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Preface

This study begins by reviewing a number of theories of
metaphysical poetry and, drawing upon these theories,
settles upon a broad definition of metaphysical poetry
which stresses the relatlonship between poetic technique
and the metaphysicals' attempts to eliminate the
dissociation and discord created in the seventeenth century
by the challenges of the new t!iinkers to the older view of
the universe as a network of hierarchical correspondences.
It shows how these poets, associating discord with moral
imperfection, attempted to recover a unified vislion of the
world as a manifestation of the Divine Mind and also how
their use of poetic technique demonstrates this search for
unity. |

A serlies of comparative chapters then place Vaughan
within this tradition. They acknowledge Vaughan's debts to
Donne and Herbert and show, further, how Vaughan's bellef
in man's spiritual perfectiblility is demonstrated In his
dynamic imagery and is a major distinction between his
poetry and that of Donne or Herbert, whose themes and
techniques suggest that perfection can only be attained

after the body's death. The chapter on Traherne shows that



iv
he, 1ike Vaughan, bellieved that unlity could be recovered in
this 1ife and that this bellef Is demonstrated In the
imagery and structure of his poems. A final chapter
comparing Vaughan's poetry with that of Cowley and
Cleveland, shows that despite thelr superficial
similaritles to Vaughan and the other metaphysicals, they
have rejected metaphysical wit as a device for
Imaginatively transforming the world to perfect wholeness.

The purposes of the work have been twofold. The first,
and most Important, has been to show the extent of Henry
Vaughan's individual poetic achievement. The longer | have
worked with the poems, the more convinced | have become
that this achievement was a substantial one. Secondly, |
have tried tc show how Vaughan's poetry |s related to that
of the other metaphysical poets both In theme and in poetic
technique.

| would like to express my gratitude to Professor
William P. Williams for not only helpling me through
numerous revisions of the work but also for giving me much
needed encouragement throughout my preparation of the
manuscript; to Professors Clifford Caruthers and Martin
Kallich for offering me their most beneflicial advice and
criticism; and to Judy Hart and James Joyce for thelr help
in putting the manuscript together. Finally, a speclal
word of thanks must go to my family, whose patience and

asslstance were Invaluable.
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An Overview of the Tradition

It has ween Tifty years since T. S. Elicot said in
cencluding his ravicw of Sir Herbert CGrierson's antholony,
"t woula be a fruitiul work, and one requiring a
substantial booly, to broalk up the classification of Jolinson
(for therc has been nene since) and exiiibit these poets in
all thcir c¢iffercnce of king and dezrec ™l In the
intervenin:g voars, nuneious stuclies have taken up the task
of defining the term Y"metaphvsical'™ and apnlyving the

[

detinition to the poets of the scventzenth century. A

diTficulty with many of these studies, however, has
frequently arisen from the fact that conce tiae critic has
forinulated a definition of metaphysical poetry, this
gevinition begins to color-his readings of various poets
and, consequently, leads him to emphasize tiiose aspects of
the poet's work (conceits, cmblems, strong 1ines) which

sive credence te tho critic's definition.

Tie prollem witn this sort of study, tnen, is that if

the terms In which the tradition is defined are toco narrow

an:d restrictive, certain poets will either have to be
excluded from the tradition cr will be wmisrcad by a critic

wiho is attempting to forcoe tueir werk into conformity with



hhis nreconception of metaphysical poetry. James Smith, for
example, bocause he sees the conceit as the distinguishing
charucteristic of the metaphysical tradition, docs not
inctude Veauzhan as a member of the tradition.?

Jo . Leishman reveals his avarcness of the problem in
the following passarse:

It is, indeed, sasier to perceive certain

ebvicus differancaes between the poetry of

Donne and Jonson than to perceive certain

important rcseisblances, just as it is

ecsiar to nercelive certain superficial

rosamblances between, say, Donne ancd Crashaw

than to becumec awarc of their fundamental

differences. The ultimate purvose of such

zeneralizations, classifications, and distinctions

is to increase awarencss, tc cnable us,

by analysis and comparison, to achicve &

clearer rccognition, a mors intense appreciation,

of the peculiar virtue, the essential

thisness, of whatever literature we may be

studying; this, thougzh, Is a strenuous task,

ana most of us, | fear, tend unconsciously

to manipulate tliese zeneralizations, classifications,
andc distinctions, disrszarding

here, over-cmphasizing there, until we have



spread over everything a veil of custom and
a film of familiarity which shall save us as
mucli as possible from the insupportable fatigue

of thought.3

It is, after all, the "thisness'" of the poetry that is
important. While showinz some disdain for the term
"Jetaphysical School," Leishman does make an essential
dadistinction between tihe "poetry of Donne and the so-called
iwetaphysical Gchool ana that of Jonson and the Classical or
lHoratian School." While the two schools arc in many
respacts similar, hoe Tinas that the metaphysicals finally
can be distinguished by thelr solitariness, privateness,
and self=-containadness, and by their "often dialectical and
dramatic expression' of their c¢ssentially religious
concerns.“‘ Such an understandin:g is helpful, not only in
separating the metaphysicals from the "TriLte of Den," but
also in linking them wlth later devotional poets ang the

1

8]

nco-metanhysicals. Wh suci a breoacd understanding of

metaphysical poetry misght appear te warrant Leishman's

cualification, Yso=called," it is nevertheless possible
that other qualitics ef the poetry--the belief that the
universe is o nctwork of hilerarchical carrespondences, for
exatiple==can be used tc distinguish metaphysical poetry

from the modern poetry which It has influenced. Such other

criteric as the relatively infrequent use of classlcal



nguish them from a larze group

—

allusions, nicanwhile, dist
of Elizabethan poets, wlio shared the metaphysicals' belief
in coerrespondence and hierarchy.

Somethling very much like tnis problen arisaes frequently
in studies of the romantic poets.5 We recognizc a
Romantic Pericd in English Literature at the keginning of
the ninecteentin century, and within this perioc we can
obsarve certain important similarities In thene and in
expression amons the wajor pocts. At the same time, we see
that the term "Rornantic" applies to men of temperaments as
diverse as those of Worasworth and Uyron; anu that tie term
can also be applicu to Spenser and Shekespearc wtih scome
justification. Lecst woe tirow up our hands in despair, we
should romember “r, Leishiman's admonition that the
cbjective of such a study is an understancin: of the

lividual quality of a particular poetic achievement

—

-

-
~

" Thus, the

rather than the sprcacing of "a vell of custon,
roecornition that Donne's lean, masculine lines are in some

respects closer to Wvatt's,

And with @ beck ye shall me call,
And if of ore, that burns alway,
Yo have pity or ruth,

Answer hym Tayver with vea, or nay.

¢ vaar | shall be faine,

-

If it

Yf it be nav: fTrendes, as beforoe.



You shall another man obtayn

And | mine owne, and yours no more.6

than to the quiet dignity of Herbert's,

Sweet day, so cool, sc calia, so bright,
The bridall of the cartin and skie:
The dew shall weep thy fall to night;

For thou must die.7

or the rich imagery of Crashav's,

I saw the curl'c drops, soft & slow,

Come liovering O're the place's head;
Offring their wiiitest sheets of snow

To furnish the fair Infant's bed

1

Forebear, said 1; be not too bold,.

Your fleece is white Eut t'is too co]d.8

is a signiflcant step toward the understanding of hiew Donne
stands apart from (wo poets who are, in many other
. ) o
respaects, very much tike him,
Uhile the breaking up of a classification implies the
existence of a classification, it also implies that the

lassification is composcd of parts which can he isolated

(9}

ana observed., This isolation and olservation is the



objective of the present work. The general term,

' has, like the term "romantic

"rmetaphysical poetry,'
poetry," been established by critical convention, and there
is no reason teo valli at Tts use provided the term is used
s a perspective vrom witich to view an individual poet
-ather than as & shroud for his interment.

Desplite the fact that since William Drummond of
Hawthornden, the term "metaphysical' has been applied with
varying degrees of precision to any number of poets and has
been uscda historically toe describe the writers who belong
to the sane poetic tradition as Donne, ana also to account
for concaits and parcdoxcs in Sycney's Astrophel and Stella

or itilton's "Miobson peans,' critics have, nonctheless,

never quite been ready to abandon it.10 jnsofar as a
tradition exists it is toth os o zeneral literary tradition
ane as o historicel movernznt. Its characteristic poetic
devices are the conceit, the strong line, the liierogzlyph,
and lyrical cialectic, to name only a few of the more
strikinge It has Its histarical roots in the challenges of
the skeptical phiilosophers anc the new scientists to the
unifiad anu hierarchical world visiton of the middle azes
anc the ronaissance. Understood in such a general sense,

' can offer & valuahkle frame

the term "metaphysical poetry,’
Tor viewinz Vauzhan's poetry.
This is not to imply that Vaughan or any of the other

pocts studied here censiderad tihemselves metaphysiczl poets



either in the sense in which Dr. Johnson used the term in
his Life of Cowleyv or In which the term has been used by
any one of a number of critics from that time to the
present. The term, nevertheless, (s useful for describing
a group of poets who seem to have morae in common with each
other than with their predecessors, the Elizabethans; their
contemporaries, the cavalliers; or their successors, the
Augustans. Tie difficulty, of course, arises when we try
to determine exactly what qualities allow us to see these
poets as a ~roup, dsspite their Indivicdual differences.

Dr. Johnson speelis of the violent yoking together of
heterogencous ideas, the discordia congors, as
characteristic of tue metaphysicals; but certainly this was
notning new in Snglish poctry. A conceit is different from
a netapnor in degree rathier than in kind, and the question
of whether the tencor and vehicle are violently yoked or
simply joined tosctiier is likely to be answered morc In
terins of what the reader of the peen expects to find than
in terms of any actual incompatability botween the obhjects

LA

oY comparison. The famwous compass metaphor in "A

Valadiction Foruidding: Mourninz' is surcly no more

violently conceived than is the contral metaphor of the
[}

sonnet by Sannazare, translated by Vyatt, which appears in

- i

[citel's scellany as "The Lovers Life Comparcd to the

Alps''s



Like unto these unmeasurable mmountalnes

So is my painfull life, the burden of yre;

For hye be they, and hye 1s ny desire;

Ana | of tearces, and they be Tull of fountaines;
Undar craggy roclias they have Tull barraen plaines,
Hard theusiites in ne my woefull minde doth tyre,
Stmall fruite and many leaves their toppes do attire,
Vit very small effect great trust in me remaines.
The boystrous windes oft their hve boughes do blast:
Hote sighes in me continually be shed.

Wild beastes in tien, fierce love in me is fed.
Unicoveanle ain |: and they steafast.

07 sinsing birds they have the tune anu note:

, , . . 1
And | alwaies plaintes passing through my throte.1

Few, liowever, woulu consicer this poem metaphysical in

spite of its strained comparisons, althougs!: Donne's lines,

Call her one, mce ancther flve,

delare tapers too, and at our owhe cost die,12

ara not by any objective standards more shociiing or more
viotent than Wyatt's metapliors. llor is Wyatt an isolated
exainple.  Sixteenti century poetry abounds in paradox,
concelit, and pung Lut we accept them easily because they so

obviously belong toc an established convention. 1t is only



by guestioning the convention itself, as Shakespeare does
in "Sonnet 130" or Sir John Davies in his Gulllne Sonnets,
that the violent yoking together of roses and cheeks or
cloak and sorrow becomes apparent,

It is not, then, the concelit which is the
cistinguishing characteristic of metaphysical poetry,
althouzh we may agree wlith Helen Gardner that the
metaphysical poet uses the conceit differently than does

the Petrarchan:

It is the use which they make of the ccnceit anu
the vizorous nature of their cenceits, springing
from the use to which they are put, which is more
iwportant than their frequently learnaed content.
T
The poom has somcthing to say which the conceit
explicates or something to urse which the conceit
helps to forward.

St ectiestesest et et asatsassstesates s tase st
The metaphysical conczit aims at maiking us

ts justness while aumiring its Ingenuity.

concede

In this view, the metaphysical concclit is functional rather
than decorative. It aims at “"proof by enalosy" rather

N . - » -* - l
than dramatization by comparison or amp]lf!cation.l* The

process of invention is Intellectual ratlher than fanciful,
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Its vallidity is dependent, not upon convention, but upon
the rcader's acknowledgment of actual polnts of
correspondence between seemlngly unrelated objects or
ldeas. Thus, the poet's niind Is always at the center of

the poem forging new unities from the disparate elements of

Dryden's Tarous comment that Denne “"perplexes the minds
cf the feir sox with nlce spaculations of philcsophy, when
he should cngage thelr hearts, anc entertain them with the
softness of Tovalls reveals, if not an appreciation of,

at least an important insizht inte the metaphysical

2ility. Some of {he factors wiiich casused this

——
.

3¢Ns

6]

sensikbility to Tall cut of favor will be dealt with later,

but here we can ask why vonne should have written in a
manner trnat secrnica inappropriate, not only tc Tryden, but
woulu have sccned 30, also, to the Fatrarchan lvricists of
the sixteenth century. The reason is not simply
anti=-Petrarchianism, and it is certainly not
anti-Fatrorchanism in the saiie sense as in Sir John Davies.
Donne and the other metaphysicals go bevend merc reaction
to and parcody of the older tradition tc creacte a positive
zasthetic of their own. Dissatisfaction with Petrarchanism

is apparent in Herbert's "Jdordan | M

Who savyes that fictions onely and felse hair

saecome a versa? s there in truth no beautie? (1,2)



11

and Vaughan's "“The Viorld,"

The dotingz Lover in hkis queintest strain
Nid there Complain,
Meer him, his Lute, his fancy, and his flights,

\its sour delights, 16

as well as in Nonne, but it is scldom the major concern of

“the poet., Awareness of this fact led A, Alvarecz tc

comment:

Gut Ponne and his coterle, thouglh Anti-Petrarchan,
vete not in strict formal opposition to anyone
else's aesthetics, for the zood reason that their

maitn Interests were not in technical matters.17

Uhile such a statement may hold true for Vaughan or
Crashaw, Donnc and Herbert were quite Interested in
technical matters. They seam, in splte of their rebellion,
tec owe e great ueal te tihze Petrarchans.

Mlario Praz, in tTact, seces a gzood blit of the Petrarchan

temper renaining itn Donne:

As we survay Dorne's poetry after such a dlstance
of time, we can hardly fail to notlice how nuch thils

poet, whe In a sense led the reaction against
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Petrarchism in England, was himself a Petrarchist,
thanks to his medievally tralned mind. Donne
inust have actually felt in opposltion to the poetry

of his day, ond if he still remained a Petrarchist
te some oxtent, this was due to the fact that, no
matter how strong is one's personal reaction, one
cannot avold belonging to a definite historical

c]imate.18

He showis, further, that Deonne anpleys the conceit, not as
Mlarino, or aven Wvatt, enployed [t, primarily as a means of

avoking surprize in tie reacer. In Donne, the conceit is

always more than a novice producing shocl; it is a part of
the ¢iatoectic or dramatic structurc of the whele poem, 9
In Donne, the structure of the conceit Is niore closaoly
involvaed with the poem's meaning than it had been for the
Jetrorchans. Technigque, to a largze extent, Is content.
Yot, if Donne's use of nmoetaplor roveals a debt te the
fPotrarchans, bhe owes tham nething for his conception of

vioman. ilis mistruesses arc creatures of flesh and bone, and

as Thieodore Spencer s:

feo .
}'..‘Jo

(

I¥ one's relations with one's mistress
were to pe looked at realistically, and one
waere no longser to comparce her cheeks to roscs,

her 1ips to coral, and her teeth to pearl,
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as the sonneteers at this tima were doing;
if one were to think of her as she was,
ana resist any temptation to embellish her
into & romantic symbol, one would perhaps
begin tc question the validity of one's

emotions, and would end by not being in
love at 311.20

Decause he is constantly questioning the valldity of his
emotions, two things immadliately happen to Donne's poetry.
The poems hacome private expressions of individual
concerns; and the automatic assumption of the Petrarchans
that the woman is worthy of ungualified adeoration
disappecars,

Josaeph tlazzvo looks to Clordanc Rruno for an answer to
this problem of how the metaphysical conceit was related to
the continental tradition:

Glordano bruno, the Tirst critic tc

atternpt a formulation of “Yconcettismo,! as

the "meotaphysical" style was known in ltaly,

bersan his arrument to De #1101 erojcl furori with

an attaclt on tlie Fetrarchan theory of in-

spiration. For tihe older notion of "amore"

cirectea toward personal beauty, BRruno

attemipted to substitute the idea of "heroic



love" dirccted toward the universe. The
second kind of love he interprets as the
gift which both the philoscpher and the

poet have for perceiving the unity of dls=
similars or, in cther terms, for making
heteroganeous analogies, Thus, for 3runo,
"moetaplhivsical" poctry was essentially
concerned with perceiving end exprassing the

universal corraspondences in his universe.21

Yct the poems in Dg 21l erolci furori look, In many
respects, much like conventional Petrarchan love poems.
The difference is that, for 2runo, the contemplation of
earthly beauty always lcads hizher, toward the Cne, who

present in a1l pnysical realitys

rmor, per cuil tant'alto i1 ver discerno,
chlapre 1c porte ¢i diamante e nere,

par 211 occhi cntre i1 tilo nume; e par vedoare
nascae, vive, si nutre, ha reono eterno,

Fa scerger quanto ha 'l ¢iel, terra ed Infernc,
fo presenti d'absenti offigic vere,

epliga Tforze, ecol tirar caritto, fere

- - - - n
e impiaza scipr i1 cor, scuopre 1' interno.?22

Tommaso Campanclla savs in "odo di fllnsofara" that the

14

is



— worlc is & book, written in metaphor. The ways of God are

revealed in conceits to those who khow how to view nature.

11T mondo & i1 libro dove i1 Senno eternc
scrisse | proprl concetti, e vivo templo
dove, pingendo i gesti ¢ '1 proprio esenpio,
di statue vive orno 1'imo e '1 supernou}
cerch'oeni spirto qui 1'erte ¢ Y1 zoverno
leszere e contemplar, per ncen tarsi cnplo,

debba, e dir sussat-=lo 1'universo adempic,
2

w

nio contemplando a tutte cose intecrnc,=--

And because tGod had written the becok of nature in metapnor,
it was possible for man, who was mace in Goa's imace, to
further Cod's work by crecating his own books composed of
concelits, celehrating awarenass of the One's presence in
the many., The "nice speculations' with which Donne
perplexed the minus of the fair sex result from this
"herolc Tove" e is as concerned with defininz the nature
of his love as he is with praising the charms of his lover.
Yet wirile this sort of phiilosophical wooing disturbed
Lryden and caused €. 5. Lewis to remark that "Donne never
for lonyr zets rid of a medieval sense of the sinfulness of

n2k Joan Bennett points out that Tor Donne the

sexuality,
phvysical beauty of o woman was a corporcal erbodiment of

divine beauty. Love for o particular woman was love for
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the universe, partly because the woman was a microcosm, but
more Importantly becausc Donne felt fhat the physical werld
was a manifestation of the divine and that man's role was
to live in both worlds and to see the analogies and
correspondences between them., Miss Dennett shows this
characteristic very clearly in her sensitive reading of
"Alre and Angells." 5he points out that for Donne the

' of love was rcecalized by the lover's rcaching out

Yourity'
beyond tha particular physical eubodiment of love and
beauty into the pure, unchanring essences of these

25 To put it another way, Donne is not in lcve

qualities.
with the idea of love, but with a particular woman as the
embodiment of the ideal.

For the mataphysical poet, nothing exists In isolation,
ana thc characteristic devices of wit are used to force
this recoznition upon the recder. Professor Smith polints
out that "metapliysical problems rise out of pairs of
oppusites that beliave alwost exactly as do the elements of
a rctaphysical conceit.”26 This is true, and an
uncerstanding of how it is true is e¢ssential to the
understanding of metaphysical poetry and cf the difference
bztween pocts such as Donne, Heriert, and Vaughan, who take
their metaphysics seriously and poets such as Cowley and
Cleveland, who tend te affect the metaphysics. By
partalking of both the many and the One, the conceit

cemonstrates e well as osserts unity. It aclinowledges the
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varlety, but also the unity of the world and asserts the
power of the intellect as a forger of unity. The
correspcndence takes shape in the poet's imasination, but
it is not, theretore, less real, or at least the poet would
not have us believe it Tess real because of its origin in
the mind. The metaphysical conceit, symbol, analogy, pun,
anc hieroglyph all worlk toward this revelation of
correspondencae. !lerbert's shaped poeiis are only the nost
ocvious examples of the poctic deizonstration of
corresponuence. For liim, the hicrozlyph served essentially
the same function that tie conceit had served for Dohné.
"The iHliero;lyph recrescented to ierbert a fuslon of the
spiritual and material, of the rational anc sensuous, Iin
the essential terms of formal relationships.“27 The
intellect Is zlweys at the center of the poei, drawving upon
the two worlds ana demonstrating analogy and correspondence.
In "The CQuidditie," lierbert reveels his conception of the

pocii's function:

1t is no office, art, or news,
Hor the LExchange, or busie Hall;
But it is that which while | use

I am with tihee, and most take all. (9-12)

The poctry, thus, represents an attempt to use the poet's

creative fTaculties as & imeans of bringing the physical
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world under the dominlon of the ideal.

Even Crashiaw, who at flrst seems to luxuriate In the
sensual, flnally moves bevond the physical realities, so
that he would, as Austin Warren savs, ''holdly appropriate
thie whole range of scnsuous experience as symbolic of the
inner life." Warren says further that "his metaphors yet
form & scries of looscly deflined analogies and antitheses
ana cross rofercnces, o system of motifs syinbolically

xpressive of themes and criotions persistently his. "¢
Thus, for Crashaw, also, the spiritual and the material are
£

fused in poetry, &s in this passaze from his hymn "To the

Lame of Josus':

Zring A1l tiie Powrcs of Praise
Your Provinces of well=uniteu Worlds can raise;
Bring A1l your Lutes & lHarps of Heavn & Zarth;
What e're cooperates to The common mirthe

Vaessells of vaecall Jeoves,
Or You, more naoblie Architects of Intellectual illoise,
Cymballs of iHeav'n or Human sphears,
Solliciters of Soules ar Lares;

And when you'lare come, with A1l
That you can brins or we can call;

0 mav vou Tix

For aver horz, & mix

Your sulves inte thie long
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And cverlasting series of a deathlesse Song;
dix all your many YWorlds, Above,
And loose them into One of Love,
Chear thee my Heart!
For thou too hast thy Part

And Place in the Great Throng

OF Thils unucundoew All=imbracing Sonz.

Y

Powras of my Scul, bhe Proud!

