour green.
8amnt1mna, the colour iteelf in oxcluaivuly referred to, as
in the falcon image from "An Horatian Ode"s |

She, having kill’a, no more does search,
But on the next green Bow to pearch,

Sometimes the colour's traditional emblematic significances
of innocence, naturalness, youth, and hope, are exoclusively
invoked, as in "Damon the Mower™:

And thus, ye Meadows, which have been
Companions of my thoughts more green.

And sometimee, actual and conertual greenness are both
1uvakod, in the rich natural symbolism that is a mark of

Hnrvoll'a mont mature pcntry. An examplu can be found in
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“Damon the Mower®, "But in the brook the green Frog wades”,
vhere the Frog as an edjeot is vividly partiocularised by the
adjective, and by the samw adjeotive given a symbolic extension
of msaning. “ o

A similar doublo signifiocance is pri;Qnt in "The Mower's
Song":

~ And in the greenness of the Grass
Did see its Hopes as in a Glaau.

Stanza LXIV of “Upen Appleton House" naa. "Tho Colummes of
tho Temple groon”, where the Tuuplo 1. 1dont1fiod as boing
both ligoanllv green - made of trees - and aymbolicnlly
green ~tnafural énd innocent, a temple for worshlopping
natﬁreu

¥any other references to green occur, but only one needs
special mention here. The flcods on the Appleton astntoﬂhavo
recoded, and in stanza LXXIX:
0 inons Demese whin aetoes eeiony ddent,

Seems as green 8ilks dut newly washt,

This image goes with the Bermmdan oranges and the thrush's
eye, as one of Marvell's most vivid and immwdiate visual
impressions,

Besides the Adirect mpntion of actual colours, there are

lot‘?r gonernl arpeals to the senee of colour. The Coy

l!-tro-a is phylically characteriged in terms of her colouring:
Now therefore, while the youthful hew
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8ita on thy skin like morming dew,
The Fawn feeds on rose petals, "Until its Lips ov'n seem'd
to bleed". The tulip's colour is stressed, in "The Mower
against Cardens":

The Tulip‘ white, did for complexion seek;
| And learn'd to interline its cheek,

The military imagery of "Upon Appleton House" plays op
details of colour:
Tulips, in several Colours barr'd,
Were then the Switzers of our Guard.
2 stanga ' XLI

See how the Flow'rs, as at Parade
Under their Colours stand dISPIATA.

N (stanza XXXIX)

'gz:ga12u:h:h§55%123;s“g§p%g§ %:g.
SR ~ (stanza XXXVII)

Marvell's attontion is eaught by variations in colour
and light, The bird er "Tha Carden", ™./aves in its Plumes
the variona Light", He 15 attracted by the "glitter" of the

‘hanake 's aeeand akin, by the "Chameleon's changing~hue"; by
the light of the glow-worm, The fading of light is pictured
in "The Unfortunate Lover™:

But soon.these Flames do lose their Light,
Like Moteora of a Summers night;

and the coming of darkness, in "Upon Appleton House", stanza

LXXXIVs

80 when the Shadows laid asleep
From underneath these Banks do creep,
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And on the River as it flows .
With Eben Shuts begin to close . . .

This interest in the movement of coloure and light is
one aspect of a persistent fascination by movement itself.
Marvell's world is vibrant with life and motion. The nasural
objgcta in his poetry are rarely passive - they are scen
mmving.’rh. most inmportant element in his voékbulary ia the
verb, His animeis are most naturally seen as actively doing
- something, rather than passively being something. An examin-
ation of his animal references reveals his crsatures in the
acts of, among other things:
beating, rouling, whetting, conbing, waving, crawling,
Pinching, feeding, daneing, wading, skipping, stayinge
running-staying, ;rippina. printing, falling, pearching,
working, hatching, letting drop, walking up a tree,
pecking at the bark, mining, flying, scaling, collect-
ing, building, perfecting loves, moving, squeking,
ealling, singing, moaning, twanging, bellowing, kicking,
drawing, changing hue . . .
Compared with these very grarhic accounts of activity, there
are few descriptive details concerning what the creatures
look like. They 1nclud§ prineipally:
yollow, blue, or green; speckled, hamstring'd, little
silver feet, yet unfeather'd qniis, Corm'rants black,
fair necks grac'd with Ruptial rings, shining eye,
azure dye, snowy lamb, low-roof'd Tortoises . . .
Of these only a handful are particularly graphic, or similate
any keen observation, | |
The plnﬁ%ivaro more eolourfully presented in terms of

what they are. For example:
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polieht, with moister colour dasht,.purple, green,
silken, white, gelid, golden, bLright, faire, squatted,
shrunken, thick, ripe, lusclous, mossy, swoln, welvet,
undermined . . o

But they are also busily doing as well:
divide, wither, fade, raime thelr eyelids, display
thelr ieavca, close in garlands, seok, gbow, wave,
unite, draw in their claws, stoop down, speak, fall,
prick their ears, drop, crush, reach, lick, clasp,
ocurl, hale, bind, chain, nail . . .

Much more than in the animal details, the.plants are acted

upon by some superior agenecy - God or mans

With strange Perfumes he did the Roses taint.
("The Mower against Gardens")

Transplanting flowers from the green Hill.
("The Ballery")

[HO? throws the Melons at our feet.
"Bermudas” , .

So Architects do square and heq‘
Green Trees that in the Forest grew.
("A Dialogue between the Soul and Body")
The sense of life in inanimate things is achieved mainly
by the device of personification: »
the *atroul of Stars walking, the Ri&ér licking‘its
muddy back, the 8Bun pining and blushing and licking
off sweat, the Dew mourning and gazing, the Hill
rising and offering easy ascent, Aurora stretching
her thighs and hanging out the colours of the day.
One last feeture of larvell's choice of natural details
deserves mention, It has been shown how his interest in
nature wag inspired by intellectual as well as sensuous

delight. As a result of this ouriosity‘about nature, he
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introduced into his poems a number of oddities, not of
perception, like thoke discuemed earlier, but of fact. He
wgs fascinated by the pineapple:

But Apples pldints of such a prilce,
No Tree could ever bear them twice:
("Bermudas")
and by the possibilities of altering nature:
The Pinke grewthen as double as his Mind;

The Tulip, white, did for complexion seek;
And learn'd to interline its cheek;

And in the Cherry he does nature vex,
To procreate without a Sex, )
("The Mower againet Gardens")
The details discussed in this chapter form only a part
of Marvell's atock of natural references. Very often, especially
in the satires that belong to his later life, nature is felt
as a source of ideas, with little sensuous immediascy. Even in
his "nature" poems, there is a strong, often predominant,
logical and witty element, But there is, 1ﬁ his moet character-
istic and successful poetiry, a constant reference to the
world of sighte and sounds and sensations. As J.B.Leis@mﬁn
has Qritten:
Even the most purely conceptual paseages are, SO
to speak, supplied by their context with a visual

or sensuous core. (The Art of lMarvell's Poetr)
PP« 268-269) =L




PART IIX

BATURE IN MARVELL'S POETRY
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Chapter V
NATURE A8 A COWCEPT

In the introduction to her book Mountain Gloom and

Mountain Glory (New York, 1959), Professor Marjorie Hope
Nicolson discusses the way in which people react to the

world around them:
What men see in Nature 1e the result of what they
have been taught to see¢ - lessons they have learned
in school, doetrines they have heard in church, books
they have read. They are conditiocned most of all by
what they mean by Ng o, x word that has gathered
around itself paradox and ambiguity ever since the
fifth contury B.C., Human response to mountains has
heen influenced by inherited conventiones of literature
and theology, but even more profoundly it has been
motivated by man's conception of the world which.he
inhadbits. (p.3) ‘

Thie chapter will attempt to eluclidate what Marvell meant by

"Nature"; to show which "inherited conventions of literature

and theology" influenced his r¢eyonse to the natural world;

and to examfne to what extent contemporary developmsnis in

science and philosophy afrfected his "conception of the world".

Marvell inherited from the Elizabethan age a modified,

but still basically intact, structure of ideas about the
nature of things, whiech had come down from the Niddle aAges,
This structure of ideas was a synthesis of much older trade

itione, going back to the earliest attempts to understand the

human environmentt
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Now the Middle Ages derived their world picture from
an amalgam of Plato and the 0ld Testament, invented by
the Jews of Alexandria and vivified by the new religion
of Christ. |
(E.!i,W,T4llyard, The Elizabethan World Picture
(Peregrine Books, 4963), p.12
According to this established view, nature could be studied
under two aspects: as "Natura natureta” and as "Natura
naturane” - as the natural creation, or as the creative
force that gave it existence. "Natura naturans" wse a well-
known figure in mediaeval and Renaissance literature. In

Chaucer's "Parlement of Foules", she had appeared as "this

noble goddesse Nature", and as:

Nature, the vicaire of the almyghty Lord,
That hot, c¢old, hevy, lyght, and moyst and dreye
Hath knyt by evene noumbres of acord.
(The Works of Geoffrey Chaucer, ed. F.’i.Robinson,
2nd. ed. (London, 1957), 11.379-381)

Hooker, two centuries later, reiterated the view that nature
is an agent of God:

Those things which nature is said to do, are by
divine art performed, using nature as an instrument.

(Ecclesiasticall Politie,(1597), Bk.I, Section 3, p.54k)

Nature's function in Chaucer's poem is to maintain harmony

among the creatures, and, in the lines quoted, to hold the
entire creation together in an ordered combination of the
elemonts. éhis brings us to the other aspect of nature,
"Natura naturata", the world which man apprehends as sensuous
reality. Fundamental to the ancient beliefs is the notion
that everything is "knyt by evene noumbrec of acord". Under
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what Spenser calls "Natures Sergesnt (that #s Order)", all
things are “well disposed"., Not only are the elements knit
together, but each part of the creation is linked harmoniously
with ovory_othdf part. Vnridua kinds and dimeneions of harmony
are dl-corﬁod. Perhaps the most: common was the concept of the
Great Chain of Being, which saw the creation as a continuous
chain, bogihning_iith the lowliest parts, such as the inane
imate elomnntg and liguids, éising through the various forme
of l1life, rtom'planta to beasts to man to spiritual cfeaturcs,
and finally reaching the Croatoﬁ himegelf, Tillyard sums up
the attractiveness of this image, which served to express
the deopiy feitﬂnaed for order at all levels:

Thise matiphor served to expresa the unimaginable :

plenitude of God's creation, its unfaltering order,

and its ultimate unity. (op. eit., pPp.37-38
Another metaphor was curronf - that of the dance, Sir John
Davies, 1n”brghogtgg, uses it to present his concept of an
ordered universe:

Dancing, bright lady, then began to be

When the first seeds whereof the world adaid spring,

The fire air earth and water, did agree

By Love's persuasion, nature's mighty king,

To leave their first discord#d combating

And in a dance such measure to observe

As 8ll the world their motion should preserve.
(8ilver Poets of the Six 2 » ed, Gerald

e veryman ' s 1947, reprinted
1960), P.322) ’

Yot a third way of discerning the order of things (although

2ll three express the same basic idea of harmony among great
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variety) was to see the creation as a series or'corrogpondonees,
as a pattern of .analogies. .Within the géhoral hierarchy of
the Great Chain, there were several distinct levels of
existence, and each level was aimdiar,in design to other
lovels, Tillyard gives the main divisionss

The different, planes were the divine and angelic,

the universe or macrocosm, the commonwggth or body

politic, man or the mierocosm, and the lower creation.

(op. eit., p.103)

This system obviously providad a rzch gsource for poetic or
thcological imngery. But 1t was felt as mueh more than that.
To say that Man wae made in the image of God, or that tho
Church was tho Body of Christ; that, ag lienenius argues 1in
Coriolanus, the rulers of a state are its "belly" and the
peorle its "members"; that Man, the microcosm, is a "little
world". who sums up the whole macrocosm in himself; all this
was not just figurative - it was a percertion of the way the
eroation is doaignod This sense of a pattern of analogiles
in the created universe lies behind much of Marvell's voetry,
and involves both his ideas and his poetic method. The
richnese of texture in poems like "A Nymph Complaining for
the Death of her Faun" and "Upon Appleton House" depends on
the variety of .allusicne which combine to form a unity, The
Faun's death has a.likeness to the saorifice of Christ; the

mowers in their meadows are an imaginatively convineing

parallel to the wandering Israelites; the reaping of the
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fields and the slaughter of the Civil E?ra are two aspects
of the same truth., The universe is mad;'lika that. iacrocosm
and microeoam}rorlectaoach othor.iV*

One poem is bullt entirely on'thin analogy. Profeasor
Nicolson has ocalled "“On a Drop of ﬁew" the "poetic climax" of
“the long belief in epitomes and correspondences” (The
Breaking of thn Cigle, Revised cd. {Columbia Univ. Fress,
1960), p.75). Tho érop of dew and the human soul are seen
to correspond at every point. 80 meh so, that they can be
compleotely fused in oxproszion. Indeed, the final couplet
refers equally to the der and the soul:

Congeal'd on Earth: bu$ does, dirsolving, run
Into the Glories of th Almighty San,

Syntactieally it is impoasible to limit the reference of
"Congeal'd on Earth" to either the soul, which is the topile
of'thia half of the poem, or to the "Manna's sacred Dew",
which has just been introduced as a simile, The whole process
of the poem is one of identification rather than of compariean,
and it 1s clinched in this final couplet with its culminating
pun on sun/son.

The idea of the "little world" is specifically alluded
to at the close of "Upom Appleton House", where the Nun
Appleton estate is soen as an epitome of the greater world.
Various places famous for biiuty are rejected -~ Tempe,

Aranjuez, the Idalian Grove:



176

'Tis not, what once it was, the World;
But a rude heap together hurl'a;

All negligently overthrown, ‘
Gulfes, Deserts, Precipices, 8tone.
Your lesser World contains the eame.
But in more decent Order tame;

You Heaven's Ce Yature's Lap.

ég§6§%555§2%%§ﬁ§%ff

Nan Appleton, felt throughout the poem as containing in

epltome politices, history and religion; expressing through
its characteristic plants, creatures and seasonal activitées,
the conflicts of the Civil Vars, the exploits of the lsrael~
ites, and the redemptive prodesses of Flood, Baptism and
Crueifixion; is now elevated as a symbol or embodiment of
what the creation should be 1;ka. And the qguality which
Marvell singles out as justif#ing this extravagant claim,

is the superior harmony to be found theres "in more decent
Order tame". In fact, this is more than extravagant compliment
to Fairfax. The peaceful evening scene on which the poem
closes is in reality a vision of "more decent Order" than
could be found in the England or the theology snd philo@%hy
of Marvell's daf; Hature sgemed to him the one stable thing

in a world that humen waywardness was handing over to violence

|
and chaos, At the very beginning of the poem he points to

‘

See the artiolz, "Cowley, Marvell and the Second Temple", in
sfggg;gx, x1x (1953), pp.184~205, in which Harold Wendell Smith
scusses some Of the motives behind the retreat to nature by
men like Cowley and Narvell in the middle of the century:
"Nature is for Marvell imbued with far more of the sensory
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the natural harmony:

But all things are composed here
Like Nature, orderly and near.
(stanza IV)

'~ However, although Marvell usually subscribed to the old
idea of nature a2s Order, there were modifications of 1t whieh
he occasionally employed for special rurposes. One modification
was to see the creation as gradually moving towards its close,
slowly decaying from its pristine perfection. This is the
subject of Spemser's final two cantos of The Faerie Queene -~
the Mutadility Cantos. The Titanesne, Mutability, has sube
Jected the whole sublunary creation to the process of corrupe
tion:

For, she the face of earthly things so changed,

That all which Fature had establisht first

In good estate, and in meet order ranged,

She did pervert, and all their statutes burst:

And all the warids faire frame (which nore yet durst
Og Gods or men t0 alter or misguide)

She alter'd quite, and made them all accurst

That God had blest; and did at first prouide

In that etill happy state for euer to abide.

Ke shee the lawes of Nature onely brake,
But eke of Iustice, and of Policie;
And wrong of right, and bad of good did make,
And death for life exchanged foolishlie: .
Since which, all liuing wights haue learn'd to die,
And all this world is woxen daily worese.

(Book VII, Canto VI, stanzas ¥ and vi)

and sensual than 1%t 18 for Cowley . . . but it also performs
the same function for Marvell as for Cowley - that of being
a stable comforter in a world upset by movement"{p.i 89};?
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Thies ursetting of "meet order" is generally regarded as the
result of the Fall of Man. The microcosm was infected by cin,
and the earth partoolr of the consequences. Spenser ontimist-
ically denied, in the end, the suprcmacy of Mutability. Nature
admits that things change and decay:

But by their change their heing doe dilate:

And turning to themselues at length againe,

Doe work their owne perfection so by fate,

(Book VII, Canto VII, stanza lviii)

Everything will ultimately return to the perfect state in

which it began. This doetrine is found in the Consolation

of Philosorhy of Boethius, one of the most powerful influences
on thought throughout the iiddle Ages:

Alle thynges seken ayen to hir prorre cours, and alle
thynges rejoysen hem of hir retornynge ayen to hipr
nature, He noon ordenaunce is bytaken to thynges, but

that that hath Jjgyned the endynge to the bygynnynge,
and hath maked the cours of itself stable (that it

sa.a%%m net from his kynde).
ook III, metrum 2, Chaucer's translation, Robin-
son's ed., P.343)

Srenser has a second answer to the arguments of Mutability -
an answer stemming from Christian tradition rather than
Platonic:

But time shall come that all shall changed bee,

And from thenceforth, none no more ¢hange shall see,

(Book VII, Canto VII, stanza lix)

Change rules now, but at the laast Sod will intervene:

For, all that moueth, doth in Change delight:

But thence-~forth all shall rest eternally

wWith Him that 1¢ the God of Sabbaoth hight:

6! that great Sabbaoth God, grant me that Sabbaoth's sight!
(Book VII, Canto VIII, stanza ii)
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St. Paul has similar things to say about the problem of
mutability, in his First Letter to the Corinthéand, Ohapter
XV, verses 51-53:

e shall not all sleepe, but wee chall all be changed,
in a moment, in the twinkling of an eye, at the last
trumpe . . . For this corruptible must put on incorr=-
uptibhe and this mortall must ut on immortalitie.

Donne also expresces ihe idea thiat the created world is
decaying. But he 1s pessimistic about the outcomo. There ie
to be no returning of everything to nerfection. Only in
heaven can the human soul find the lost beauty that the
decaying earth has forfeited. The earth fell with man, and

harmony - "beasuties best, proportion" - is banished. The

Anatomie of the World vaints a very gloomy picture.of the
astate of things:

Then, as mankinde, so is the worlde whole frame
.uite out of joynt, almost created lame:
For, before God had made up &ll the rest, = .,
Corruption entred, and derrav'd the best:
It seis'd the Angels, and then first of all
The world did in her cradle take a fall,
And turn'd her braines, and tcoke a generall maime,
Wronging each jJoynt of th'universsall frame.
(John Donne: Complete Poetry and Sglected Prose,
ed. Jonn Hayward, The Nonesuch Library, (London,
1955), P.202)

Corrurtion, then, entered right at the start, "So did the

world from the firste houre decay”.?

1

Compare also the classical tradition, es:ecially in pastoral,
of the deoline from a Golden Age: Donne calls this age "Iron,
and rustie too"(Nonesuch ed., p.208),
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This idea of a decaring and corrupt world does not seem
t0 have appealed to Marvell, although there is evidence that
he knew of it and was prepared to use it when it suited a
particular proem. The most explicit reference is in "The Match":

Nature had long a Treasure made
Of all her cholcest store;
Fearing, when She should be decay'd,
To beg in vain for more,
Here, however, i.arvell plays with the idea as a conceit in
a very trivial poem, and no effort is made to give it any
imaginative depth, In "Upon Appleton House", on the other
hand, the notions exrrersed b’ Spenser and Donne provide the
framework for the entire roem. Everything at "un Appleton is
initially harmonious: "Like Nature, orderly and near" (stanza
IV), just as Spenser's Nature had established all things: "In
good estate; and in meet order ranged". But the gardens turn
out to be full of imagee of war, and suggest to the poet a
comparison with strife~torn England:

Oh Thou, that dear and ha ny Isle
The Garden of the World ere while,

Thou Paradise of four Seas,

Which Heaven rlanted us to please,

But, to exclude the World, did guard

With watry if not flaming Sword;

What luckless Apple did we tast,

To make us lortal, and The %aatﬁ
(stanza XLI)

In the same way, :utability, working on men, had:
e « o made them all accurst

That God had blest; and did at first prouide
In that still hapny ss$ate for euer to abide.
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At the end of Marvell's poem, Maris re-establishes the lost
harmony. Aféer the mowing of the fields and the rise of the
flood, both processes having strong suggestions of Civil Var,
a new and refreshed world apprears. Maria is8 introduced by the
haleyon simile. The haleyon, like Maria, brings all nature to
a8 rtandstill; movement freezee into permanence:

And such an horror calm and dumb,
Admiring Nature does benum,

The viacous Alr, wheres'ere She fly,
Followe and sucks her Azure dy:

The gellying Stream compacts below,
If 1t might fix her shadow s0;

The stupid Fishes hang, as plain

Ap Flies in Ch§35t51 overt ‘ane;
And Men the silent Scene assist,
Charm'd with the Savhir-winged list.
(stanzas LXXXIV-LXXXV
Men, fish, the river, nature herself are benumbed, charmed
by the halcyron. In the next stanza, liaria affects the whole

of nature:

gggla such, and so doth hush
'he World, and through the EV¥'ning rush.