And spaake Towa
Te @11 the dear=bouiht ations This Redeemingz MName,
Anc in the VWealth of one Rich Vlord proclaim
Low Similes to lNature. (72=-396)

The "deathlesse Song®

unites tne worids of "“Heavn & Earth"
mixinz them into "One of Love,'" as tihe Yone Rich Word,"
Josus (the vord made flesh), proclaims "Mew Similes to
fiature.s"  Thus, for Crashaw, Christ Lecomes the perfect
symbol of thae union cf the ideal and the phiysical, and
through lovae of Chirist mman ‘discovers that the world is full
of simile, analojgy, ant corruspondeﬁée.

For Traherne, likewise, the two worlds are properly
seen as one. It is only man's clouded vislion which causes
him to separate the material from the ldeal., His poem,
"Hosanna' echoes the sentiments, even the language of the

tvo passazes fTrom Herbort and Crashaw quoted aboves
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o more, HNo more shall Clouds cclyps my Treasures,
Mor vile Shades obscure iy highest Pleasures;
No more shall earthen lusks confine
iy Rlessinzs which do shine
Jithin the Skies, or els abov:

Roth Werlds one Heven made by Lov.29

Here arc the two separate worlds, combined into "one lleven
racde by Lov," just as for Crashaw the pluralities are lost
in tlhe "One of Love. " Azain, in the same poer, Traherne
seems to echo the passaze quoted from Herbert's "The
Nuidditlie," when atter rejectins trunks, dishes, and ropes

of pearl, he says:

My Thoughts on Things remaing
Cr els like vital Reams
Tiiey reach to, shine on, quicken Things, and make

Them truly Usefull; while | A1l partaie. (57-60)

Tiils desire to ﬂquicken Things" is the quintessential
characteristic of the nmetaphysical poet. Because, like
Herbert, he desiraes tc "most take &11," he constantly works
toward assertion and dermonstration of the unity of the
temporal with the spiritual. 1t is only witen the physical
world is brought uncer the dominion of the rizht=thinking

intellect that the clouds begin to disperse, the husks and
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shells of objects are thrown away, and the true beauty and
unity of nature's "un~bounced All=imbracing Song" is
revealed.

Althouzh he understood that insofzar as they were
splritual, all objects had a common grounc of being, the
metaphysical poet also understcod thot insofar as these
objects were material, they had husks or shells and were
1Imited and separate. The common spiritual ground was
apparcnt in the presence In dissimilar phencmenal objects
of common forms==-sotft anu harda, lonz and short, round and
straizhit, for cxanple. The limitation of the physica]
rcali was apparcnt in the insscapable points of
differentiation which zave objects their individual
identities., It is Trom this tension betwean similarity and
dissimilarity, or betwecn the One and the many, that
metaphysical poetry darives much of its characteristic
intellactual and eorotional intensity.

his concern is reccanized by Smith, but because he
centers his theory of metaphysical poetry around the
conceit, ha fails to show adequately how the philosophical
problem cf the One and the many is related te the poetic
practices of the metapnysicals. lihile they may derive
from aiffaerent tracvitions, the enbleris and hiecrogmlyphs of
Herbert and the barogue symbols of Crashaw zre also poetic
mcans of dealing wlth the problem of ccrrespondence. In

metaphysical poetry, then, wit becomes a means of creating
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figures which explore the problem of unity and plurality;
It centers upon tenslion between the plurality of the
phenomenal world and the unity of the ideal world, The
poetic imagination draws from bothh the phenomenal and the
ideal in an attempt to forge an aesthetic unity between
ther and to recover a wholly unified vision of the world.

It is not surprising that such a poetic sensibility
should emerge from the early scventeenth century,
particularly among writers of Angle-Catholic persuasion.
50 much has becn written about the destruction of the
Renaissance world vislton and the resultant divided
sensibility whichh has characterizecd man from the
seventeenth century to the present that little need be
repeated here, except as it relates directly to the
purnoses of this study.30 The Yclear anc zqual glass'
throuzh which Bacon advocated that man view hils
surrounuings was, of course, the glass of induction. In
is rejecticn of scholasticism, witii all its superstitions
and misconceptions about the nature of the physical world,
he gava expression to the new patterns of thought against
wiiich the metaphysicals were revelling. The whole
scholastic conception of order, hicrarchy, and
cerrasponaence had its rooits in religious Taith anu was
based upon the beliet that understanding of the phenomenal
vorld could be deducza Trom metephysical preitises. As

casil Willey points out: "1t may bhe said, then, that for
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the scholastics there was little or no distinction between
a '"fact' and a theologlical 'truth'. For them the important
consideration was not how thinzs behave, or what their
history mizht be, but how they were linked with Total
Deing, and what, in a ward, was their metapnysical
status.'"31

The general thirust cf tihie new philosophy, howaever, was
not only to expose the errors which had boen accepted as
"fact' by the schooluen, but alse, and rore importantly, to
separate natural scicince Trom theology. The earth was one
thing; heaven was anather. ilan could deduce ncthing
sisnificant avbout the physical world from his knowleuge of

the spirftual. Sir Francis Sacon says in lovum Crranum:

But | say that thnose foelish anu apish Imaies
c¢Y worlas which the phitloscopliies of men have
created in philesophical systems, must be
utterly scattered te the winds, De It kacwn
thien how vast a difference there is . . .

(]

between the ldols of the human minc and the

ldeas of the wivine. Tihe former are nothing
more than arbitrary abstractions; the latter
arc the Creator's own stamp upon creation,

inmpressed and defined In matter by true and

cxguisito 1ines.32
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rletaphysical poetry, In the sense that the term has been
used here, Is obviously incompatible with such a vision,
and the decline of metaphyslical poetry in Cowley and
Cleveland is directly related to the trliumph of the new
science over the occult sciences anu of reason and analysis
over revelation and intuition. By Its very nature,
metaphysical poetry denies the skeptical clalm of
“ontaicne, "The world is but variety and dissemblance."33
It is a recassertion of correspondence between temporal and
divine and of man's ability toc discover and demonstrate the
points of correspondence.

The occult scicnces, therefore, scrve as an important
source of imazery for many of those poets who were so
firmly opposec to the teachings of the new scientists.
Althouzh most obvious in Vaughan, Hermetic imagery Is
important also in Donne anc in !erbert, whose poem "The

E1ixir" gives an inuication of how the metaphysicals 1inkecd

occult philosophy with their own concerns as poets:

A man that looks on ~lasse,
In it may stoy his eye;
Or it he pleaseth, throuczh it passe
And then the hecav'n cspy.
A1l may of thee partake;
Hothinx can be so mean,

Which with his tincture (for thy sake)
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Hill not grow bright and clean. (¢~-16) - -

Man in zeneral, but the poet especially, must pass beyond
the physical nature of an object to discover how all
phenomena partake of the ideal and are filnally united In
God. The parenthetic clause "for thy sake" is the elixir,
or the philoscpher's stone, which allowe the right=thinking
mindg tou alter the nature of the phencemenal world,
elininating the apparent conflict between tihe unity of the
idecal and the plurality of the phenomenal==it "turneth z11

te zold."  In the words of J. F., Agrippa's English

trunslator:

To hiave a bare nction of & Deity, tc apprehend

soma notlions of the Celeastials, teczether with

the common operations thereof, and tc conccive

of some Terrcstrial producticns, is hut what Is super-
ficial and vulgar; DPut this is true, this is sublime,
this Dccult PHILOSOPHY; to understand the mysterious
influence of the Intellectual world upon the Celestial,
anc of both upon the Terrest(r] ial; and to know how to
to dispose and Tit our sclves so, as to be capable of
receiving those superlor operations, whereby we may be
able to opcrate wonderful things, which indeed secem
impossible, or &t least unlawfull, when as indeed they

may be atfected by & naturall power and without either



offence to God, or violation of Religion.

The intellect, then,

26
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Is the central force, dwelling between

the terrestrial and the celestial, searching for unity,

correspondence, and

means of

worlid., The prccess s

rational

influence and using this knowledge as a
interpreting anc even controlling the physical
intultive and perceptive rather than

and analytical==-thus Yerbert's eriphasis upon right

reason as a precondition to the attainment of the secret of

the philosopher's steone. So long as

glass rather tiian through it, he

mercly physical, tihe fragnented

unified vision of the poet, however,

fragzmentation and

gualities are not essential and that

oring them under the dominion of the

Hinatul of the dissociation and

appcarca to be consequences of l'l'lﬁn'S

must be contented with

and dissociated.

a man lcoks”ét the
the
The

acknowledges

dissociation but ccntends that these

the intellect can
ideal.
fracirentation which

immorality, the

metapiiysicals sousht to achieve a purity of spirit which

woula aliuw them to see the true

appearcd In the wmind cf God,

to be transformed, but

lmazinative, as the

unity of the world as

Tiiec phenomenal

rizht=thinking po

it

world needed

the transtormation was te be

ot sougsnt to

deisonstrate that the discard of the world was mercly an

illusion of wman's sin ¢

functional, thercefore, in that

bhecloudoed vision. The

|2

lmarery bocame

it demonstrated within the
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context of the poen, the poet's attempts to Imaginatively
“transform his imperfect and fragmented world to a perfect
unity.

The metaphysical pcet, then, is concerned with
reasserting and re=dafining the 1links between the ldeal and
the phenomenal. A baslic asshmption of the peoetry is not
enly that such 1links exist, but also that it Is the poet's
function to discover them and to demonstrate how they
provide a harmony of cerrespoendence and inter=relationship
chncompassing even the most apparently dissociated
phenomena. The terms of this definition are admittedly
zeneral. | have tricd to show that specific aspects of the
metaphysical style: conceit, erblen, and paradox, for
axample, may appear in poets who are not propetrly
considered metaphysical, but when the mataphysical poet
uses them they arce charsed with a particular kind of
philosapiniical significance. Such quallities as the strong
line, the private volce, the recondite imagery are also
sthiarcd with poets who do not belong to the same tradition.
Therefore, while the mctaphysical poets made use of all of
these devices, they are common but not necessarily
distinguishing characteristics of metaphysical poetry.

The degree of emphasis & particular poet places upon
the need to transcend tiie phenomenal is a matter of
individual temperament. It becomas apparent in the extent

of his emphasis upon unity, harmony, and immutability, as
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opposed to variety, discord, and decay; and also in the

extent to which he finds his very physlcal existence a
hindrance to total awareness. Thus, Herbert bellieves it is
possible for man to so temper himself that God is present
in every thought anu action; donne 1s less confident of
man's ability to free himself from the bonds of sin and to
realize Cod's presence; while Vaughan, acknowledging divine
inmanence, believes that total union with God demands that
man finally transcend the material world through marriage
to Christ. Seeing that a particular poct belongs to the
metaphysical tradition, than, is cnly a first step toward
the breaking up of Dr. Johinson's classification. YWe must
finally try to move toward &n understanding of the poet's
individual accomplisiunent as well as of his relatioenship to
other poets working within the same tracdition.

Fer numarous reasons, this problam has particular
importance Tor thoe student of llenry Vaughan., HMost
obviously, Vau:shan's poctry is Lighly derivative, even to

the cxtent of his Leins celled a plaglarist and lacking in

5

W

crlicinality. Seconuly, Vaughan has very real
similarities, not only to his contemporarles, but also to
such later wrliters as Wordsworth, Emerson, and Beaudelaire;
over-emphasis upon his similarity to these later writers
ocbscures those asvects of his work wihiich have firm roots In

the seventeenth century. Finally, while critics of Vauzhen

have recognized the neea ta Tink him with a tradition, they
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have chosen, generally, to deal with underlying
philosophical or religlious traditlons rather than with
poectic traditions wiiich would reveal the manner in which
Vaughan gives pceetic expression to his ideas. This Is not
te nifnimize the importcnce of source studies; no one can
fully appreciate VYaughan without some knowledge of
Hermeticism or of Christian neco=Platonism. Mevertheless,
if it is also true, as Professor Garner asserts, that
Vaugzhan's peetry is the re-creation of experience; perhaps
it is time to direct our attention toward an understanding
of Vaughan's place in the tradition of metaphysical
poetry.36 While it is certainly true that Vaughan is
hizhly derivative, drawins imazes and symbols from a
variety of sources (the 3iblce, the Hermetic philosophers,
centeipuorary noets, and the Welsh countryside), these
sources are less important for this stucdy than the manner
in which Vaughan uses them.

Because sonie of the most perceptive criticism of
Vaughian has been the result of the comparison with Herbert
whiclh most critics fecl obliged to undertake, it would also
scem profitakble to undertake the same sort of comparative
study with respact to tihe other poets who have been
traditionally considercd members of the same schnool. [
the similaritices between Vaughian and Donne are less obvious
than the simllaritiecs between Vaughan and Yerbert, an

intensive comparison can, nhevertheless, uncover the preclse



nature of the differences and also can reveal any
significant simlilarities which might explain why both men
can be included in the same pocetic school or tradition.
Numerous general studies of the metaphysicals have
deimonstrated the value of brealking up Dr. Johnson's
classification, while the work of !trat-Husain and Louls
liartz has shown the value of providing a constant
parspective from which to view the various poets studied.
Ly using the work of @ sinzle poet as the constant factor
in a comparative study, we not only have an cpportunity to
zet an overview of tho tradition, but we have also an
opportunity to see thiat poet's individual characteristics
more clearly Ly obsuerving his relationship to those with

wholi ne is studied.
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Vaughan and Donne:

Transformation and Purgation

Probably no quality of the poetry of John Donne. is more
arresting, particularliy to the reader who comes to him from
the poetry of the sixteenth century, than its Immediacy,
its Intense Iinteliectual and emotional power. This is not
to say that Donne was more sincere than hls predecessors,
but that in his poetry we sense a new kind of sincerity.
The poet has allowed us to see thirough his persona more
clearly than ever before in English poetry. We are allowed
into the mind, even the heart, of the poet as he stands
between two worlds trying to forge his experience into a
unified whole. In Donne, especially, there are alwqys two
antithetical worlds: scholastic and skeptic, profane and
sacred, finite and infinite, life and death, heaven and
hell, But while Donne's wortd was composed of polarities,
he took up the task of binding them together. Because
learning and restless curlosity combined in him wilth
intense honesty and powerful emotions, he had frequent
difficulty reconciling the opposites which troubled him so
greatly. The poetry Iitself is argumentative, dramatic,

personal, and unadorned; and if there Is a shift in



thematic emphasis In the divine poems, it reveals Donne's
growing commitment to his God, a commitment which ended in
the well-earned peace of death so eloquently described by
| zaak Walton and by Donne himself.1

Vaughan's poetry also grew ocut of an awareness of
opposites, although his reaction to them was not Donne's.
While with Vaughan we are accustomed to speaking of
"conversion'" from amatory to religious verse, the once
commonplace distinction between Jack Donne, man about
London, and John Donne, Dean of St. Paul's, Is not nearly
so sharp as the distinction between the two stages of
Vaughan's career. Perhaps because he was less sensually
inclined to begin with or because he was by nature more
inclined to meditation than to action, Vaughan seems to
have escaped his past more easily and more thoroughly than
Donne. His poems, particularly Poems (1646) and Qlor
Liganus (completed in 1647, but not published until 1651)
lack that dramatic immediacy which we associate with Donne.
The voice in the earlier poems is decidedly public, and it
is not until Silex Scintillans that Vaughan achieves
anything 1ike the kind of Intimacy that runs throughout
Donne's poetry. However, even Iin hls later devotional
works, one senses that desplite thelr many similarities
Vaughan is travelling over different ground than had Donne.

In his brief chapter on Donne, Garner states:

39
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In comparison with a poetry like Donne's, which
seems, as is typlcally said, hacked out of Immediate
physical experience and beaten wittily Into expression
from scholasticism, loglic, sclence, and mathematics,
Henry Vaughan's allegorical refinements of feeling
seem to pale into tenuous and rarlfled gropings for
the Indefinable.
Moreover, the robustness of a religlious poetry like
Donne's and the inherent tensions which the rebelllous
faculties create in conflict with devotlion have a
particular appeal to our psychologically oriented
culture and seem Initally more virile than the
unfull1filled longing for transcendence which washes

over Vaughan.2

Vaughan is ﬁlonging for transcendence,' groping for the
indefinable, while Donne is wrestling with the rebellious
faculties. |If both men were travelling the same path,
Vaughan would seem to have progressed a stage further,
passing through the purgative stage more easlily than Donne
and moving on to the !l1luminative stage and to the dark
night.

In fact, most of Vaughan's confllicts arise In the more
advanced stages of the mystical journey; they are born of

his longing for union with the One, while Donne works out
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most of his conflicts at the purgative stage, attempting to
account for the sensual and material. Vaughan is quite
ready to admit that physical reality consists of mere masks
and shadows which cloud his vision, but Donne will not cast
off the world of the senses quite so easily. He constantly
questlons the relationship between the temporal and the
spiritual and is less concerned with knowing the
transcendence of God than he is with understanding the
extent of God's immanence. Because Donne is concerned
primarily with the lower levels of the mystical experience,
it is somewhat misleading to use the term "mystical" with
regard to his poetry. The term implies the existence of a
quest upon which Donne seems never to have consciously
embarked. He demands to know his relationship to God, but
he does not demand to see God face to face. The
fulfillment he seeks is one of certainty rather than of
unity. He knows, although he does not much like it, that
the unity will come only after death and resurrection.
Helen White suggests much the same thing when, in
enumerating the traits that kept Donne from the mystical
path, she says: '"That [hhich kept him from becoming a
mystic] is his exquisite and thoroughgoing individuality,
his gloriously full realization of his own entity and of
the thousands of unlique moments of conscliousness that have

nd

piled up the store of his experlience. Both Donne and

Vaughan share this concern for the relationship between



body and spirit, but In Vaughan the relationship between
temporal and divine is clearer. He seems to have settled
for himself the questions which caused Donne such angulsh.
Whatever the merlits of Vaughan's secular verse, it
provides 1ittle insight into the devotional poetry of Silex
Scintillans. Despite occasional echoes of Donne, as in “To
Amoret gone from him'" and "To Amoret, of the difference
'twixt him, and other lovers, and what true Love Is," the
poems share little of Donne's passion and intellectual
toughness, The mixture of love, tavern, and occasional
poems in Poems offers only the slightest foreshadowing of
the later devotional verse in a chance image, as the "vast
Ring,/amidst these golden glories" in '"To Amoret,
Walking Iin a Starry Evening," "This endliess holy

" or the occasional Hermetic

fire" in "A Song to Amoret,
references in "To Amoret Weeping" and "In Amicum
foeneratorem." Generally, however, the poems are more In
the Jonsonian than in the Donnian manner.

Vaughan says, in the dedication to Pgems:

My more calme Ambition, amidst the common noise
hath thus exposed me to the World: You have here a
Flame, bright only In its own Innocence, that
kindles nothing but a generous Thought; which
though 1t may warme the Bloud, the fire at hlghest

is but Platonick, and the Commotion, within these

L2
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1imits, excludes Danger. (p. 2)

The opening verse speaks of his admiration for "Great BEN"
and "Then Randolph," but while he speaks of souls "Freed
from the tyranny of clay" the scene is '"the Elysian fields"
rather than a Christian heaven, and there Is no attempt to
explore the tension between body and soul. The amatory
poems are generally complaints and blazons rather than
seductlion poems. Nor does Vaughan ever question the
morality of his love, Amoret is idealized all too easily.
Love is a tyrant, who alternately kills and revives the
poet with glances and sighs. Vaughan does, 1ike Donne,
discriminate between garltas and cupiditas, but unlike
Donne, his love is always perfect, constant, and Platonic.
Despite the obvious theft of a line from Donne's "A
Valediction: forbidding mourning," Vaughan's "To Amoret
gone from him" Is one of the most promising poems of the
early volume. A brief examination of it will do much to

reveal the general character of these early works:

To Amoret gone from him,

Fancy, and 1, last Evening walkt,
And, Amoret, of thee we talkt;
The West just then had stolne the Sun,

And his last blushes were begun:
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We sate, and markt how everything
Did mourne his absence; How the Spring
That smi1'd, and curl'd about his beames,
Whitst he was here now check'd her streames:
The wanton Eddles of her face
Were taught lesse noise, and smoother grace;
And in a slow, sad channell went,
Whisp'ring the banks thelr discontent:
The carelesse ranks of flowers that spread
Their perfum'd bosomes to his head,
And with an open, free Embrace,
Did entertaine his beamy face;
Like absent friends point to the West,
And on that weake reflectlion feast.
[f Creatures then that have no sence,
But the loose tye of influence,
{Though fate, and tlme each day remove
Those thlings that element their love)
At such vast distance can agree,

Why, Amoret, why should not wee.

Like much of his later poetry, this poem makes considerable
use of nature Imagery. The world of man is compared with
the non~human world, and Vaughan concludes that we would do
well to imitate the flowers and streams which react from

influence rather than from reason or passion. The



' are In natural harmony with

creatures 'that have no sence,'
one another; but man's superior gifts are paradoxical since
they give a consclious awareness of sense impressions which,
while creating stronger ties than the tlies of influence,
also tends to glve disproportionate significance to "those
things that element their love," the sensory components of
experience. Vaughan suggests not that the lovers should
become independent of time and fate by forcing themselves
into attitudes of indifference toward each other, but that
they should use thelr superior faculties to build ties of
love between themselves like the ties of Influence between
sub-sensate creatures. The lovers, however, will move
above the level of sense, and in doing so will
paradoxically become 1ike the streams and flowers in that
both are independent of the world of sense.

The poem, then, does make use of dialectic, but does
not have the dramatic quality we associate so closely with

Donne. As Professor Alvarez says:

Carew and the others use their brilllant

openings simply as a means of striking an attlitude.
From that position of security they debate, but
move forward very little. 1t can be seen in their
language which, even when colloquial, is always
highly polished; they rarely risk Donne's metrical

irreguiarities.

45
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The personifications of Fancy and the West, together with
the concelt of the West blushing from having stolen the
sun, are, perhaps, Inventive and witty; but they are not
central to the argument of the poem. The argument, In
fact, does not begin until line five where we are told, "We
sate and markt how every thing/Dld mourne his absence.”
Here the personification combines with the concept of
sympathy and influence In nature to polnt up the
relatlonship between human love and the sympathy of
sub~sensate creatures. Still, the tone is polished and
smooth. The poetic voice is public. There Is no
suggestlion of strain or uncertainty, and the tetrameter
couplets work together with the lush nature Imagery and the
portralt of the persona's solltary reflection to create the
kind of warm Platonic glow that Vaughan, In his dedication,
claims to be presenting.

Donne's ﬁA Valediction: forbidding mourning,'" on the
other hand, builds its dialectic steadily from the first
stanza, working slowly through arguments drawn from
rellgion, astronomy, phlilosophy, metallurgy, and geometry.
Each one refines and develops the preceding argument.

Donne beglns by contrasting the perfect calm with which a
virtuous man faces death wlth the implled fear which would
characterize the sinner's confrontatlon with death. He
suggests that he and hls lover should In this brief parting

resemble the virtuous rather than the sinful. There is no
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need to make a spectacle of themselves before their crass
friends. Their love ls ethereal, pure, and unchanging,
while earth-bound lovers, who find their delight only in
the senses, become distraught when they are separated from
the objects of their delight, "Those things which elemented
it,"

The fifth stanza shifts the emphasis away from the
comparisons of the first four stanzas to a description of
the perfect love shared by Donne and his mistress. Because
their souls can never be separated, they never completely
part; nor can bodily separation destroy thelr love, because
such separation only expands their souls "Like gold to
ayery thinnesse beate." Consequently, the compass
metaphor, perhaps violent out of context, fits perfectly
into the argument of the poem. While it may be the
most radical conceit in the poem, it Is also the most
palpable. Donne devotes three stanzas to its explanation,
while none of the more abstract analogies are so fully
realized. He seems to have known he was being audacious in
taking the ideas so carefully worked out in the first six
stanzas and contracting them into this one powerful
conceit, but he has prepared his readers carefully for
everything except the concretization of his concepts. He
has said that the lovers were Inseparable, that parting
could only expand their love, and now like a teacher in the

classroom, he brings in a visual aid to illustrate his
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point. |If we still don't fully understand, perhaps It .ls
because we belong to the "layetie."

Unlike "To Amoret gone from him," then, "A Valediction:
forbidding mourning" proceeds by carefully reasoned steps
to a final statement that draws Its force and validity from
the argument which has preceded It. Donne works his
argument out dramatically in the course of the poem, while
the course that Vaughan's argument wlll take is immediately
apparent In the lines, "We sate, and markt how everything/
Did mourne his absence." The volce In Donne's poem Is
private rather than public: "T'were prophanation of our
joyes/ To tell the layetie our love." He Is much more
daring metrically, making frequent !nQerslons and
substitutions within the baslic lamblc tetrameter framework.
Donne's Imagery appeals primarily to the Intellect, while
Vaughan largely depends upon sensual imagery for the
creation of a mood which Is favorable to his a}gument.
Vaughan's flowers, bending fthelr perfum'd bosomes'" toward
the West are dolng no more than the fixed foot of Donne's
compass: 9It leans, and hearkens after it," but where
Vaughan offers hls concelt as a casual perception of his
fancy, Donne offers his as a concrete demonstration of the
essentlal unlity of the physically separated lovers. The
concelt, In Donne, Intellectually demonstrates the validlty
of the truth which it asserts.

Alongside Donne, Vaughan's early poetry seems to suffer
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from a lack of positive conviction. When he deals with

sensuous experlence, he seems to be affecting a style
rather than working from any real moral or aesthetic
position. Even In "A Rhapsodie,”" perhaps the earthiest of
his poems, there is no tenslon, no alternative to the
revelry except "two Chruchwardens, and Mortalltie." It Is
a lively poem with some fine descriptive passages of London
street-1ife, but Vaughan does not fit well In the role of
"the down-right Epicure,'" and one gets the feeling that his
mirth Is as forced as are the classical alluslons. This Is
an Inferior "L'Allegro," without "11 Penseroso." Only
later was Vaughan to come to terms with this sort of
experience, and when he did, he was to see It as low and
corrupt. For him, a converslion was necessary before he
could move beyond the fragmented vislion of Isolated
experience to a more comprehensive vislion which was capable
of absorbing and giving meaning to the worid of sensory
experience, Whether a spiritual as well as a poetic
converslion took place, we cannot know with certalnty, but
certainly his later poetry reveals a spiritual depth
scarcely hinted at In these earlier works.

The very limlted nature of any converslon Donne might
have experlenced can be readlly discerned by comparling his
poetic development with Vaughan's. Certainly, Donne's
later poetry does contaln a shift in emphasis from secular

to devotional themes, but such a shift mlight be expected In
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any man who, having spent the passions of his youth, trled
to understand and place them In perspective. However, even
his early poetry lIs characterized by that tension between
the temporal and the eternal which Is so unmistakably
absent from Vaughan's early poetry. Even in 1931, T. S.
Ellot felt that the distinction between Donne the rake and

Donne the divine had been exaggerated:

Nobody now, | suppose, divides Donne's 1Ife into
two periods, one dissolute and lrreligious, the
other a revulsion to Intense and austere plety,

a division so complete as to suggest an alteration
of personallty. We agree that It Is one and the

same man in both early and later llfe.s

The view we take of hlis ﬁconverstonf does, Iindeed, depend
upon our view of "the nature of his rellgious faith." Ellot
is also quite right in assertling that It Is just as easy to
exaggerate Donne's mysticlism as hils dissipation. As

Grierson says:

The passion that burns in Donne's most outspoken
elegies, and wantons in the prIthalamla," Is not
cast out in "The Anniversarle" or "The Canonization,"
but absorbed. it is purifled and enriched by

being brought Into harmony with his whole nature,
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spirltual as well as physical.6

This harmony, which Donne sought so desperately and which
he finally achlieved, resulted, however, from hlis certainty
that his sins had been forgliven, that he was one of the
elect, and that while he could present to God nothing but
sin and misery, God had, nevertheless, éssured him of
salvation. The torment was ended, and Donne, who had
sought so desperately for some understanding of his
relationship to God, had found the certainty which would at
last allow him to whisper to his soul to go.7
Yet the quest for understanding and certainty of one's
relationshlip to the Godhead Is not the same thing as the
quest for unity with the Godhead. Nor does the fact that
the first sort of experlence 1s a prelimlnary stage of the
mystlcal experlience Imply that the man who asplires to the
goal of certainty necessarlly hopes to go any further. |If
it Is necessary, In getting from point A to point C, to
pass through point B, this does not mean that everyone who
travels between points A and B Intends to contlinue on to
point C. The questions that trouble Donne are: How can |
know whether God will forglve my sins? |Is my love for a
woman necessarily Idolatrous or can it lead me to God? Why
canft my splirit be released from bondage to my body? How
much of my attention should | direct toward this world and

how much toward the next? Had he a medleval! mind, he would
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have had no trouble answerlng these questions; were he a
skeptic, he wouldn't have bothered to ask ask them.

Vaughan seems to have answered these questions more
easlily than Donne and to have gone on to seek another sort
of religlous experlence. Hls "tenuous and rarefled
gropings for the Indefinable'" afford him glimpses of the
Godhead, and these glimpses increase his desire for total
union, which Evelyn Underhill calls "the true goal of
mystical growth." Itrat-Husain, in his brilliant study
of mysticism, says: '"the true mark of the mystic is not to
know but to be.S Vaughan's Involvement with the occult
sclences, partly through his brother, Thomas, and partly
through his own work as a doctor, provided him with a
comprehensive symbolic language well sulted to the
description of his experience. Thus, while the
characteristic devices of Donne are logical argument,
dramatic structure, and the concelt; Vaughan's most
characteristic devices are relligious allegory, nature
imagery, and Hermetlc symbols,

Vaughan's poetry, like Donne's, grows out of a concern
for the problem of opposites, but Vaughan moves more easlily
than Donne out of the materlal plane of experience Into the
spiritual. The last three lines of "“The Good Morrow" show
Donne grappling with the problem of the unlity of opposltes.

J. B. Lelshman says of these llines:
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The fact that he and she are completely sufficlient
for one another suggests the Iimage of two hemlspheres,
and thils again suggests the thought that thelr ldeal
world Is more complete and perfect than the real one--
"Without sharpe North, without declining West." But
even yet he Is not satisfled, and he goes on to
illustrate their ldeal unity in terms of the
philosophical notion of simple substance: thelr
souls are so united that they form one simple
substance, and simple substances, God, and the soul
which originates from the breath of God, cannot

perlsh.10

Professor Lelshman's reading Is good, insofar as Donne
Is talking about love as an lideal experience; however, the
poem Is an gubade, and Donne Is not unconscious of the fact
that love Is a physical, as well as an ideal experience.
The pun on the world ﬂdie" ironically undercuts the Ideal
union achieved by the lovers. Llke the lovers in "A
Valediction: forbidding mourning" the lovers are perfectly
united on the ideal plane although they are separated, or
in this case Imperfectly united, on the physical plane.
While the souls achleve a perfect, ideal unity, the bodies
achieve only an imperfect, physical unity in the act of
sexual intercourse. Thus, whlile the souls can become

perfect and Incorruptible, the bodies remaln Imperfect and
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mortal. Yet, the poem may contain still another twlist
since Donne belleved that the body as well as the soul
would be resurrected "at the last busie day." Thus, the
soul, perfected by love, flnally draws the body, also, to
its perfect l11fe in God. Before It can be transformed,
however, the body must dle. 1In "Of the Progresse of the

Soule” Donne makes this point very clear:

A1l casuall joy doth loud and plainly say,
Only by commlng, that It can away.’

Only Iin Heaven joyes strength Is never spent;
And accldentall thlings are permanent.

Joy of a soules arrlival ne'r decaies;

For that soule ever joyes and ever stales.
Joy that their last great Consummation
Approaches In the resurrectlion;

When earthly bodlies more celestiall

Shall be, then Angels were, for they could fall;
This kind of joy doth every day admit

Degree of growth, but none of losing it. (485-96)

The resurrectlion Is the "last great Consummatlion” when the
body, totally purged of its Imperfection, flnally Is at
harmony with the soul.

While Donne does not make use of Hermetic Imagery in

"The Good=Morrow," the poem does Iindirectly reveal the
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skeptlical attitude toward Alchemy, developed more clearly
in "Loves Alchymie." Carl Jung states in Psvchology and
Alchemy:

The problem of opposites called up by the shadow
plays a great--Indeed the decislve--role In
alchemy, since It leads in the ultimate phase of
the work to the union of opposites in the
archetypal form of the hlerosgames or "chymical
wedding." Here the supreme opposites, male and
female (as in the Chlnese yang and yln), are
melted Into a unity purlified of all opposition

and therefore lncorruptible.11

While Donne frequently uses this conception as a source for
metaphor, he, nevertheless, does not accept the possibility
of achieving transformatlions on the material level. His
poetry probes, but seldom resolves, the problem of unity
and plurality, and, just as his concelts are characterized
by a tension between union and opposition, he senses that
this same tenslon is characteristic of the relatlonship
between body and soul, between man and woman. Death was,
for Donne, a necessary precondition to transformation and
purIfIcatlon; It Is easy, therefore, to understand how
Donne can frequently subject the alchemists to ridicule.

E. H. Duncan, for example, notes several of Donne's
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references to alchemy sayling:

In each of them the opinlion of alchemy Is the

same as that expressed In numerous contemporary
popular satires: that alchemy Is largely
imposture or self deceptlon, alchemists charlatans
or self=gulling dupes, and that all attempts

to get the ellixer or philosopher's stone have

falled.1?

in "Loves Alchemie” Donne equates his search for the
“centrique happinesse" of love with the chymlque's quest
for the ellxir. Both quests, he tells us, are futlle.

Both the alchemist and the lover delude themselves Into
bellieving that they can bring about transformatlions, but
both are folled because, In spite of thelr efforts, the
Ideal cannot bring the materlal entlrely under Its control.
Thus, ﬁthe marrlage of true mlnds? Is frustrated by the
bodies, Jjust as the music of the spheres Is drowned out by
the "dayes rude hoarse minstralsy." The cynicism becomes
devastating ln-the poem's final two 1lnes. The lover,
glorifying hils lady, Is compared to the alchemist,
glorifying hls fpregnant pot.f At thelr best, women are
stli1l subject to death, and the perfect union sought by the
lover turns out In reallity to be nothing more than the

temporary possession of a mummy, |t Is Important to note
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here, however, that the lovers are no less objects of
satire than the alchemlsts.
Donne often exploits the parallels between the
alchemlsts' attempts to purlfy base metals and man's
attempts to purlify himself. In "An Anatomie of the World,"

for example, he says of Elizabeth Drury:

She In whom vertue was so much refin'd

That for Allay unto so pure a minde

She tooke the weaker Sex; shee that could drive
The poisonous tincture, and the staine of Eve,
Out of her thoughts, and deeds; and purlfle

Al1l, by a true religious Alchymie. (177-82)

Here, Impurity Is assoclated with "the stalne of Eve," and
the recovery of perfectlion Is equated with "Ya true

religious Alchymlie." Later, he says of her:

She, from whose influence all Impressions came,

But, by Recelivers Impotencles, lame,

Who, though she could not transubstantiate

All states to gold, yet gullded every state, (415-18)
She that did thus much, and much more could doe,

But that our age was lron, and rustle too. (425-26)
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The world, tainted and Iin Its death throes, Is so enveloped
in sin that she can no longer work her alchemy to save It.
She can glld it, but she cannot transform It to gold. Llke
the mlicrocosm, man; the macrocosm Is '""Quite out of joynt,
almost created lame" (190).

In "Of the Progress of the Soul," as Duncan points out,
Donne agaln makes use of alchemical Imagery to show the

relationship of body to soul.13

She, of whose soul, if we may say, 'twas Gold,
Her body was th' Electrum, and did hold

Many degrees of that. (241-43)

The body, then, Is at best an alloy rather than a pure
substance. While it contains many degrees of gold, Its
Imperfection, nevertheless, is undeniable. It Is the
result of manfs having fallen and consequently having to
know death before he can be perfected. All of this seems
at first glance to make Donne a duallst, asserting that the
materlal Is separate from the spirltual and Is Inherently

corrupt,

But 'tis not so: w'are not retir'd but dampt;

And as our bodlies, so our mindes are crampt:

"Tis shrinking, not close weaving that has thus,

in minde, and body both bedwarfed us.
("Anatomle," 151-54)
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In other words, our Imperfections, 1ike those of the
macrocosm, are the result of our having shrunken from our
prelapsarlan states; we were not close-woven to begin with,
Thus, man, Initlally gold, has been tainted with sin, has
become Impure, and cannot remove the staln of sin which
prevents him from regaining his prelapsarlan purity.

The verse letter "To Sir Edward Herbert. at Julyers,"
explicltly 1inks alchemical imagery with the fall and then
goes on to assert that the corruption of nature Is not
Inherent, but Is due rather to man's diminished condition

after the fall:

As Soules (they say) by our flrst touch, take in
The poysonous tincture of Originall sinne,
So, to the punishments which God doth fling,

Qur apprehension contributes the sting. (19-22)

We do Infuse to what he meant for meat

Corrosivenesse, or Intense cold or heat. (25-26)

Slnce then our businesse Is, to rectifle
Nature, to what she was, Wee'are led awry
By them, who man to us in little show;
Greater then due, no forme we can bestow
On him; for man Into himselfe can draw
A11; A1l his falth can swallow, 'or reason chaw.

(33-38)
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in rectifylng nature, we are removing the taint which has

been cast upon her by the sin of Eve. We are restoring her
to the golden state In which she existed before the fall,
Before we restore her, however, we must restore ourselves
to a condition of purity which will enable us to look on
the world, not lustfully or covetously, but rather as a
creation of God, an embodliment of the ldeal, which, If
viewed properly, can lead man back to God, Thus, the mind
asserts Its power over the phenomenal world and transforms
nature from rusty lron back Into the gold which she was
before the fall,

Thus far, Vaughan and Donne are Indeed very much allke
In thelr conceptions of nature, God, and man. When In

Sllex Scintillans, Vaughan begins to deal with devotional

rather than secular themes, he discovers the need for

purgation:

Go, go, queint folles, sugred sin,
Shadow no more my door;
I will no longer Cobwebs spin,
I'm too much on the score.
The Purles of youth full bloud, and bowles,
Lust In the Robes of Love,
The idle talk of feav'rish souls
Sick with a scarf, or glove;

("lIdle Verse," 1-4, 13-16)
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But whlle Vaughan's casting off of lust Is almost casual In
comparison with Donne's struggles with hls passlons,
nevertheless, 1ike Donne, he assoclates both the corruption
of man and the slickness of the worlid with the fall from

paradlse:

Sure, It was so. Man In those early days
Was not all stone, and Earth,

He shin'd a 1ittle, and by those weak Rays
Had some gl impse of his blrth.

He saw Heaven o'r hls head, and knew from whence
He came (condemned,) hither,

And, as flrst Love draws strongest, so from hence
His mind sure progress'd thither.

Things here were strange unto him: Swet and till
All was a thorn, or weed,

Nor did those last, but (like himself,) dyed still
As soon as they did Seed,

They seem'd to quarrel with him; for that Act
That fel him, foyl'd them all,

He drew the Curse upon the world, and Crakt
The whole frame wlith his fall.

(”Corruptlon," 1-16)

Through the fall, man has lost commerce with heaven and,

consequently, with nature. The whole frame has been
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cracked and cannot be put back together until man purges
himself of sin and nourishes the divine seed which God has
planted In him. This restoration of the world is at the
heart of the alchemical process. The mind exists In a
mlddle state between the celestlal and the terrestrial. It
recelves the Influence of the celestial and makes this
influence operable on the terrestrial level, thus effecting
the transformation of metals and the heallng of the sick.

Nolllius says, for Instance, In Hermetlgcal Physick, which

Vaughan translated:

God hath discovered unto us certain secret-natural
universals, of which some contaln In them the
nature of the whole Heaven, others of the whole
Ailr, and some again of the whole earth, by whose
help most Diseases are easily known and cured.
Moreover specifical, approprlate medlcines, when
they are rightly refined and spiritualized, will
emulate the virtue of the universal, by consuming
radical Impurities & strengthnling the virtue of

the innate humane Balsame. (p. 579)

In order for the mind to be able to receive the heavenly
influence which leads to the procurement of the elixir or
philosopher's stone, it must, itself, be reflned or

purlflied:
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For the innate naturall faculty of all productions
of the earth, Is, by the Chymical dexterity of
these latter sort of Phllosophers, vindlcated from
the drossle adherenclies of the matter, and unlted
with the flrmamentall virtue, or occult quality,
which Is caused and communicated to them, by the
influence of the Stars. This Art of reflning,
and uniting Inferiours to their superiours, makes

a compleat and a successful Physician. (p. 580)

The perfectlon of the materlal worid can only be brought
about by the man who has flrst perfected himself. As long
as man Is not receptlive to divine influence, the frame of
the world Is cracked. He does not see the worklngs of the
?Onef in the many, and, consequently, the phenomena of the
terrestrial world appear fragmented and dissociated. The
connection between Vaughan's medicine and his poetic
practice is apparent in "I walkt the other day (to spend my

hour)':

And yet, how few believe such doctrline springs
From a poor root

Which all the winter sleeps here under foot
And hath no wings

To ralse It to the truth and 1ight of things,

But is stil trod



64
By ev'ry wandring clod. (36-42)

Vaughan sees the flower, covered with snow, cut off from
the light, and trampled by the foot of man as emblematic of
unregenerate nature. But the flower is not dead; It Is
merely sleeping before belng reborn agaln in the spring.

To the perceptive eye, It is an emblem of rebirth and a
material embodiment of God's doctrine., It becomes a
tanglble proof of God's presence in the world. The mass of
men are wandering clods who do not "belleve such doctrine
springs/From a poor root." Vaughan then speaks to God

directly:

0 thoul whose spirit did at flrst Inflame
And warm the dead,

And by a sacred Incubation fed
With 1ife this frame

Which once had nelther, belng, forme, nor name
Grant that | may so

Thy steps track here below,

That in these Masques and shadows | may see
Thy sacred way,

And by those hid ascents climb to that day
Which breaks from thee

Who art In all things, though invisibly. (43-54)
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Through God's Influence, man discovers the quintessential
harmony of the created world., The terrestrial world Is
redeemed from Its apparent Imperfection which was the
result of the fall. The commerce between heaven and man Is
restored, and with It is restored the commerce between man
and nature. Nature ltself becomes a revelation of God's
sacred way, and all things lead man to God., E. C. Pettet
has some difflculty with the poem because he cannot
reconclle what he supposes to be Vaughan's dualism with his

14

love of nature. But, as Garner points out, the evil

1les not In nature herself, but in the apostate will of
man.l% The corruption of nature is due to the fact that
man sees in her only the fskln and shell of things,'" that
Is, the many rather than the One. As man recovers his
former purlty, he Is capable of restorling nature and seeing
that the One Is present in all things.

While the dualistic mode of thought dlid, indeed,
flourish among the alchemists, the evidence for Vaughan's
duallism is almost non-existent. As Evelyn Underhill says,
"It [gold] had for them a value not sordid but Ideal.
Nature, they thought, Is always trylng to make gold; this
incorruptible and perfect thing; and the other metals are

merely the results of the frustration of her original
design;'_'l6 Here, of course, nature's Imperfection Is not
the result of the apostate will, but rather the result of

the Gnostlic duallism which sees the physlical world as
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actually Imperfect and as clearly separate from the ldeal.
If the terrestrlial world is imperfect in gg, perfection can
be achieved only by escape from It or by transformation of
it. This Gnostic or duallistic view of the world Is, as
Professor Garner points out, a basic current of alchemical
thought. Yet, In accepting, as he seems to, Festugiere's
statement that this dualistic current of Hermetism is the
only one that can properly be called mystical, he Is forced
to minimize the Importance of Hermetism in Vaughan's
work.17

Vaughan‘ls most assuredly not a dualist, and most
critlics have agreed that he Is a mystic; nor Is It
reasonable to deny that Vaughan's poetry shows extensive
Hermetic influence. Evelyn Underhill shows, In fact, that
the quest for the philosopher's stone Is in complete accord
with the mysticfs quest for divine realization only when
the magical element Is removed and the alchemy Is of a
spiritual rather than a physical nature. What the
spiritual alchemist produces is "the spiritual and only
valid tincture or Philosopher's Stone; the mystical seed of
transcendental 1ife which should Invade, tinge, and wholly
transmute the Imperfect self Into splritual gold."18
As Underhill points out, both the spiritual and the

physical alchemist seek to restore the world to purity:

The art of the alchemist, whether spiritual or
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physical, conslists In completing the work of
perfection, bringing forth and makling dominant,
as It were, the "latent goldness" which "lies
obscure" in metal or man. The ideal adept of
alchemy was therefore an ?auxlllary of the
Eternal Goodness." By his search for the "Noble
Tincture" which should restore an Iimperfect
world, he became a partner In the business of

creatlon, asslsting the Cosmic Plan.19

If the world was Imperfect In se, it would be necessary to
actually alter the physlical make up of an object before
perfection could be achleved. If, on the other hand, the
imperfectlon was only apparent it would be only necessary
to purge the mind of Impurity before the quintessentlal
unity and purity of nature would be revealed. What the
physlcal alchemlst seeks is power over the many. "In this
hard-earned aquirement of power over the many, he tends to
forget the One."20
Admittedly it is not easy to discriminate between the
physical and the spiritual alchemist, partly because of the
inconsistent and sometimes Intentionally confusing
terminology which the alchemists employed, and partly,
also, because It Is dIfflicult to determine when they are
speaking metaphorlcally and when they are not. The

splritual and the material are so curiously Intertwined
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with the Imaglinative facultles, and the notlion of moral
imperfection Is so thoroughly assoclated with physlica)l
Iimperfection that precise dlscrimlnations are, at best,

difficult to make. Nolllus says, for example In ﬂgimg;lgal

Physick:

Now though our life may be shortened and prolonged;

vet because of the punishment for sinne, we must by the
Immutable decree of the eternal Law, unavoidably die:
for a conjunctlion of different Natures, and things
(suppose a Spirit and a Body) must necessarily induce

a dissolution. (p. 584)

Because of slin, man is Imperfect and must therefore
die. Thls much Is clear. 1t Is also clear that corruption
of the body can be restrained but not eliminated. |Is this
because the body s corrupt In se or because man can never
be entirely free from sin? Unfortunately, Nolllus does not
supply the answer, ascribing the necessity of death simply
to the "conjunction of different Natures." While these two
natures can be brought Into closer harmony, they can never
be totally unified. The Issue Is confused even further in
the sentence: ?lt Is Implous therefore to seek and
impossible to find out such a Medicline, that will carry us
alive beyond those bounds, which the very Father of life

will not have us to transpasse." This Is as much as to say,
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"There Is no elixir, and It Is implous to look for one."
In "Afflictlon" Vaughan seems to have settled the
problem by suggesting that the disease rather than the

medicine Is the true elixlir:

Peace, peace; It is not so. Thou doest miscall
Thy Physick; Pils that change

Thy sick Accesslons into settled health,

This Is the great Elixir that turns gall

To wlne, and sweetness. (1-5)

The antecedent of "This" In llne four can only be
fafflictlon," as the perfect splrit transforms the apparent
corruption of the body Iinto a food which nourlshes the seed
of God In man. The transformatlion, then, Is an Imaginative
one. The body, we might say, is perfect In its

imperfection. Jung makes this point clear:

Alchemy set itself the task of acquiring this
ﬁtreasure hard to attalnf and of producing it in
visible form, as the physical gold or the

panacea or the transforming tincture--in so far
as the art still busied itself In the laboratory.
But since the practlical chemlical work was never
quite free from the unconsclous contents of the

pperator which found expression In It, it was, at
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the same tilme a psychic activity which can best be

compared to what we call the actlive !maglnatlon.21

Vaughan Is answering the question posed by Nolllus by
shifting the effects of the ellxir to the the Intellectual
rather than the physical plane. It Is as though Vaughan,
11ke Donne, understood that finally the turning of base
metals Into gold was as Impossible as was the productlon of
an elixir which would grant immortallty.