0 new=born Comet such a Train

Draws through the Skie, nor Star new-slain,
For streight those giddy Rockets faill,
Whieh from the putrid Tarth exhale,

Naturs Lo whellyovitmipiiges *70 4
The "new-born Comet" and the "Star new-slain" bring with them
sucscestions of the eycle of life, but significantly they are
rejected: they have no place in this scene. They are "giddy
Rockets" because they rise from the "putrid Zarth" - the
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"gicke world" of Donne's poem. Maria will bring about the
change to rermanence that S%t. Paul and Spenser nrorhesied,
when "all shall be changed". The final couplet of the passage
above refers to another theory about the end of the world.
H.E.Tolliver quotes from a letter by James Howell, taken from
the QOED:
Surely, that grand Unlverssl-fire . . . at the day
of judgment may by its violent ardor vitrifie and turn
to one lump of Crystal, the whole Body of the Earth.
(Marvell's Ironic Vision (New Haven and London,
1965), p.126, n,
After the rupture of nature's order in the mowing scene, and
the rise and fall of the purifying flood, God's agent uaria
transforms nature, giving beauty to the gardens, straightness
to the woods, sweetness to the meadow, chrystalline purity to
the river. Nature is vitrified, made transvarent like glass,
easy to understand.

Thie is not intended as an interrretation of "Upon
Appleton House"; the poem is so rich in aliusion, and 1is so
obviously not to be read as a consistent allegory, that to
impose any one meaning on it would be alien to its method and
epirit. It is simply worth noticing that certain ideas about
the nature of things, and the past and future course of the
creation, find a place in the poetry. How far Marvell belleved
in them, and how far he employed them as useful material for

wit, hyperbole, and compliment, is not in guestion. lie is not%,

like Spenser, writing a philocoprhic poem. lie is writing an
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‘estate poenm, aﬁd loiting his imagination play with what
comos to hand. Thia oonaiatn of real natural details, literary
genres and convontionn, hintoriual facts from Iarael, Kome
end England; and it includes thcorinu about nature.
There ia one 6thar related idea that he uses twice in

the poema: that the world was originally aﬁooth and round.
Professor Nicolson explains:

The original earth was not the world we see. The

Great Sculptor had not carved out hills and mountains,

valleys and depths of ocean. ¢ was rather a classical

c assthetician to whom symmetyy, proportion, and the
rontratnt nf tg. cirale wore it'girst 1mportane¢.

8ince the fall, this perfect sphere had been distorted. Donne,
ruminating on the general disorder, poses the questiont

But keepes the earth her round proportion still?
Doth not a Tenarif, or a higher Hill
wby~1g Rise 80 high 1ike & Rocke, that ons might thinke
The(floating Maeno waulg ehipwrack tharq, and ainko?
n Anatomie of th oprld he ] t _Annive !

He concludes that:
« « 80lidnesse, and roundnesse have no place.
Aro thone but warts, and poek-holes in the face

of th' aargh? Thinke so: but yet confesese, in this
The world's propodtion disfigured is,

(1bid., p.208)
For the purposes of complimenting Fairfax in "Upon the
3111 and Grove at Bill«borow", Marvell agrees with Donne. The
hill itsels, a favourite spot of the retired Lord General, has

the perfection of the original creation:
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See how the arched Earth does here
Rise in a perfect Hemisphere!

The stiffest Compass could not strike
A Line more circular and like;

Nor softest Pensel draw a Brow

50 egqual es this Hill does bow,.

It seems as for a Model laid,

And that the World by it was made.

Contrasted to it are the "pock-holes in the face of th'earth":

Here learn ye Mountains more unjust,

Which to abrupter greatness thrust,

That do with your hookeshoulder'd height

The Earth deform and Heaven fright,

For whose excrescence 1ill deamign’d,

Nature must a new centre find,

Learn here those humble steps to tread,

Which to securer Glory lead,
The reasona for abhorring mountains are noteworthy: they are
"unjust", ambitious, "hook-shoulder'd", an "excrescence ill
design'a"”, and they "deform™" and "fright" the earth. The idea
expressed by Donne, that phoy are distortions of an earlier
physical proportion - "ill design'd" - mingles with a moral
condemnation - "unjust”, and, by comparison with Bill-borow,
not "humble". This double vision of the thing itself, and of
a moral implicit in it, is part of Marvell's inherited way of
looking at nature. He sees mountains as the Bible often sees
them, as symbols that contain truths about the humman condition,
Behind his lines are remariks like the following from Isaliah,
Chapter 40, verse Lt

Every valley shall be exalted, and every mountain
and hill shall be made low,

J.F.Danby emphasises the difference between this way of
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regarding nature, and the modern atiitude:

Where we study Nature in order to exploit it, Bacon
and Hooker ntudg her in order to discover their duties.
Shakespeare's Doctrine of Nature (Faber and Faber

Although Harvell makes ure of several ideas about the
origins and fate of the created world, these problems are not'
his main concern. They are ineidental to his main set of
attitudes to nature. L;ko Keats, he may have held that:

Axioms in philoubphy are not axioms until they are

proved upon our vul:ca.

(Letter 64, ' John Keats, ed. Maurice

"London, 1960), Pet&i)

This is certainly the impression his poetry gives. He is
intereated in living here and now, and nature 1is important to
him insofar as it ean influence life today. It 1s Aifficult

to be sure of thﬁ?eoﬁvicticns of 2 poet as allusive as Marvull.
who is capable of introducing any idea of fact that can Dbe
turned to poetic advantage or whtty end. But the feeling that
comes through the poems most strongly is that nature 1is not
eorrupt, did not fall with man, but still meintains its
original innocence. It iw true "The Mower againat Gardens"
begins:

Laxurious Man, to bring his Vice in use,
Did after hi the World seduce.

But the rest of the poem makes i1t plain that there has been
no genersal rail of nature, only a gradual process of corruption

by man, whioch is by no means complete. The "sweet Fields" of
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nature may “iye forgot”, but they still exist as places:

Where willing Nature does to all diaponco
A wild and rragrant Innoconca.

This tboling that nature is baaieally unepollt, and that
it can "dispence” its "Innoocence", is a central motif in
Marvell's nature poeiry. He retreats from the busy and corrupt
"Companies of Men", io seek it 1n the garden:

Fair Quiet, have I round thcoo here,
And Innocence thy Sister dear!

Marvoll, thon, went to nature expecting to loern and to

regain a sense of 1nnoaenco. Douglas Bush describ:a the

attitude to nature the teacher, in his Prefaces to Renaicsenme
Literature (Guﬂbkidga;“nuaa., 1965):
For*tht medieval Catholic Aquinas and the sixteenthe
century Protestant Calvin, the book of nature, the
book of the cresatures, was a revelation of God,
secondary, of course, to his Word, but authentioe

in its degree.
(9.58)

The elearoat cxpreasion of this idea in Marvnll 8 poetry iﬁ
at the end of the pastorel "Clorinda and Damon", where naturc
tolls of Pan - here rqprosonaaﬁivo of Christ, as in Milton's
"Nativity Ode": | |

Of Pan the flowery Pastures sing,

Caves ecocho, and the Fountains ring.
8ing then while he doth us inspire;

For all the VWorld is our Pan's 8 Quire.
In this pasrage, nature activvly tells of the Maker, as in

the Psalme:
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The heauens declare the glory of God: and the firma-
ment sheweth hls hundy worke.
(Pealm XIX, verse 1)
Elsewhere, in "The Mower's Song" and "Upon Appleton
House™, man must make an effort to intervret what lies about
hims

My Mind was once the true survey

Of all these Medows fresh and gay;
And in the greenness of the Grass
Did read ite Hopes as 1in a Glass,

Stanza LXXIII of the longer poem actually introduces the
traditional image of the book:

Out of these scatter'd Sibyld Leaves

Strange Pgoﬁ%ogggg my Phancy weaves:

And in one story conaumni,

Like Mexique Paintings, all the Plumes.

What kome, Greece, Palestine, ere saga

I in this 1Tght éoaai§§ read.

Thrice happy he 0, not mistook,

Hath read in Naturee mystick Bgok.
As might be exrected of the man who wrote the "Dialogue

between the Soul and Body" and "An Horatian Ode", larvell
is reluctant to commit himeelf. He does not claim ithat he
can understand the "light Mosalck", Like V.ordsworth, he
appears to believe thats

One impulse from a vernal wood

May teach you more of man;

Of moral evil and of good,
Than all the sages can.

("The Tables Turned", Lyrical Ballads, ed. H.Little-
dale (London, 1911), D.1%75
"All the sages" are certainly included under the colours of

Rome, Greece, and Palestine; and he does glean "stranye
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Prophecies"” from his acquasntance with nature. But these
provhecies are woven by "Phancy”, a'suapoct faculty in the
mid-seventeenth century. The OED gives an example from 1609
and another from 1659 of the word used to mean "an i1llusion
of the senses” (2); and from 1597 and 1693 examples of the
meaning "an instance of delusive imagination" (3), 1663 is
the first recorded date for the meaning "mental image" (i4.Db.).
Several examples, inoluding one from iarvell's own "Rehearsal
Transprosed”, support the meaning, "A supposition resting on
no solid grounds" (6). So to attribute the prophecies caught
from nature to the fancy 1s no recommendation of their
authority as trmth,

Further doubt i3 cast upon the validity of his perceptions
by the qualification of the final couplet, "not mistook".
Keats admitted similar dubiousness about the reliability of
his interpretation of nature’s phenomenat

Was 1t a vision, or a waking dream?
Fled 1s that music: « Do I wake or sleep?

("0de to a Nightingrale", The Poetical Works og

John Keate, od, H,Buxton Forman (London, 19508, re®
printed 1940), P.233)

It seems, then, that nature in itself, =& the Book of
God; is meaningless without a perceptive reader. :lature, in
fact, wae felt to bo meaningless without man, Nan was on the
highest rung on earth or“thé ladder leading up to God. He
was the highest of the animals, and the lowest of the spiritual
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beings. In him, the different planes touched, He was the
contre of the creation, just as in the system of Ptoloﬁy
the oearth was' the centre of the rhysical universe. He scemed
justified in believing that the world and all it contained
had beon made for him, It was made to mimister to his needs,
both material and spiritual, It provided him with food and
shelter, and also with guidance, As Tillyard says:
The Elizabethans looked on the lower end of the chain
of being mainly in the light of themselves. Its great
varioty and ingenuity were indeed testimonies of the
creator's wonderful power, but its main function was
td provide symbols or to point merals for the benefit
of man, The ant was a wonderful creation, but the chief
thing was that he was there for the sluggard to go to,
The bees were wonderfully organized, but the chief

thing was that they should ‘teach the art of order to
8 pooplod kingdom'

Nature taught, and nature served man., Hature was to be
enjoyed, not exploited. Man did not have %o force her to
serve him, In Marvell's day the modern exploitation was
beginning, ae "The Mower against Gardens" complains. But
Marvell adhered to the older view, and from it emerged some
of his finest and mpét generally admired poetry. In "Bermudas"

He gave us this eternal Spring,

Which here enamells every thing;

And sends the Fowl's to us in Care,

On daily Visite through the Alr,
It 1s significant that to enjoy this natural abundance
Marvell has to poatulate a retreat from the "Storms, and

Prelat's rage" of oontem@orar& England, to an Iale "fapr
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kinder [i.e. more natural] than our own”.l
%> Similarly in stanza V of "The Garden", nature serves man,
but only after ﬁeshas lert the "Palm, the Oke, or Bayes": for
the “"Garlands of repose'. In stanza VI of "Damon the Mower",
man is miniatered to:.

On me the Morn her dew distills

Before her darling Daffadils.

And, if at Roon my toil me hect,

The 8un himself licks off my Sweaty
. - %

and in stanza LXXV of "Upon Apploton House":

Then, languishing with ease, I toss

On Pallets swoln of Velvet Moss;

While the ‘/ind, eooling through the Boughs,
Flatters with Alr my panting Brows,

Marvell, in fact, never discusses nature except in terms of
ite relationship with a human being: MMaria,. Fairfax, the
Nower, the Berrmdan exiles, Little T.C., the poet himself,
For the feoling ies strong that man and nature are part of a
single design, that they complement each other and ideally
should harmonize. This feeling permeated the world-picture
that Marvell inherited, loaving its marks on many areas of

Compare Montaigne's preference of nature to soclety, in

the essay "Of the Caniballea™: ", , . there is no reason,
art should gaine the point of honour of our great and
pulssant mother Nature, ‘e have 50 much by our inventions
surcharged the beauties and richee of her workee, that we
have altogether overchoaked her: yet where ever her puritie
shineth, she makes our vaine and frivolous enterprises
wondogtnllt ashamed". (Eesays, Everyman's Library, Vol.I,
P.219
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human activity. For example, H.V.S. and M.85.0gden have shown
that the most:important "mood" of the newly developing art of
landscape-painting in the first half of the seventeenth
century in England, wae that of "well-being", of"prospering
activity". They explaing

The emotion whioh accompaniee the vortrayal of such

a world is one evoked by the fact that nature and men

are nroporly runctioning in their various relationshipse.
2 L4 B 2:3 ' eenth

An important ~ perhaps the ecentral - theme of Marvell's
“nature" poetry, is the loss of this feeling of well-being,

a disruption of the necessary and healthy relationehip between
man and his surrourdings. "The Mower's Song" treats of this
explicitly. Stanza I, quoted above (see page 187), describes
the former harmony of the Mower's mind and the meadows, In
stanza II, the bond of sympathy be broken:

But these, while I with Sorrow pine,
Grew more luxuriant astill and fine.

The meadows do not share or condole his grief, The third
stanza denounces them for this betrayal:
" Unthankful Medows, could you so

A fellowship so true forego,

And in your gawdy May-games meet,

While I lay trodden under feet?
In the fourth stanza, the break in sympathy leads to a violent
act of retaliation, as the Mower exacts his "Revenge":

And Flow'rs, and Grass, and I and all,
wWill in one common Ruine fall,
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In the flnnl stanga, man and nature are reunited in death -
a poor -olution to tha problem of alienstions

And thus, ye ieadows, which have been

Companions of my thoughts more green,

Shall now the Heraldry become

With which I shall adorn ny Tomb,
The cause of all this is the oomipg of Juliana, whos

What I do to the Grass, does to my Thoughts and Me.

"Damon tho Iowor" followe a similer nattern., Here also,

Juliana’ dilrupta the natural orderx:

Oh what unusual Heats are heore,
Which thus our. Sun-burn‘d Meadows sear’

A contrast is implicit in the phraningz the meadows are
natnggllyﬁ“Sun -burn'd"”, but in the "unusual", and therefore
unnatural, heat, they are "seared". Matural croaturea are
forced to abandon their proper activitiec in the presence of
Juliana:

The Graashhopvor ite pipe gives ore;
And hamstring’'d Frogs can dance no more.

Only by retreating further into nature, or remaining out
of reach of Julisna's influence, can they live out their
natural existences “%%?*ﬂ

But in the brook the green Frog wades;

And Grass-hoppers seek out the shades,

Only the 8nake, that kept within,
Now glittor- in its second &kin,

Damon wag once in compltto and proper harmony with nature

(stanza VI); he joined in the ritual harmony of danoce and song:
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The deathless Fairyes take me oft
To lead them in their Danses_ soft;
- And, when I tune ny self to sing,

About me they eontract their Ring.

It is pocsible that Narvell ia glancing here at the metaphor
of the dapco and music ag order, expressed in Davies's
Ogohgstggﬁ(soowpngo 173 above). Tillyard, discussing the
Cosmic Danee, quotes Dryden's:

Fyom harmony, from heavenly harmony,
This universal frame began;

From kRarmony to harmony o

Through all the compass of the notes it ran.,

The diayason closing full in man.
("s Song for St. Cecilia's Day", quoted in The
Elizebethan World Fieture, 9.123

The last line may mesn something similar to Marvoll's, "About
me they ocontract their Ring". The ayﬁbol of the ring is
certainly suggestive in a poet bronght up in the madiaoval
tradition, in whiéh the circle wae the perfect form, Also
thera is the covert reference to the marriage contract and
ring. Marvell here is presenting the bond between man and
nature as a perfect harmony, a wedding of one to the other,
The "deathless Fairyes™ are presurably related to the "Fauns
and Faryes" who $111 nature's Meadows of Innocence in "The
Nower against Gardens". The coming of Juliana destroys this
intimeey. The ring 1s broken, thé contract annulled, and the
Mower turns against the mnadowa, as he did in "The Mower's
Song", "And wlth my oytha cut down the Graaa"

The scythe 1z a suggestive 1m@1¢m¢nt. It not only hes
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traditional assoelations (explolted at the end of tpaﬁpoom)
with time and death; but it;?stated uses in the context of
the poem seem to be siénificant. It i;’ffrat mentioned in
stanza VII:

This S8ithe of mine diac&%ora wide -
More ground then all hie Sheep do hide.

Marvell probably intends a pun on the word "discovers"., In
‘the seventeenth century several meanings were extant. OED,
besider citing examples of the commonest modern meaning of
"$o obtain sight or knowledge of (something previously
unknown) for the first time" (8), ;idé hae meventeenthe
century instanees of the sense to "uncover" (t ) and the
sense to “expose to view" (3). The scythe is thus an instru-
ment of both uncovering and discovery. The modern sense of
discovery seoms to be foremost, howevers the actu@i business
of unecovering by cutting and destroying is kept in the backw
ground. Again, in stangza VIII, the scythe revealas something
to the Mower:

Nor am I so deform'd to sight,
If in my Sithe 1 looked right;
In which I see my Picture done,
Ae in a crescent Moon the Sun.

It is a means of self-discovery, although the revelation is
not complete. Only as much is seen as the moon reflects of
the sun, “ith stanza IX, the destructive function of the

scythe is at last allowed to enter the forefront of conscious=-
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ness, ae it is seen to, "cut down the Grass". Gradually, as
the procese of destruction continuee, "the Iron blunter
grois“, and has to0 be resharpened along with the Mower's
"Woes". In stanza X, the violence of the scythe and its
master are not on}y allowed, but emphesised:

While thus he threw his Elbow round,

Depopulating all the Oround,

And, with his whistling Sythe, does cut

- Each stroke hetween the Iarth and Root.

The conorotonoaa and realism of these lines are among the
finest thinges in Mﬁrvoll’a vroetry. The careless energy of
the first line gives a sense of the phjsical effort, and of
the lack of control: an abandon similar to, "And Flow'rs, and
Grass, and I and all", The “Depopulating” of line two gives .
the shock of surprise needed to bring home the hQW'turn of |
violence that the poem has taken., OED cites an example from
1650 of the simple meaning "to destroy, cut off" (5), but
the word had many other possible applications at the time,
It could mean to "lay waste, pillage" (1), or to "reduce the
population of" (2). The associations of the word suggest that
the Mower 1s doing something more portentous than merely
reaping hay. The "whiptling" of the scythe helps to provide
a senme of resaliemn, of an action taking place. ind the final
clause focﬁaos attention with brutal precision on the rhysical

act of slicing through the living plants, At last, the "edged

8tele", no longer an instrument of discovery cr reflection,
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but of destruetion, bringes down the Mower himmelf. Tt would
be unwiac‘to try to allegorize the scythe, to impoee upon it
some fixed and analysable maanﬁgg. But simply from the’
cghtoxta it is placed 1n within the poem, and from the uses
£t is put to, it ie obvious that it has a significance beyond
itself, It seems to represent some faculty of the Mowegfs
whieh, when harmony is maintained between man and his environe
ment, is an instrument of good, of discovery and self-awareness,
To say that it definitely represents Reason is to limit its
associative power; but some such meaning seems to be attached
to 4t. By means of resson, or more widely the "Mind" of "The
Mover's fong', man can digcover the world around him, ané:thc
world w1th1n; But bocﬁﬁso man is & limited creature, he only
perceives a certain amount in the mird's mirror, "As in a
erescent Moon the Sun", When Juliana comes, sowing the meadows
with Love's thietle, and breaking the bond between man and
nature, reason ie blunted, becomes a aangaroua weapon in the
hands of the disturbed Mower who uses it carelessly. Man uses
hie mind and ingeruity againet nature: in this poem and "The
Mower's Song” toﬁeqtroy ﬁature; in "The Mower against Gardens"
to seduce nature. )

In the last stanza, it is made clear that the Mower's

deepest hurt is in his mind; and whereas the wounded ankle can
be cured by applying natural remedies, the wounded mind can
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be healed only by déath, as in "The lMower's Song", "For Death
thou art, a ilowver too".