The question of materlal transformation, thus, becomes
anclllary to the question of splritual transformation as
the spliritual quest takes precedence over the quest for
maglical power, "as If the transcendental powers of man,
once roused from sleep, cannot wholly lgnore the true end

for which they are made."22

The transformation Is
Christlianized by making man rather than the external world
the object of transformation, and with man's tranformation,
the illusion of the physical world's Imperfection no longer
exists.

What this amounts to Is a recognition of the
psychological commonplace that man's judgments about the
external world are largely projections of his psyche. The
consequence of the fall, then, Is the divided self In which
the celestial, masculine soul Is at war with the chthonic,

feminine body. Man sees himself as having a dual nature,

and he projects this duality likewlse upon the external
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world. Because Christianity has assoclated God with the
mascul ine principle, the feminine principle has been
degraded and considered inferior. Thus, the soul is higher
than the body; man Is superior to woman; and the heavens
are superior to the earth. The symbol of the uniflied self,
quite naturally, becomes the hermaphrodite, Hermes, and
with the reintegration of the self the conflict between
body and soul ends, as does the projection of this duality
onto the external world. Christ, also, because of hls dual
nature as God-man, represents a fusion of the celestial and
chthonic. |In the words of Carl Jung: "The original
Gnostic myth has undergone a strange transformation: Nous
and Physls are iIndistinguishably one in the prima materia
and have become a patura ahﬁggnglga."23

In this context, one thinks most immediately of Donne's

l1ines from "The Relique,"

Difference of sex no more wee knew,

Then our Guardian Angells doe. (25, 26)

Or those from "“The good-morrow,"

Where can we finde two better hemlspheares

Without Sharp North, without declining West? (17, 18)

“"The Canonization," however, develops this hermaphroditic
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imagery most fully In connectlon with the problem of

dualism:

Call us what you will, wee are made such by love;
Call her one, mee another flye,
We'are Tapers too, and at our owne cost die,
And wee In us finde the'Eagle and the Dove.
The Phoenix ridle hath more wit
By us, we two belng one, are It.
So to one neutrall thing both sexes fit,
Wee dye and rise the same, and prove

Mysterlous by this love. (19-27)

Professor Duncan's readlng of the stanza shows how readlly
it ylelds itself to an alchemical explanatlion. He qulte
rightly connects the phoenix with the philosopher's stone
which purifles and reconciles opposites: '"The mystical
unity of the pair of lovers Is emphasized by the common sex

of the phoenlx.“zu

The phoenix=Christ parallels reinforce
the reconcllliation of Nous and Phvsls and place the
reconcillatlon in a religious context. Because the

mascul Ine=feminine confllict Is resolved and the body and
soul are in perfect harmony, there Is no projection of
Idolatry Into the sex act. On the contrary, the whole

thrust of the poem is that In thelr "mystical union" the

lovers have attalned a kind of purity which is beyond the
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understanding of most men. Their love only appears sinful
to those who, like Adam and Eve after the fall, see the
body as sinful and as separate from the soul,

The symbolism of "“the'Eagle and the Dove' must
unfortunately remain more speculative. Duncan, associating
the dove with whiteness says, "!mportant subservient
operatlions, or substances preliminarily formed Iin the
process, are referred to as the 'flylng eagle' and as an

125 And Plerre Legouls says:

emerging whlteness,
Probably the metaphor of the birds was suggested
by that of the Insects and corrects it; In the
erotic-mystical language of the time Meagle"
stands for "strength" and "dove" for
""tenderness and purity'". . . but the metaphor
of the Phoenix, which comes up In the next line
and proceeds from that of the self-burning
night-moth, makes It likely that the eagle and
the dove also arise from fire. When Joan of
Arc died, a dove was seen ascending to Heaven
« « « and the Romans would let fly an eagle

from near the pyre of thelr emperors.26

Both of these views are reinforced by alchemical
I1lustrations provided by Jung depicting the liberatlon of

the spirit, symbolized by the dove and the eagle, from Its
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bondage In the elements.27 And In “The Exstaslie' Donne

says:

So must pure lovers soules descend
T'affections, and to facultles,
Which sense may reach and apprehend,

Else a great Prince In prison lies. (65-68)

So, the lovers become aware of the eagle and the dove
within them, unite Iin the sex act, immolate themselves,
release the prince from his prison In the flesh, and
discover that they have become "one neutrall thing."
Whether they become the phoenix or the "Phoenix ridle" may
seem a triflling polnt, but the word "mysterlous" In the
last line of the stanza suggests that Donne wishes to place
his emphasis upon the puzzling quality of the lovers?
transformation and to suggest agaln that the secret of hlis
love is, like the secret of the philosopher's stone, a
riddle beyond the comprehension of the uninitiate. This is
quite a distance from the mood of ﬁLove's Alchymie," where
he mocks those who belleve that love can purify and
transform man, The two moods carry over Into the Dlvine
Eggmg to suggest that while he may have found In Anne More
a love which set hls mind wholly on heavenly things and led
him closer to God, he never entirely shook off the burden

of gullt which he bore for the idolatry of hlis “profane
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mlstresses." We have now come full circle and are ready to

consider again the problem of purgation. In dolng so, we
will have to concede at least a partial truth to C. S.
Lewis's statement that "Donne never for long gets rid of a
medieval sense of the sinfulness of sexuality."28 That Is,
Donne knows that sex Is not inherently sinful, but since
the fall man has not been able to engage in sex without an
element of sin. Just as Adam and Eve, In their fallen
states, considered thelr nakedness Indecent and sought to
cover themselves, so man ever since has not been able to
remove the taint which has been cast upon human sexuallty.

Thus, when Donne says,

Our hands ne'r touched the seals
Which nature, Injur'd by late law, sets free,

(29, 30)

he suggests that the sinfulness of sex is not inherent, but
is rather the result of the fact that in his fallen state
man cannot engage in sex without sinning. Thus, conscious

of the inherent purlty of love, he says:

Here the admiring her my mind did whett
To seeke thee God; so streames do show the head,

(?Sonnet Xvii," 5, 6)
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but thinking of the conflicting forces within him he says:

Oh, to vex me, contraryes meete In one:
Inconstancy unnaturally hath begott

A constant habit; that when | would not
I change In vowes and In devotione.

As humorous Is my contritione

As my prophane love, and as soone forgott.

("Sonnet XI1X," 1-6)

He knows, on the one hand, that the body Is not "drosse to

us, but allay," and says in "Alre and Angells,"”

But since my soule, whose child love is,
Takes 1immes of flesh, and else could nothing doe,
More subtile then the parent ls,

Love must not be, but take a body too, (7-10)

but in one of the Heolv Sonnets, he says,

Il am a little world made cunningly
Of Elements, and an Angelike sprlght,
But black sinne hath betrald to endlesse night

My worlds both parts, and (oh) both parts must dle.
("Sonnet V," 1-4)
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Nelther of the parts Is Inherently evil, but "black sinne"

has betrayed "My worlds both parts." Lewis's statement
might, therefore, be revised to read: Donne never for long
gets rid of a sense of his own sinful nature, and,
therefore, never for long gets rid of a medieval sense of
the sinfuilness of sexuality.

To see the contrast with Vaughan, we need only compare
two stanzas dealing with the problem of grace and

salvation:

I have a sinne of feare, that when | have spunne
My last thred, | shall perish on the shore;
Sweare by thy selfe, that at my death thy Sunne
Shall shine as It shines now, and heretofore;
And having done that, Thou hast done,
I have no more.

(YA Hymne to God the Father," 13-18)

Even here, Donne Is preoccupied with the problem of
purgation and with a desire to know whether God's grace
will extend to him. Yet Vaughan, while he acknowledges hlis

sins, has no doubt of hls final end:

Oh God! | know and do confess
My sins are great and still prevall

Most heynous sins and numberless!
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But thy Compassions cannot fall.
If thy sure mercies can be broken,
Then all Is true, my foes have spoken.

("The Agreement," 43-48)

Even ltrat-Husaln, who bases his case for Donne's mysticism
largely on evidence from the sermons, states of Donne: '"He
holds that man can never altogether be free from sin and
that the state of sanctiflcation and purlflcation which can
be attained in thls 1ife can never be so perfect so as to

n29 What Donne

enable us to comprehend the essence of God.
seeks from God are strength and certalnty. He asks God to
batter hls heart, to purge his past sins, and to keep him

from running into new ones:

Only Thou art above, and when towards Thee
By Thy leave | can look, | rise again;

But our old subtle foe so tempteth me

That not one hour myself | can sustain;

(ﬁSonnet 1," 9-12)

"Despalr behind and death before," his "feebled flesh"
wasted by sin, he can only rely upon God's grace to draw
his "iron heart," and at the final judgment to forglve his
slns;

Vaughan, on the other hand, while not unconcerned wlth



79

the need for purgation, glves primary Importance to the
struggle for union with God. Perhaps because he was less
securely tled to the sensuous world In hils early life,
Vaughan's conversion appears more complete than Donne's.

It must have been easy to glve up something that never
meant much to him anyway. Thus, while Donne struggles to
galn the elusive purlty which will allow him to transform
himself and to unify his world, Vaughan seeks to penetrate
the mists and clouds which prevent him from attatning union
wlith his God. In Vaughan, the barrler between man and God
Is one of limitation of vision; In Donne, the barrler Is
man's burden of sin. In Donne the emphasls s always upon
action; In Vaughan, upon vislion. |[In Donne, man's life is a

struggle; In Vaughan, It is a journey. Thus Donne says,

So my devout fits come and go away
Like a fantastic ague: save that here
Those are my best days when | shake with fear.

("Sonnet XIX," 12-14)

whlle Vaughan says,

Thou overcam'st my sinful strength,
And having brought me home, didst there
Shew me that pearl | sought elsewhere.

(9To the Holy Bible," 24-26)
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In one sense, Vaughan's journey leads him from the many

to the One; in another sense, 1t leads him through the many
to the One. He understands that the One Is immanent in the
many by virtue of the seed, ray, or divine spark Implanted
by God. Thus, all creation Is united by Influence and
sympathy. All things move naturally toward their true
being In God. Man, however, slince the fall, has failed to
nourish the seed within himself; he has come to see the
world as a duality; It Is a world of briars and thorns. By
regenerating himself he recovers hls own wholeness and
transforms the world Into a unity. The process is
cumulative., The perception of analogy, sympathy, and
hieroglyph in the macrocosm leads back to the perfectlion of
the self, which leads, In turn, to the further unification
of nature, as the husks and shells of things dissolve and
reveal the presence of the One.

Yet, even this is not enough, for God is both
transcendent and immanent. Final union depends upon man's
transcending the many entirely. It Is useful here to call
to mind "Affllction" where Vaughan shows his awareness of
human limitation but does not equate limitation with
imperfection. Man must flinally transcend the limltations
both of external nature and of his own finite nature. To
know God perfectly, he must elther die physically or come
to live in God "invisible and dim.ﬁ The journey thus moves

through the many and ultimately beyond the many to the One,
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as the physical world dissoives first into mists and
finally vanishes completely In the oneness of God. Thus,

Vaughan says In "They are all gone Into the world of

light':

0 Father of eternal 1life, and all
Created glories under thee!l
Resume thy spirit from this world of thrall

Into true liberty.

Elther disperse these mists, which blot and fi11
My perspective (still) as they pass,
Or else remove me hence unto that hill,

Where | shall need no glass. (33-40)

The final union demands not only the recovery of
pre~-lapsarian purity, but concomlitantly the death of the

ego. Therefore, In "Ascension Hymn" he says:

And yet some
That know to dle
Before death come,
Walk to the skle
Even In this 1life; but all such can

Leave behinde them the old Man. (7-12)
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The wedding to Christ Is a necessary precondition to union,

because He alone can cleanse man of Impurity:

Hee alone
And none else can
Bring bone to bone
And rebulld man,
And by his all subduing might
Make clay ascend more quick then 1ight. (37-42)

The word ﬁsubdulngﬁ Is important here because it agaln
suggests the Christ-elixlir parallel and clearly reveals
that the transformatlon Vaughan seeks Is one of the splirit,
achlieved through Christ, In which God works through the
mind, subduing physlcal reality until all opposition and
limitation are destroyved, and clay ascends ﬂmore quick then
1ight,"

Nature's final Inadequacy is nowhere more apparent than
in ﬁVanIty of Splrit," of which Itrat-Husalin says, "He does
not despise the world, but he Is eager to soar beyond the
i1lusion of natural phenomena, and In thls process he
rejects reason and rat:lonalism.'.':"0 Thus, he tells us that
he has fsummon'd nature: plerc'd through all her store,"
until he came at last to search himself. Here he found
'some drills,/With Echoes beaten from th' eternal hills."

Searching for the flnal unlty he discovered:



A peece of much antiqulty,
With Hyeroglyphicks quite dismembered,
And broken letters scarce remembered.
| tooke them up, and (much Joy'd,) went about
T' unite those peeces, hoping to find out

The mystery. (22-27)

Here Is the rhythm again--the self turns to nature, turns
back to the self, turns back to nature, gradually
eliminating opposition and discovering unity; but finally
comes the recognltion that nature Is Inadequate, that
perfect wholeness cannot be regained short of death or the
kind of purity which is the death of the self in Christ.
It might be helpful at thls point to re-emphasize the
Hermetlic parallels by quoting some relevant passages from
Agrippa Von Netteshelm's Three Books of Qgsyli Bhllgsgnhx.
The translation Is that of 1651 by J. F., for which Thomas

Vaughan provided a dedicatory poem:

Therefore we being well disposed, and having for
our sins, that divine good, which was In us,
departed from us; all things work for evll:
therefore the cause of all our evills Is sinne,
which is the disorder and distemper of our soul,
from the which then, thus evilly governing,

or falling down or decliining from that which

83



8h
the celestial influences requlre, all things

rebel, and are distempered for our destructlon.31

He then goes on to show how the "divine character"
imprinted on man Is capable of effecting transformations to
the extent that man recovers his prelapsarian purlty.32
"There is also a certaln virtue in the minds of men of
changling, attracting, hindering, and binding to that which
they desire and all things obey them."3 He contends
further, "that it should be possible for us to ascend by
the same degrees through each World, to the same very
originall World itself, the maker of all things, and first
Cause, from whence all things are, and proceed.“3u

The alchemical Imagery thus becomes a kind of symbolic
language, pecullarly adapted to the expression of man's
hunger for unity and perfectlon. Like the emblem and the
concelt, the alchemical symbol assumes a correspondent
unity between the ideal and the material planes of
experience. |t assumes that the mind can discover the
operation of the One In the many and further that the mind
can bring the many under the control of the One. Implicit
in the Imagery, however, Is the ldea of an opus or a
journey toward unity and the elimination of opposition, and
the stages of the opus are analogous to the stages through

which the mystic passes on his pllgrimage toward union with

God.35
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More conscious than Vaughan of his own sinful nature
and of man's Incapacity for perfectlion, Donne Is less
enthusiastic than Vaughan about the possibility of
recovering unity. The most prevalent attitude Is that of
"lLove's Alchymieﬁ and ﬁAn Anatomie of the Worid"; yet in
another mood, that of "The Canonizatlion," Donne does seem
to feel that man can perfect the self, recover wholeness,
and transform his world. However, his rebellious senses
would not be contalned for long, and It is In the struggle
to contain them rather than In the desire for mystical
unity that the distinctions between the two poets become
most apparent. Vaughan, too, knows the need for purgation,
but he Is always pushing upward from the senses to what he
feels is his true belng In the "sea of light."

The Importance of alchemlcal Imagery In both Vaughan
and Donne can, of course, be exaggerated. In Donne,
particulariy, there is always the danger of making an
9a1chemlca] assumption”™ and forcing an alchemical reading
onto a poem which does not, in Itself, warrant such
treatment, for example, "The Good-morrow" or "The Exstasie."
Vaughan uses alchemical flgures so frequently to Illustrate
his religlous vision that we may be tempted to assume that
the poems are faboutf alchemy., As a matter of fact, .|
cannot think that any of his poems are “about" alchemy, but
rather that the Hermetic symbols, like Donne's conceits or

Herbert's emblems, reflect a particular way of apprehending
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and communicating experience, a way of Imaglnatively
transforming the apparent dissoclation and fragmentation of

the universe to a perfect unity.
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Vaughan and Herbert:

The Silurlist and The Country Parson

Even If Henry Vaughan had not acknowledged his debt to
George Herbert In the Preface to.Silex Scintillans, the
simllarities between thelr poetry are so obvious and so
extenslive that they could not possibly have gone unnoticed.
Nevertheless, although Vaughan borrows words, phrases,
images, and sometimes even tltles from Herbert, these
borrowlngs are often so thoroughly assimilated Into his
poetry as to make the exact nature of Herbert's Influence a

question open to conslderable disagreement. In the Preface

to Silex Scintillans, Vaughan refers to himself as a

"convert" of Herbert, but whether he means a religious or a

literary convert is difficult to ascertain. While Vaughan

does take up devotional poetry serlously for the first time
in Sllex Scintillans, the highly personal distillation of
Hermeticism, Platonism, and Augustinian Christlanlty
differs markedly from Herbert's plious Anglican orthodoxy.
As poets, also, the two men have differences which are much
more slgnificant than any surface similarities. Lacking
Herbert's qulet, medlitative control, Vaughan s more

rhapsodic and vislonary than his predecessor.
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Unlike Herbert, whose entire preserved poetic output In
English was devotional, Vaughan's earllest poetry was
secular, often amatory verse written In the fashion of the
times and not particularly outstanding for its sincerity,
its craftsmanship, or Its originality. HIs secular Pgems
'of 1646 and Qlor lscanus of 1647, are highly conventional
imltations of Donne's secular love poetry, as well as of
such minor figures as Habington, Randolph, Feltham, and
Waller.l At some time prior to the publication of Sllex
Scintillans in 1650, however, Vaughan appears to have
experlienced some sort of conversion, either llterary or
spiritual, which prompted him to abandon secular verse and
to begin writing devotlional poetry. Critlcs generally
agree that this conversion was the result of a combination
of factors which became Important parts of Vaughan's 1life
between 1646 and 1650. Disilluslonment with the violence
and hatred of the Civil War, his strong Royalist
sympathles, the death of hls younger brother, William, and
possibly a severe personal illness seem to have led the
poet away from amatory verse toward more serlous concerns.
Here Is where Herbert's iInfiuence Is Important. He appears
to have served as an insplration to Vaughan, showing him
the possibllitles of poetry as a vehlcle for the expresslon
of devotlonal meditations.

In thls sense, the conversion Vaughan speaks of in the

Preface was literary rather than spiritual, Vaughan was
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already an Anglican, and the actual spiritual emphasls of
his poetry Is very different from the spirlitual emphasis of
Herbert, frequently even In poems having very strong
superficial sIimilarities In language, subject, and form.
Because Vaughan borrowed so heavily from Herbert, he has
sometimes been regarded as a mere imitator or mimic, who
lacks origlnality of expression and control of poetic form.
These charges have some welight If one considers only
Vaughan's worst poetry, where he falls to free himself from
Herbert's influence and to create poems whose structure and
language reflect his own manner of thinking. At its best,
however, Vaughan's poetry assimilates Herbert's language
and form and makes them his own. He succeeds, when he does
succeed, because he Is going beyond Herbert's orthodox
Anglicanism to describe his own Intense and extremely
complex spirltual sentiments.

Beginning wlith some general observatlions about the
splritual underpinnings of the poems of Vaughan and
Herbert, one may move from there to an appreciatlion of the
manner in which these similar but distinctly Indlvidual
religlous philosophles find expression In poetry. While
the fact that Vaughan was a layman and Herbert an ordained
Angllican prlest Is not In lItself slgnificant, that fact,
nevertheless, Illustrates in a very general way some of the
most basic differences between the thinking of the two men.

Frank Kermode notes that Vaughan was primarily a man of
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literature and clalms that the question of his doctrinal
religlous background Is less Important than his literary
background, that his poems are not bound to a particular
creed, but express a unique personal mode of thinking about
God.2 This private vislon is the result of his having
distilled from a number of sources those specific aspects
which appealed to his individual psyche. On the other
hand, the core of Herbert's rellglious thought can be much
more readlly discovered within the confines of the Angllcan
Church. And as Joan Bennett has pointed out, "To
understand him demands no culture that Is not shared by all
his co-religlonists, and by many mofe who are acquainted
with the Bible and the teaching of the English church."3
Likewlse, wrlting of Herbert's mysticism ltrat-Hussaln
says, "To him the Anglican Church was not based on a
convenlient compromise; It essentlally represented the
Christian humanism, the spirlt 6f moderation, tolerance and
charity. "4

A comparison of two poems on the Eucharlist [llustrates
the manner In which this difference in conceptual
background finds Its way Iinto the poetry. Herbert's "The
Banquet? is securely founded In the sacramental framework
of the Anglican Church, but Vaughan's "The Holy Communion,"
which begins with a reference to the ﬁsweet, and sacred
feast," soon moves to a consideration of Christ as a

historical personage and concludes with a passage based on
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the Hermetlic theory of correspondences. Both poets beglin
with essentially the same greeting, but while Herbert's
next l1ine Is a plea to Christ, In the form of the bread and
wine, to llve and dwell In him, Vaughan moves to a pralse
of Christ as a 1ife-force which animates and qulickens a
world which, except for Christ's presence, would be
spirjtually empty. He moves to conslder Christ as a
historical flgure, whose death has dispelled ignorance and
sin and who has himself thus become the 1ight which leads
to God. In Hlis power of effecting transformation, he
resembles the phllosopher's stone. Without Christ
fblackness sits/On the divinest wlts,ﬁ but In marrying both
souls and bodles to Christ the great darkness Is broken and
the vell which separates man from God begins to dlsappear.
The final two stanzas return to a conslderation of the
Eucharlst as re-enactment of the actual sacrifice. They
revolve around a paradox founded upon the Hermetic
doctrines of correspondence and sympathetic Interactlon.
The bread and wine correspond symbolically to the body and
blood of Christ. They are the mementos by which we stay
awake "when we would sleep." They become the "Shepheard"
who must gulde us out of the darkness, as Christ, through
his death, has become the food which glives us spiritual
life. Thus the food becomes a shepherd and the shepherd
becomes food, but because the transformations are

Imaglinative, each retalns Its Identlity. Finally, tike the
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food, which is broken, chewed, and digested, Christ Is

physically destroyed, but His loss Increases the wealth of
the world as food Is digested and nourishes the body,
Herbert's poem, on the other hand, uses the Angllcan bellef
in the real presence as an underlylng assumption. |t does
not distinguish between Christ as historlcal figure and
Chrilst as Eucharlst. As wlith Vaughan, the sacrament
becomes a means of reaching God and a reminder of God's
transcendence; but there is little In the poem that is not
explained by orthodox liturglical thought.

Louls Martz has dellineated In Vaughan's poetry three
major fields of reference--the Bible, external nature, and
the self.? These flelds of reference can, with slight
modification, be seen In Herbert's poetry also. With
Herbert, however, It Is necessary to combine the Bible with
the church liturgy as together constituting one flield of
reference, An appreciation of the distinctly different
ways In which the poets use these three areas of primary
concern will reveal a great deal about their Individual
modes of thinking.

Herbert's, The Iemple, suggests In Its very title that
the church, with its tradltions, 1lturgy, and moral
teachings, Is to be a primary concern of the poet. For
Herbert, the church offers within Its conflines everything
necessary for man's salvation. He who rightly understands

the church's teachings and has the strength of character to
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put those t;achlngs into practlice in his daily 1ife need
have no fear for his soul. Hls reward Is eternal life.
This Is not to suggest that the poetry of Herbert Is
without conflict, merely that the conflict and tension do
not arise as the result of doubts about man's relation to
God., The tension, however, arises In two other areas. The
first of these regards the tempering or disciplining of the
self to follow divine law and to put church teachings Into
practice In the natural world. Thus, Herbert's religion
was, in a sense, outer-directed. Man must bring himself to
understand church teaching and scripture, rid himself of
the self-pride and vanity which prevent him from living
according to church teachings, and finaily, Incorporate
those teachings into the routines of his dally life.

The second kind of tension Is related to the first but
is primarily literary. 1t revolves around the attempt to
make the language and structure of his poetry demonstrate
the essential unity of religlon, nature, and the self.
"Trinity Sunday"” is an excellent example of this second
kind of tension. The three tercets, as well as the three
triads of the final stanza all contribute to the unity of
the poem around the Christian Trinity. Furthermore, the
first triad, ﬁheart, mouth, hands," refers to the self;
the second, ffalth, hope, charlty,? refers to the three
conventlional Christian virtues; and the third, "runne,

rise, rest," ambiguously refers to both putting holy virtue
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into practice in the natural world and also to the
resurrectlon and eternal peace which await those who follow
the teachlng of the church. Nature exists, In Herbert's
poetry, primarily as an arena for demonstrating the truth
of traditional Christian teachlings, and thus the natural
world and the ecclesliastical world are brought into harmony
through the tempering of the self.b

Unlike Herbert, Vaughan is Inner-directed. Less
concerned than Herbert with church ritual and right action,
he creates a poetic tenslion which revolves around his
attempts to tear away the vell which surrounds him and
which obscures his vision of the divine presence. He Is
less concerned wilth tempering and discipline than he Is
with spirlftual illumination. When he does concern himself
with Christlan virtue, he generally stresses the necessity
of freelng oneself from temporal Involvement In order to
galn a more perfect knowledge of God., As long as one's
attentlon Is enslaved by the trivial concerns of the
material world, he Is incapable of knowing the spiritual.
Thus, ltrat-Husain says, ﬁVaughan, like all true mystics,
knew that purgation was a disciplining of the self for the
bliss of mystical experience.'_'7 Vaughan found himself
enveloped In sin and idolatry, and believed that If he was
to come to know God, he must purge himself of sin. .In
fMount of OIIVes? he shows his awareness of this need for

purgation:
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Sweet, sacred hilll on whose falr brow
My savior sate, shall | allow

Language to love
And ldolize some shade, or grove,
Neglecting thee? such [11=-plac'd wit,
Concelt, or call it what you please
Is the braines flt,

And meere dlsease. (1-8)

Vaughan sees ldolatry as a disease of the brain which can
be cured or purged by marriage to Christ. Onty when the
disease Is cured can man view nature properly, [l1luminating
the self by penetrating the vell of materialism which
otherwise surrounds him. For Vaughan, then, the Bible Is
as much an agent of purgation as of revelation. As with
Herbert, the scripture leads man to right action, but right
action Is In Vaughan only a further purgative step toward
the mystical union with God In the here and now. Because
Vaughan has taken this additional step Inward, hls poems
become records of his quest for the unknown, in contrast
with Herbert's poetry which reveals a struggle to bring the
self Into harmony with an estabiished religlon which

of fered everything necessary for man's ultimate salvation.
In Vaughan's poetry, therefore, the tension of tempering
the individual will to the will of God Is subsidlary to the

central conflict of a flnlte man searching out an iInfinlite
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God in the world of finite reality.

This inner~directedness also Influences heavily
Vaughan's poetic treatment of nature. Whereas Herbert uses
nature to demonstrate the essential harmony of self,
church, and the natural world; Vaughan uses nature as a
representatlon of God's Immanence. The Bible teaches man
how to view nature In order to {l1luminate the self. The
contrast can be plainly demonstrated by comparing three
stanzas of Herbert's '"Mans Medley" with the second stanza

of Vaughan's "Vanity of Spirit":

Heark, how the birds do sing,
And woods do ring.
All creatures have thelr joy; and man hath his.
Yet if we rightly measure,
Mans joy and pleasure

Rather hereafter, then in present, lIs.

To this life things of sense
Make thelr pretence:
In th' other Angels have a right by birth:
Man ties them both alone,
And makes them one,
With th' one hand touchlng heav'n, with th' other

earth. (1-12)
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Not that he may not here
Taste of the cheer,
But as blrds drink, and stralght 11ft up their head,
So he must slp and think
Of better drink

He may attain to, after he is dead. (19=-24)

For Herbert the 1imlts of the natural world and the
spiritual world are clearly defined. Man stands between,
1inked by his spirit to the angels and by his flesh to the
material world. He thus represents a union of temporal and
divine, jolning the heavens with the earth. Yet Herbert Is
careful to state that It Is man ﬁalone" who partakes of
both the natural and the divine; all other thlings are
purely spiritual or purely physical. It Is man, through
his powers of perception, devotion, and wit who can fuse
the natural with the divine. Man may enjoy nature; but
ltke the bird, he must look up from his drink thinking of
the spiritual perfection of the after-life. The blird,
therefore, functions as a dldactic simlle--a demonstration
of divine principle realized through the self and expressed
metaphorically.

Nature, however, does not prompt Vaughan to look upward
and think of the after=1ife, but rather Inward to think of

I1lumlnation and unity in the here and now:
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Quite spent with thoughts | left my Cell, and lay

Where a shrill spring tun'd to the early day.
| beg'd here long, and gron'd to know
Who gave the Clouds so brave a bow,
Who bent the spheres, and circled in
Corruption with this glorious Ring,
What Is his name, and how | might
Descry some part of his great light.
| summoned nature: plerc'd through all her store,
Broke up some seales, which none had touch'd before,
Her womb, her bosome, and her head
Where all her secrets lay a bed
| rifled quite, and having past
Through all the Creatures, came at last
To search my selfe, where | did find
Traces, and sounds of a strange kind.
Here of thls4mighty spring, | found some drills,
With Ecchoes beaten from th' eternall hills.

(?Vanlty of Spirit," 1-18)

Filled with a restlessness of spirit, Vaughan looks to
nature, which ultimately leads him inward to

sel f-contemplation and the discovery of "Ecchoes beaten
from thf eternall hills." Rightly viewed, nature is the key
that unlocks the divinity within the self; and rlght action

Is the purgation which makes right thought possible.
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Douglas Bush summarizes nlcely thls relatlionship betwean

purgatlion and spiritual vision in Vaughan:

Though Imprisoned in the flesh, and In the
darkness of earth, the soul fln its 1ittle Inch
of time In this life," may enter Into the kingdom
of heaven, in the true sense of Christ's words, by
regalning the unsullied vision of "Angell~Infancy,"
by recreatlng, In all things the “prolusions and
strong proofs of our restoration lald out In nature,

besldes the promise of the God of Nature."8

The recovery of childhood purity is always, for Vaughan,
l1inked with the recovery of prelapsarian purlty In which
man's vision of God was unobstructed, and in which man was
truly one both with nature and with his creator. The
microcosm Is redeemed through marritage to Christ, and with
the transformation of the mlcrocosm, the macrocosm is also
purifled and redeemed.

This basic difference In the two poets' modes of
rel igious thought Is reflected in the manner of their
poetic expression. Vaughan's extensive debt to Herbert for
words, Images, stanzalc patterns, and subject matter has
inevitably led to the belief that Vaughan was an
unsuccessful Imitator of Herbert's technical mastery of

form. The charge Is made that Vaughan Is a poet of
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individual lines, while Herbert Is a poet of complete
poems. Vaughan's poems are '"too long," or as Joan Bennett
says, "His poems seem to fall apart, an elaborate Image Is
followed by a lame conclusion."? On the other hand, she
says of Herbert: "Herbert . . . comes to rest on a note of
quiet acceptance, some sentence that would be mere matter
of fact, were It not for what has preceeded."10 T. s,
Eliot, comparing the two, says, "In short, the emotion of
Herbert Is clear, definite, mature, and sustained; whereas
the emotion of Vaughan Is vague, adolescent, fitful, and

nll There is some truth In these general

retrogressive.
observations, of course, but it Is Important to recognlze
that because Vaughan moves In a different direction from
Herbert does not demonstrate a fault In Vaughan. As has
been shown, the two men had distinctly different
conceptions of the nature of the religlous experience, and
Vaughan Is most effective when he adapts the poetic form to
suit his own highly individual mode of thinking. Vaughan
is not at his best when he is most like Herbert, but when
he allows hils own thought to shape his poems. As the
clouds which separate him from God alternately gather and
disperse, Vaughan becomes despondent or ecstatic. The very
intensity of his desire for union and his fears of fallure
are reflected in the fltful questioning, pleas, and

exclamations which fi11 his poetry and which stand tn sharp

contrast to Herbert's humble bending of himself to the
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collar of God. Even Joan Bennett is willing to admit,
"Poets of more complex moods cannot deal so simply with the
problem of relating sound to sense, thelr pattern cannot be
determined with the same completeness."l?2

Complexlity of thought, however, Is only a partial
solution. Even when Vaughan's treatment of a subject tis
falrly orthodox, as in his "Trinity Sunday," Vaughan lacks
Herbert's sensitivity to form. Llike Herbert's poem of the
same name, Vaughan's consists of three tercets and even
makes use of the triad; but unllke Herbert, Vaughan uses
four, rather than three trliads; nor does Vaughan put three
triads In one stanza as suggestion of the unity of three In
one. Vaughan puts two triads in the last stanza, one In
the second, and one In the first. Although Herbert's poem
begins with two metrical substitutions in the first 1line,
Vaughan's Is composed of perfectly regular lambic
tetrameter; and Vaughan's poem ends with the word 'three,’
which Is a repetition of the last word of line one.
Vaughan enjambs two lines, while all nine of Herbert's
lines are end-stopped, emphasizing rhyme and tripartite
structure. Vaughan is plalnly Imlitating Herbert here
without great success. He adopts Herbert's theme and
metrical structure, but where Herbert's poem moves smoothly
and naturally, Vaughan's Is forced and artificial. Even
here, he cannot resist making two separate exclamatory

statements, exhibiting his passion where Herbert exhiblts
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control and reason. Where Herbert's form reflects his
manner of thinking, Vaughan, in this case, has simply
engrafted someone else's Form onto his own very dlfferent
manner of thinking. It Is this sort of lneffectual,
imitative writing that Frank Kermode has in mind when he

says of Vaughan:

Only occaslonally deoces the necessary fuslon of
allen matter and the personal meditative contlinuum
occur, When it does not, there is left only the
shabbiness of plagiarism, the doubtful fascinatlon
of Ideas unassimllated to poetry expressed In loose,

uninteresting verse.13

In fThe World" Vaughan also borrows from Herbert, but
here Vaughan does not imitate him slavishly. He manages to
free himself from the restrictions Inherent In Imitation
and instead, drawing on three separate poems ('Dulnesse,"
"Confesstion,” and "The Church Milltantf), to use Herbert's
language and imagery as complements to, rather than
restrictions of hls own poetic expressfon. The poem's
echoes of Herbert are exactly that--echoes. While they
suggest, perhaps, a lack of originality in Vaughan, they
call to mind, for the reader who sees the parallels, other
bodies of ideas which are relevant to Vaughan's poem In

much the same way as the Biblical passage quoted at the
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poem's conclusion or the Hermetic and Platonic ldeas which

appear In the poem. The question of Vaughan's intentlons
in borrowing Is irrelevant. Whether he borrowed
unconsciously, whether he plaglarized, or whether he
consciously sought to use the borrowings as alluslons to
Herbert does not affect thelr function in the poem.

“"The World" is Vaughan's poem, not Herbert's, and one of
the poem's chief strengths Is the way In which it fuses
llterary and phlilosophical correspondences Iinto a single,
unifled poetic vision.

The poem plays upon the contrast between the temporal
world of flux and the timeless world of eternity. Those
who are trapped Iin the world of flux have refused to accept
Christ's ring, are consequently caught up in wrong action,
and therefore cannot soar up into the "great Ring of pure
and endless light." Significantly, the light Is available
to man during this life, as Vaughan makes clear in the
poem's first llne, but only to those who have purged
themselves of material concerns.

Vaughan's lines, '""The doting lover In hlis queintest
strain,/ Did there complain,* are only slightly changed
from Herbert's poem, ﬁDulnesse,” where they appear as “The
wanton lover In curious strain/Can praise his falirest
falr.ﬁ In both poems, the 1ines have essentially similar
functions. Both poets are condemning the foolish cupidity

in which men indulge themselves, turning thelr backs on
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divine radiance. Herbert, however, Is speaking of his own

dullness which keeps him from lookling toward God, while
Vaughan, who has not only looked toward God but has seen
him, looks down on others who have failed to accept the
ring Christ has offered them. Herbert's poem Is about
poetry. He asks God, in the final stanza, to purge his
mind so that he may look toward Him "with a constant wit."
Vaughan's mind, already purged of the dullness of material
concerns, has experlenced the vision of eternity and
therefore, he has at least temporarily, eliminated In
himself the personal conflict central to Herbert's poem.
Thus, while Herbert acknowledges the possiblility of
temporal beauty in stanza four, the final stanza emphaslzes
that the beauty is realized through wit, through which the
self brings the temporal under the dominion of the Divine.
While there is a certain visionary quality to the poem, the
poet's isolation from God Is the primary theme of the poem.
This isolation Is emphasized partlicularly In the final two
lines, which stress man's unworthiness to look on God,
Vaughan, on the other hand, stresses union with rather than
Isolation from God.

Again in fConfesslon" the central tension derives
from Herbert's need to temper his 1ife to God. The poet
Is the central figure in the conflict, and the “moles
within us" are the griefs and afflictions of the flesh,

which can only be locked out by paradoxically opening one's



109
heart to God in the act of confession. Vaughan uses the
mole In much the same sense as, and apparently with direct
reference to, Herbert. After portrayinz the "darksome
States-man" caught In the world's misertes, Vaughan
describes the spiritual triumph of one who saw the mole
working within him and turned away from politics to
religion, where "Churches and altars fed him," as he
accepted the blood and tears of Christ. The reference to
the mole, coupled with the reference to churches and
altars, suggests that Vaughan Is here paylng tribute to
Herbert's piety in turning from the political ambitions of
his youth to the holy life of a priest and a devotional
poet.

In stanza three Vaughan, after cataloging a number of
others who have not managed to purge themselves of
material concerns, offers the Iimage of "poor, despised
truthﬁ who sat counting thelr victorlies, The Iimage, as
Martin polints out, is borrowed from "The Church Mitlitant,"
in which Herbert says. ?Where Truth sat by counting hls
victories.'" Herbert uses the l1ine to juxtapose dlvine truth
agalnst the spirltual transgressions of the Roman
Catholics, while Vaughan, typically less concerned than
Herbert with organized religion uses [t to juxtapose dlvine
truth agalnst the "fearfull miser" and the "down-rlight
Eplcure.ﬁ

The fourth stanza, which contalns no borrowings from
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Herbert, returns to the spiritual vislion of the poem's
first three lines, making clear that the ring referred to
in the second line of the poem Is the ring which Christ
offers to those who purge themselves of material concerns
and marry themselves to the Lord. The vision Is Vaughan's,
and so Is the vislonary language. His earlier use of
echoes from Herbert does not keep him from moving beyond
Herbert's concern for the conflict between the flesh and
the spirit to a vision of the spiritual beauty that awalts
man once the material world has been transcended.

itrat-Husain, who makes a good case for Herbert's
mysticlism, is careful tc point out that Herbert never
reveals In hls poetry any participation in the higher
stages of the mystical experience. The flashes of divine
awareness are characteristic of the il1luminative rather
than the unitive stage of experience.lu That Is , Herbert
moves from the stages of awakening and purgation to
illuminatlon or certitude of God's presence, but he does
not experlence the anguish of the soul's dark night or the
all~encompassing bliss of union with the divine. He
considers this union with God to be possible only after
death; therefore, hls spirlitual conflict is the continual
struggle for purgation and right action, which will lead
not to transformation of the self, but to ultimate unlon
with God after the death of the body.

Herbert's concern for unity and harmony of the self Is
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reflected in the structure of his poems. Most of them are
tightly structured and are Internally conslstent in meter
and rhyme. Thus, while his poems display a great variety
of stanzaic forms, any one poem Is not likely to contain
more than one of these forms. Alicla Osterliker has polnted
out that only nineteen of his 127 stanzaic works are
isometrical, and she suggests a connection with Elizabethan
song.1® Herbert's affinity for muslc has been known since
Walton's Life, and his use of musical images In hls poems
has been frequently noted, and just as the recurring
musical images serve to demonstrate the importance Herbert
attaches to harmony between church, self, and natural
world; the Intricate but consistent and unified stanzaic
patterns reinforce this same concern, Herbert says In "The

Temper":

Yet take thy way; for sure thy way is best:
Stretch or contract me, thy poore debter:
This Is but tuning of my breast,

To make the music better. (21-24)

This tuning of the self to God's wlill is central to hls
poetry and is reflected In the polishing and tuning of
verses, which serve as tangible demonstrations of the plous
life of one who has disciplined the self and brought It

into harmonlous accord with the teachings of the church.
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The emphasis upon music in the final line suggests further
that right action is the final goal which Herbert seeks In
this 1ife, and that the writing of the poem is the action
of the poet's well tuned breast,

Vaughan's quest to transcend or penetrate the finite
limltations of his human existence makes symmetry and
harmony somewhat less Important. Therefore, even when
Vaughan borrows one of Herbert's stanzaic patterns (as he
frequently does)16 or when he produces a tight, internally
consistent poem, this regularity and discipline do not have
the same significance that they have in Herbert's poetry.
One need only compare the poems on Trinity Sunday to see
that Vaughan's poetic form is not working to reinforce his
content as Herbert's Is. The two poems entitled "The
Wreath" and fA Wreath" illustrate the same point.

Herbert's ﬁA Wreathﬁ Is characterized by symmetry of
form as well as by harmony of subject and structure. The
wreath is an offering of the self to God. It Is the
tangible product of the individual, Informed by right
reason, engaged in right actlion for the benefit of God.

The poem contains twelve lines of lamblc pentameter with an
intricate scheme of rhyme and word repetition which
suggests the unlty and the circularity of the wreath. Each
line of the poem repeats at least one word from the
preceding line. The final four lines of the poem repeat

the last words of the first four lines (“praise," "give,"
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"wayes," "live,") in reverse order ("1lve," "wayes,"
"elve," "pralse,"). Within this tight structure, Herbert
notes the Inadequacy of his offering and asks God to glve

him simpliclity:

Glve me simpliclitie that | may llve,

So 1lve and like, that | may know, thy wayes

Know them and practice them: then shall | glve

For this poore wreath, give thee a crown of praise.

(9-12)

The poem becomes a concrete demonstration of Herbert's
offering up of his life to God. The poet Is, in writing
the poem, giving praise to God by living according to God's
ways. The poem Is the fruit of his labor and Is, itself,
the wreath whlch he offers up to his creator. But the poem
I1s an unworthy offerling. Its “crooked winding wayes" too
much resemble the poet's own ways which are not

sufficiently freed from entanglements. The poet asks for

greater knowledge of God's ways so that he can act In
accordance with them and exchange the humble wreath for a
"crown of pralse" which would be a more worthy gift.
Vaughan's "The Wreath" does not have the same Internal
coheslon that Herbert's poem has, nor are form and content
so Integrally related. Vaughan begins with two quatralns

and follows them with an eleven 1ine conclusion which
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roughly resembles Herbert's poem In form. HIis poem, unlike
Herbert's, contalns Vaughan's characteristic questions,
exclamatory statements, and parenthetical expressions.
Rather than the tangible offering of the product of a
simple, splritually dedicated 1ife, Vaughan offers to God
"a twin'd wreath of grief and praise." He dwells, not on
his own works, but on Christ's sufferings. While, 1like
Herbert, he conceives of his poem as an offering, he does
not conslder the actual constructive process a part of the
offering. He Is offering feelings and emotions rather than
works and, consequently, the poem becomes a vehicle or
container for the poet's emotions. With Herbert, the
physical structure of the poem Is more than a container; It
Is a tangible demonstration of his devotion and reverence.