Obvioualr, unless we follow a recent critic (see vage 63
above ) andvroad the poem as nothing more than "a variation
upon the hot-cold paradoxes of the conventional love-poem®,
we are bound to wonder about the significasnce of Julianj. Ir
she stands for Woman, and can be seen as a repraaontativo of,
the Eve who "brought death into the worid, and all our woe, °*
with loss of Eden", then these¢ poems are closely related to
"The Garden” and "Upon Appleton licuse"”. In "The Garden":

Such was that happy Garden-state,
¥hile Man there walk'd without a late,

In stanga LXXVI of the other poem, Marvell takes refuge from
women in the wood:

How pafe, methinks, and strong, behind
These Trees, bave I incamp'd my Lind;
Where Beauty, aliming at the Heart,
bBends in some Tree ite useiees Dart,

Notice that it is the mind again that needs shielding from
the influence of ‘‘oman, Profescor Rfstvig sees in these
passages 8 much more ecoteric reference to Hermetic philosophy:

The rejection of Eve, then, is no mere rejection of
female companionship in favour of masculine solitude,
It is8 a rejection of the reign of matter, symbolised
by the act of generstion, and an acceptance, instead,
of that bi-sexual structure which man and the rest of
the creatures originally shared with God, but whioch
God alone retained together with the vegetadble world,
("Andrew Marvell's 'The Carden': a liermetic PFoem",

English Studies, XL (1959), 65=76, P.74)
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-In spite of all this, it seoms to 1o a mletake to try to
internret the poems &s 1if they were philosophical utterances,
whoee main objectlive was to express, or perhaps oven obscure,
some theory about the origines and nature of sin, or the
relation between matter and spirit. This does not mean that
they must be read as simple love poems in an established
form, with no deeper implications. They are clearly dealing
with the problem of alienation, of a profoundly felt dislocat«
ion of man and his environment. That much is conveyed through
the surface detalls. it ie 2lso clear thet & vest store of
traditional theory is being drawn upon -~ the Cosmic Dance,
the system of cunalogles, ete. - not to mentlon the age-cld
pastoral preoccupations of Art and Nature, and the lost
Golden Age. But to go beyond thie “profoundly felt dimlocation®,
ar.d ask the poem to supply an exact philosophical explanation
’ofﬁhcw it came about, 18 to reach beyond poetry's terms of
reference. Foetry tells us, in its own way, what it is like
to be a humen being. We should not expect it to tell us hdw
we ceme to be what we sre. Poetry uses ideas, because they
are part of our experience, but its job is not to formulate
ideas. We read poems for experience, not for philosorhy. |
The feoling of slienation, of being alone and foreaken
in a universe that ought to be man's companion and home, can

occur in any age. It must have been especlally acute in the



%39

century whioch saw the renlacement of the old universe of
analogles, guido& oy Cod and his bereficent azent, Nature,
by a new 1mperaonél uriverse, orerating according tc its own
mochanioalvlata.'ﬁarvoll?a poems capture .thie feeling as
powerfully as any in the language. Because he was educated
in a culture which still feRt the Cenesis account of msan's
earliest experiences as a foreeful. expression of the nature
of things, he is satisfied with the symbol of .oman as tha_
cause of the alienation, As guch, Juliana is = powerful |
imaginative device, and much of her Dower devends on preserving
a certain amount of vagueneas as to her exact "meaning”.
Whereas the Mower posms desl with the feeling, "That I
shall never find my home" ('"The Mower to Glowiorms'), ”Thoz
garden" 2nd "Upon Appleton llouse™ express man's urge to
reintegrate himcelf with nature, %o get backt to his "home".
Ha;voll meeks escave from ths "busie Companies of Men" in the
"fair Quiet" of the garden. o retreats from all the endeavours
involved in winning “theé Palm, the O%e, or Bayes", but especw
ially from love, from whatever i1s meant by Jullana in the
Mower poems., In them, death was the only remedy for the
"scorching . . . Care™, Thore was no "ecool Cave" or "gelid
Fountain" to comfort and amsmage the "Fires/Of the hot day,
or hot desires". In "The Garden" an escape im offered:

Wnhon we have run our Passione heat,
Love hither makes his bent retreat.
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Man can find a place, "Here at the Fountasns sliding ‘foot".
Like the grasshoppers, he can retreat into the shadows, and
re-establish a state of coneord with his environment, reduecing
everything to the harmonious reality'of, "a green Thought in

a groen Shade",

In "Upon Appleton liouse'’', the retreat is put in a wider
context. !ian wishes to seek refuge from more than love. The
trees on the hill save him from the dart of "Beauty', but also
from everything suggested by the "World'", with its associates
the Flesh and the Devil:

And where the .World no certain Shot
Can make, or me it toucheth not.
(stanza LXIVI)
The rich ailusiveness of Mervell's natural syubolism allows
specifie and general to bLe rrosented at the same time:
Put I, retiring from the Fliood,
Take Sanctuary in the Woodj
And, while it lasts, my seif imbark
In this yet green, yvet growing Ark,
(stanza 1LXI)
Literally he can escape the flooding of the Denton; figuratively,
as the mention of the Ark insists, he can escape the flood
which comes as a result of man's corruption after the Fall, by
retreating to the sesnctuary of innocent nature - “yet green"
signifying, as s0 of%en, youth and innocence, But the symbol
of the flood can &lso be applied to a particular historical

gsituation. It has been used hefore ap & metaphor for eivil
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1
war, and the mowing fcene earlier had been vresented in terms

of battle end prillage, thus nre uring for this extersion of
the flood symbol,

The four l1lines guoted talke us even further into the
gquestion of retreat, The poet doers not merely run away from
theproblems of Sin and Civil "isorder, erd regard nature as an
escape from society. liore than a guest for colituue 1s involved.,
some kind of mystical union with nature ie sought., 48 man and
nature regained a loast harmony in '"the Garden™!B 'green Shade",
80 karvell is to "imbark" himeelf in the ari of tne wood, He
will set sail on the flood; snd he will become a tree, A litile
later iis identificavion with naturce ie almost accomplished:

And tittie nov to make liw, wanis

Or of the Fowles, or of the Plants.

sive me out wWings as they, and I

Streight floting on the 4Air shall fly:

Cr turn me bvut, &and you sheil see

I was but an inverted ‘'ree,

{stanza Lixi)

Hotice again vine re¢luctance to go &ll the way in such statee
ments. Marvell is not reaily identified with fowle and plants,
ap .seate fo.t he was with the rrarrow, There stlll wants a
"1ittle" ifor such an identification. '.¢ wouid be a3 bird - if
he¢ had wings, but he hasn't, . very ancient ihilosorhical

tradition allowed him to see himseif s an "inverted Treo”? and

1
see »,C.iilen, Image and deaning (Baltimore, 1960), pp.132-3,

2
See A.B.Chambers, "I Wae But an Inverted Tree: Notes toward



Marvell seized with dallight on the grotesque possibilities
of this lmage,

In 7#inding a refuge in nature, larvell is not being
gtartlingly Romantic. i'.}'sClemant has shown how a oetry
of aolitude and retreat to nature was develoned 1in xenalssance
France, partly as a rasult of ihe enarchy of the wars of the
sixteenth ocentury - see "lature and the Country in Sixteenth
and Seventeenth Century French Poetry", PhLi, XLIV (1929),
4005=1047. In lisrvelil's own day, the literary t:adition
spreading Ifrom the continent must have been greally reinforced
by the troubles of the Civil war, lMaren-Jofie Rfstvig, in The

Happy Man, has done o lot to explain the iind of forces that

combined to forn ithe mide-seventeentih~-century conception of
nature, espgcially as a refuge:

""he prursuit of virtue, truth, or happlness tecame a
guestion, not of scholastic discirline or an active
life, but of introspective meditetion inside a real
or lmavinary hortua conclusus. "he yparden~theme of
Atoical and wplieuresr thilocophy combived with the
neo-"latonic theme of the liber creaturorum and with
a scientifie (nd humanistie interest in roture, and
through the fusion of these currents was created the
philosorhical haciipround for the roetry dealing with
the happinees of the retired iife. (p,€7)

During the seventeenth century, an old world-view wase

the iistory of an Ildea", Studies in the senaissarnce, VIII
(41961), 201200,
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being replaced by & new one. ‘"he nevw mecnanical concept of
the universe was destroying the ancilent s siem ol cnalogies
and hierarchlies. Brnat Robert Curtius notes the cnanging

outlook in his study of European Literature and the iatin

~

Middle Ages,$rans. Willard R.ivask (Vew York, 41953):
The foundcer of exact natural wcience gives the book
metaphor a signiflcant nuv turn. Calileo speaks of
the great book of the Universe, whicii iiec forever
hafore our e;rés but which we cannot read i” we have
not learned the script in which it is written. "It
is writte~ in a muthematical lan uwre, ond the chape
acters are trilangles, circles and other geometrical
fimarea™, The book of naiure o longer le;rible? « &
revolutionary change nhad occuirred, which penetrated
the consciousitess of the hurblest. Mow too the plant
and animal kingdoms are iewly studied by the ald of
ontieel irstrumente, (1p.324)
Marvell does mot cotuall;y ocxrrere the tleories of the new
ascience (as Cowler was to), slthough hic references to the
microscope and deve.opmente in hort. cviture, chow that he
wag aware of what waes joing on. tut the seure of uneasiness
ir the relation hetween man aend nle envirorment, leading to
the mreoccupation with alienation, ves rrobebly a direet
result of the uncertainties czured by the revolutionary
discoverice of the sclentiste end astroncmers,

Donne had given volee to the distrecsing fact that, [ THE]
new Philosorhy calles all in doubt”; Narvell was onc of the
fivet Inglish roets to attempt rome Tind of reintegration
of men crd the convivonment, e sees In roture ot just the

escape that contenrcoraries Dite Coulel souiht thers, but a
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means of repairing the damage done by the Civil .zr and the
religious controversy. ‘e stands at the hoplming of g poetie
1ine which leads to “ordsworth., As John N.2osenberg concludes
his article on "Marvell and the Christian “diom", in Roston

University 3tudies in Snglish, IV (1060), 152-161:

It is to ature, with her ~ifte o irsocence and
energy, that llarvell cofides the rocress of the
Spirit. A century and more al*ter iurvell, writing
in a greatly 91mr11“*ﬂd i3lonm, "ordoworth invoked
the =ame standard _i.c, the 1niocerce and energy of
natura! to o similar end. SR IS B

arvall's tas™ war simmler than ordevorth's, because he was
imaginatively close t0 a view of the wriverse which raw all
creation ag o harmonlous descigrn, vith rmgn at 1te centre,
securelr nlacad. "eacon zand Taith corld ~t111 reach the
game concluniona,. L.7Y.rmun drawe the eormmperison and vointe
the 41 Terences:

Pindinyr “he Jlejunction between mar end nature so

graeat taat no intelliectual bridge would join them
tosather, ordaworth Jolned the two reelms by faith

and feeling . . . “hat was z nattier o falth and feeling

to Tordsworth was 8 hellef to "arvell . . . A5 in most
of the .enaissanee poetry, & %cen cnalrtleal wit and
a macieal view of nature could ;o together without
undus strain.

(4ndrow Uarvell, pn,17-18)
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Chapter VI
NATURE A8 A REALITY

Chapter III has shown that Marvell took his natural
detalls from many sources, and from many kinds of source:
from the Natural Histories, from folklore, from botanical
treatises and medical herbals, from orevious roets, and from
his own experience as an observant human being. So his
"nature” is a complex of fact and fiction, abstraction and
sensuous realism, literary ¥nowledge and actual perception,
Chapter V has shown something of his attitudes to nature as
a concept, whether felt as "Natura naturans", Shakespeare's
"Great creating Nature", or as "Hatura naturata", the physical
creation. This chapter will examine Marvell's version of
"Natura naturata® insofar as it consists of a particular set
of details, drawn from a particular landescape. %hat kind of
countryside emerges from the poems? low does it differ
phyeically from that found in, say, ‘ordsworth's poetry, or
Sir Cawain and the Creen Xnipght?

Marvell, as a man of his time, inherited the classical

and mediaeval nreference for cultivated, undemonstrative
landscape - what Ernst Robert Curtius has summed up as, '"the

mixed forest and the logus amoenus (with flowery meadows ad
1ibitum)"(Europesn Literature and the Latin iiddle .ges, pP.193),
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Wild and rugpged scenery presented a threat, not only in a
personal way to the individual traveller, but in a general
way to civilization and ite precarious hold in the face of
the unruly and powerful forces of nuture. Mountaine and

forests, as .rofessor !licolson has demonstrated (Lountain

Gloom and Mountain Glory (Yew York, 1959)), were objects of

terror rather than awe. Marvell rejects mountains because they:
"The Larth deform and Heaven fright". The fear of the unknown,
disorderly, and dangerous in nature was fed by the fantasles

of a religious imagination., G.G.Coulton, in Chaucer and his

England (2nd.ed., London, 1909), highlights the difference

between mediaeval and modern or Romantic attitudes to the

vhysical aspects of nature:
Porular religion was then too often frankly dualistic;
to many men, the Devil was o more insistent reality
than God; and none doubted that the former had special
power over the wilder side of nature. The ni;ht, the
mountain, the forest were notoriously haunted; and,
though many of the fimest monasterles were built in
the wildest scenery, thie was prompted not by love of
nature but by the epirit of mortification . . . What
appealed to the founders of the Chartreuse or Tintern
was not the beauty of 'those esteep woods and lofty
cliffs', but their ascetic solitude. (p.105)

This feeling that the wilds were the haunt of evil is

objectified in Beowulf, where the moors and lonely marshes are
the stronghold of Grendel and his mother, part of the monstrous
progeny of Cain cast out from God. When rugged scehery 1is
desceribed in Sir Cavain and the Ureen Knight, it is as a
getting for hardehip and danner, and an embodiment of threat

and phycical and mental pain,
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Winter is felt in the same way - as a time of bitter
endurance and deprivation. Siy Gawain and the Green Knight

again provides the best example of the imaginative and
physieal horror of winter, but lienryson expresses the same

revulsion at the start of The Testament of Creesseid, and is

followed by Gavin Douglaes in his seventh Prologue. Winter ie
felt most strongly and most frequently in early poetry as the
antithesis of spring and summer. William Dunbar's "Meditatioun
in Wyntir" gives the orthodox reaction to winter:
Quhone that the nyeht dois lenthin houris,
With wind, with haill, and havy eschouris,
My dule sprelt dois lurk for schoir,
My hairt for languor dois forloir
For lalk of symmer with his flouris.

(The Poeme of /illiam bar, ed. 7.Mackay Mackenzie
ondon, 1932, reprinte 60), P.26)

Generally, the parts of nature's scenery and cycle that
men shied away from in life, were shied away from in literature.
The courtly French tradition, which was paramount in English
poetry from Chaucer on, preferred to dwell on the freshness of
spring, and the comfortable, civilized landscape of gardens
and gentle meadows. J.A.¥W,Bennett, in his study of The
Parlement of Foules (Oxford, 1957), exrlains the popularity
of the mediaeval topos of the ideal landacape:

For in one sense, the walled park, the garden enclosed

were civilization; and to some medieval, even to some
enaissance palinters, they were almost the whole of

art. The wall enclosed the known, the beautiful, and

the ordered, shutting them off from the wilderness and
wildness and rough weather. (p.63)
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The facts of wild nature were too real and brutal in everyday
life for men to wish to be reminded of them in their literary
entertainment.

The I;ndscapc‘that Marvell presents in his poetry - nature
as a collection and arrangement of objects rather than nature
as a philosophical conocept - iallimited in thie way. It was
eaid in the preceding chapter that nature seemed to him the
one stable thing in a world thap human waywardness was handing
over to violence and chaos. For this impression to be conveyed
through the poetry, he had to omit a great deal from the poss—
ible range of his actual experience. He had to omit the bitter-
neas of winter, and reject the "excrescence iil design'd" of
mountains. The years he spent abroad before joining Fairfax at
Nun Applctan,,his Journeys to Sweden and Russia, hig contact
at home with - at least « the Yorkshire moors « all this

leaves no mark on his pootry! Pierre Legouis noticed the

Compare Bacon's advice in his essay "Of Travel': "The things
to be seen and observed are: the courts of princes . . . the
courts of Justice; . . . the churches and monasteries . . .
the walls and fortifications . . . antiguities and ruine . . .
libraries, colleges, disnutations, and lectures . . . shipping
and navies; houses and gardens of state and pleasure . . .
armories; arsenals; magazines . . . and, to conclude, what-
soever 1s memorable in the places where they go". (The Ess

Fra on (1625), Everyman ed. (1906), p. 54.  Bacon
makes no mention of the wondere of nature as part of a young
man's educational tour., His nearest approach is in the recome
mendation of "gardens of state and nleasure”.
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narrow range of his descriptive irterests:

Marvell belongs to his age. He also beiongs to his
countrys the scenery in the foreign iands he visited
crovided no insviration for him; he described the
Bermudas and the Canary Islands without having seen
them, Sweden before he raw it, Holland as he could
have done even 1f he uad not ecen it. tvervthing in
his descriotive wocetry that beare the mark of loving
observation concerne Britain, ilven withiv hias nutive
island he ignores much,

(Andrew liarvell: Poet, Puritan, Patriot (Cxford,

-1.665)3 Delr?)

Marvell evokes most vividly the symmetrical formality of

a garden, and the cultivated surroundings of a country house =
the meadows and river of "Upon ..ppleton louse", the gently
riging emlnence of Iill-borow, and the rarden itself. In this
he 1is following very much the taste of tls tine - & time in
which landscane nainting was berinning to establish itself as
an accentable renre, and the country ;entleman was vepinning
to take an aesthetie interest 1v hid ectate. H.V.S, and .25,
Ogden note that there was @ rreat vogue for paintlngs of
houses in a landscane in the later decades of the century:
The vprorminence of the prosnect in such landscanes ls
thue vartly owing to the concention of the es=thetic
unity of the house with its surrcundinge, and rartly
to the owner-patron's vride in a sood prrosceet. An
extensive view was recarded as an irwortant attribute
cf a country house.

(unglish Taste in Lavidsesve i the Seventeenth
Century (Ann Arbor, 1955), D.160)

Marvell's "Upon Appleton House" boionzs to this move et of
taste. ;¢ begine the noem with an aceout of the house, and

t en lets his ga_.e wander slowly over the ~rosrect, ' hile
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with slow Eyes we these survey" (etanza XI). The rrosvect is
a tiplcal English scene: subdued, gentle, cuitivated:

e o o ‘raprart ardens, shaddy '“oods,
Deep Meadows, and transparent Floods.

Marvell cdaims that this ie delightful becsuse it is "natural"
- it is not a rroduct of human art:

fut Nature here hath been s¢ free

As if she said leave this to me.

4rt would more ncatly have deiac'd

What ghe had 1lald so gsweetly wast.

(stanza X)

But the rog cet containe gardens and eadows, simnes of run'e
cultivation of nature., BEven 1f uature has created this land-
reane nerself, without an's interference, she has rade it in
the imare of man's tame version of her, ature is rraised for
being iive Art only better., There is no su: restion that really
v1ld, untamed scenery 1s better than nature brought to order
by art,

Some critice (Emile Legouis and Vietoria Sackville-West
among them) have found hints of a more Romantic feeling fopr
nature's wilder asyects in Marvell. The lines from stanza X
of "Upon Appleton liouse" quoted above, and "The ifower against
Cardens" are cited as evidence., lilss Sackville-West (Andrew
Marvell (London, 1929)) quotes in particular the following
passage:s

'mis all enforc'd; the Fountain and the Crot;
While the sweet Flelds do lye forgot:
Where willing Nature does to all dispence
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A wild and fragrant Innocence:
And Feuns and Faryes do the Meadows tilil,

!lore by their nresence then their skill,
Miss Sacl'ville-test detects in these two nasrazses, '"some
arpreciation of uncultivated nature" (rage L2), and corcludes
that Marvell had an avwetite "Jor somethir g a little less
sleek, a little less demmre” (wase 43) than was at all "oroper"
to the seventeenth century., But there is surely no rugcestion,
in either of the rarrcaces invoked as evidence, that arvell
enjoved unruly sceonery; that he is rejecting the artificiality
of gardens in favour of a kKoantic wild and savace landscare,
“hat he values in the "sweet Tields" is the iniocence = which
has overtones of the ;entle, mild simrlicity of infancy. The
words "sweet" and "fracrant" indicate this, and "wild", as
Pierre Legouls has vcointed out (ree nare 37 above), in the
seventeenth century meant anvthing not made by man! Tta
Romantic asrociations of masrion or srlendour or savagery are
a later develonment. The "ewcet ¥ields" sre £till cultivated,=
under control: the "Fauns and Taryes" "t1il1l" themp,

Arart from all this, it must be rewembered that in "“he

1 4 ‘
Commare Montaisne's ersay "Of the Carivalles": "They are

even cavage, as we call those fruits wilde, which nature
of her selfe, and of her ordinarie i rogresre hath vroduccd",
(The Lss @ of Michael Lord of Montaigme Translated by
ohn rlorio 1003 (Everyman's Library, 1010), VOl. i,

P.219)
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Mower against Gardens', it is the iiower speaking, not Marvell,
And he belongs to a tradition of rejecting "artifieiality" in

sardening, which includes “~erdita's speecoes in The ‘/inter's

Tale, and Randolrh's "Upon Love fondly refus'd for Coucciernce
Sake".

Marvell's nature never e¢xiste apart Irom man, as a
phenomenon of value in itself. it is alwa g epcen us an
adjunct of man and his civilization, Tnis 18 in line with
the clas=sical trecatment of nature, swmmed uo by Curtius:

Ag in Homer, so in all the wmoetry of .ntiguity
nature ls aiways inhavbited nature,

(European Litersture and the .atin :iddle :Ages
(Yew York, 1948), ».106)

In "Uvon Appleton tHouse", the house, its occurants, and their
hietory, come first, Cnly then does the woem wander off into
the gardens, and later into the meadows and the woods, Similar-
ly in "Upon the {11l and Grove at Bill-borov”, the hill and
the trces are only worth deseriblng ineo:ar s they are
ascoclated with Tailrfax, and can be ured to symbolize hise
civilized and humane characteristics,

In "The Carden”, the roet looks not for nature in itselif,
but for the state in which man and nature harmoniszes It 1is
the came in the Mower voems, "lermudas", znd "Little T.C.".
Nature only has signifiecance in terus of its fruitful relat-
ionghip with mn. Lither 1t is seen as ministering to uang ae

in stanza VI of "Damon the kower" or stanza V of "The Garden',



213

or it is seen as governed by m&n = by the Mower who cuts
down its grasses, by the "skilful Gardner" who fashions it
into sun-dials, or by Little T.C., as:

In the green Grass she loves to lie,

And there with her falr Aspect tames

The Wilder flow'rs, and gives them names:

But only with the Roses rlayes,

Geoffrey Walton, in Metaphyoical to suguetan (Cambridge,

1955), has picked out three main features of larvell's nature:
For Marvell the country is a place of great natural
beavty, filled wilth both truditional and scholarly
asasociatione, and also the background of a civilized
commnity. (p.136)

It is the last feature that is relevant here: "the background

of a civilized cormunity"; the point being that it partakes

of the civilization itself., In "Upon ippleton lioure" especial-

1y, the countrysid¢ is more than & rassive background, how=
ever; it is more like a mirror, reflecting in its own rhythne
and changee the movement of men and soclety., The garden at

Nun Appleton 1& full of reminders of the Civil .ar in England,

the Carden of the World; the meadows are like a battlefield;

and throughout the roem, the metarhore used to describe the
natural world and 1lts rrocesses sre drawn from the world of
human affairs, and so fuse the two worlds in one imaginative
act, The relation tetween man and nature, the significance of

one for the other, and ultimately the indistinguishabtility of

each, are caught in the image of the river after the flood as

a mirror:
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Where all things gaze themselves, and doubt
If they be in it or without,
(stanza LXXX)

In Marvell's poetry, indeed, "tvackground" is not really a
suitable word. There is a mersing of baclground and fore=
ground; distance and perspective are often meaningless., Come
menting on the way in which HMarvell plunges the rsader into
the middle of the meadow grass in stanzas XLVII snd XLVIILI,
Robert Ellrodt1ramarks that the poet:

. « o« NOus donne l'expeérience de ia profondeur, de
préfirenco 3 la vision distante de la hauteur,
(Les Podtes uetaphysiques Anglailg (Paris, 1960),
P.120

At other times Marvell plavs with the effects of distance,
seeing the boats on the river avparently passing between the
haycocks(stanza LV), or seeing the trees on the hill as a
eingle mass of wood, but then banishing distance, and thrust-
ing us into a close-up exnerience:

Dark all without it knitsj; within

It opene paseable and thing
And in as loose an order grows,

As the Cor%nthean Porticoes.
("Upon Appleton House', stanza LXIV)
The other two features of Marvell's countryside which

Valton mentions are worth looking at more closely: "a place

1
See also the guotation from this critic's work given at
the bottom of page 57 above,
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of great natural beauty", and "filled with both traditional
and scholarly associations", The beauty is felt mainly as a
number of senarate items -~ the Hewel climbin~ the tree, the
thrush's eye, the heron teaching its young to fly, the green
frogs wading, the parade of flowers, rine anples dropping,
etc, There is nothing extravagant - no mountains or spectace
ular waterfalls. Proressor Nicolson comments on stanza IV
of "Upon Appleton House":

To Marvell, as to other classical and Christian

poets, beauty was, as sristotle and the Fathers had

taught, a mean between oxtremes, appealing to Reason

that recognized proportion, limitation, and restraint

ag qualities imposed by God upon asture when he

brought order out of chaos,

(Mountain Gloom and Mcuntain Glory (New York,

As indicated above, a wide view is not given, excent for the

vague prosnect of stangas X and XI, and the ricture of the
cattle grazing in =tanzas LVII and LVIII:

They feed so wide, so slowly move,
Aa Constellations do above,

It is the sense of a countrysids full of as=sociations
that helos to bring about the merging of the human and
natural worlds. One feels that a landscape ~ %arvell's
chosen landscape of rich meadows and meandering rivers -
contains the Israelites croscing the ked Sea, the battle-
fields of the Civil War, the refuge of the Ark, and the
pyramnids of Egypt, Just as truly as 1t containg tall grass,
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reapers, wooded hills, and haycocks. Two realities - two
kinds of reality - seem to interpenetrate each other, and to
qualify and complete the truth which each holds,

But Marvell's natural scene is not just "scholarly" in
that it is inseperably involved in its presentation with
ovents and ideas from the past; it is also "traditional”, in
that many of its detalls are determined by previous attempts
at describing or inter reting the world of nature. D.C.Allen
(Image end Meaning (Baltimore, 1960), pp.127-83) has remarked

upon the bareness of the gardens at Nun Appleton. They con-
tain only three kindes of flower - the tulip, the pink, and
the rose; no birds; and only the bee among insects. And
Pierre Legouls notes that Marvell's choice of details is
largely that of previous poetry:

With him the oak, the roese, the nightingale, the

bee remsin secure in their lordehir; of trees, flowers,

birds, and insects,

(Andrew Marvell (Oxford, 1965), p.55)

Marvell does, of course, have his less hackneyed detalls -
his throstie's ¢ye, his green frogs, hié goLuen oranges, hie
Hewel and melons and kingfisher -« but however vividly these
are felt as real, independent objects, they rarely scem to
be there for thelr own sake., liowever keen his senses, and his

enjoyment of thelr perceptione, he passes on to a deeper

enjoyment - that of the intellect, the wit, tlie comparing
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faney. M.F.E.Rainbow puts it well in the article on "Marvell
and Nature", in The Durham University Journal, XXXVII (1945),
22271

The enthusiasm aroused in him is an intellectual

enthuniasm, a delighted accepting of nature as a
storehouse of fascinating poseibilities. (p.23)



PART IV

THE USE OF NATURAL DETAILS IN MARVELL'S POETRY
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INTRODUCTORY

This study has so0 far been concerned with the bac! ¢round
and ingredientes of Marvell's poetry: with hies aittitudes to
nature as a thilosovhicel concert and as a physical reality:
with the different kinds of natural details that occur in
the poems, and their sources; and with the sort of im-act
they have on the reader, intellectual, moral, and sensuous,
It is now time to look at these details in their context,
and to see what they contribute to whole poeme, How did
Marvell use the many detaile that he gathered from the books
and the countryside around him? What kind of relationship
did he create between an object or fact from nature and the
meaning of a complete poem? What sort of meaning can &
natural detall carry, and how can 1t be made to carry a
meaning at all?

Details taken from the world of nature can obviously Ve
put to many uses by the poet. But one can dietinguish three
broad categories, based on the relationshinp between the
natural detail and the total vattern and meaning of the rtoem
in which it occurs.

a) The poet may begin with an idea or a state of rind or
emotion, 2nd seek for a natural detall that will illustrate
or embody it. Donne, wishing to exprese the growth of hie

love, turns (unusually for him¢ to nature for un image:
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Gentle love deeds, as blossomes on a bough,

From lovee awakened root do bud out now,
("Loves Growth", John Donne; Complete Poetry and
Selected Prose, ed. John Hayward, The Nonesuch
Library (London, 1955), p.24)

Keate reesorts to natural imagery to describe Porphyro's
complicated reaction as he thinks about Madeline:

Sudden a thought came like a full-blown rose,

Flushing his brow, and in his rained hesrt

iade purple riot.
("The Lve of St. Agnes", starza XVI, The Poetical
Works of John Keats, ed. H.Buxton Forman !uondon,
1908, reprinted 1940), p.218)

b) The poet may begin with a detail, or collection of details,
and allow some significance or pattern to emerge, or be
imposed upon it. llatthew Arnold's "Dover Beach" develonrs in
this way. It begins with description:

The sea is calm to-night,

The tide is full, the moon lies fair

Upon the strailts; ete,
By the end of this movement, an emotional response has been
generated by the accumulation of details, and the poet hase
perceived in this natursl scene, "The eternal note of sad-
neas". But the moonlit beach holds more significance yet. To

Sophotles it had symboliged:

The turbid ebdb and flow
Of human misery,

The Victorian poet can, "Find also in the sound a thought",

To him, the "Sea of Faith" was once "at the full", but is

now ebbing away:
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Retreating, to the breath
Of the night-wind, down the vast
And naked shingles of the world.!

edzes dreer
This is a fairly common procedure.among the Romantic poets,
paseing from some observed phenomenon to & wider significances
the West VWind becomes for Shelley a aymbol first of the
creative forces in the universe, and then of his own poetic
energy; the song of the nightingale rromnte Keats to a medw
itation about desth and 1mmorta11£y. The seventeenth-~century
poets, more accustomed to an all;goiical or emblematie way of
thought than to a symbolie one, are more stralightforward in
their inferences. Herrick's "Divinetion by a Daffadill" is
reprosentative:

When a Daffadill I see,

Hanging down his head t'wards me;

Guesse 1 may, what I must be:

Firet I shall decline my head;
Secondly, I shall be dead;

Laa?ly, gafely bur,ld.

6¢) The poet may present a particular personal experience of
nature through the détaile which are associated with it..
Edward Thomas's "Tall Nettles" ie a poem of this kind:

Tall nettles cover up, as they have done

These many springs, the ru=sty harrow, the plough
Long worn out, and the roller made of stone:
Only the elm butt tops the nettles now,

1
The quotations are from Matthew Armold: Poetry and Prose, ed,
John Bryson, The Reynard Library (London, 1954), DPe1L4=5.
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This corner of the farmyard I like most:
As well as any bloom upon a flower
I like the dust on the nettles, never lost
Excert to prove the sweetness of a shpwer,
(Collected Poems by Edward Thomas (London, 1961)p.70)

This leads to no stated significance, like Arnold's "Sea of
Faith', but captures vividly the quality of Thomas's response
to the scene,

Much of Wordsworth's poetry belongs to this category. For
example, in Book XI of The Prelude, he describes a scene on a
lonely orag, and explaing how 1t continued to exert an influ=-
ence on him:

And afterwards, the wind and sleety rain

And al1l the business of the elements,

The single sheep, and the one blasted tree,

And the bleak musie of that old stone wall,

The noise of wood and water, and the mist

Whieh on the line of euach of thoese two Roasdr

Advencel in such indisputable shapes,

All these were spectacles and sounds to which

I often would repair and thence would drink,

A at a fountain, (11.376-385}
(The Prelude (Text of 1805), ed. Ernest De Selin-
court, Revised Impression by Helen Darbishire
(l.ondon, 1960), Pp.216)

This is not pure description. Wordeworth is not concerned with
painting a picture for ite own sake, but with recreating an
experience which can only be expressed through the natural
objects which stimulated it,

We may characterize these three kinds of use as!
a) Figurative, in which natural details are brought in to

aid the expreseion of something else;
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b) Objective, in which natural details prompt reflection and
tntorprotation;

¢) Subjective, in‘which paot,and hature are involved in some
unique personal relationship.
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Chapter VII
FIGURATIVE USE OF NATURAL DETAILS

Before embarking upon an examination of .iarvell's use of
nature as a source for imagery, one muet be aware of the
status of nature in the voetry of the period. Until the
el hteenth century, a natural detall rarely appears in poetry
as a thing of interest in its own right. When Bowles praised
Marvell for observing "little circumestancees of rural nature",
he was speaking out of a comprletely different tradition from
that in which Marvell wrote., In the nineteenth century, em-
rhasis wae 1laid on accuracy and originality of perception; in
the seventeenth century the important things were audacity in
comparison and aptness 1» anplying conventional analogies. In
early poetry, nature, in the sense of "natura natursta", ie
almost never the subject of the poem. Attention ig centred on
the world of nature only in derscriptive settings for narrative
action or lyrical expression, or in extended similes, where
intercet is temrorarily drawn away from the actual subject to
the comparison that . amplifies it, Arart from such cases,
the centre of poetry ie man, and nature enters a poem in order
to 1lluetrate or embody some arpect of human affaire. "The
proper study of man"ind ir man", said Pope, and scorned the

idea of writing poems about the countryeide us such: "a poem
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coneisting wholly of deecription would be like a meal rade
uo of eaucea". (A remark he made to Warton, quoted in Bonamy
Dobrée's article, "Yature Poetry in the Larly Eighteenth

Century", Essaye und Studies (1965), 13-33.)

John Ruskin, in Modern Painters, Part IV, Chapter XI,

evokes & situation which nrevailed for six thousand years.
Man, he esays, wac a beautiful, warlike, god-fearing crcature:

He took, however, very littie interest in anything
but what belonged to humanlty; caring in no wise for
the external world, except as it inluenced his own
destiny; honouring the lightning becuuse it could
strike him, the sea hecause it could drown nimn, the
fountains because they gave him drink, and the grase
becuauce it yielded him seed; but utterly incapuble of
feeling any special harpineses in the love of such
thinge, or any earnest emotion about them, considered
as separate from man; therefore giving no time to the
study of them; - lknowing little of herbs, except only
whieh were hurtful and which healing; of stones, only
which would glitter brighteet in a crown, or last the
longest in a wall: of the wild heasts, vhich were best
for food, and which the stoutcst quarry for the hunter;
- thus spending only on the lower creatures and ine
animate things hies waste energy, his dullest thoughte,
his most languild emotions, and reserving all acuter
intellect for researches into his own nature and that
of the gods; all his strength of will for the acquire-
ment of nolitieal or moral power; all his sense of
beauty for things lmmediately connected with his own
pereson and life; and all his deep affections for
domestic or divine companionship,

(New edition in small form, 4897, Vol.III, pp.157=8)

It seems then that, until the chenges which beran with the
Renaiceance, man had no intcrest in nature as a collection
of sevarate objects worthy of study and contemplation in

their own right, Insofar as he enjoyed the countrvside, 1t
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was as a place of peace, a refurce for "one who, long in
porulous city_ pent" wished to escape to quiet and solitude.
But more often, he turned to nature as a source of imagery,
and in doing this he was working within a long tradition of

ertablished analoglies, Many detalls had a significance firmly
attached to them., In "A Glance at Theophila", prefixcd to
Benlowes's poem (1652), W.,Dennie provides a list of trees,
each with its characteristic qguality or significance:

The chosen wood . . o

Waeg Laurel, that guards lightning frights,

The weeping Fir, sad Yew for funeral,

The lasting Oak, and joyful Vine,

The fruitful Flg-tree billets did consign;
The peaceful Olive with cleft Juniper did join.

(Minor Poets of the Caroline Period, ed. George
Saintebury (Oxford, 1905), Vol.I)

Henxry Hawkine has a similar rollecall of trees on pap e 14 of

Eartheneia Sacra (Rouen, 1633), and of flowers on page 11:

where (I say) are the Flowers of al Vertues: The
LILLIE of spotles and immaculate Chastitie, the ROSE
of Shamfastnes and bashful Modestlie, the VIOLET of
Humilitie, the Marygold of Charitie, the Hiacinth of
Hope, the SUI=FLOER of Contemplation, the Tulip of
Beautie and gracefulnes,

Chaucer hag lists of this "ind, in The Parlement of Foules,

presenting birds and trees in terms of their characters or
uses; and PFerdita distributes her flowers according to their
significances.

A man of the Middle Ages or the Renaissance seldom seems

to have looked lovingly or excitedly at a natural objeet, and
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if he did, he rarely thought it worthwhile to record its
details in words, Rather he looked through it to some meaning
that lay behind 1%, or he saw it through the distorting
spectacles of a literary or theological tradition. Rosemary

Freeman gquotees & Latin rhyme by Alain of Lille, from F.J.E.
Raby's A Hietory of Christian-Latin Poetry (1927, p.355):

Omnis mundi creatura
quasil liber et pictura
nobis est in speculum,
nostrae vitae, nostrae sortis,
nostri status, nostrae mortie
fidele signaculum,
(English Emblem Books (London, 1948), p.20)

This approach to nature was gtill general in the first half
of the seventeenth century, but alreasdy the old system of
analogies was beginning to break down, and the objecte of
nature were coming to be noticed for what they were, as well
as being studied for what they meant. This development was
probably due in part to the new approach of the scientists,
The emphasis of man's questioning of the universe was change-
ing from "What does it mean?" to "What is it like, and how
does it work?" Leonardo da Vinci made accurate sketches of
the movements of flowing water; Galileo studied the surface
of the moon with his telescope. The authority of ancient
writers, and the method of abstract reasoning from tradition-
ally accepted "racts", gave way to Cartesian reasoning from

first princiyples, and the direct appeal to the evidence of
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things. T.H.White deccribes how the medlaeval Book of Beasts
wae superseded:

With the establishment of the Royal Society in 1662,
direct observation and experiment had outmoded the
old approach through the library shelves,

(The Book of Beasts (New York, 1954), p.236)

Thomas Sprat, in his History of the Royal Society (1667),
sume up the aime of the new body:

They have endeavour'd to separate the Knowledge of
Nature from the Colours of Rhetorick, the Devices of
Faney, or deligh¢ful Deceit of Fables. (p.62)

This insistence on the "Knowledge of Nature" through
direcet observation of natural phenomena carried over into

the arts, Cowley offers advice to the painter in his poem

"Po the Royal Soclety":

Who from the Life, an exact Plece would make,

Must not from others Work a Copy take . . .

No, he before his sight must place

The Natural and Living Face;

The Real Object must command

Each judgement of his Eye, and Hotion of hies Hand.,
(Poems, ed. A.R.Waller (Cambridge, 1905), P.450)

In time, the whole way of thinking and feeling about the
natural world changed. As Rogemary Freeman says:
It became poseible, and then customary, to observe
the river independently of its significance, and

and individual experience broke free of the haunting
prresence of a perpetual memento mori.

(English Emblem Books, pP.2)

Bearing this situation in mind, we can return to the
question of natursl imegery, and the kind of meaning a poet

can make it carry.
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C.Day Lewis, in his Clark Lectures, The Poetie Imsge

(Jonathan Cape Paverback ed,, London, 1965), defines an
image, at its simplest, as "a picture made out of words" (p.
18), If we add to this the idea that a noetic image exists
not for iteself, but as a means of exrressing something else,
we can say that the simplest funetion of an image is to pro-
vide a visually descrintive comparison. This simplest use of
a natural detail is very uncmmmon in Marvell's work, and in
seventeenth-contury verse gensrally. There are a few possible
examples from Marvell: in the "Second Song for the :iarriage
of Lord Fauconberg":

Not our Lamhs own Fleeces are
Curl'd so lovely as her lair;

and in the last stanza of "Upon Appleton House":
But now the Salmon~Fighers molst
Their Leathern Fgaie begin to holst;

And, 1%Tke .ntipodes in Shoes,

Have shod their Heads in their Ceanoos.