Exactly what Vaughan meant when he wrote In the Preface
to Sllex Scintillans that he was one of George Herbert's
converts Is not easy to determine. Certainly Vaughan's own
spiritual beliefs remained distinctly different from
Herbert's orthodox Anglicanism. Somehow Vaughan never
loses track of the highly Individual and Introspective
nature of hils religious experience. Perhaps the Welsh
doctor could not force himself to become a subject of the
English church, or perhaps hils interest in the occult
sclences and his pastoral mode of living made doctrine and
ritual less meaningful for him than they were for Herbert.

In any case, this difference in the two men's approaches to
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the relliglous experience made It Impossible for Vaughan to

write the same sort of devotlional poetry that Herbert
wrote. For Herbert, the writing of a poem was a
sacramental act which demonstrated the offerlng up of the
poet's 1ife to God. For Vaughan, on the other hand, the
poems were primarlily records of an Inner quest for
spirltual perfection and divine awareness, proceding from
total transformation of the self.

Because Vaughan never entirely accepted Herbert's view
of the nature of the religious experience, his conception
of the function of the devotional poet remained at varlance
with Herbert's conception of that function. Thus, Vaughan
appears to have experlenced a literary conversion in the
general sense that through hls reading of Herbert he began
to see the possibilities of devotional poetry and to
conslder himself a devotlional poet. When Vaughan appears
most to have adopted the external trappings of Herbert's
style, as in "Trinlty Sunday" or "The Wreath," this
difference In spiritual vision becomes apparent. Here,
Vaughan's natural emotion and intensity are at odds with
Herbert's characterls£?c reason and control. When, as In
“The WOrld,? Vaughan succeeds In synthesizing his
borrowings to the extent that they enhance rather than
restrict the poem, the echoes of Herbert fuse with the
Hermetic and Biblical influences into a powerful record of

Vaughan's quest for union with God.
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Traherne and Vaughan:

The Fountain and the Sea of Light

In many respects, Vaughan and Traherne represent a
culmination of the metaphysical tradition. Sharing the
convictions of Donne and Herbert that the world was a
manifestation of the mind of God and that all aspects of
phenomenal reality were linked through the emblems and
metaphors which God had provided, they followed thelr
predecessors in attempting to develop a poetic which would
reveal this quintessentlal unlty.1 For them, as for Donne
and Herbert, the recovery of wholeness depended upon flrst
achieving an unfettered freedom from the merely sensuous,
and with this freedom they sought to recover Imaginatively
and to express poetically the perfectly unifled vision
enjoyed before the fall from Eden. For both poets the way
forward to unlon becomes the way backward to childhood.
The retreat to childhood Is a retreat to wholeness of the
self In God and the sole benefit of learning Is the
recovery of that which man has lost. The doctrine of the
felix culpa, Is present only Insofar as man Is fortunate In
being allowed to recover consclously that which he had

before enjoyed unconsciously and Instinctively.
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Yet, for all their simllarity, Vaughan and Traherne

differ sharply both in their conceptions of how unity may
be found and in how the poem relates to the poet's quest
for union. Although both poets would retreat, Vaughan is
less confident of his ability to do so. There is little
evidence In Traherne of the dark night of the soul when God
withdraws from man and the soul feels cut off from divine
radiance. There Is less tension in Traherne between the
finltude of man and the nature of hls quest for union with
an Infilnite reality. Consequently, Traherne's poems tend,
like Herbert's, to become celebrations and demonstrations
of harmony rather than records of the quest to ellminate
opposltion as do the poems of Donne and Vaughan. There is,
of course, some overtappling. The unifled vislon is not
achieved without effort, even In Herbert and Traherne; and
conversely, Vaughan and Donnhe do occasionally recover a
wholeness of vision In which all opposition disappears.
Stil11, the emphasis upon physical death In Donne and upon
ego death In Vaughan suggests the necessary preconditions
to the final achlievement of unity and the difflculty, If
not the Impossiblility, of transforming the self. Herbe}t's
tuning of the self and Traherne's retreat to chitdhood are
also preconditions to right thinking, but these are states
that can be achieved without the agonizlng destructlion of
the self apparent in Vaughan and in Donne.

The uniflicatlion of the self for the transformation of
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the phenomenal worid appears to be equivalent to the
il1lumlinatlive stage of the mystical quest. It depends upon
the successful purgation of sln and results In the
apprehension of dlivine presence in the phenomenal world.

It suggests, also, the existence of a final cause in which
all phenomena have their origin and true belng. Yet, total
union with the final cause Is not necessarily the same as
certainty of the presence and awareness of the operations
of this cause. For Vaughan the One is a '"sea of light,"

existing beyond time and space. It Is there that he has

his true home., He dwelt there before blrth, and he will

return there after death. He understands that If he could

dle before hls death; that is, die into Christ, he could
realize the One in this life. For Traherne, however, God
Is Act or process. He Is potential becoming substance, and
this, he belleves, Is love. Union for Traherne, then,
demands that man conform to the rhythm of the Act; the seilf
is not to be destroyed, but to be blended with God through
total particlipation in the Act of Love.

For Traherne, as for Bruno and Campanella, love was a
means of entering into the totality of the universe. The
writing of a poem was an Act of Love, because the mind
particlipated in the divine process by Imitating God. Man,
made [In God's Image, would thus tune himself to the divine
rhythm of the universe and, seeing that all things were In

their proper places, would repeat the Act of Love by
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producing a creation of hls own, a poem. As with Herbert,
the poem was a celebration and an offering, but Traherne,
unl ike Herbert, seems to have Invested the act of creation
with a significance which can best be termed, mystical.
That Is, In Herbert the offering is always presented as
humble and imperfect. It Is an unworthy offering, but it
Is the best that he, as a mere mortal, can provide.
Herbert clearly concelves of a unity with God beyond this
act, but he does not believe such unity possible until
after death. Traherne, because he sees God as potential
becomlng substance, conceives of the making of a poem as

providing union of the self with God In the Act of Love.

Thy Soul, 0 God, doth prize
The Seas, the Earth, our Souls, the Skies,
As we return. the same to Thee;
They more delight thine Eys
And sweeter be,
As unto Thee we Offer up the same.
Then as to us, from Thee at first they came.

("Amendment," 36-42)

For Traherne, then, the journey from il1lumination to union
is a journey from Initial awareness to creative act. It Is
not union in the sense described by Miss Underhill, there

being for Traherne no self~loss, but only the joy of



122
self-fulflllment.2 Unlon Is not, for Traherne, achieved by
self=-denial and withdrawal from the worlid, but rather by
the 1ife of actlive participation, by the performance of
herolc acts.

The unique character of Traherne's spiritual vision has
been well described by ltrat-Husaln, who also points out
the difficulties of trying to describe that vision In terms
of the traditional stages of the mystical quest.3 The
definite progression of experience, so readily discernible
In Vaughan, Is not apparent In Traherne. Yet, for all his
uniqueness, Traherne, as a poet, Is very similar to
Vaughan. |In both poets, the radical conceits and the
elaborately conceived hieroglyphs of Donne and Herbert give
way to direct, urgent statement. The poetic volce Is still
private and Intimate, perhaps more so, as artiflice and
ingenuity begin to give way to the direct outpouring of
emotion which we associate with Romanticism., 1t Is no
accident that Traherne and Vaughan rather than Donne and
Herbert are most frequently seen as seventeenth century
prefigurations of Wordsworth and Coleridge. In Vaughan and
Traherne the poetic imagery becomes more vague and
suggestive. There is more awareness of light and darkness,
more use of color and sound as sources of Imagery. Yet, In
both Traherne and Vaughan, the assertion of correspondence
between the two planes Is still central to the poetry.

in YAn Infant=Ey" Traherne says that the vision of the
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child sees all things In the light of heaven, and that all

things, thus seen, lead to fFellcity:

0 that my Sight had ever simple beenl

And never faln into a grosser statel

Then might | evry Object still have seen
(As now | see a golden Plate)

In such an hev'nly Light, as to descry

in It, or by It, my Felicity. (19-24)

The ldeas, as well as the style, are notably similar to
Vaughan, who also makes frequent use of exclamatlion and
parenthetical statements. Like Vaughan, Traherne also
associates his own childhood w!th Eden and sees the
recovery of the pure vislon of the child as a necessary
precondition to the recovery of felicity. Apostate man,
rather than God, is responsible for the fragmentation and
corruption of the world, and only through the recovery of
innocence can the world be transformed. In Traherne,
however, the language of transformation is almost entirely
free from Hermetlc allusions and symbols. There are, In
Traherne, very few references to Influence, tlncture,
elixirs, and balm, What he seeks rather than spiritual
control over the phenomenal world Is possession of the
phenomenal.

Thls distlnction is an Important one. Vaughan never
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for long stops thinking of himself as a magus, transforming
and refining himself to a state of flnal purity. Traherne,
1ike Vaughan, would transform the self, but while for
Vaughan transformation of the self leads naturally to
transformation of the phenomenal world, for Traherne it
leads to possession--to union of the beholder and the
beheld. Thus, In the second stanza of "My Spirit,"

Traherne shows how he conceives of the transformlng work of

the spirit as one which breaks down barriers:

It Acts not from a Centre to
Its Object as remote,
But present is, when it doth view,
Being with the Belng It doth note.
Whatever it doth do,
lt doth not by another Engine work,
But by it self; which in the Act doth lurk,
Its Essence is Tranformd into a true

And perfect Act, (18~26)

The spirlt is present in whatever it beholds, "Beling wlth
the Being It doth note.ﬁ Because the boundaries between
beholder and beheld disappear, Man's spirltual essence is
"Transformd into a true/And perfect Act." 1In the third

stanza, he pursues the impllications of this conceptlon:
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This made me present evermore
With whatso ere | saw.
An object, If it were before
My Ey, was by Dame Natures Law,
Within my Soul. Her Store
Was all at once within me; all her Treasures
Were my Immedliat and Internal Pleasures,
Substantlal Joys, which did Inform my Mind.
With all she wrought,
My soul was fraught,
And evry Object in my Soul a Thought
Begot, or was; | could not tell,
Whether the Things did there
Themselvs appear,
Which In my Spirit truly seemd to dwell;
Or whether my conforming Mind

Were not alone even all that shind. (35-51)

As a result of the tranformation, Traherne has become so
thoroughly one with nature that he beglins to questlion
whether "“the Things'" have any real existence outslide of his
mind. Because they seem "truly? to dwell in his mind, he
wonders how they can exlst Independent of It. In speaking
of his "conforming Mind," he reminds us that the world Is a
manifestation of the Divine MiInd and that before such a

transformation of the phenomenal worid can occur, man must



126
make his own mind conform to the mind of God. The implicit
guestion then becomes whether since the created world is a
mani festation of the Mind, and since all things dwell truly
In the Mind, they dwell there only as abstractions or
"forms'" or whether they also dwell there as actual objects.
Traherne does not answer this question directly, aithough
he does speak of "Substantial Joys, which did inform my
Mind." And in the first stanza he has said, "The Sence it
self was 1|," and "My essence was Capacitle./ That felt all

b 511 of which suggest an unwillingness to reduce

things,
the transformatlion process to an excercise in Intellectual
abstractlion.

In stanza four, Traherne tells us:

It was so Quick and Pure,
That all my Mind was wholy Evry where
What ere it saw, twas ever wholy there;
The Sun ten thousand Leglons off, was night
The utmost Star,
Tho seen from far,
Was present in the Apple of my Eve.
There was my Sight, my Life, my Sence,
My Substance and my Mind
My Spirit Shind
Even there, not by a Transeunt Influence,

The Act was Immanent, yet there.
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The Thing remote, yet felt even here. (4L7-68)

Because all things are present In the mind, boundarles of
time and space cease to exlist. The remote and the nhear are
equally present and equally pure. Because his mind Is
"wholy Evry where," all reality is "“ever wholy there" in
his mind. Agaln he afflirms that hls sense and substance,
as well as his mind, are partakers of the unity. And he
concludes the stanza by asserting that there Is no
difference between ﬁhere" and "there." It Is, of course, a
paradox; but perhaps such thoughts can best be expressed In
paradox. Things remaln where they are, yet they are wholly
present within him; he remains where he Is, yet he feels
himself present within all things.

In stanza flve Traherne makes the Imprortant connection
between his own vision of the world and God's vision, Hls

soul is:

An Image of the Deltie!

A pure Substantiall Light!l (72, 74)
And he says a few 1lnes later:
To its Creator tis so near

In Lov and Excellence

In Life and Sence,
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In greatness Worth and Nature; and so Dear;
In it, wlithout Hyperbecle,
The Son and friend of God we see, (80-85)

Because man was made in the image of God, [t was possible
for man to recover the Godlike vision in which all things
were truly one. The mind of man could, 1ike the mind of
God, contain all the diversity of the world in a single
vislon, In stanza six, therefore, Traherne 1ikens the

process to the projection from his soul of an “Orb of Joy."

A Strange Extended Orb of Joy,
Proceeding from within,
Which dld on evry side convey
It self, and being nigh of Kin
To God In evry Way
Dilate it self even In an Instant, and
Like an Indivisible Centre Stand

At once Surrounding all Eternitie. (86-93)

The soul becomes, then, both the indivisible center of
experlence and also the circumference of experience.
Although it Is the center of all things, it also surrounds

and encloses all things. Yet he says:

Twas not a Sphere
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Yet did appear

One infinit. Twas somwhat evry where. (94-96)

The soul Is a "Power Invisible," which can best be
conceived of as an Infinlte orb of joy emanating from the
mind and dilating throughout the universe, enclosing and
unifylng all experience. He compares it to an eye wlthin,

a "Living Orb of Sight":

Thou which within me art, yet Me! Thou Ey,
And Temple of his Whole Infinitlel
0 what a World art Thou! a World withinl
All Things appear,
All objects are
Alive In theel Supersubstancial, Rare,
Above them selvs, and nigh of Kin
To those pure Things we find
In his Great Mind
Who made the World! tho now Ecclypsd by Sin. (108=117)

Thus, the mind of man, like the Great Mind, becomes a
transforming force, exerting its power over the phenomenal
and discovering that in the apparent fragmentation and
dissociatlon of the world Is a "Supersubstanclal" unity.
It Is Important to note here that Traherne sees thils unity

as "Supersubstancial" rather than as unsubstantial. Things
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do not lose their substance, but they become more than mere
substance.

This emphasis on substance and sense is referred to by
K. W, Salter as a "mystical worldliness™: "it Is the power
of enjoyling to the full the apparently most trivial details
of ordlnary life because these detalls are all reallzed as

n5 He says further:

part of the unliversal order.
The knowledge and assurance of a transcendent
reality is the firm baslis for enjoying the
physlical world. For then the physical world
Is known for what It is; its llmitations are
defined and we are not likely to be decelved
by expecting more from it than it can possibly

provide.5

Yet, If Traherne's emphasls upon sense Is not idolatry,
neither Is it the sort of natural religlon which was, In
the eighteenth century, to see God as "the eternal fltness
of things." There are, in hls poetry, suggestions of the
advent of deism, but Traherne's faith of reason, despite
its emphaslis upon order and the ftruth of things," Is never
entirely grounded In rational observation and assoclation
of phenomena. For him, interior i(1lumination and purity
are, as for the other metaphysical poets, necessary

precondltions to the unifled vision of heaven and earth.
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The road forward to knowledge of God Is the road backward

to prelapsarian wholeness which will allow the individual

to transform the world:

Which Purlity is also a Deeper Thing then Is
commonly apprehended. For we must disrobe
our selvs of all fals Colors, and uncliothe
our Souls of evil Habits; all our thoughts
must be Infant-1ike and Clear: the Powers of
our Soul free from the Leven of this World,
and disentangled from mens concelts and

customs. (Centurles 111, 5)

Man must free himself “from the Leven of thls Worlg"

because,

They alienat men from the Life of GOD,

and at last make them to live without GOD
in the World., To 1iv the Life of GOD is to
live to all the works of GOD, and to enjoy
them In His 1mage, from which they are
wholy Diverted that follow fashions.

(Centurles 111, 13)

To enjoy the world in the Image of God, then, is Traherne's

alm, and the goal Is attained by recovering the purlty of
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the child and discovering through reason those truths that
were before apparent through Intultion.

Vaughan Is much less inclined than Traherne to accept
the sensual and substantial. Like Traherne he sees the
mind as a nexus of transformation, but In his quest for
unity, he moves qulickly from object to abstraction. This
seems, at flirst, paradoxical In a writer who was so heavily
influenced by Hermetlic thought, but if it Is true, as |
have suggested earllier, that Vaughan's Hermeticism was
primarily spiritual and that he used the language of
Hermeticism as a means of symbolic expression, the
contradiction begins to disappear. |In Vaughan the actlive
imagination Is a transforming power, but the transformation
occurs In what Jung calls a third realm of subtle bodles,

nei ther mind nor matter:

The place or the medium of realizatlion Is neither
mind nor matter, but that Intermediate realm of
subtle reality which can be adequately expressed

only by the symbol.s

Because he Is not concerned with physlical tranformation,
Vaughan's tendency Is to find unity in the forms which
transcend the 1imitations of physical objects and which are
themselves finally united in the One. The movement Is

upward toward a sea of pure and Infinite being beyond both
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time and substance. Things remain as they are, but the
poet sees In them "the masks and shadows of eternity." They
are not Infinite themselves, but through their 1imited
participation in the inflnite, they can lead man to the
One. 1In the vision of the Infinite, however, all
limitation, and hence all physical reallity, must be
dlssolved. The mists must finally disperse in the sea of
pure light. Thus we find in "The Search" that Vaughan

turns his back toward nature:

1
Leave, leave, thy gadding thoughts;
Who Pores
and spies
Still out of Doores
descrles

Within them nought.

2
The skinne, and shell of things
Though falre,
are not
Thy wish, nor pray'r
but got
By meer Despair

of wings.
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3
To rack old Elements,
or Dust
and say
Sure here he must
needs stay
Is not the way,

nor just.

Search well another world; who studles thlis,

Travels In Clouds, seeks Manna, where none is. (71-96)

The final statement of the poem Is further illuminated by
the quotation appended to the poem. Indeed, the lord Is
"not far off from every one of us,ﬁ but although we live
and move in him, we are cut off from hlm by our Inability
to recover the pure vision of the child, who sees God in
all thilngs. The flight Imagery Is characteristic of
Vaughan, for whom it suggests the spirit transcending the
finite phenomenal world to the ideal world. Yet the
transcendence Is not escape from an inherently Iimpure world
but rather the gradual movement of the mind from the
fragmented vision of "The skinne and shell of thlngs" to
the unlfied vision of the divine light which radiates
throughout the world and whlch, because It Is Infinite,

must finally transcend the finlte phenomenal world. The
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transformation, then, begins wlith the purgation of sln and
the gradual awakening of the sleeping splirit to the
influence of God. This leads to apprehensions of divine
presence, and the transformation of the phenomenal into
forms and emblems, leading ultimately to a reblrth In
Christ and to the total absorption of the phenomenal In the
One.

For Traherne, however, the reallization of the Absolute
does not demand the transcendence of the phenomenal. Like
Vaughan, Traherne Is dissatisfied wlith the fragmented
vision of the created universe, but unlike Vaughan, he does
not see the universe as finite. The Images of flight, so
common in Vaughan, appear as frequently In Traherne, but In
Traherne there is little evidence that flight imagery
suggests the transcendence of the phenomenal. O0On the
contrary, the flight Imagery generally leads, as in ''On
Leaping over the Moon,'" to a greater awareness of God's

Immanence:

As much as others thought themselvs to ly
Beneath the Moon, so much more high
Himself he thought to fly
Above the starry Sky,
As that he spyd
Below the Tide.
Thus did he yleld to me in the shady Night



136
A wondrous and Instructiv Light
Which taught me that under our Feet there is

As o'r our Heads, a Place of Bliss. (61-70)

For Traherne, there Is no need to transcend the phenomenal
because, in fully apprehending the created world, man
participates fully In the Act of God. The fllight is a
flight of the Imaginatlion to a new level of comprehension
In which all barriers of time and space disappear. Yet
created objects do not, as they do In Vaughan, lose their
palpability. The regenerated mind soars above the moon by
adopting a celestlal perspective from which to view the
phenomenal world. Without this perspective, man would
remalin below the moon seelng only limitation; yet In seelng
the world as God sees It, he recovers wholeness of vision
without turning his back on the here and now.

Traherne's fllight imagery frequently contalns thls
implied paradox absent from Vaughan's flight imagery. In
"Consummation'" the paradox is quite expliclt, as Traherne

says that man's thoughts are:

Extended throu the Sky,

Tho here, beyond It far they fly:
Ablding In the Mind

An endless Liberty they find:

Throu=-out all Spaces can extend,
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Nor ever meet or know an End. (7-12)

The mind at once remains here on earth and flies beyond the
sky, seeing the infinite In the phenomenal. He says In the
Centuries: “The true exemplar of God's infinity Is that of
your understanding, which is a lively pattern and idea of
It. It excludeth nothlng, and contalneth all things, being
a power that permitteth all objects to be, and Is able to
enjoy them" (11, 24)., The essential difference in Vaughan
is that perfect union with God demands that man totally
transcend all objects. They must, for him, cease to be.

In "The nghtﬁ Vaughan assoclates darkness with
communlon with God. The darkness eclipses not God but the
Earth. Darkness allows man to free himself from earthly
entanglements and tike "wise Nicodemus" realize the beauty

7 The night, then, paradoxically

of Christ's presence.
represents vislion, but vision of God rather than the earth.
It comes to represent the final death of the self, which

Vaughan sees as a precondition to perfect union with God:

0 for that night! where | In him
Might 1ive invisible and dim. (53-54)

Self-fulflllment again iIs seen paradoxically as demanding
sel f-destruction. The unitive life Is a 1ife YIinvisible

and dim," because the finite is completely absorbed in the
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vision of the Infinlite. Such total transcendence of the
world, however, Vaughan found agonizlngly difficult to

achieve. He says in “Repentence'':

In all this Round of 1ife and death
Nothing's more vile than is my breath,
Profanenes on my tongue doth rest,
Defects and darknes In my brest,
Pollutions all my body wed,
And even my soul to thee Iis dead,
Only In him, on whom | feast,
Both soul, and body are well drest,
His pure perfection quits all score,
And fl111s the Boxes of hls poor;
He Is the Center of long life, and light,

| am but finite, He Is Infinite, (73-86)

The last line sums up the final source of Vaughan's
angulsh. Man's very existence becomes an obstacle to
unlon, for although God Is in all things, man can never be
truly united with God until all of the lImitations Inherent
Iin physical existence cease to be,

Traherne, like Vaughan, was consclious of the problem of
reallzing God's inflnitude, but unlike Vaughan, he did not
see the created world as limited. Unlon of the self with

God dld not require, for him, the agonizing death of the
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self In the solitary night of the spirit, but rather the
joyous participation In the endless process of creation.