R e I
But even in this witty plcture of the Salmon-fishers, there
are suggestione of s significance other than the merely
visual, The topsy~turvy vision of the fishers as Antipodes
and tortoises 1s emblematic of the strange transformations
and inversions found elsewhere in the Appleton ectate, where
grasshoppers loo- down on men, fishes scale the stables, and

men ie turned upside down to discover that he ir "an inverted

tree".
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Elsewhere, because of the view of all creation as a
pattern of meanings, an object brought in to illustrate =z
visual fact carries with it some further non-visual comment.
Many of Chaucer's images work in this way. ‘hen he described
the hairs on the Miller's nose as, "Reed as the brustles of
a sowes erys", he was not only rroviding a vivid physiecal
comparison, but also linking the pilgrim with the pig, thus
commenting on his character and manners,

Marvell's Nymph tells how she often looked for the Fauns

Yot could not. t1ill it self would rise,

Find it, elthough before mine Eyes.

For, in the flaxen Lillies shade,

It like a bank of Lillies laid.
The visual force of the simlile is insisted upon by the con-
text - "although before mine !.ves" - but the significance of
the 1lily, and thus of the Faun, as a symbol of "spotles and

immaculate Chastitie”, 1s also invoked, as well as the assoc-

iatione of the Song of Songs. This dimension of the image is

mace explicit a few lines later:

And ite pure virgin Limbe to fold
In whitest sheets of Lillies cold.

More natural similes follow:
The Tears do come
sad, slowly drorping like a Gumme.
80 weens the wounded Balsome: so
The holy Frankincense doth flow.
The pictorial element is strong, capturing the movement of

the tears, but the comparison expands to take in the signife
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icance of the balasom and the "holy" frankincense.
C.Day Lewls gualifies his original definition of an image:

The commonest type of image is the visual one; and
many more images, which may seem un-sensuous, have
still in fact some faint visual aessociation adhering

to them, But obviously an image may derive from and
appeal to other sensos than that of sight.
(The Poetic Image, P.18)

The images that Marvell uses to deseribe the comforts of
convent life, in the nun's speech in "Upon 4Appleton House',
stanza XXIV, are both visual and tactile:

Where you may lye as chast in Bed,
Ags Peaprls together billeted.

All Night embracing Arm in Arm,
Like Chrystal pure with Cotton warm,

But once again, the traditional significance of pearls1and
crystal as emblems of purity adds a nonesensuous dimension
to the image.

Marvell's poetry contains a number of extended similes
along classical lines, like the rhetorical set-pliecee found
in the Aenelid and Paradise lLost. Only one of these aims at
visual or other sensuous comparison. This is the description
of the fleet in "The Last Instructions to a Painter":

So have 1 seen in Ag;*l'g bud, arise
A Fleet of Clouds, salling along the Skies:

1
For example, in the fourteenth-~century alliterative poem,

The Pearl.



232

The ligquid Region with their Squadrons £1i1l'4q,
The airy Sterns the Sun behind does guild;

And gentle CGCales them steer, and Heaven drives,
When, all on sudden, their calm bosome rives
With Thunder and Lightning from each armed Cloud;
Shepherds themeelves in vain in bushes shrowd.
Such up $he stream the Belgick Navy glides,

And&g?mgheorncss unloads its stormy sides.
. -2

Although this is like a classical simile in form, it functions
in a different way. A Miltonic simile turmms aside from the
main narrative, and presents a self-contained picture, taking
its origin from some narrative fact, and returning to it at
the end, but within its own formal limits maintaining a

consistency of reference. For example, in Book I of Paradicse
Lost, Milton likens the fallen Satan to:

e « « that Sea~beas$

Leviathan, which God of all his works

Created hugest that swim th'Ocean stream:

Him haply slumbring on the Norway foam

The Pilot of some small night-~founderd Skifyf,

Deeming some Iland, oft, as Sea-men tell,

With fixed Anchor in his skaly rinde

Moors by his side under the Lee, while Night

Inveasts the Sea, and wished HMorn delayes:

So strecht out huge in len th the Arch-fiend lay.
(The Poetical Works o Milton, ed. Helen

arbishire ford, 9 ol.1, pP.10)

Nothing of the main narrative intrudes into this account of
Leviathan., Its arplication is quite clear - both the size and
deceptivenecs of Satan are illustrated - but within its own
confines there is no exprlicit reference to the narrative
situation. In comparison, Marvell's simile is much less pure,

It is, as it were, two-faced throughout. Clouds are used to
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describe ships, but are themselves described in terms of
ships, The cloudes s8all, have sterns, are gulded and steered,
are armed, and 20 on., Then, when attention has shifted back
to the real fleet, the imagery brealks in again with the
"$tormy" msides. The two phenomena, natural and man-made, thus
1lluminate each other throughout. The two sides of the com=-
parison are both presented in one statement, instead of being
separate entities that can merely be seen to have features in
common. This fuslion of tenor and vehicle, this transformation
of saimile, and elsewhere of natural emblem or description, into
virtual metarhor, is one of Marvell's most characteriestic
devices,

The next atage of cur examination of Marvell's use of
imagery may be introduced by some remarks made by Burke in

his treatise on The Sublime and Beautiful., {All quotations

are from the edition of J.T.Boulton (London, 1958)). In Part
V, he examines the nature of words and their effect in poetry.
He mekes & rough division, for the purposes of his treatise,
of worde into three sorts: "aggregate words", like man, horsae,
tree, castle; "simple abstract words", like red, blue, round,
square; and "compounded abstract words", like virtue, honour,
persuasion, magistrate., The first two sorts are capable of
"raising sensible imagesa™; the latter is not:

Of these I am convinced, that whatever power they may
have on the passions, they do not derive 1t from any
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representation raised in the mind of the things for
which they stand. (p.164)

But even though the aggregate and simple abstract words can
act as sensuous counters, they very often do not:

But I am of opinion, that the most general effeet even
of these words, doees not arise from their forming pice
tures of the several things they would reprresent in

the imagination; because on a very diiigent examination
of my ovm mind, and getting others to consider theirs,

I do not find that once in itwenty times any such pilc-
ture is formed, and when it ias, there is most commonly
a p?rt}g%%ar effort of the imagination for that purpose,

Pe

He arguee that words stand in the place of things, and that
they excite not a mental reconstruction of the thing itself,
but a set of attitudes towards it:
Certain it 1s, that the influence of most things on
our paseions is not so muich from the things themselves,
ag from our opinione concerning them; and these again
depend very much on the opinions of other men, cone
veyable for the most part by words only. (p.173)
His bagic point is made clearly on page 170:
I know very well that the mind possesses a faculty of
raising such images at vleasure; but then an act of
the will is necessary to this; and in ordinary conver-
sation or reading it 1ls very rarely that any image at
all is excited in the mind,
Since poetié images are expressed in words, we can extend
Burke's discussion and say that many images taken from nature
are limited to "our opinione concerning them", and make no
appeal to the senses at all, This contradiets C.Day Lewis's
suggestion, "that every image -~ even the moet purely emotional

or intellectual - has some trace of the sensuous in 1t" (pp.18-9)
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As Burke argues, the mere naming of an object, an aggregate
word, will not call up a picture of that object. The onus is
on the poet, if he wants to exclte a visual or other sensuous
response, to force the reader to make "a particular effort of
the imagination for that purpose". In the images from Marvell's
poetry that we have discusesed so far, the effort has been
made, The insistence on the visual element in the 1lily image -
"before mine Eyes"; and the phywsical relationship of things

in the account of the Salmon-fishers - "fiave shod thelr Heads
in their Canoos'; these methods ure similar to those described
in Chapter 1V,

But elsewhere, the sensuous elements are kept well out of
the way, and only the significance 1s drawn upon. Particularly
in the satires, images from nature derive from accepted facts
or qualities, rather than from oveserved details,

"Truth's as Bold as a Lyon," says one of the speakers in
"A Dialogue between the Two Horsees", taking his simile from
the traditéonal quality assoclated with the King of Beasts.
The effect of this does not rely on any sense of the lion as
a physical reality, but only on the common "opinion" concern
ing lions., A few more examples from the many available will
suffice:

Blither than Hare that hath esecap'd the Hounds.
("The Last Instructions to a Painter", 1l.335)
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Like the King-fisher chuseth to build in the Broom,
1"01ar1ndon 's Houuo~ﬁarn1ng s 1.7)

e o_ o Durer then diesolved snow,
("To his worthy Friend Doctor Witty", 1.18)

As th'Ragles Plumes from other birds divido.
("Tom May's Death", 1,.88)

Greedy &8s Kites has truat 1t up,.
("Opon Appleton House", stanza LI)

In all these images, a single property of the,natural phene=
omenon is taken as illustrative of eomething ¢lse, and the
phenomenon itself 1s ignored. This is the weakest kind of
image, often passing unnoticed, often adding nothipg subgtan-
tial to the poem, As Burke said, "in ordinary conversation or
reading it is very rarely that any image at all is excited in
the mind". These imeges are basically like thosme in conversation,
fetched from further afield sometimes, but making no more
impact than the clichés of colloguial speech, esuch as "sirong
as an ox", or '"gquick ae lightning". It is no surprise to find
that most images of this kind in Marvell's work occur in the
satires, where the roetic texture is muech looser, and the
meaning much less concentrated.

Tarning back to Marvell's more characteristic and more
1nt§reat1ng pleces, the next type of image to notice is the
one which expresses the abstract in sensuous terms. The most
striking example of this is the description of the soul in

stanza VII of "The Garden":
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Casting the Bodies Vest agide,

My Soul into the boughe does glide:

There like & Bird it sits, and sings,

Then, whets, and combs its silver Wings;

And, t1ll prepar'd for longer flight, |,

Waveslin its Plumes the various Light.
The comparison of the soul to a.bird is traditional, and, as
was shown in Chapter ITI, there are traceable sources for these
lines. But the pictorial vividness is Marvell's own, Whatever
the influences that combined to produce the image, the effbet
is of a precisely observed object. liarvell forces the reader
to make the "particular offort of the imagination" that 1is
noeeééary for the visual impact of the image to strike home,
He seeme to achieve this by means of the cluster of active
verba: glide, sit, whet, comb, wave; and the colour terms:
silver and various light..lt is probable that whereas the
mere naming of an objeet will not, without effort, be accom-
panied by a mental image, the account of an object in precise
motion, or of two objects in active relationship to each
other, will result in the "raising of sensible images". (The
sensuous impact of the simile in "The Gallery"™, for instance,
depends more on the verdb of the third line than on the
descrirtive adjectives:

gﬁﬁ: :3 %gggiﬁa:naggeaggggiring lyes,

And stretches out her milky Thighs,)
Another point of interest in the Bird imsge is its relation-

ship to the thing it is describing. The particular phyesical
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details of the bird have no counterpart in the soul. It
would be difficult to answer the question, "How does the
soul "whet and comb ite silver winge"?" The bird becomee a
substitute for the soul, not exactly corregponding to it, but
somehow able to express the gquality of the soul more fully
than any abstract exposition.
Rather similar is the account of Cromwell in "An Horatian
Ode":
So, when the Falecon high
Falls heavy from the Sky,
She, having kill'd, no more does search,
But on the next green Bow to pearch;
Where, when he first does lure,
The Falckner has her sure.
(11.91-96)
Here again a picture is deliberately called up, focussed in
the verbs "falls heavy", "does search" and "pearch", and in

the visual detail of the "green Bow". The statable parallels

Cf. J.Huizinga, The Waning of the Middle /iges, (Doubleday
Anchor Bookes, New York, 1956), Chapter XV, p.203: "From the
causal point of view, S8ymboliesm appears as a sort of short-
circuit of thought. Instead of looking for the relation
between two thinge by following the hldden detours of their
causal connections, thought makes a leap and discovers their
relation, not in a connection of cause or effects, but in a
connection of signification or finality. Such a connection
will at once appear convinecing, provided only that the two
things have an cessential quality in common which can be
referred to a general value",
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between the tonor (Oromwell's conduct of the Irish war) and
the vehicle (the deseription of the falecon) are more obvious
than in the preceding simile, but ome detail - "the next
green Bow" - belongs exclusively to the vehicle. |
These two images have much in common with the olassical

simile mi;tionod above (see pages é}1~233), excoept that they
function more as symbols of what they amplify than as logical
comparisons. Their peculiar power can be judged more clearly
by setting them alongside Marvell'’s orthodox classiocal
) liﬁilos. In "The Loyall Scot™, Charles's method of reeconciling
the Scots and the English 1s likened to that of a peasant
eontrolling his bees:

Just soe the prudent Husbandman who sees

The Idle Tumult of his factious bdees,

The morning dewes and flowers Neglected grown,

The hive a comd ecase, every bee a arone,

Powdere them ore till none discern thelir foes

And all themeelves in meal and friendship close.

The Insect Kingdome streight begina to thrive

And each works hony for the Common Hive,

(11.266-273)

The simile provides a little inset pioture, complete in
itself. The scene can be partly visualized through the verd
"powders" and the references to the "meal", But these details
have no viéual counterpart in the original situation, One has
to extract from the image the similarities in the state of
affairs, not detailed oorroapondenoaa.1 Another example of

1gxtra point 1s given-to the comparison by the traditional
view of the bees as an example of politieal organization.
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this kind of extended simlle is found in the "Foem uron the
Death of 0.C.", €8 rart of the famous rassarge re inning, "I
saw him dead':

Not much unlike the sacred oak, whiech fhoots

To Heav'n its branches, and through earth its roots:
Whose asnacious boughe are hung with troprhies round,
And honour'd wreaths have oft the victour crown'd.
YVhen sngry Jove darts lightning through the sire,

At mortalls sins, nor his own plant will spare;

1t groanes, and brulres all below that stood

So many yezres the shelter of the wood. )

The tree ere while foreshortened to our view,

WYhen fall'n shews taller vet than as 1t grew:

So shall his rraisre to after times encrease,

(11.261=-271)

The vnointe of similarity between Crorwell and the fallen oak
can he drawvn from the simile logically, but there is not the
inevitability of eymbol, ''he arnlication of the last two
lines of the simile is masde eclear in the final line of the
quotation; the reader arsents intellectually; the comparison
18 "juet"., But it haes not the imapinative force of the bvird
image in "The (arden", where the meaning is somehow involved
in the image itself, not extracted from it.

A premarkable image taken from nature (via Suckling) to
express ubstract feelings occurs in "Daohnis and Chloe”,
stanza XXI1I:

Gentler times for Love are ment

""ho for varting vleasure strain
Gather Roses in the rain,

et themselves and spoil their Sent,

This imace works in the came way ae the rose image from The
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Eve of St. Agnes quoted in the introduction to this section,

Both ¥Xeats and NKervell have an urusual emotional state to
oexpress, and both choose an imare from phrsical rature as
their means. The abestruct is niven rensucur aitributes: i‘eats
introduces visual ele:ents - the full-blown rose, and the
purple; Marvell introduces the senses of touch - "wet theme
solves" - and smell - "aroil their fent". /- comparison with
Marvell's snurce for this irm~e will show how he has turned
a fact from nature irtoc an exnerience of nature., Suckling
writes:
Gather

Jot roses in a3 wet and Trowning hour:

They'll lose their sweetd then, trust me they will, sir.
His handling of this weakens its seunsuous imrasct. ‘¢ intro-
duces 8 lrersonification - "a wet and Frowning hour" - in which
the nossible "sensible image"” in the word "wet" 1s nullified
by the figurative "frowning", 'he loss of scent by the roces
is presented as a passive fact through the verb "lose", waich
merely connects the subject, “they", with an attribute of
the subject, 'their sweets’.

n survell's version, the wetness affcets the ersons
involved - ‘'wet themselves". Tt becomes a gubjective exner-
ience of rain, rather than an objective account., And the loss
of scent is rresented as a result of action, the subject

'

actively "sroiling" the roses' sweotness,
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This may seem to be labouring a very —inor noint, but in
fact the slight shift of emrhasls that Marvell gives to this
imace 1s characteristic of his nethod of using natural details:
the transformation of a fact culled from sore litera:ys source,
into an exrerience of tho senmses, It 'ay e this which pivee
to many of his detaile the imrrescdon that they have been
direetly observed from nature.

Another excellent instance of thie process occurs in "The
Coronet’, winere tne traditional idec of the serpent aF an
agent of evil, or as atan himrelf, is ciad in a vividly
sensuous t'orm:

Alas I find the Servent old
“"hat, twindng in his sreclrled breast,
About the flow'rs uisguis'y does fold,
+ith wreaths of Yame and Interert.
ih, foolish Lian, that would'st debase with taem,
Aand nmorial Clory, heavens bDiadem!
rut thou who only could'st the uUerrent tame,
Either hie glipp'ry knote at once untie,
Ana disentangle all his winding “nare:
Uy ehatter too with him my curious frame,
Thie is the nost consigtent and vowerful expression of abstract
ideas through natural details in larvell's »oetry. The flowers
and the sernent never ceage to Le sensuous realities = the
serpent in rarticular, twining, sneckled, =li-7'ry, winding =
and yet they embody the theme of the Toem with comnlete cone
vietion., “here ie no need to ceduce the abstract from the
physical, af one often has to do in allegory. T'he tenor and

the vehicle are entirely involved with ¢ach other, and oroceed

together. Marvell's achlevenent is not to have crcated a new
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gsymbol, but to have exprloited the sensucuse roseibilities of
a conventional ocne, He revivifies it by insisting on the
rhysical object as well as the estahlished sirmificance. So
many poems of the perlod merely ajresl to the significamce.1
The serent-image in "¥he Coronet" 1s different rom the
other imspes discusred in thie charter, in that its function
as an exyression of sometulng else 1s not orenly stated. ‘mly
in the threse "wreaths of Yame and Interest" does the abstract
cide of the metarhor break through éx~liecitly. Marvell often
relies on the acceted meaning attached to i:le detalle, as
here, and uses them to evoke a: rovriate asgociatione, without
making a formal compariron, In stanza I77 of "The Gallery", he
adde the ldeas of wedded bliss to the mortrait of hils miestress,
by #imply introducing the stoew cyrmbol of rmarriase:

ind, at thy Feet, the woolng Doves
81t verfecting their harmliers Loves,.

Notice that the conventional item is made freech by setting it
in a definite context, "at thy Feet', and by mairg it aect,

"3it verfecting',

eg: Crashaw: "the Violets humble head" ("The 'cever", stanze
23, Poems, ed. .L.C.iartin, 2nd. ed. (Oxford, 1157), “e33)3
"gpyIng at length the lillies snowy bresete,/ Or the ~ure
ranguine roses cheeves, rhe rects" (", tlezy on .r. Christe
ovher kouse", ibid., D.4NL). Cowley: “",& goon ae two (alag!
together joyn'd,/ The Sernent wade u» Three" ("Of Coliitude”,
Rogmgs,ed. A.H.waller (Cambridze, 1986), ».396).
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The ivy, symbol of love and familiarity, is used in
stanza LXXIV of "Upon Appleton House" to suggest the bond
between the roet and nature, and again the conventional
significance 12 reinforced by sensuous immediacy:

And Ivy, with familiar trails
ke licks, and claspe, and curies, and hales.

The Nymph's garden of lilies and roses has obvious symbolic
overtones, and at the same time 1s rresented a- a real garden,
full of real flowere; the "Elizium" that the Faun will retire
to is filled, " ith milk-white Lambe, and Ermine pure”,
showing that it ie s refuge for innocence,

More interesting than these stock symbols are the rassages
in which detailes from nature are prresented objectively, but
nevertheless seem to carry some significance beyond themselves,
C.Day Lewis recognizee this iind of image:

in epithet, & metarhor, a simlle may create an imace;
or &an imare may be presented to us in a phrase or
prassagre on the face of it purely descrinrtive, but
conveying to our imagination something more than the

accurate reflection of an external reality.
(The Toetie Image, p.18)

Take for examcle atanza II of '"Damon the Mower", which gives
an impression of the grasshogper, the froge, and the snake,
The traditional significance of the graschoprper and snake as

1
symbols of improvidence or wisdom, and the symbolic "green",

1
See Lovelace's and Cowley's roeme called "The Grassho::er",
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may or may not be relevant here. The frogs, the most striking
and precise detall, certainly do not appear to fit into any
pattern of traditional meaning. All three details appeal most
stronyly to the imagination as observed rhenomena; any trade
itional significance is secondary. The verbs, as 80 often in
Marvell, are the chief agents enforecing a rictorial, sensuous
response: dance, wades, seeks out, glitters. But the colour-
adjective "green" and the relationshin between things - the
brook and the ¥rog, the grasshopper and the shades - also
contribute to the total effect. Even without the vpossible
meaninge sugrested by traditional ueage, this scene is rmuch
more than "the accurate reflection of an external reality',
Ae shown in Chapter V, theee detalls gain significance from
thelir context. They generate thelr own meaning, in relation
to each other and to the rest of the poem. And that meaning
is neither conventional (like the serpent in "The Coronet"),
nor loglcally derived (like the bee-simile in "The Loyall
Seot"), nor the result of sensible likeness (like the curliness
of the lambs' fleeces in the Marriare Song). Nor is it some
vague, but inherent, mystery, such as Vaughan could rerceive
through the velil of a sensuous exteridr. They have a once=for-
all significance in the peculiar context of this poem. It ie
in this figurative use of natural details that lervell 1s

nearert to later poetry - poetry in which the significance of
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a detail has to be made afresh by each new poetic context.
Once, to recall Rosemary Freeman's remark, tie river could be
seen independently of ite traditional meaning, "and individual
exrerience broke free of the haunting rresence of a rervetual
memento mori", the poet had to find some way of making the
river carry a meaning nevertheless, liarvell shows in this poem
how apparently neutral objects can be forced into service as
conveyers of meaning, of the "something more" that we exrect
from the details in a poem. One might generalize, and say that
the meaning communicated by natural details in early poetry

is brought to the poem by the details, ana in modern joetry

it 18 extorted from the details by the context.

It is possible that even the reference to "the hatching
‘Thrastles shining Eye" gains a significance as more than one
of the "little circumstances of rural nature”" that a poet was
expected to observe in the nineteenth century. D.C.Allen, in
Image apnd Meaning (Baltimore, 1960), pP.14hk, has noted the
sequence of the bird-portraits in "Upon Appleton fHouse": the
love-lorn, solitary nightingale; the marrled stock-doves; the
thrush hatching a family:; the heron sending mature offsvring
into the world. The traditional meanings of the nightingale,
the doves, and the 8tork1(which the heron is likened to) are

1
See ‘thitney's A _Choice of Embleme (1536), p.73, for the

fomily affection of BLorke: —
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invoked, and that of the doves is insisted on in the descript-
ion;

The Stock-dov§u, whose fair necke are grac'd
With Nuptila nge their “nsigns chast,
(stanza LXVI)

The accepted symbolism of these three birds is reinforced by
the contextual vattern, and the fresh, perhape direetly
observed, detail of the hatching thrush's eve, is given a
significance within this ratterm.

One noteworthy fact that has emerged from this survey
of Marvell's figurative umee of natural details ig that he
hardly ever exnresses inner feelings through them. The roses
of "Daphnis and Chloe" and the serpent of "The Coronet" are
exceptional, There 1s nothing like the extensive natural alle
egory of Vaughan's "Regeneration"., Aleo worth remarking is the
fact that, apart from the conversational simliles of the 'bold
ag a lion" variety, there aré not a great number of formal
images taken from nature to describe other areas of exverience,
Many of Marvell's more striking and bizarre images work in

the other direction, taking some aspect of human afleirs or

"See heare the Storke provides with tender care,
And bringeth meate, unto her hatched broode:
The like againe, for her they doe prerare,
when shee 1is oulde, and can not get her foode".
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Art, to amplify an account of nature. This in itself is an
important pointer to the quality of iarvell's poetic inspir-
ation, Huch of his beet and most characteristic proetry bvegins
by looking direotly at nature, and deriving human significance

from what 1t sees. This brings us to our second category.
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Chapter VIII
OBJECTIVE USE OF NATURAL DETAILS

The passages and poenms of Marvell that fall into this
category have more in common with Herrick's '"Divination by
a Daffadill” than with the examples from Arnold, Shelley, and
Keats cited in the introduction to this section., For iarvell
shared with Herrick the remains of the ancient world-view
outlined in Chapter V. Nature was still for him the Divine
Hieroglyph: the natural world was not only created by God,
and therefore a revelation of God in the way that an artist's
work is a revelation of hnimself; particular lessons also
could be drawn from the phenomona of created nature., Ralgh

Austen, in tio rreface to the Keader of his Treatise of Fruit-

trees (Oxford, 1653), explains the assumptions that lie
behind his work:

The “orld is a great Library, and Fruit-trees are
some of the Bookes wherein we may read & sse plainly
the Attributes of God his Power, +isdome, Goodnesse
&c, and be Instructed and taught our duty towards him
in many things even from Fruit-trees for as trees (in
aMetarhoricall cense) are DBookes, 80 likewise in the
same sense they have a Voyce, and sr;eake plainly to
ue, and teach us many good lescons. (D.t3)

Here we have the two kinds of knowledge that could be got
from nature: the general revelation of "the Attributes of
God", and the particular revelation of "many good lessons",

Vaughan echoes the second of these in "The Starre":
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Yet, seeling all things that subsist and be,

Have their Commiseions from Divinitie,
And teach us duty, I will soe
( What man may learn from the?. )
Works, ed. L.C.Martin, 2nd. ed. {(Oxford,1257),
Pe 409)

Two aspects of the use of nature as an embodiment of meaning
can be distinguished. In Charters IIT and ViT, it was seen
that many details were imbued with traditional significance,
which would be immedlately recomnized by the reader without
any need for formal intercretation. The guotations from
Austen and Vaughan indicate another avnproach. The natural
detail - the frult-tree or the star - is to be exambned by

the writer in order to discover what 1t has to teach, The
lesson drawn from it will devend not so much on 1ts traditional
significance, as on the ingenulty or percentiveness of the
human mind. Both these approaches preclude the modern emrhasie
on the thing "as in itself it really is", The first obscures
the thing with a cloak of attached meaning; the second looks
closely, but with a =erce~tiveness that seeks the underlying
truth, rather than the chysical characteristics. Indéed, the
physical characteristics may even e regarded as a barrier
that has to be by=pasced pf the truth is to be reached. .D.W.

Robertson, in hies article, "The Doctrine of Charity in

Mediaeval CGardens’, Speculum, XXVI (1951), 24-49, outlines

this attitude to nature:

Creation is an expression of God's infinite love, but
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to see 1t there, one muet set aside the shell, which
ie in itself the object of scientific investigation,
to find the kernel beneath, the food of wisdom and, in
accordance with mediaeval doctrine, the socurce of the
only true beauty human eyes may see. (n.32)

An intellectual perceprtion of analogies is more impostant to

the medlaeval and kenalseance writer than any mere sensuous

verception of material form.1

4 few lines from Mildmay Fane's "Contemplatio Diurna™ will

illustrate how "man may learn" from natural details:

When we behold the {forning Dew
Dissolve ith'rising Sun: What would it shew?
But that a Sun to us did rise,
Our PFathers hoary sin to Atomiee.
And when the Flowers display'd appesr,
To entertain the mounting Charettier:
What would they speak in that fair dross?
But Man's redemption out of wretchedness,

(Otia Sacra (London, 1648), p.13)
Each detail had a rarticular truth to teach, and the relation
of detail to detail wae according to a design which embodied
a discoverable meaning. Marvell's "Clorinda and Damon" 1is
interesting in this respect, because in it conflieting meanings

are assigned to a series of natural details by the pagan

Compare the tendency in modern voetry to seek in nature
emotional truth, not moral or intellectual conclusions. This
shifts the emphasis on to the poet, and the quality of his
responses, and leads to uncertainty as to the validity of
the truth discovered: see Xeats's "Ode to a Nightingale" and
Woprdsworth's "Tintern sbbey".
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Clorinda and the Christian Dam.on.1 The shevherdese offers

paetoral delighte to the shepherd:
I have a grassy Scutcheon spy'd,
Where Flora blazons all her pride.

The Grass 1 aim to feast thy Sheep:
The Flow'ra I for thy Temples keep.

Damon rejects these pleasures by insisting on the Christian
significance of the details: "Grass withers; and the Flow'rs
too fade", What are symbole of delight to the one, are symbols
of mortality and vanity to the other.

Clorinda points eagerly to "that unfreguented Cave",
seeing it as "Loves Shrine"j; Damon avoids it as "Virtue's
Grave", To the pagan, in a natural state, it is a refuge from
"the Sun"; to the Christian, in a state of grace, the sun
suggests "Heaven's Lye".

Clorinda responds only to the sensuoue exterior of things:

Near this, & Fountaines liquid DBell
Tinklee within the concave Shell,

Damon eeeg through the objeet to its significance. The foune
tain ias there, like all created things, "to teach us duty":

Might a Soul bath there and be Clean,
Or slake its Drought?

1
For the source of these remarks see John D,Rosenberg's
"Marvell and the Christian Idiom", Boeton University Studies
in English, IV, No.3 (1960), 152-161.
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The two speakers Jjoin iIn the concluding Chorus, which sees

all ereation as an expression of God:

Of Pan the flowry Pastures sing,
Caves eccho, and the Fountains ring.

This method of presenting a detall or a set of objects,
and extracting a moral slgnificance roint by point, lies
behind that pecullarly ienaissance art-form, the emblem. The
emblem prover results from a marrying of literary and graphie
exrression: a set of vermes is provided to exclain the meaning
of a nicture. It is difficult to generalize about the relation-
ship between the plcture and 1ts interprretation. Cometimes the
plcture was devised to exvress an already existent idea or

motto, Mario Praz, in Studies in Seventeenth Century Imagery,

2nd. ed., (Roma, 196L), describes the process:

Since wweyy noetical image contains a potential emblem,
one can understand why emblems were the characteristic
of that century in which the tendency to images reached
its climax, the seventeenth century. In need as he was
of certainties of the senses, the seventeenthecentury

man did not stop at the purely fantastic cherishing of
the imapge: he wanted to externalize 1t, to transpose
it into a hieroglyprh, an emblem, He took delight in
driving honme the word by the addition of a plastie
representation. (p.15)
This often resulted in a comnlicated and unrealistic collection
of objeects, each having significance only insofar as it wae
equated with an idea in the verse.
Sometimes, however, the process was reversed, and the

image provided a starting-point for the verbal reflection,
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This was the case with Whitney, whose A Choice of Erblems

(4586) used plates taken from Italian and French emblem books
by Aleiati, Hadrlan Junius, Sambucus and Paradin, but dld more

than simply translate the morala.’

Sometimes, though this 1s
rare in emblems proper, there was no need for & contrived
literary picture, since a natural object suggested a moral in
itself, The sun~flower, a favourite of the emblematists, 1=
an obvious example., The sun, by ancient tradition, represented
God, and a flower whlch constantly turned its face towarde
the source of light was clearly set there to teach a moral,
It 1s this aspect of the art of embleme which is relevant
to a study of Marvell's use of natural details, The meihods
of the emblem books were gradually absorbed by poetry, and
the grarhic element was replaced by waeds, Detalis from
nature were cited or deseribed, as in Fane's "Contemplatio
Diurna® and Herrick's Daffadill »poem, and then a moral was
drawn from them point by point. In cther worde, the poet
tends to etart with &8 natural detail, and let ideas flow
from 1t. Henry Hawkins's Partheneis Sacra (Rouen, 1633)
belongs to this development of the emblem: it is an emblem

1
3ee Rosemary Freeman, English Emblem Books (London, 1948),

Pe56.
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book in which the victures and verses are recondary. The bulk
of it consists of rrose descriptions and meditatione on therse.

He explaines his procedure at the outset:

+« o 88 the manner is of such as enter into a Carden,

to slance at first theron with a light regard, then to

reflect upon it with a better heed, to find some gentle

mysterie or conceipt upon it, to some use or other; and

then liking 1t better, to review the same againe, and

so to make a Survey therupon to the =zame use. (pp.2-3)
Hawkine's deecriptions, of flowere, trees, birds, an entire
landecape, are precise and colourful, but his aim was not
accuracy for its cwn sake. He is careful to draw significance
from the minutest sensuous detall. File vurvore in the descripe
tive vassages is to bring the object clearly before the
reader, so that interrretation has eomething to work on, A
brief quotation will illustrate the kind of relationship that
Hawkins sets up between the detaill and ites "pentle mysterie or
conceipt':

The Palme heerin is differing from other trees, in

that the other are grosse beneath, and grow slenderer

upwarde; whille the Palme of the contrarie, is slender

beneath, and bigger and zrosser, the highner it goes:

S0 were the thoughts of the blessed Virgin, the true

Palme indeed, ag poor and slender downe to the earth-

warde, but substantial and solid up to the Heavenes.

(P.158)

This exhibits the escential weakness in the emblematic
method: the two sides -~ object and significance - are “ept

apart. The object falls to become an imaginative symbol of
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something in the moral realm.1 The gap is bridped only by

the intelleet; no spark of sympathy 1s struck which can
1lluminate both worlds, and reveal them as asvects of a
single truth. kosemary Freeman regards this failure as due
 Jo1

« ¢« « the fact that the images of the emblem writers

wore almost wholly visual ., . . each detail in them

is a pictorial detail, to be seen by the eye, and

this inevitably limits the scope of the comparison,
( ODe cit. y PPe 28-29)

Marvell, lilke many of the poete of the veriod, absorbed
something of the method of the emblem-writers, J.B,Leishman
pPicked out the unusual posm, "The Unfortunate Lover', ast

e o o xtraordinary in degree rather than kind, and
as simrly carrying to an unprecedented extreme that
enmblematieration of metaphor which is one of the
distinguishing characteristies of much seventeenthe
_ century poetry, especially knglish,
" (The_irt of liarvell's Poetry, De3k)

But this poem is an exception. ‘‘here he used natural details

as vehicles for meaning, Marvell found various means for

1
Cf. these lines from Whitney's A Choice of Emblems, p.33:

"TPhe greedie Sowe so longe as shee doth finde
Some scatteringes lefte, of harvest under foote
She forward goes and never lookes behinde,
While anie sweete remayneth for to roote,
Even Boe wee shoulde, to goodnes everie daie
Still further pasre, and not to turne nor stale™.
Here, there 1s a ludicerous discrepancy between the emblem and
1¢s lesson., Wie are asked to accept pig-food as a symbol of
goodness, and the "grecdie Sowe" as an example of man pursu-

ing a good life,




257

escaping the danger referred to above. Stanzas LXVIII-LXX of
"Upon Appleton House" contain Marvell's nearest approach to
orthodox emblem. The first two stanzas present s striking and
apparently acecurate portrait of the woodpecker:

He walks still upright from the Root,

Meac'ring the Timber with his Foot;

And all the way, to keep it glean,

Doth from the Bark the Wood-moths glean,
He is seen examining each tree, and heard "tinkling with his
Beak", It 1= not until the last cocuvlet of stanza LXIX that

an overt comment 1s made:

Who could have thought the tallest OQak
Should fall by such a feeble Strok's

This naturalistic moral can be deduced quite easlily from the
deascription. The explanation of the cause of the tree's
rottenness - "a Traitor-worm" - leads just as easily to a
religious moral:

Ap first our Flesh corrupt within
Tempte impotent and bashful Sin.

The method is basically that of the emblem. But there are
vital differences. The intervretation is brief, and Marvell,
unlike Hawkins, does not extract &8 meaning from every detail.
This is because the significance is inherent in the rresent-
ation of the woodpecker, The bird removes t' e insects from
the bark, "to keep it clean". This is not literally true, It
gleans the wood-moths as food, for its own benefit, not the

tree's, Moral overtones creep into the description, as the
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hewel:

e o o 8xamines well
Which fit to stand and which to fell.

He preserves "the good", but bores through the "tainted Side"
of the "hollow Oak", Long before any exviicit comment is made,
the hewel ies felt as a moral force testing the quality of the
thinges around him. He is mcre of a symbol than an omblomw‘
But there is more to these three stanzas than 1s apparent
when they are cdilscursed in isolation, They form part of the
exreriences which co to make the voet 2n "sarie Philosopher",
and as such ere part of "Natures mystick Book", They are also
part cf the whole poem, and may be seen in the light of the
earlier referances to contemrorery events, The insistence on
political terms, “"Traitor-worm", "Tresson's Punishment", is
lirely to be significant bevond the context of the three hewel
stanzas; and the traditional rank of the oak as a royal treo1
is suggestive, eespeclally as it is stressed that this ig the
tallest oak..The image running through "hacks", "the Ax", and
"peeble Strok'" would alsc suggest recent hirtory to contem-
porary readers, espscially to Falrfax, who had opposed the
beheading of Charles., As so often, it ies dangerous to allegore
ize too far in reading Mervell's poetry, to ceek sorme consietent

1890 Fitty Scoular, Natural Megic (Oxford, 1965), p.185: "The

oak, which stood popularly for kingship, is itself executed
for harbouring the traitor-worm",
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correspondence of natural detail and underlying meaning (some
have equated the worm with Archbishop Laud). But some allusion
to tho death of Charlee I is surely intended.

In these stanzas, Marvell has developed an orthodox emblem,
with its morals about "our Flesh corrupt within" and the
sudden fall of the great; has given an example of how to “read
in Natures mystick Book"; and has made a velled reference to
recent events in English history, relating, as he was to do
more exrlicitly in "An Horatian Ode", political developments
to the laws of nature,

Marvell has succeeded in overcoming the weakness of emblem,
He hase contrived to express meaning through description, inste
ead of drawing a meaning from it in an arbitrary way, as
Hawkins did with the palm-tree.

"Upon the H1ill and Grove at Bill-borow" works basically
in the emblem manner, It begins with an injunction to "see"
the object from which the poem is to be derived:

S8ee how the arched Earth does here

Rise in s perfect Wemisrthere!

The stiffest Compass could not strike

A Line more circular and like,
Thiz is not an accurate description, but idealisation, or
more properly concentualisation, of a2 scene, Marvell is
deliberately faleifying reality in order to make hie detalls

carry meaning, as he misinterrreted the reason for the hewel's

gearch for woode-mcoths,
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In stanza III, he continues with his "description":
See¢ what a soft access and wide
Lyes open to its grasey side . . .
See then how courteous it ascendas,
And all the way 1t rises bends;
ot for it =elf the height does gain,
But only strives to raise the Plain.
Once more this is not direct description., The hill 1s given
human motives of courtesy, humility, gcenerosity, and so on,
The pacsive fact, that it elopes gerntly, is transformed into
an active endeavour to bve helrful, '"Put cnly strives to ralse
the ~lain",
Between these two stanzas 1z one which draws the moral
from the thysical scene, adjuring the symbolically unjust,
proud, and smbitious mountains to:

Learn here those humble stens to tread,
Which to securer Glory lead.

In the rest of the poem, there 1s very little reference
to any physical feature of the landscape, and the few descr-
iptive phrases that occur are couched in moral terms. In
stanza IV, the hill, "in unenvy'd Greatness stands"; in stanza
V:

Upon its crest thie Mountain grave
£ Plump of aged Trees dces wave;

in etanza VIIT:

Neor to the winds uncertaln gust,
Their prudent Heada too far intrust.

The key worde in each of these extiracts are the moral, evale

native ones: unenvy'd, grave, vrudent., Fierre Legouis' general
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comment is especially true of this poem: "Our poet is readily

content with traditional adjectives, moral rather than

physical" (Andrew karvell, P.54).