Thus, he says In "“"The Vislon'":

To see a Glorious Fountalin and an End,
To see all Creatures tend

To thy advancement, and so sweetly close
In thy Repose: To see them shine

In Use, in Worth, In Service, and even Foes
Among the rest made thine:

To see all these unite at once In Thee

Is to behold Fellcity.

To see the Fountain is a Blessed Thing,
It Is to see the King
Of Glory face to face: But yet the End
The Glorius, Wondrous End is more;
And yet the Fountalin there we Comprehend,
The Spring we there adore:
For In the End the Fountain best Is Shewn,

As by Effects the Cause Is Known. (33-48)

The effect reveals the cause; the end, the means. The
creatlion reveals the creator. Where union, for Vaughan,
requires the painful death of the self, for Traherne, It

only requires the full awareness of the fountain which
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flows through all creation. Unlion Is attained by extending
the 1imits of the self and by possessing Iin the mind the
Iinfinitude of the created world, The limitations of the
phenomenal world are overcome with less difficulty because
they are only apparent limitations created by false
understanding. If man sees the world as God sees It,
limitations disappear. The created world Is possessed by
the right-thinking mind and In this state Is entirely

transformed:

Flight is but the Preparatlive: The Slight
Is Deep and Infinite;

Ah mel 'tis all the Glory, Love, Light, Space,
Joy, Beauty and Varlety,

That doth adorn the Godheads Dwelling Place
'Tis all that Ey can see.

Even Trades them selvs seen in Celestlial Light,
And Cares and Sins and Woes are Bright.

("The Vision," 1-8)

To see the created world as God sees It Is to see
infinitely, and the apparent limitations of the phenomenal
world cease to exist., There Is not, as there almost always
Is In Vaughan, a desire to transcend the phenomenal. O0On
the contrary, the sight, Itself, Is Infinite. The

ambiguity of "sight," which seems to mean at once personal
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vision and also the object of vislion, heightens the intimacy
between mental Image and physical object. Trzherne is not
suggesting that the world is merely a product of his
consclous imagination, but rather that in his Imagination
the world Is both perfect and inflnite. This psychic

phenomenon is discussed by Carl Jung, who says:

Without consciousness there would, practically
speaking, be no world, for the world exists as
such only in so far as it Is consclously
reflected and consciously expressed by a psyche.
Consciousness is a precondition of belng. Thus
the psyche Is endowed with the dignlty of a
cosmic principle which phllosophically and In
fact gives it a position coequal with physical
being. The carrier of thls consciousness Is the
individual, who does not produce the psyche on
his own volition but Is, on the contrary,
preformed by It and nourlshed by the gradual

awakening of consciousness during chlldhood.8

An appreciation of the extent to which the physical and
psychic worlds are Interdependent In Traherne is essentlial,
because In his poetry the unified vision is a product of
his consclousness, which achieves the dignity of cosmic

principle by virtue of Its participation in the divine Act.
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Yet thlis quest for unity, while imaginative, does not
reduce the phenomenal world to abstractions or demand that
the physical world be reduced to mists. Instead, It
requires that the Indlvidual realize consciously the
divinity in which all things have their true ground of
being. This Is Traherne's "act of Understanding," of which
he says: fThese things shall never be seen with your
bodily eyes, but in a more perfect manner, you shall be
present with them in your Understanding. You shall be in
them to the very centre and they in you. As light Is in a
piece of crystal, so shall you be with every part and
excellency of themﬁ (Centurles, i, 76). The individual
thus becomes a part of the divine Act by exercizing hls
consclousness and by fully reallzing the self in God. The
human spirit, which Is the image of the Divine Mind, Is
united with God in the act of Unde.rstandlng.g

Traherne 1lnks the act of Undrestanding with the
Hermetic opus or transformative process most explicitly In

"Thoughts 1":

0 ye Conceptions of delight!
Ye that Inform my Soul with Life and Sightl!
Ye Representatives, and Springs
0Of Inward Pleasurel
Ye joys!l ye Ends of Outward Treasure!

Ye Inward, and ye Living Thingsl
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The Thought, or Joy Concelved Is
The inward Fabrick of my Standing Blliss.
It is the very Substance of my Mind
Transformd and with Its Objects 1ind.
The Qulintessence, Elixar, Spirit, Cream,
Tis Strange that Things unseen should be Supreme.

(48-60)

In the "Conceptions of Delight" both "inward Pleasure" and
"outward Treasuref are simultaneously present. The thought
itself Is the elixir, the Invisible fifth essence, in which
all opposition Is reconclled and all imperfection
eliminated. Yet In Traherne, more than In any of the other
poets conslidered here, the process ls Internalized and
rational. The transformation is still dependent upon right
thought and still relles upon the assumption that there Is
between the celestlial and the terrestrial worlds a divine
correspondence which the human mind can recover and thereby
el iminate dlssoclation and fragmentatlon. Because he
bellieved hlmselfvcapable of completely Internalizing
phenomenal experience so that all nature was present In his
mind, he was capable of effecting a total transformation of
the phenomenal world without feeling a need finally to deny
the phenomenal in favor of abstract forms.

What Vaughan and Traherne do seem to share Is a

tendency away from what Basll Willey calls 'plicture
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thinking," toward conceptualization. Whereas both
concelt and emblem suggest a static, mirror-1ike
correspondence between the ldeal and phenomenal worlds, the
dynamic Imagery of Traherne and Vaughan reflects an ongoing
quest for unity with the divine and suggests the growing
influence of the rational religion of the Cambridge
Platonists., "“Thelr whole emphasis was upon the power of
of the individual to ralse himself unceasingly toward
perfectlion by living after the Spirit. Traditional
teaching about Salvation evoked images of Heaven and the
hereafter, of redemption and justiflcation In Its varlous
forms; the Platonists (like the Quakers in this as In
other ways) speak rather of 'here' and 'now.'" While
Donne and Herbert placed salvation and total union In the
hereafter, Vaughan and Traherne saw union as a goal to be
sought In this life. Just as Donne's concelts demonstrate
the tenslon he saw between the phenomenal and the ideal,
Traherne's imagery, which frequently seems at flrst to
suggest disorientation, reflects his abllity to eliminate
the apparent limitation and dissociation of the phenomenal
world in the act of understanding. The fluid imagery of
the poetry suggests the poet's free movement Iin the
fountain of divinity and stands in contrast to both the
static visual impact of the emblem and concelt and also to
the Implication of studied purlfication and refinement

inherent In the dynamic, quest imagery of Vaughan.
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Whereas Traherne, like Vaughan, may have sensed that
the mind of man could not experience the totality of the
One and stll1l retain its identity, he did not conslider this
limitation an impediment to his union with the numlinous.
For him, it was enough to discover his Identity In God and
to find feliclity through his total participation in the Act
of Love., For Vaughan, the finitude of individual identity
was a barrier to union with the One, which he concelved of
as both immanent and transcendent. The same boundaries
which create Individuality create, for Vaughan, a tension
with the One, in whom there are no boundarles. Only those
who can '"'die before their death," can eliminate the tension
between the One and the many and realize the perfect
transformation of death and reblrth in Christ. While
Vaughan belleved such a death to be possible, the
continulng struggle to die into Christ and to eliminate any
barriers of individuality is the source of his poetry's

greatest tension.
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Vaughan, Cowley, and Cleveland:

The End of a Vision

l

By the second half of the seventeenth century the
thought of Bacon and Montaligne had been developed and
modifled by Descartes and Hobbes. The new thinkers, who
attached less importance to the fall, saw the mind as a
gatherer and synthesizer of facts rather than as an agent
of transformation. Men such as Sprat, Evelyn, and Cowley
had 1ittle doubt that the world was governed by unity and
order, but they felt that this order could only be
discovered by the rational and imperscnal observation of
things as they were. |[|f the order of the world was not
apparent to man, it was not because man's vision had been
clouded by sin, but because man's reason had been shackled
by a system of thought which attempted to view the worild as
a manifestation of a Divine Intelligence, and which sought
to deduce truths about the nature of the world from its
knowledge of the Deity. The efforts of Donne, Herbert,
Traherne, and Vaughan to show that dissemblance was the
result of human apostasy and that unity could be recovered

through self=disclpline and purification depended upon the
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acknowledgment of a correspondent unity between the divine
and temporal worlds. However, as It became Increasingly
clear to seventeenth century thinkers that the temporal
world did not correspond to the heirarchical, divine order
of the schooimen, the metaphysicals' search for unity
demanded more and more the transformation of the temporal
world, and wit was the instrument of transformation. Yet
their vision was rapidly becoming anachronistic, as their
horror at the chaotic¢ dissolution of the old, ordered
universe paled before the promising discoveries of the
bright young men who were only too happy to cast off old
superstitions and fears In their search for the ''brave new
world.ﬁ

Robert B. Hinman points out how the melancholy of Donne
and Bishop Goodman faded before the optimism of Sprat and

Cowley:

If fallen man was condemned to sink ever deeper iInto
a morass of moral corruption, physical debility, and
poverty as the earth's fertility diminished, if no
human efforts could contribute to gradual Improvement
of the human conditlon, only stubborn obscurantism
could keep falth in divine justice. But vigorous
minds could not deny human progress in some areas,
They refused to concede that all human activities are

absolutely, rather than relatively, vailn. They could
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not treat man's vaunted freedom of will as an Illusion

imposed in cruel jest.1

The disease which Donne belleved had locked the earth In
its death throes appeared to Cowley to be little more than
a sort of Intellectual hypochondria, caused by the
abandonment of reason. The metaphysicals, as apologists
for the old order, were, he felt, proposing Imaginary
remedies for imaglinary problems. Donhne had said In the

"cirst Anniversarie':

There Is no health; Physitlians say that wee,
At best, enjoy but a neutralitie.
And can there bee worse sicknesse, then to know

That we are never well, nor can be so? (91-94)

To which Cowley seems to reply directly when he says,

0 Notion false! O Appetite deprav'd.

That has the nobler part of man enslav'd.

Man born to Reason, does that Safety quit,

To split upon the dangerous Rock of Wit.
Physicians say, there's no such danger near,

As when, though no signs manifest appear,
Seif=-tir'd and dull, man knows not what he ails,

And without toll his Strength and Vigor fails.2
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Cowley, opposing reason and wlt, suggests that the latter
Is responsible for the unwarranted disease of
self-destructive brooding and melancholy. There are no
man|fest signs of the world's corruption and sickness, but
man, "split upon the dangerous Rock of Wit," has deluded
himself Into creating a sickness which saps his "Strength
and Vigor." Reason, for Cowley, clearly meant Inductlve
thinking as opposed to the deductive thought of the
metaphyslicals, for whom the general axloms about the nature
of the world were inextricably bound up with questions of
theology and morality. Cowley's thought, however, moved to
general truths from the observation of particulars, and,
hence, the general axioms were always likely to be altered
by the accumulatlon of new evidence. The syllogistic
thought of the metaphyslcals, however, did not lend itself
to such easy modlfication. When the discoveries of
Gallleo, Kepler, Harvey, and others contradicted the
scholastic world vision, based upon theological assumption
and Aristotelian loglc, the metaphysicals constructed, In
an attempt to explain away the apparent Inaccuracles of
thelr arguments, new syllogisms which were based upon
flawless logic and theological premises which they
considered unquestionable.

These attempts to malntain the accuracy of the

scholastic world vislion in the face of growing challenges

resulted In the phenomenon of metaphysical wit, which was,
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as Professor Alvarez has brilliantly demonstrated, bound up
with lyrical dlalectic. The metaphysical poets equated wit
with the right reason which would allow man to transform
the world.

Yet for all his professed disdain for wit, It was
Cowley who, along with Donne, was singled out by both
Dryden and Doctor Johnson as an example of the abuse of wit
In seventeenth century poetry. However, while he seems to
have understood and even to have tried writing In the
manner of Donne and Herbert, Cowley's poetry reveals
considerably less inner-tension than even Traherne's. The
poems In The Mistress, therefore, do seem to use wit in the
manner of Donne's love poems, but one always feels that
Cowley was affecting a style rather than trying to resolve
his personal conflicts through wit., Because Cowley
believed that the purpose of metaphysical wit was the
curing of non-existent spliritual maladies In the mlicrocosm
and In the macrocosm, It Is easy to understand why his
"metaphyslcalﬁ poems lack what we would today call an
"objective correlative." Whereas the wit of Donne or of
Vaughan always represents the attempt of a serious mind to
put back together a sick and fragmented world, Cowley's wit
Is most characteristically merely clever. George
Williamson quotes what he calls 9a rather typical conceit"

from Cowley's "Elegie upon Anacreon':
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Love was with thy Life entwin'd
Close as Heat with Fire Is joyn'd,
A powerful Brand prescribed the date
Of thine, like Meleagers Fate.
Th' Antiperistasis, of Age

More enflam'd thy amorous rage. (33-38)

of which he says: "This is ingenious, but somehow It lacks
the Intellectual vigor, the agitated mind of Donne, whose
conceits can seldom be called merely Ingenious. The
contortions of Donne's mind were never so easy, so
frictionless and therefore devoid of heat."3 The Preface
to the 1656 edition of Pgems suggests that Cowley himself
might have shared this oplnion. He says of The Mistress.,
9For so It Is, that Poets are scarce thought Free-men of
thelr Company, wlthout paying some duties, and obliging
themselves to be true to Love."
For all of this, however, there can be no doubt that

Cowley did understand the metaphysicals' conception of wit.

He says in his "Ode: of Wit'":

Iin a true plece of Wit all things must be,

Yet all things there agree.
As In the Ark, joyn'd without force or strife,
All Creatures dwelt; all Creatures that had Life.

Or as the Primitive Forms of all
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(1f we compare great things with small)
Which without Discord or Confusion lie,

In that strange Mirror of the Deitie. (57-64)

Here, it Is plain that Cowley sees true wilt as the
reconciliation of material opposites. Wit elimlnates
opposition-=-"Al11 things there agree," by showlng thlngs as
they appear “In that strange Mirror of the Deltfie." The
Ark metaphor demonstrates thlis unlty of the many in the
One. In "Platonlck Love" Cowley uses the characteristic
dlialectic or lyrlcal argument of Donne to convince his

mistress that she should vield her body to him:

Indeed | must confess,
When Souls mix 'tis an Happlness;
But not compleat till Bodies too combine,
And closely as our minds together joln;
But half of Heaven the Souls In glory tast,
'TI1] by Love In Heaven at last,

Thelr Bodies too are plac't. (1-7)

The souls, because they are Incorporeal, Intermingle

freely, but true love demands that this unity of souls be
duplicated by the physical bodies. dJust as the soul will
only know half of Its happiness until it Is joined by the

body In heaven, so the lovers can only know a partial
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happiness until the union which has already taken place on

the spiritual level is consummated on the physical level:

In thy immortal part
Man, as well as |, thou art.
But something 'tis that differs Thee and Me;
And we must one even In that difference be.
I Thee, both as a man, and woman prize;
For a perfect Love Implies

Love in all Capacities. (8=14)

Cowley makes further use of the dichotomy of body and soul
by asserting that souls are all one sex and, therefore, do
not need to be united, while bodies, because they are
incomplete (containing only one sex) are continually
striving for unity or the neutrality of both sexes achleved
through the sex act. The soul knows unity and harmony
naturally, and it is unreasonable to prevent the body from
knowing that happiness also. The achlevement of unity
depends upon the elimination of "difference" by bringing
the variety of the physlcal world under the dominion of the
unified Ideal world. This desire to transform the
imperfect and dissocliated phenomenal world to a perfect
unity, purged of all opposition, was the ralson d'etre of
metaphysical wit., In formula, "Platonick Love" is a

perfect example of that wit, as it advances its argument
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deductively from conventlonal premises of scholastic
theology, showlng that the lovers, If they are to know
divine perfection, must unite thelir bodles.

In the poetry of Cowley, however, Intellectual agility
and cleverness do not flow out of the same deep fountalins
of emotion as they do In Donne and Vaughan, for whom the
problems of unity and transformation were of central
Importance. In "The Check" Vaughan emphasizes the high

seriousness of his quest:

View thy fore-runners: Creatures gliv'n to be
Thy youths Companions
Take thelr leave and die: Birds, Beasts, each tree
A1l that have a growth, or breath
Have one large language, Death.
0 then play not! but strive to him who Can
Make these sad shades pure Sun,
Turning their mlsts to beams, their damps to day,
Whose pow' r doth so excell
As to make Clay

A splirit, and true glory dwell

In dust, and stones. (25~36)

Vaughan Is speaking to his body, referred to in line eleven
as ﬁhumble dust." The "hideous night" of death Is, or

should be, the check upon the body's idleness and
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frivolity. Consciousness of death should make the body
deslrous of transformation. The illusory "“shades,"
"mists," and "damps'" of the phenomenal world will be
transformed to pure light as the radiance of the sun
eliminates the misleadlng darkness and opacity of sensory
experience. Even the body, assoclated with the heaviest of
the four elements, will be transformed to pure spirit.

Assoclating fragmentation and decay with apostasy, the
metaphyslicals saw right reason as the only means of
recovering unity. For Vaughan, as for Traherne, the
innocence of childhood came to symbolize the Edenic
experience of the life of the Indlvidual in perfect harmony
with God., It is for this reason, rather than because of
doubtful assoclations of childhood with pre-existence or
reminiscence, that the childhood theme Is central to
Vaughan. Yet recognizing this, S. L. Bethell says: "Too
much has been made of the childhood theme In Vaughan."®
And while he makes the connection in Vaughan between
childhood and Edenic vision, he says: "it seems to me that
Vaughan shares the general seventeenth-century tendency to
over-stress man's loss through the Fall."6 For Vaughan,
however, the Importance of the Fall could not be
over-stressed, as the whole object of his spliritual quest
was the recovery, through marrtage to Christ, of the
prelapsarian purlty in which apostasy and discord would no

longer exist. The doctrine of the Fall provided the
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explanation, not only for Vaughan but for Donne, Herbert,
and Traherne as well, that the apparent affllictions of the
world were the consequence of sin and wrong reason. It
also provided at least a smattering of hope that harmony
and order could be restored through the purgation of sin
and the exercise of right reason.7

Like the metaphysicals, Cowley understood that order
and harmony were essential to a world governed by God, but
Cowley Inslsted that thls order was to be discovered in

rather than Imposed upon the world. As Sprat tells us:

He betook himself to Its [bature's] Contemplation,
as well furnished with sound Judgment, and
diligent Observation, and good Method to discover
its Mysterles, as with Abllitles to set it forth

in all lits Ornaments.8

This concern for accurate observation and discovery of
nature's order Is reflected in the Plantarum, of which

Hinman says,

What the plants say represents the consequences of the
poet's attentive observation of and reflectlion on
nature. The poet learns of the medicinal properties
of the herbs In his garden. As he does so, hls

knowledge of plants opens other areas of knowledge.
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The more aware he becomes of the curative
virtues of plants, the more convinced he
becomes that man's 1ife figures In a grand deslign,
even eptiomizes it, and that nature constantly
provides means of restoring man's faculties, even

when he himself has abused them.9

Like Vaughan, then, Cowley delighted in the grand design of
nature, and llke Vaughan also, he attached great importance
to what Hinman here calls "responslveness,'" the complex
pattern of Influence and interaction between various orders
of being. Yet Cowley's awareness of Influence Is free from
Hermetic associations, as Vaughan's seldom is, For
Vaughan, purity of soul was a necessary precondition to the
practice of medicine, because only the pure of soul could
unlock the secrets of influence in the healing herbs. This
Is made clear, not only in Hermetlical Phyvsick and The
Chymists Key, but also In "The Tempest":

All things here shew him heaven; Waters that fall

Chide, and fly up; Mists of corruptest fome

Quit their first beds & mount; trees, herbs,
flowers, all

Strive upwards stil, and polnt him the way home.

(26-29)
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A1l of pature Is linked by influence, by the divine seeds
or sparks of light which God has Implanted throughout the
world. Also, when Vaughan deals with nature, he does so
abstractly. There Is none of the botanists' careful
observation and classiflication so characterlistic of
Cowley's Plantarum. On the contrary, Vaughan's nature
passages are characterlstically couched In the language of
the Hermeticists. He speaks of refinement, of the casting
off of grossness, and he conveniently overlooks obvious
facts when they do not advance his argument, as In the
passage above, when, after drawing a correspondence between
the mists rising from falling water and the refinement of
man, he lgnores the fact that the mists will again fall
Into the flowing stream. Yet, while he felt that the world
was framed to show man heaven, he also believed that man's
corruption, his misuse of natural beauty, could make the

world a snare rather than an aid to salvation:

0 foollsh man! how hast thou lost thy sight?
How Is It that the Sun to thee alone
Is grown thick darkness, and thy bread, a stone?

Hath flesh no softness now? mid-day no light? (53=-66)

Foollish lgnorance sprlings from apostasy, from the fallure
to see the complex network of occult correspondences whlch

reveal divine presence.
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Cowley, however, must have seen the paradoxical
situation in which the apologists for the old hierarchical,
ordered universe were forced into ignoring sclentific fact
and offering labyrinthine explanations for the existence
of the most readily explalnable natural phenomenon. He
must have felt that in attempting to make the natural world
correspond to a preconceived scheme the metaphysicals were
not only grossly distortlng the true nature of the physical
world, but that they were ignoring the very real order of
nature which could be discovered Inductively. In any case,
after The Mistress, Cowley's poetry began more and more to
reflect classlical rather than contemporary Engilish
influences. He became Interested in the Pindarlc Ode and
the Eplc. His lines became more regular, and his conceits
became fewer and less integral to his poetry. His emphasis
upon reason and order stressed Impersonal objectivity and
dispassionate observation, foreshadowling the newer tastes
of the Restoration.

Cowley's rejection of the Hermetlic opus Is most

explicit In "Reason. The Use of It in Divine Matters."

Vislons, and Insplrations some expect,
Their course here to direct.

Like senseless Chymists thelr own wealth destroy,
Imaginary Gold t'enjoy.

So Stars appear to drop to us from skie,
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And gild the passage as they fly:
But when they fall, and meet the' opposing Ground,

What but a sordid Slime Is found? (9=-16)

Here, he chides the 'senseless Chymists' for ruining the very
real wealth which surrounded them in their valn attempts to
produce gold. Just as the physical alchemists had failed

to produce actual gold, so, he felt, the splirltual
alchemists, In thelr attempts to Imaginatively transform

the world, had produced only "lImaginary Goid," which could
not survive contact with the world of nature. The visions
and inspirations recelved from the stars become only "a
Sordid S1ime" when they "meet the' opposing Ground." Or,

as he says a few lines further:

So numberless the Stars, that to the Eye
It makes but all one Galaxie.