The emblematic and traditicnal values of the natural

details are summed up in the final couplot:1

Nor he the Hills without the Groves,
Neor Height but with Retirement loves,

“rofassor REetvig duscribes the .ouvtlc technique in this roem
ax "an exploitation of the Tandscape Por noral purnoses” (so0
sage 53 sbove)e She claime that this is new in English poetry,
belng introduced by Donham in "Cocper'c 111", but first
developed by the Polich poet, Cusimire Sarbiewslkl, out of

a fuslion of iloratian and Platonic elewents:

With this generation, therefore, came the joint birth
of the loco-descriptive poem in which Nature is
invested with.ggﬁ%; qualities, and of the more mystiec
garden poem in which Nature 1s invested with gpiritual
gqualities,. Neither type of poem could have been oone
coived if the attitude towards nature had remained
uninfluenced by the strong myetle or semi-mystic
currents of the first half of the soventeenth century,
It iz the curiouz mixture of 2 ‘oratian rationalism
with a transcendent internretation of nature whioch

Kitty Scoular, diecussing this r.oem and Denham's "Cooper's
H111", remarke: "The emblematic eignificance of hill and
valley and the contrast between them were sixteenth-century
commonplaces of the sort wvhich some reventcenthecentury
poete still found useful and important when they came to
write about landscape” (Natural Maric, De154).
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marks the rural retirement-poeiry of iarvell's genere
ation, 80 that even a simple description of loecal
gconoe becomes charged with metaphysical or moral
impiications,

(The Happy Mun, P.239)

This poem, then, although 1%t has formal simllarities to the
emblem (a moral lesson is derived from the description of
physical objects), 1s unlike the emblem, in that part of the
lesson is conveyed through the description itself., The weake~
ness of emblem « that the object and meaning are only arbit-
rarily connected « is avoided; but a new weakness appears =
the landscape 1is lost sight of in ths fog of moralizing. The
Rev, George Gilfillan, introdueing Denham's poems in 1862,
may put the case against Marvell and others:
The great danger in this clase of roems, is lest
imrorted sentiment and hietorical reminiscence should
overpower the living lineaments, and all but blot out
the memory of ithe actual landecape. And o it is to
some extent in ®*Coorer's Hill', the scene boheld from
which 18 speedily lost in a torrent of pclitical
reflection and moralising.
(The Iogtical Wgrks of Edrmund Waller and Sir John

Dennam, text ed. Charles Cowden Clarxe (Edinburgh,

Here we nave perhkaps the central dilierms of the iroet who
wishes to exiract mesning from natural details, as o/ posed to
conveying mweaning through them, liow cen he maintain the
integrity of both the object and ite Terceived significance,
anéd at the esame time produce a total lurression that will be
convincing to the imagination? 1t may be interesting to 806

what a young contemporary ipoet has to say of this problem,
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Jon 81ilkin has dellberately set out, in a series of
"Flower" poems, to integrate the object and the reaning. He
explaing his intentions in a note:

Tho method is to take one particular snecies of flower,
and to look at the flower quite clomsely. I also try to
characterize the life and rrocess of the flower and,

in making all three substantial, to suggest certain
correspondences with human typres and situations., Yet
although the poewms are not only, and not =simply, about
flowera, they are not only or simrly about human beings
and their prodicaments. Ther hover tontatively between
the two, although whatever objJjeet or situation they
torgrorarily avsent themselves to they never lose sight
of the flower. I am trying to find some common denomine
ator that will rull torethsr thesce two kinde of 1life,

(Nature with Man (London, 1965), De54)

His flowers are the domestic and wild ones found competing

and co-existing in & garden. lle goes on:

I se2 the garden, in fact, as a kind of human vestiary,

contairing in the several olants ecrlier developed and

ant%cipa?ory exa.iaples of human types and situations.
Pell)

In a later parcograph, he rvrejacts the attemnt to describe simply
for the sake of dgseribing, and the older, rurely allegorical

view which ignores the individuality of natural objects as

themselves:

To remcve naiure, to izolate it from human ncture and
then write about it, is an extremity as unnroductive

as the one which sces all nature as a {syrmbolie) version
of man, Man is a part of nature and to isolate one from
the other, or to elide the one over the other, 18 to
miss either the (related) complexity of both or the
'oolidity' cf each, The two are contiguous; and that is
what I'm trying to get at in the 'flower' voems, If
goen as cortignous, they can ve seen as two components
of a whole carable of mutual enrichment. (p.56)
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We have soen that the symbolie view of nature rredominates
in poeme like "Cooper'e Hill" and "Upon the Hill and Grove at
Blll<berow", to such an extent that the "solidity" of the
details of nature is lost., The slidling of one over the other
is tynieal of emblem literature, where hoth cides can be
"s0lid" « the dercrirtion of the melrm-tree, and the analyeis
of the Vircin Yary's thoughts - hut where the sense of a
"whole® ip abment, and there is no "mutual enrichment", no
"eommon denominator that will mull torether”™ the two nercepe
tions,

Marvell's hewel stanzag seem to do the »ird of thing
S1lkin is aliming at, a= the hewel ie already felt as a moral
force before any explicit commaricson lg made to the human
world. And when farvell doeas "temporarily absent himself" to
the realm of moral comment, the hewel is mot lort eight of. A
"eormon denominator™ is fourd in a set of natural and moral
values. Corruntion can rot tree, man, and state alikre, and we
mugt accent that the mrocess of cleancing mey need to sweep
away the pood with the had:

While the Oake seems to fall content,
Viewing the ‘Y'reason's runishment.

In his account of the gardene at Nun Appleton, stanzas
XXXVI-XLIIY, Marvell is even more succersful in achieving the
tind of wholeness of immact that Silkin considers desirable.

He manages to unite the “thinge" of the oarden with the "types
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and situations"™ of the human world, and while maintaining the
"solidity" of cach, expresses the '"related complexity of both",
At the outset, the baslic metaphor ies stated:

But laid these Gardens out in sport
In the just Tigcure of a Tort.

This brings the natural and human torether, the two elements
of the mutually enriching relationship. The significance of
the "five Bastions" is related spe:cifically to the five
senses, and the succeeding stanzas integrate the original
conceit with the description by dwelling on sensuous aspects
of the scene. The senses are attacked by the sight and smell
of the flowers, and by the sting of the bee, s0 the bastions
are demonstrated to be necescary. The simile is not just a
witty irrelevancy supgested by the number five.

Stanza XXXVII evokes four of the five senses: sight - the
coiours; sound = the humming; touch - the dankness of the dew;
emell - the odours, Each detall rartakes comcletely of the
two worlde, of nature and of military man. The "Colours of
the Day" are equally the dawn sky and the regimental flags;
the bee hums, and drums; the flowers are like waking soldiers
unfurling their ensigns, ae well as waking plants opening
their petals; the pun on "Pan" allows it to touch both sides,
as the God of Nature, and ag "the rart of the musket-lock
which held the priming" (note by surgoliouth); and the flask

can be either a military im.olement, or a container for, among
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other things, perfume. The technigue of this stanza is that
of a series of extended puns,

Stanza XXXVIII continues the doudble-rcference of the
metaphor, as the flowers let fly "fragrant Vollyes'", and press
a "charge”.

In stanza XXXIX, the senses ningle, and ear, eye and nose
become involved in the shots of the flower-soldiers:

Well shot ye Firemen! Oh how swect,

And round your eqgual Fires do meet;

Whose shrill report no Ear can tell,

But Ecchoes to the Eye and smell,

The flowers on parade, in resiments, under various colours,
are fully flowers - the description helops us to visualize

them - as well as being fully precsented as soldiers:

See how the Flow'rs, as at Parade,
Under thelir Coloure stand displaid:

Thot SR I o inre Ton Rose.

In stanza XL, the description of the stars as a "vigilant
Patroul", walking "round about the Pole", is acceptable as
an account of the movements of the heavens; the epithet
"vigilant" is just right, and anticipatory of i‘eats's Bright
Star, which watched "with eternal lids apart",

The ensign imare has been remared on earlier (see pa-e
163 above) as a brilliantly vrecise picture of the shape of

a tulip plant.
The flower is literally a hut for the bee that enters 1t,
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a8 well as being a hut in the terms of the military conceit.
Notice the form of the line, '"lach Bee as Sentinel is shut".
This ie not a comparison, but a8 statement of an obmervable
fact that haa been wittily interpreted. The bee 1is not "like"
a sentinel, but is in the flower "as Sentinel".

The important thing about this description is that liarvell
ie not extracting significances from a natural ecene as an
emblematist would., Nor is he imposing a set of private meanings
as a Romantic poet might, The two terms of the metaphor con-
tribute equally and fully to the description, They enrich each
other mutually, both gaining in significance from the imagin-
ative contact.1 The same facts occur in two realms. The
garden has been, in Silkin's thrases, "a kind of humun
bestiary, containing in the several plants earlier develored
and anticipatory examples of human tyves and situations".

The influence of the emblem method can still be felt in

this part of the roem, as lkarvell moves from the description

See W.il.Wimsatt's "Symbol and ietarvhor”, from The Verbal Icon
(3rd. Noonday Press Paperbound ed., 1962): "In understanding
imaginative metaphor we are often required to consider not
how B (vehicle) exrlains A (tenor), but what meanings are
generated when .. and B are confronted or seen each in the

light of the other"., (p.127)
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of the Nun Appleton gardena to a meditation about the woes
of England, "The Garden of the World ere while'"; and thence:
to & lost Golden Age:

When Gardens only had their Towrs,

And all the Garrisons were Flowrs,

When Roses only arms might bear,

And Men did rosie Garlande wear®
Tulips, in several Colours barr'd,

WWere then the Switzers of our Guard.
(stanza XLITT—i"""" -
But these sters towards interpretation do not appesar arbitrary,
because the original descriction has already precared the way
for them imaginatively.

One more poem of Marvell's has close affinities with the
emblem: "On a Drop of Dew". It besins, like the Bill=bodow
poem, with an injunction to "see'": "See how the Orient Dew"
etc. The first part of the poem provides the “"picture" from
which the significance is to be drawn. But, as in Marvell's
other emblem-like poems, the moral lessons or parallele are
already evident in the description itself. In this, more than
in any other of the poems except "The Coronet", tie morsl or
spiritual and the rhysical unite, and the terms that are
properly reserved for one or other become interchangeable,

We see the drop of dew "gazing bac upon the s:les"; "restless";
"unsecure'"; "Trembling lest it grow impure”. <nd we see the
aoul "Dark beneath, but bright above"; "recollecting its own

Light"; a thing which "Shuns the sweat leaves and blossoms

green".
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There is complete identification, as suown in Chapter V
(see page 175 above). The deocriptive section already contains
part of the interpretation of the emb}em, and the formally
interrretative section continues to anplify the physical
descrintion.

30 far we have considered the pascages and poems which
have affinities with the emblem tradition, which depend for
part of their meaning on traditional materlal, like the
hollow oak, the contrast between hill and rlain, the comparison
of gardens and soldiering. But Marvell aleo has other methods
of conveying meaning through what is ostensibly description.
In the works of a poet who has been pralsed as a forerunner
of the Romanties, and as an observant lover of nature, there
are remaritably few pascsages that even appear to be pure
desepiption. Ve have seen that the details in stanza II of
"Damon the lower" and the bird stanzas of "Upon Appleton
House" are not primarily items of descrirtion; they fit into
and contribute to a vattern of meuning, and it is as conveyers
of meagning that they are poetically imrortant. The came is
true of the vivid detail from "The Mower's Song":

That not one Blade of Grass you sny'd,
But had a Flower on either eside.

This couplet ies not there for its prettiness or its accuracy
as o piece of observation, but as an example of nature's lack

of sympathy with man: while he sorrows, the meadbws grow "more
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luxuriant®,

"Bermudas”, in spide of its accumulation of sensuous
detail, is not descriptive, in vurrose or effect. Unly two
couplets compel the reader to produce a mental imave of the
things mentioned:

He hangs in shades the Crange bright,

Li%e golden iLampe in a green light.

And does in the Pomgranates close,

Jewels more rich than Ormus showe.
And even here the purrose is not exclusively, or even chiefly,
descripntive. The asrociations of the imz e-worde "golden" and
“"Jewels" are as importantias thelr visusl evocativeness., The
whole noem aime at conveying an impression of the natural
wealth of the islands. The spring is "eternal”, ana "enamells
every thing"; the fowle come "daily"; the rine-arrles are
"cvlante of such a pride"; God "stores" the land with cedars;
the Cospel is a "Pearl", It iz to this sense of overwhelming
abundanice and richness that the "golden'" oranges and the
"Jewele" of the pomegranatee contribute, not to the reuresent-
ation of a scene. The relationship between God and nature and
man is what matters, not the characteristics of any individual
natural detail:

He makes the Flgs our mouths to meet;
And throwe the Melons at our feet.

The =ame can be sald of the famous fifth stanza of "The

Garden'", which again 1e not description, but a hyrerbolical
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fantasy in. which nature thrusts her riches upon man. It is

extremely sensuous, but not a sensuous description. The
detalils are part of an exprerience, not part of a scene.1

Of all Marvell's poems, "Upon ippleton House" is the one
most firmly tied to & particular eet of natural detalle: those
making up the gardens and estate at Run Appleton. The poem
passes from the house 1itself, to the gardens, to the fields,
to the woods, and back to the river-meadows; and moves from
dawn to nightfall, But hardly any of the descriptions, which
form the bulk of the poem, are direct, because Marvell's
purpose is not rhotographic. He takee what ie "there™, and
uges it as a starting-noint for witty elaborations., Plerre
Legouls has some useful remarks on this process:

Nature in his poetry is a metaphysical Hature sprung
from the brain rather than the senses. To speak more
precisely, as soon ags the senses have made their
harvest, now plentiful now scanty, the brain begine
its task: out of its object it abstracts the essential

A few remarlks from Burke's discussion of the sensuous power
of words are interesting as an adjunct to the foregoing: "In
reality poetry and rhetoric do not succeed in exact descripe
tion eo well as painting does; theilr busineses 1s to affect
rather by sympathy than imitation; to disclay rather the
effect of things on the mind of the speaker, or of others,
than to present a clear idea of the things themselves, This
ieg their moet extensive province, and that in which they
succeed the best". (A Philosophical Enquiry into the Origin

of our Ideas of the Subiime and Beautiful, ed. J.T.Boulton
(London, 29335. Pe172)
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quality, which it substitutes for the object and on

which it works, making it live and shine anew by dint

of unexpected metaphoras and of comparisons that

suddenly bring to light unsuspected analogies.
(Andrew Marvell, p.58)

Take, for example, stanza LVIII, which describes the cattle
grazing in the meadows of the estate:

They seem within the polisht Grass

A Landskip drawen in Looking-Glass,

And shrunk in the huge Pasture show

As Spots, so shap'd, on Faces do.

Such Fleas, ere they apvroach the Eye,

In Multiplying Glasses lye.

They feed so wide, so slowly move,

As Constellations do above,
The physical reality has been established in the crrevious
stanza:

The Villagers in common chase

Their Cattle, which it [the grass] closer rase;

And what below the Sith increast

Ie pincht yet nearer by the Beast,
From this fact, the "harveet" of the serses, Marvell has
abetracted "the essential guality” - a collection of tiny
figures against a flat background - and worked upon this,
producing bizarre similes. The four analogles are not intro-
duced to aid the description of the cattle; they are there
because 1t is delightful to notice such similarities between
widely differing things, and becauee such similarities are a
fragment of the truth, It is worth noting that although wit
is the principal agent in producing these similes, it depends
on observation: the wit is visual, Donne's or Lerbert's wit

ie almost always logical or diaslecticael, concerned with, and
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originating in, ldeas rather than sensuous perception.1

The same sort of visual uptness at the outset is found in
stanza LV, where the mown fields are described:

When after this 'tis pil'd in Coucks,
Like a calm Sea 1t shews the Rocks:
We wondring in the River near

How Boats among them safely steer,
Or, like the Desert lemphis Sand.,
Short E%ramide of Hay do etand.

And such the Roman C do risce

In Hills for §3T3¥ere sequies.

Thie begins with a particular item in the landecape: the hay
piled ir cocize., Then follows the aimile of the sea and rocks,
which is a legitimate visual rarallel, especially as 1t ie
made more plausible by the actual view of boate on the neerby
river, which, by a trick of rerspective, reom to be salling

between the cocks/rocks. The rest of the stanza ringe the

CPf. hobert Ellrodt: "Il n'est volnt de pnete, avant ieats,

qui ait exrrimé plues sensuellement les jouissances que 1la
nature produre aux sens., Que lMarvell décrive la nature 3 la
maniére des poétes baroques ou précieux, en empruntant compare
alsons et métaphores au monde artificiel crée par 1‘'horme,
gu'il compare l‘'herbe humide a de la soie verte fralchement
lavée ou 1'étendue lisse d'un pré fauché & la toile vierge d'un
peintre, cela n'empeche point que la sensation soit l'objet

de son art et la source de plaisir podtique. Et que la sensdte
{on souvent s'intellectualise en conceit ne change rien &
1'affaire. Décrivant le domaine de Nunawnpleton, .arvell dépense
son esprit & broder des fantaisies intellectuelles sur les
objets de sa contemplation, alors que Donne ot lierbert font
appel & la sencation & seule fin de signifier concrdtement
1'idée ou le sentiment". (Les Podtes ietavhrsiques .inglails, II,

P.150)
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changes on the abstract idea of a series of protuberances
rieing from a flat area., The comparisons to the syramids and
Roman burial mounds are not really intended to help us to
visualize the scene in the hay-field. Tor Harvell is not
interested in describding, but in exploring the Nun Appleton
estate, and finding in it an epitome of the greater world. By
means of imagery and conceit, he can absord into his account
of Fairfax's lande meny aspeets of the macrocosm and the body
politic, of history and theology. In stanza LVIII he incorp-
orates in his vision of the cattle the infinitely great -« the
constellations « and the infinitesimally small - the fleas,

In stanza LV, the reference to the sea connects with the
previous analogy of the uncut grase dividing before the mowers
as the «ed Sea opening to let the Israselites escape. In stanza
LIX, the river flocods:

And makes the Meadow truly be
(What it but seem'd before) a Sea,

wWhat is bizarre analogy one minute, is revealed as truth the
next.

The monumsnts of the past - the pyramids and Roman camps =
are seen as "Soldiers Obsequies”, suggesting the outcome of
the Civil War that was fought out in the process of mowing in
stanzas L-LIV, The similee also work in reverse, and recognize
that the relics of past civilizations are part of the same

transient scheme as the hay.
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When Marvell rc¢jecte "the World" at the end of the poem,
along with 1ts "Gulfes, Deserts, Precipices, Stone", he adds:
"Your leseer l/orld contains the same”. And it 1s through the
roem's imagery that we understanc¢ how an inglieh estate can
contain everything. The desert 1s that of stonza LV, and the
stone may be the pyramids or 1ocks; the gulphs and rrecirices
look back to stanza XLVII, with its "Abyes" of "unfathomable
Grass", and its "Precipices tall of the green spir's".

The imaygery of the final stanza could serve as an emblem
of the entire poem., As ittty Scoular has vointed out:

The world consists of one shell within another: over

all is 'the dark Hemisrvhere', and within are men and
animale similarly houeed and enclosed.

{(Yatural lagic, D.172)
It snould be clear by now that larvell's use of simile

and metaphor to describe nature, though witty end armusing, 1is
at the same time a serious device. Gosse's fuesy objection to
Marvell's "childish" lack of seriousness, and Quiller=Couch's
~atronizing tolerance of his "quaint conceits", both reveal a
cormlete fallure to underctand what the roet was doing. They
regarded his technique ae a method of ornamentation, whereas
it was really a method of ex~loration and revelation,
J.ii.Nazzeo, in an interesting chapter cn "Metathysical

Poetry and the Poetic of Correspondence" in hie Renaissance

and Seventeenth Century Studies (Xew York, 1764), Dp.hlh=59,

has exumined contemrorary theories of imarery, «nd discovered
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Just such a diviesion of thoupht. Brought up in the tradition
of Aristotelian rhetoric, the critical theorists of the
8lxteenth and seventevntnh cunturies couid not quite escare
from the belief that imagery served as an adornment for plain

truth, liazzeo singles out Il cannochiale aristotelico, by

E.Tesauro (2nd. ed,, Venezia, 1663), as the work which forme
ulated a theory to explain the "metaihreical" function of
imagery. Tesauro developed further the view that nature was
the book or roem of God, and declared that it was a "meta-
phreiecal" poem created by a God who was a "witty creator”,
Mazzeo commente:

Thus God created a world full of metaphorse, analogles
and conceits, and so far from being ornamentation, they
are the law by which creation was effected. God wrote
the book of nature in metarhor, and so it should be
read . . « How the roetic involved in this view of the
world is not the poetic of ornamental metaphor, but
what I call 'the poetic of correspondences',. When the
conceit is said to have those properties which enable
it to vierce the intellect or to arouse sensations of
marvel and wonder, we do wrong to think, as some critics
have, of the more excessive kinds of baroque art. What
is meant is that gquality of vision whicn the discovery
of correspondences can bring, the 'thrill' which the
awareness of an ana.ogy givee the intellect when it
firet becomes aware of the identity between things
formerly believed unconnected. The universe is a vast
net of corresrondences which unites the whole multi-
vlieity of being. ''ne proet apvroaches and creates his
reality by a series of more or less elaborate corree-
pondences . . o ature then was not the object of simnle
observation and enjoyment; it was the 'matter' in whiech
man discovered and read the mwiuaphors of divine wisdom,
for the world iteself was a 'metarhveical' noem.

(PP 5U=55)

Yhig provides a complevely satislying silose on :jarvell's
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method of treating nature in "Upon Appleton House". His
conceits are revelations, not descriptions; they are amusing
because wit is amusing; the oet enjoys discovering the witty
structure of the univeorse created by a witty God - & structure
which strotches through time as well as space, which includes
fleas and constellations, lsraelites, Lomans, and wnglish
mowera.1
But in this roetry, we mist never forget the imiortance

of the real object, as it impresses our sences here and now,
Marvell's elaborate analogies are never random; they are
always tied securely to the things around him,. ..s Kiss Scoular
adriirably remarks:

Marvell's concelts are saved from mere extravagance

by a continual sense of rlace, o that even the most

surprising image serves to build up the landscape

because it erringe dircetly from it ss the only way

of -resenting some oddity of perception or ancther.
(Natural llagic, po1 87)

Throughout the poem, we are continuslly belng delighted by

Critice in rore roecent tires nave achnowlediod the serious
funetion of the conceitg, and realized how integral they are
to the roem. PBradbrook end ilcyd Thomas: "The keynote here

is wonder; the wit ie now led by the subject, it is no longer
playing uron it; the writing is no longer s£c neatly explieit"
(Andrew Marvell, pp.36-37). icbert Ellrodt: "Aussi ce qui ne
ceralt chez Cowiey cue le briec-d-brec u'une ranétorijue
imrersonelle semble chez hMarvell surgir naturelle-ent au

’

£11 de la pensée dane un esyrit bien wcublié" (Lee ['cdtes

Métaphysiques Anglais, Vol., II, p.163).
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the precision and brilliance of a sense-impression, often
exrrescsed through an image frori the human world, lie the one
in stanza LXXIX:

TThose Graese, with moister colour dasht,
Seems as greon 9illke but nevly washt;

or the kinetic effect of stanza LiXVIII:

Vhile, lite & CGuard on either eide,
The Trees beforc their Lord divide:

or the picture of the flood, in stanza LIX:

The River in it self is drown'd,
/ind Tel's th'astonish'd Cattle round;

or the hewel, and the thrush's eye, the tulirs, the rail with
"unfeather'd Quile", and the weedland refure. None avpear
merely for their own rale, & an item of cbserved detail. But
the very fact thaet theyv can be enjoved for thelir vividness
and precision, nmakes them &ll the more succeseful ag parts of
an infinitely corilex and yrofound pattern: the rattern which
larvell perceived when he surveyed the world around him, and
for which he found a ~erfect evitorme in the lLord Fairfax's

country estete.
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‘Chapter IX
SUBRJECTIVE USE OF MATURAL DETHILS

The introduction to this section explained the subjective
use of natural detaile as the presentation of "a particular
personal exverience of nature through the details which are
assoclated with it"; or as a "unique personal relationship
between the poet and nature. Such a relationshir ief rare in
roetry before the eighteenth century. As we have seen, men
expected from nature a lesson rather than an exierience. It
is true that YWordsworth, the greatest exponent of thie kind
of poetry, also insisted on the value of nature as & teacher,
but the lessons he derived from the countryside were instincée
ive, absorbed subconsciously from experiences, rather than
logically deduced from obeervation. His view of nature's power
to teach 1s expressed in these lines fromn the firet book of

The Prelude:

Wisdom and Spirit of the universe!

Thou Soul that art the Eternity of Thought!
That giv'st to forme and images a breath
And everlasting motion! not in vain,

By day or star-light thus from my first dawn
Of Childhood didat Thou intertwine for me
The paesione that build up our human Soul,
Not with the mean and wvulgar worke of ian,
Put with high objects, with enduring things,
With life and nature, purifying thus

The elements of feelling and of thought,

And sanctifying, by suech discipline,

Both pain and fear, until we recognize

4 grandeur in the beatings of the heart,
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(The Prelude, ed. L. de Selincourt, revised lelen
SarTichire |iondon, 1960), rp.12-13, 11.428-441)

True "nature poetry", as defined by N.H.Clements 1in
"Nature and the Country in Sixteenth and Seventeenth Century
¥rench Poetry", “MLi, XLIV (1929), 1005-1047, 1s poetry:

. « « consisting essentially in a sincere love and a
spontaneous, as opposed to a conventional, treatment
of nature; a concern with nature for its own sake
instead of using it merely as an ornament in poeiry
with a primarily human interest; and a sympathetic
interpenetration between the soul of man and the soul
of things. (p.4005)

He adds later:

. « . the gixteenth and seventeenth centuries were not
centuries of observation; they ran to synthesis, meaning
here seeing things as a whole, whereas analysis, in the
sence of seeing things in their details, is an essent-
ial of nature poetry . . . another essential 1is an
introspective sensibility. (p.1024)

No seventeenth-century English poet combined all these gqual-
ities, although several of them produced roetry that might

be called "nature poetry". Traherne had the introsrective
senaibility and the love or sympathy for nature. He telle, in
"The Preparative'", howi

A Meditating Inward Ey
Gazing at Qulet d4id within me lie,
And evry Thing

Delighted me that was their Heavnly King;
(Thomae Traherne: Centuries, Poems, and Thanks=-

ol.

and in "Wonder", exclaims, "How Bright are all Things here"

(PDG)Q and:
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The Skies in. their Magnificence,
The Lively, Lovely .iir;
Oh how Divine, how soft, how Sweet, how fair.
The Stars did entertain my Sence,
And all the Works of GOD so Bright and pure,
So kich and Great did seem,
A 1f they ever must endure,
In my Esteem.

(p.8)
The weakness of Traherne's poetry is.its lack of particularity.
The strength of his love and wonder comes through in the
excitement and vigour of his rhythms, but rhythm is not
enough to convey the fulness of his exrerience. The general-
ized objects of his vassion - "evry Thing", "all Things",
"Skies", "Stare" - are %00 vague to make much impression on
the reader's imagination. The successful nature poet must
pee things "in their detaille", and re-create his excerience
through the natural objects that helped to produce it.

Henry Vaughan 1is ueually cited as the nature poet of the
seventecnth century. But though he is more sensitive than
Traherne to the actual things around him, he very rarely
attempts any detalled evocation of them. "ierre legouis,
commenting on the disciplee of Donne, remarks:

Their poetry keeps to the town; it will haunt the
tuelles or the Court; when they compoese their verse
in the country, as Herbert and Vaughan largely do,
their engrossing preoccupation with the Creator

prevents them from dwelling on descrivtion of the
Creation.

(Andrew 1arvell, pP.42«43)

The third stanza of Vaughan's "Rules and Lessons" provides a
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typrical examplet

Walk with thy fellow-creaturee: note the hush

And whispers amongst them. There's not a Zpring,

Or Leafe but hath his Morning-hymn; mach Bush

And Oak doth know I AM.
(Works, ed. L.C.Martin, 2nd. ed. (Oxford, 1957),
P.436)

The same kind of general enumeration occurs in "The .orning-
watch's
The rising winds,
The falling springs,
Birdse, beasts, all things
Adore him in their kinds,

Thue a1l is hurl'd
In sacred lymnees, and Order, ihe great Chime

sind Symphony of nature.
(poLPﬁZ)

When Vaughan doee present an exrerience of nature,
deriving from specific contact with a natural scene - in
"The Water=fall" (rp.537=538) - he works well within the
emblem tradition. The 1initisl description of the waterfall
is similar to ilarvell's "On a Drop of Dew"”, sugpesting the
significance of the details as he resents them:

The common pass
there, clear ae glass,
All must descend
Not to an end:
But guickened by this deep and rocky grave,
Hise to a longer course more bright and brave.
lie postulates his own involvement in the scene, in words that
look forward to ‘Vordsworth's "Linee above Tintern abbey":

Dear stream! dear bank, where often I
Have eate, and pleas'd my pensive eye.
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But his interpretation of the scene rests on traditional
emblem-valuess

0 useful Element and clear!
My macred wash and cleanser here,

(Compare Damon's resnmonse to Clorinda's fountain). Vaughan
hinte at the mystic quality of his experience:

What sublime truths, and wholesome themes,
Lodge in thy mystical, deep streams)

But the truths he discovers are extracted logcically. The
waterfall remains in the end a chapter in MNature's Book,
that mast be read, not experienced:

Ag this loud dbrooks incessant fall
In streaming rings restagnates all,
‘Fhich reach by course the bank, and then
Are no more seen, Jjust 50 Pass men,

Similarly, "The Showre" (pp.412~413) begins with description:
"'Twag g0, I saw thy birth etclj then leads into meditation:
"ih! 1t is 20 with me"; and concludes with a wished-for
synthesis:

Perha s at last
(Some such showres past,)
My God would give a Sun-shine after raine.

J.B.Leishman summed up the characteristics of Vaughan's
nature voetry:

To deescribe Vauzhan, as many have done, as a 'llature-
roet', and to compare him with Wordsworth, is wide orf
the mark. It is true that the starting=noint of several
of his most memorable voems is some natural sight which
he hae observed during a solitary walk, but such sights
are significant to him only as more or less imperfect
emblems of spiritual truthe, and the vnoems they inspire
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are escentially expositary and didactie and only
incidentally descriptive,

(The art of Marvell's Poetry, p.201)

There are only two or three passages in Marvell's work
that might legitimately be called nature roetry. Generally,
he ie too impersonal a poet to exhibit the essential "intro-
spective sensibility". He holds himself more aloof than
Vaughan, Herbert, Traherne, or Donne., The "coldness" of his

1 He often exvresses him=

love~-poems has been remarked upon,
self through the medium of pastoral figures -~ the Mower, the
Bermudan exiles, Damon and Clorinda « or through abstractions
like the Body and the Soul and Created Pleasure, In most of
the lyrics, he seems more concernad with making a fine poem
than with examining his own state of mind or "expressing"
himself. His senses seem to contribute more to a poem than
hies emotions, Robert Ellrodt, discussing the brilliance of
NMarvell's sensuous images compared with the emotional precision
of Donne's poetry, sayst

Mais c'est qu'il incline & la description plus gqu'a

la dialecticue. C'est gu'il est plus attentif & 1la

sensation qu'a 1l'émotion et que la premidre exige la
survivance de l'image précise.

(Les Pogtes Métaphyeiques inglais, Vol., II, p.128)

But on the few occaasione when he does involve himself in
a scene as more than a spectator or reporter, the resulting
poetry 1is much nearer true nature poetry than anything in

Traherne or Vaughan, The most striking instance ie the wood=

1In Goldwin Smith's notice in The knglish Poets (1880),II,p,.383,
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land passage in "Upon Appleton House", stanzas LXI-LXXXI. The
"I" 45 introduced at the start, the first time the pronoun
occurs in the poem referring to the poet-narrator:

But I, retiring from the Flood,

Take Sanctuary in the Wood;

And, while it lasts, my self imbark

In this yet green, yvet growing Ark.
The pun on "imbark" prepares the way for the subsequent "inter-
penetration between the soul of man and the soul of things",
Four stanzas of impersonal description follow, before the "I
reappears, rejecting the song of the nightingale in favour of
the stock-doves:

But I have for my Musick found
4 Sadder, yet more¢ pleasing Sound.

Next come the references to the birds, and the emblematic
Hewel stanzas. Only with stanza LXXI does the poet's personal
involvement with the things he has been describing become the
centre of attention. He, the "easie Fhilosopher", confers
among birds and trees, &and almost becomee ldentified with the
"powles" and the "Plants”, He speaks to the birds,"In their
moet learned Criginal'; or where he falls, communicates with
signsy’

The reservations about his ability to read correctly "in
Natures myetick Dook" have already been discusczed (see above,
pages 187=-188), His closeness to nature is expressed in richly

gensuous termse, in etanza LXXIV:
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The Oak-lLeaves me embroyder all
Between which Caterpillars crawi:

And Ivy, with familiar trails,

Me licks, and clasps, and curlees, and halen;

stanza LXXVII:
Bind me ye Woggggnes in your ‘'twines
Curle me about ye gadding o8, ’

And Oh so0 close your Circles lace,
That I may never leave this Place.

The traditional significance of ivy, woodbine, and vine may

contribute something to this sense of loving intimacy, but it

is achieved mainly by the sensuous effects. These stanzae do

not offer a literally real experience, any more than the

similar passages in "The Garden" or "Damon the Mower", but

they do produce, through the relation between man and natural

objects, a strong and imaginatively "real" experience. The

poet is not here describing or drawing analogies from naturej

he 1is experiencing nature. The contrast with Vaughan can be

seen in the significance within a poem of the wind, Stanza

LXXII concludes:

Coming

No Leaf does tremble in the Wind
Which I returning cannot find,

at the end of the passage which tells how he confers

with plants and birds, this detail is charged with meaning.

The physical fact becomes a spiritual fact = an instance of

the hypersensitivity of the man at one with nature,

Stanza LXXV also deals with the wind:

Then, languishing with ease, I toss
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On Pallets swoln of Velvet Moss;
While the Wind, cooling through the Boughs,

Flatters with Air my panting Brows,
Thanks for my Rest ye Mossy Banks,
And unto you fgg; Ze Thanks,
Who, as my Halr, my Thoughts toc shed,
And winnow from the Chaff my Head,
The function of the wind is complex. It somehow purifies the
Mind, cleansing it of "Thoughts", the "chaff" of the mind, and
leaving the "Head", the pure grain that is essential being,
Marvell, as pointed out before, is not philosophizing, Thie
stanza presents in concrete detail, an experience that is both
physical - the insistence on the brows, the mossy banks, the
hair, etc, - and spiritual, Marvell does not try to explain
what havpens; he expresses it as a faet that the censes can
apprrehend, if not comprehend,
Compare the last stanza of Vaughan's "Regeneration", which
describes his reaction to "a rushing wind':
I turn’d me round, and to each shade
Dispatech'd an Eye,
To see, if any leafe had made
Least motion, or Reply,

But while I 1listning sought
My mind to ease

By knowing, where 'twas, or where not,
It whiaper'd; ¥Where 1 please.

Lord, then asaid I, On me ong_g¥aath,
(%%%k%%ﬁbg? L. .gg%giﬁ,m%.%ggg )
Vaughan's wind, though "natural” at the start, soon gets
transformed into the Holy Spirit. Marvell's wind remains

iteelf, and is significant as itself, as a part of nature.
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Vaughan interprets; Marvell leaves us with the experience.
When Vaughan senses a mystery in nature, he exvlaine it,
usually along orthodox Christian lines; Marvell lets his
natural details work their own mystery in the reader's mind.
The other roem in which Marvell sveake as of a rersonal
experience of nature is "The Garden". The actual experience
is confined to stanzas Ve«VII, but the rest of the poem forms
a necessary framge. Although one must allow for the obwvious
differences in technique and outlook, "The Garden" and
Wordsworth's "Lines above Tintern Abbey" seem to deal with a

similar experience. Both poets turn away from the world of

men, to seek peace in nature, Wordsworth relishing the "thoughts

of more deep seclusion", and Marvell "this delicious Solitude%,

The whole of the opening section of "Tintern Abbey" stresses
the quiet of the scene, in contrast to the "din/Uf towns and

cities", and "The Garden" prefers "Fair Quiet" to the "busie

Companies of lien". Both poets imply s loes of earlier vitality:

When we have run our Passions heat: (lMarvell)

That time 1e past,
And all its aching joys are now no more. (Wordsworth).

The central experience of the two poems deems to be the
same, though it is easier to irace in Marvell's neat stanzas
than in Wordsworth's erratic poem: Mervell's experience is a
present one; Wordeworth's spans a longer reriod, and is "re-

collected in tranquility". But basically, each movee from
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intense excitement of the sensee, to the pleasures of the
mind and imagination, and thence to some transcendent spiritual
atate, in which the soul escapes firom the restraints of the
body. The richly sensuous dellight of atanza V is paralleled
by Wordsworth's early responaiveness ito the sensuous qualities
of the objects of the countryside:

Their colours and their f{orms, were thuen to me

An arpetite; a feeling and a love,

That had no need of a re:roter charn,

By thought sunplied, nor any interest

Unborrowed from the eye.

The retreat into the Mind, the interpvenetration of mind

and matter, where all is reduced "To a green Thought in a
green Shade", may be tne same ag the process by which wordse
worth's "sencations sweet” pass "even into my purer mind,/
“ith tranquil restoration'; and as the identification of man
and his surroundings:

A prresence that disturbs me with the joy

Of elevatod thoughts; u sense aubllime

Of something far more deoply interfused,

Whose dwelling is the light of setting suns,

And the round ocean and the living alr,
ind the blue sky, and 1In the mind of mane.

The freeing of the soul from the body, ex>ressed in

Marvell's poem through the bird-eiimnlle, is described more

explicitly by the omantie:

« o« that serene and blessed mood,
In which the arfections gently lead us on, =
Until, the breath of this corporeal frame
And even the motion of our human blood
Almost suspended, wo are laid asieep
In body, and bscome a living soul,
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Both poems come to rest, after the ecastasy, in the land-
scape which prompted it « 'ordeworth returning to:

e o« o« these steep woode and lofty cliffs,
And this green rartoral landescape;

and !larvell to the garden, with its "herbs and flowers",

Thlis examination has obviously left out rmuch that secures
the distinetive character of the two ﬁoems:1Marvell relies on
wit, and on diestilling the utmost from his words and images;
Wordsworth is more rhetorical, less comiressed, in his use
of language. But the central develovrent, from sensuous to
mental to spiritual awareness, is the same, and both poets
depend for thelr exverience on a close contact with nature,
It is an exrerience of nature, communicated throush nature. It
can only be related through the natural objects that are
assoclated wvith it, as Marvell savs:

How could such sweet and wholesome lours
Be reckon'd but with herbs and flow'rs!

The traditional elewsnt in "The Garden" rust not be forgotten.
See Bradbrook and Lloyd Thonas: "The weight of the whole
Spenserian tradition, in which Metamorvhosis is the poetical
answer to the decay of beauty and the triumph of time, 1s
behind the exultation of this transformation. In the garden
life is perpetually renewed, as 1t was for Spenser in the
Garden of adonis". (Andrew !larvell, p.61). See also Stanley
Stewart's The inclosed Gardeu (ladison, :4ilwaukee, and
London, 19%3; for an exhaustive study of the poem's place

in the context of the literature emanating from the Song

of Songs.
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Robert Ellrodt, trying to account for the extracrdinary
immediacy of "The Garden", says that the »oem gives the
impression that:

Le podte peint ses sentiments au moment meme ol il
les 6prouve . . . Ce n'est pac un sentiment universel

mals une e;périenco unique qui nous est communiqueée.
(Les Voétes Métaphysiques snglaie, Vol. II, p.115)

The only other poems in which “arvell ypresents a "unique
versonal relationehip' betwesn man and nature, are the Mower
poeme., The sensuous harmony !'Namon the Mcwer") and the
harmony of mind (""he Mower's Song") have their narallels in
stanzas V and VI of "The Garden"., How these »noems convey the
feeling of alienation when this harmony is broken has already
beoen diecussed {see pages 191-199 above).

It is impossible to say how far the Mower speaks for
Marvell, or even whether "Ths Garden" and the woodland passage
of "Upon Appleton louse" record actual exveriences. Marvell
was not a Romantic poet., Poetry for him, as for most men of
his age, seems to have been an elegant pastime, to be cultive
ated at lelsure, but discarded when more seriocus matters, like
politics, required his energiss. One cammot k.ow how far his
"nature poems" were spun out of his reading of mysties, from
Hugh of 6t. Victor to Casimire 3arbiewski, and how far they
came from his own ex»eriences « probably from a complicated
fusion of the two. But one can examine the finished poems, and

£4ind in thein the erfect of "a particular versonal exverience
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of nature expressed through the details that are ascociated
with 1t"3 an effect which no other poet of the period could
produce « not even one liks Traherne, who <¢id have mystical
experiences. And after all, it is the achievement that

ultimately matters, not the forces that went into its making,

See M.C.DBradbhrook's dlecussion of "The Garden'": "The 'I!

of the poen is 10 mere first pcereon singular. If it 1s not
autobiographical, the poem is concelived as the exverience
of a single mind at a oslngle time und ~isce. 7t 18 not
ceneralized, and it doos not record a cormon experience but
an excertional one". "Marvell und the Tnetry of iural
Solitude", Review of English Studies, XVII, (1941), 37-46,

Delele)
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Chanter X
COMCLUSION

This study bezan with a discussion of the occurrence in
English poetpy of genersl and nartieculer details from nature,
George Rylande, in "English Poets and the ibstract Word"
(Egsaye and Studies, XVI (1930), 53-84), examines a similar

question, and, taking Johnson and Wordsworth as his oexamples,
remarks:

Literature oscillates between these two poles; between,

one may say, philosoprhy and experience, the moral idea

and the material object. (p.54)
liost poetry, pverhaps all poetry of lasting value, iz extended
between these two poles, inclining now more nearly to one, now
more nearly to the other, Josephine kiles's investigations
have suggeeted that during the seventeenth century a shift
was taking place, away from moral or rhilosorbical generale
isations, and towards particulapr material otjects and indive
idual experiences., It was in this context that iiarvell wrote
his roems, If we concentrate on one end of the scale, he
appears as a traditional poet, having ai'finities with Svenser
and the embliematists; if we concentrate on the other, he
appears as a '"modern" poet born before his time., But his

poetry defies such simplifications. » poem li%e "The Carden",

or "Upon Appleton House", or "bamon the Mower', is not so
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patently an experience as Wordsworth's "The Da“fodils", or
Clare's nature sonnets; nor ie it so natently a moral or
rhilosophical statenent as ‘lerrick's "To the Virgins, to make
maich of Time", or ilerbert's "Vertue'. liarvell had the good
fortune to bo writinr a2t a time when the resources of the
classical and ascholastic traditions were still available to
noetry as a vital force. i@ also had the good Tortune to
pogsgss a more developed or acute senritivity to the Torms of
the natural world than most of his contemporaries among the
poeots, and to live at a time when such a gift was veglnning
to be felt necessary to the art of peetrye.

It is outside the ccope of this study to domonstrate
exactly where larvell volonges in the development of the use
of natural details in Inglish literature, but the examination
of the detailes themrelves, and of their function in the
context of individual poems, cgives an incicction of the
changing direction of one movewent of mid-seventeenth-century
verse = a novenment which was to sesure major proportions in
the eighteenth century, and culminate in the noetry of

Vordsworthe.
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