Yet Reason must assist too, for In Seas
So vast and dangerous as these,

Our course by Stars above we cannot know,

Without the Compass too below. (35-40)

It Is Important to note here that Cowley's rejection of
alchemical transformation does not sprlng, as Donne's had,
from consciousness of man's moral Iimperfection. On the

contrary, he rejects the whole concept of transformation,
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imaginative or material, as wrong-headed. Hls style is
argumentative and concelted; the lines are rough and
mascul ine; but here it ls the content rather than the
clothing of the argument which Is Important. Cowley Is
attacking the '"sports of wanton Wit" with their own
weapons, using the style of Donne to refute the very
arguments which Donne had advanced.

In "To the Royal Society" Cowley expllcltfy refutes the
views of those who see the world's apparent illness as a
consequence of the fall, In fact he refers to philosophy
as "the great and only Helr/0f all that Human Knowledge
which has bln/Unforfeited by Man's rebellious Sin" (1-3).
On the contrary, the captors of phllosophy have been ''Some
negligent, and some ambitious menﬁ (15), who "amus'd him
with the sports of wanton Wit*" (20). Had phitosophy not
been captive, ﬁone would have thought,/To rlpeness and
perfectlion might have brought/A Science so well bred and
nurst,/And of such hopeful parts too at the first" (10-14).
After stating that philosophy has been lost in '"the
pleasant Labyrinths of ever-fresh Discourse" (24), and
entertalined ﬁwrth painted Scenes, and Pageants of the
Brain'" (30), Cowley goes on to hail Bacon as philosophy's

emanclpator:

From Words, which are but Plctures of the Thought,

(Though we our Thoughts from them perversely drew)
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To things, the Minds right Object, he It brought,
Like foollish Birds to palinted Grapes we flew;
He sought and gathered for our use the True;
And when on heaps the chosen Bunches lay,
He prest them wisely the Mechanick way,
Ti1l all thelr juyce did in one Vessel jovn,
Ferment into a Nourlishment Divine,

The thirsty Souls refreshing Wine. (69-78)

"Things" were for Cowley "the Mind's right object," and
man's '"Nourishment Divine" was to be obtalned not through

the transformation of the world and the denial of sensory

experience, but "wisely the Mechanick way," through

emplrical observation of "things."

We would be like the Deltie,

When Truth and Falshood, Good and Evil, we

Without the Sences aid within our selves would see;
For ' tis God only who can find

All Nature In hls Mind,. (64-68)

According to Cowley, then, It Is Inductlve reason rather
than metaphysical wit which will allow man to dlscover the
workings of God In nature. The poet must not distort

nature,
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to make it like

Th' ldeas and the Images which lie
In his own Fancy, or hls Memory,
No, he before his sight must place
The Natural and Llving Face;
The real object must command
Each Judgment of his Eye, and Motion of his Hand.
(83-88)

However, If Cowley's materlalism, In Its anti-Platonic
insistence upon the reallty of the phenomenal world,
appears to be the antagonist In the long drama of the
English poetic tradition, it is well to remember that
metaphysical poetry Is largely a poetry of desperation.
Donne sensed, and Vaughan seems sometimes to have sensed
also, that their efforts to transform the world were In
vain. Cowley's falth In empiricism foreshadows the
conception of metaphyslcal wit which was bound to occur In
the eighteenth century as men began to see feeling and
emotion as inherently at odds with the ratlonal thought
demanded by the sclientiflc method. Because metaphyslcal
wit represents a failure or refusal of the poets to
separate feeling from thought In their interactions with
their external environments, any system of viewing nature
whlch rellied exclusively upon rational thought as a key to

understanding the universe could not attach the same
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metaphyslcal signiflcance to chance parallels and
analogies. This fact alone would be sufficient to account
for Vaughan's poetic silence durlng the last years of his
life.

Certainly Thalia Rediviva (1678) Is an anti=climax in
Vaughan's career. It Is generally mediocre and is marked,
on the whole, by a lack of poetic inspiration, Much of the
materlal was composed before the augmented editlon of Sllex
Scintillans appeared in 1655. The devotional poetry
composes only one section of seventeen poems, and here the
arduous struggle for unity with the One is seldom In
evidence. The mood is one of resignation and retreat, as

in "The Bee':

Where state grasps more than plain Truth needs
And wholesome Herbs are starv'd by Weeds:
To the wild Woods | will be gone,

And the course Meals of great Saint John. (3-6)

He still laments the disappearence of order and the
discordance of the world, made manifest in the errors of

the new sclience and the bloodshed of the Civil War:

The truth, which once was plainly taught,
With thorns and briars now is fraught.

Some part Is with bold Fables spotted,



167

Some by strange Comments wildly blotted:
And dlscord (old Corruption's Crest)

With blood and blame hath stain'd the rest.
So Snow, which in its flrst descents

A whiteness, like pure heav'n presents,
When touch'd by Man is quickly soil'd

And after trodden down, and spoll'd. (63-72)

Despairing of curing the world's Infirmity, the poet asks

only for the solitude and peace of a Hermit:

Then slince corrupt man hath driv'n hence
Thy kind and saving Influence,

And Balm Is no more to be had

In all the Coasts of Gllead:

Go with me to the shade and cell,

Where thy best Servants once did dwell. (93-98)

I
If Cowley's poetry reveals the intellectual current in
which metaphysical poetry was drowned, John Cleveland's
poems could be compared to the last futile gasps for air by
a man whose head was already under water. In Cleveland
dialectic, radlcal metaphors, alchemlcal flgures, and
recondite images are almost wholly divorced from poetic

meaning. The effect is sometimes amusing, sometimes



168

ludicrous In the poet who seems to be alternately
burlesquing and aping the metaphysical style. Here,
Iingenuity becomes perversity; the unusual becomes the
grotesque. Yet, with the exception of "The Authors
Mock-Song to Mark Anthony," the overt indications of parody
are seldom present. While 'the metaphysical conceit aims
at making us concede its justness while admiring Its

n10 Cleveland's Ingenulty In forming concelts

ingenulty,
was seldom accompanied by a desire for justness. While the
sheer density and obscurity of his figures would seem to
quallfy him, at least for those who equate metaphyslical
poetry with strong lines and catachresis, as the most
metaphysical of metaphysicals, there s actually little
indication that in adopting many of the techniques of
Donne, Cleveland was doing anything more than affecting a
style. Notably missing from his poetry Is the "high
serlousnessﬂ of purpose which characterizes Donne in even
so light a poem as '"Goe and catch a falling star."

In ﬁThe Hecatomb to his Mistresse' Cleveland unleashes

what might be supposed to be a tirade against the excesses

of metaphysical wit:

Be dumb ye beggers of the rhiming trade,
Geld your loose wits, and let your Muse be splaid.
Charge not the parish with your bastard phrase

0f Balm, Elixar, both the lIndias,
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Of shrine, saint, sacrliledge, and such as these

Expressions, common as your Mistresses.11

Yet while Cleveland does condemn the alchemical figure and
also, more speciflically, Donne's famous Image from "The
Sunne Rlsing,ﬁ he condemns them for beling too common rather
than too abstruse. He goes on then to describe his
mistress, sometimes In a manner reminiscent of Donne's

"Negative Love'':

As then a purer substance Is defin'd

But by an heap of Negatives conbin'd; (31-32)

or his "An Anatomlie of the World":

All other forms seem in respect of thee
The Almanacks mishap'd Anatomlie. (39-40)

and sometimes with an _[ingegno all his own:

can your eyes want nose,
When from each cheek buds forth a fragrant Rose?

(55-56)

But here, as in almost all of Cleveland's verse, wit exists

primarily for ampliflcation. |t does not help to deflne
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the experience which the poem communicates but rather
provides a patchwork, and frequently i(l11-flitting, garment
composed of what has been appropriately called
"Clevelandism." The heroic love of Glordano Bruno, with
Its noble purpose and Its delight In correspondence, has
become a sort of narcissistic self-indulgence to which
Doctor Johnson's comment on the metaphysicals might well be
applied:

Their thoughts are often new, but seldom
natural; they are not obvious, but nelther
are they just; and the reader, far from
wonderling that he missed them, wonders more
frequently by what perverseness of industry

they were ever found.12

But Cleveland, In splite of his fascination with concelt and
paradox, Is more at home In satire and panegyric than In
meditative verse.

The distance between the sensibilities of Cleveland and
the metaphyslcals can readily be seen by comparing one of
his images from "Upon Phillis walking In a morning before

Sun-rising'" with a similar one from Vaughan's ' alith':

The Mary-gold whose Courtliers face

Eccho's the sunne, and doth unlace
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Her at his rlse, at his full stop
Packs and shuts up her gaudy shop,
Mistakes her cue, and doth dlsplay.
Thus Phillis antidates the day. (27-32)

The "Mary-gold," mistaking Phillis for the sun, opens
Itself to her in courtier-like tribute. The conceit is,
according to George Willlamson, '"one of excellent wit," and
"is exactly what he Intended it, a witty compliment to

“13 |t may be both of these things, De gustibus

Phillis.
non est disputandum, but, such Is the extent of the poem's

hyperbole, It may also be a satirical thrust at the
Hermetic notion of Influence as it was used by Vaughan in
"To Amoret gone from him." In either case, the lmage
serves to amplify the beauty and radlance of Phillis,
compared to whom the morn is sluggish, rather than to
define the poet's feelings or to explicate the poem's
content. The Implied correspondence between Phlllis and
the sun Is 1ittle more than conventional flattery, and the
doctrine of influence, If present at all, Is never pursued.
In "Faith" Vaughan does seem to echo Cleveland, but the
context in which the echo appears Is so radically altered

that there is little basis for claiming a direct borrowing:

The Law, and Ceremonlies made

A glorious night,
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Where Stars, and Clouds, both light, and shade
Had equal right;
But, as In nature, when the day
Breaks, night adjourns,
Stars shut up shop, mists pack away,

And the Moon mourns. (13-20)

Cleveland's '"shuts up her gaudy shop" has become "stars
shut up shop." Professor Williamson says, '"that Vaughan's
s a failure because he tries to fuse an essentially witty
image Into a highly Imaginative context involving a serlous

nl3 Vaughan's Y“"stars shut up shop," while perhaps

emotion.
less than witty, is placed In a highly Iimaginative context;
but If the image fails, it Is for a different reason.
Vaughan Is attempting to dramatize the role of Christ in
man's redemption. The "Law, and Ceremonies" are the rules
and rituals of the Qld Testament, which Vaughan likens to
night. The night is characterlstically ambiguous. It Is
glorious, but it is also dark. The stars, which emanate
divine influence, have "equal right'" with the clouds, which
obstruct man's vision., It is a time of partial
fulfiliment. But the night dlsappears with the rising of
the sun, and the ambivalence and partial fulfiliment of the
01d Testament vanish before the overwhelming light of faith

which flows from Christ:
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So when the Sun of righteousness

Dlid once appear,
That scene was chang'd, and a new dresse

Left for us here;
Veiles became useles, Alters fel,

Fires smoking die;
And all that sacred pomp, and shel

Of things did flle. (21-28)

Christ is the regenerative, transforming force both In the
individual and In the history of man. He dispells darkness
with an all-consuming power which transforms utterly all
that It touches so that veils become useless and the shells
of things disappear in his radiance. The emotion s
serious, and It Is conveyed by wlt, but the wit is neither
Intended as humor nor as ornament. |f the phrase "shut up
shOpQ seems not to work, it Is perhaps because the business
metaphor appears out of place or even trite in thils
context. Some justiflcation may be found in 1ine ten,
where Vaughan likens the covenant of the 0ld Testament to
an apprentliceship served, presumably, beneath the stars and
clouds which disappear with the coming of Christ, freelng

man from his bondage so that "All may be now Co=heirs":

A1l may be now Co=heirs; no noise

Of Bond, or Free
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Can Interdict us from those Joys

That wait on thee. (9-12)

In any case, the radically different context of Vaughan's
passage does demonstrate an essentlial difference between
the two poets. For Vaughan, wit revealed the deepest
truths about the nature of the universe, while for
Cleveland It was an exerclise in cleverness, induiged in for
Its own sake.

Not only the conceit but also the alchemical figure
loses much of its metaphysical sligniflcance in Cleveland's
poetry. Whereas In Donne, Herbert, Vaughan, and Traherne
alchemlcal 1language is most frequently associated with
spiritual transformation and the quest for perfection,
Cleveland's alchemical imagery seldom carrles any
metaphysical signiflicance. In fOn the Archblishop of
Canterbury," his elegy for William Laud, for instance,
Cleveland rejects the concept of poem as an alembic, or a

vessel of transformation:

| need no Muse to give my passion vent,

He brews his tears that studies to lament.

Verse chymically weeps; that pious raine

Distill'd with Art, is but the sweat o' th' braine.
(1-4)
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Cleveland, thus, opposes intellect with feeling suggesting
that the poetic expression of grief should be natural
rather than studied.l® One thlinks of Donne's
"Anniversaries" as examples of these "common formall
Elegies" In which the poet "mournes at distance, weeps
alocof," and while It is true that In order to maintaln an
“"objective correlative'" for his excess of emotion and his
immense Intellectual effort Donne makes Elizabeth Drury
into a symbol for the decay of the macrocosm; nevertheless,
I cannot believe that Donne would have conslidered this
hyperbole insincere. In fact, the alchemical imagery In
"The Anniversarles" serves to place Donne's feelings for
her in an Intellectual context which provides solace by
suggesting that her death is merely the refining and
purification of her body. Vaughan, also, in the poems on
the death of his younger brother William, always moves from
an exclamation of grief at William's death to an
intellectual reconciliation with death. He begins one

untitled poem,

Joy of my lifel while 1eft me here,

And sti11 my Lovel (1-2)

but moves quickly to consider his brother as a star,
providing a ray of light from above, and leading Vaughan

through the darkness of his unregenerate 1life:
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Stars are of mighty use: The night

Is dark, and long;
The rode foul, and where one goes right,
Six may go wrong.,
One twinkling ray
Shot o'r some cloud,
May clear much way

And guide a crowd. (9-16)

Agaln the night suggests the amblivalent time before
transformation, and the stars and clouds suggest the aids
and obstacles to man in his quest. The stars shed thelr
benign influence, nourishing the divine spark or seed
implanted in man. This chymical weeping, however, is not
insincere; it is rather a part of the general tendency of
the metaphysicals to appropriate from thelr broad spectrum
of thought and experience the raw material to be refined
and transformed Iin their verse.

In "Fuscara; or The Bee Errant," Cleveland employs
alchemical imagery, suggesting that the bee Is the chymist
who would transform Fuscara to gold, except that she is
already perfect. And just as Elizabeth Drury's death had,
for Donne, reflected the sickness and decay of the world,
so Fuscara's perfection demonstrates, for Cleveland, the

general health of the world:
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Here he did sit, and Essence quaff,
Ti1l her coy Pulse had beat him off;
That Pulse which, he that feels may know

Whether the World's long=liv'd or no. (15-18)

The Iimage is cleverly concelived and well executed, but In
its assertion that nelther Fuscara nor the macrocosm needs
the transformation offered by the alchemist, it reveals the
truth of Professor Alvarez's statement about Cleveland:
"Instead of being an individual power by which the poet
discriminates and synthesizes hls materlal, wit has become
a simple mechanism for turning out novel and learned
perlphrases."15 In short, Cleveland has adopted the
characteristic literary devices of the metaphyslicals, but
he has rejected the Intellectual context out of which
metaphysical wit grew. "'Fuscara', in fact, is one of a
number of Cleveland's pleces that are not at all serlous
poems which have misfired, but are, instead, merely strings
of rather dapper jokes and epigrams."16

Just how little Cleveland shared the metaphysical
sensibility Is apparent in his "Upon an Hermophrodite." For
Donne, of course, the unlion of the sexes was an act of
completlion-~the joining of two hemlispheres, but for
Cleveland the hermaphrodite becomes symbolic of a grotésque
desire for unnatural unity. He draws a parallel between

the mythical union of Hermaphrodlte, the Son of Hermes and
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Aphrodite, with Salmacis and Adam's double nature before
Eve was created from his side. This Is interesting for
several reasons. Because the soul, which contalns both
sexes, is neutral, Adam, as the flrst hermaphrodite, would
have had the unity of his soul dupllcated in his body; and

his body would have been in harmony with hls soul:

Adam ti11 his rib was lost,

Had both Sexes thus ingrost: (9-10)

With the creation of Eve from his side, however, Adam
sensed that he was no longer complete. His soul remailned

neutral, while his body contained only one sex:

Then did man ‘'bout Wedlock treat

To make his body up compleat. (13-14)

The completion of the self and the recovery of unlty
between body and soul are, of course, symbolized in *The
Canonization" by the riddle of fhe Phoenix, or the
philosopher's stone. The link becomes clear when we recall
that the Incorruptible 9treasure hard to attain'" was a
quintessential substance, purified of all opposition and
imbalance, equivalent to the recovery of prelapsarian

wholeness, in this case through sexual unlon:
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Thus Matrimony speakes but Thee
Iln a grave solemnity,
For man and wife make but one right

Canonlcall Hermophrodite. (15-18)

However, Cleveland turns the symbol into an object of

ridicule:

Thy breasts distingulsh one another,
This the sister, that the brother,
When thou joyn'st hands, my eare still fancles

The Nuptiall sound, | John take Frances: (45-46)

Strangely enough, In this poem Cleveland's perverse
metaphors are so outlandish that they work effectively if
one conslders them a parody of the metaphyslcals' attempts
to create a unlty through metaphor. However, It [s not
always safe to assume that Cleveland's purposes were
satirical. Certainly some of his couplets do, as
Williamson notes, have the sharp edge of satlire which was
to be polishad by Dryden and Pope,17 but his satlires are
generally insplired by his Intense political sympathies wlth
the Royalists rather than by his rejection of metaphysical
wit.

Unlike Traherne and Vaughan, who relied less heavily

than Donne upon the radical metaphor as a basis for their
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wit, Cleveland continued writing in the conceited style,
borrowing images and concepts from Donne and developing
them with much less preclision to the point where they
became absurd, In stanza three of "To the State of Love,"
for example, Cleveland takes the compass metaphor from
Donne's "A Valediction: forbldding mourning” and expands
it until it becomes absolutely ludicrous. There is no
indication, however, that Cleveland Intends a parody. His
lack of control and purpose Is sometimes humorous, as In
"Fuscaraf; sometimes it only leads to self-indulgent
obscurity, as In "“Parting with a Friend upon the Rode."
Only in his ﬁMock-Songﬁ is there concrete evidence that he
understood that wit could be abused, and perhaps here he is
merely recognizing the futility of hls own efforts.
Whatever hls obscure purpose, Cleveland succeeds in
demonstrating the exhaustion of a style. His wit is
sometimes at odds with, sometimes irrelevant to his
content, and whether the metaphysical style collapses in
his work due to his lack of concern for unlty and
transformation or to sheer exhaustion, there can be no

doubt of one thing=-it does collapse.
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Conclusion:

The Metaphysical Poetry of Henry Vaughan

Because Henry Vaughan was subject to many currents of
intellectual influence, It Is Important to understand how
these influences flnally took shape in hls poetry. Vaughan
was writing In a poetic tradition which stressed
correspondence and harmony, which Insisted that the world
was a manlfestation of the mind of God. Yet he lived In a
time when skeptliclism, scientiflc discovery, and civll war
were undermining many of the premises upon which older
conceptlons of correspondence and unity had been based,
Confronted with the disparity between his conceptlon of the
divine order of the universe and the chaos and
fragmentation which he saw everywhere about him, Vaughan
concluded that the dissoclation was not essentlial to the
world, but was due rather to man's allenation from God: an
alienation whlch had resulted in a frégmented and,
consequently, an Imperfect vision. He saw his task as a
poet to be that of recoverlng the unifled vision and of
demonstrating that fragmentation and discord were errors of
understanding resulting from moral apostasy. The poetic

imagination, then, became a means of reasserting the unity
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of the phenomenal world by demonstrating correspondence and
sympathy. Metaphysical wit sought to prove that the right
thinking intellect could explain the apparent fragmentation
of the world and recover the essential unity which had been
obscured by man's growing alienation from God.

In his famous letter to Arthur Johnson, William
Drummond of Hawthornden first used the term “Metaphysical"

with reference to Donne and his followers:

In vain have some Men of late (Transformers of
every Thing) consulted upon her [poetry's]
Reformation, and endeavoured to abstract her
to Metaphysical ideas, and Scholastical
Quiddities, denuding her of her own Hablits,
and those Ornaments with which she hath

amused the whole World some Thousand Years.1

While Drummond's description of these poets as metaphyslical
has been frequently noted, his reference to them as
"Transformers of every Thing'" has not, so far as | know,
been properly considered. The deslire to Imaginatively
transform the phenomenal world, however, Is at heart of the
metaphysical tradition of English poetry. The Intellectual
tension of metaphysical wit derives largely from the
attempt of the poet's mind to bring the phenomenal world

under its control. That iIs, within the conflnes of the
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poem, the poet can eliminate discord and fragmentation by

transforming the apparently dlssociated components of his
experlience Iinto a perfectly unifled whole. While the
transformation is imaginative, It would be a mistake to
think of It as merely Imaginary, the whole point of the
effort belng, of course, to show that dissociation rather
than unity Is il1lusory. Because the il1lusion of
dissoclatlion results from moral apostasy (originally the
fall from Eden) the Il1lusion can only be eliminated by
first purging the self, by recovering prelapsarian purlty.
Thus, the transformation of the world depends upon the
transformation of the self to a state In which the
Iindividual sees the world from a divine perspective in
which the husks and shells of things disappear entirely.
Childhood, then, is so important to Vaughan because it
represents a stage In the microcosm which Is equivalent to
the golden age of the macrocosm. Only by recovering the
purity of unfallen Adam can man hope to eliminate the
dissocltation and discord which envelop the unregenerate
adult. The life of unregenerate man Is analogous to the
0ld Testament covenant of Hebralc Law. Vaughan thinks of
it as a dark time when the only Illumination recelived by
man came from stars, and even the stars were frequently
obscured by mists and clouds. Christ is the regeneratlive
force, which offers man a way out of the darkness. In

Christ, man is offered the chance to be reborn and to live
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again the life of the child, but first the old man must
die. Marriage to Christ, thus, becomes symbolic of the
regeneration and transformation of man, as individual will
and divine will: individual vision and divine vision become
one, Just as the transformation of the microcosm requires
that the individual cease to exist as somethling apart from
God, the transformation of the macrocosm demands that the
particulars of experience be consumed by the all subduing
might of God. That Is, the individual must realize that
the created world is a manifestation of the Divine Mind and
see that in that Mind all things are one. Dissociation and
fragmentation occur only when man fails to see the world
from this divine perspective, when he introduces separation
and opposition.

The quest for transformation, then, is equivalent to
the quest for mystical union with God, and it is also
analogous to the Hermetic opus which sought to produce the
elixlr or philosopher's stone. Vaughan's Hermetlic Imagery
works in conjunction with his other quest Imagery to lend a
rich layer of secondary associations to his account of his
own struggle for transformation. Christ becomes the lapis
or the balm which transforms man to his original,
incorruptible state and grants him eternal life. He Is the
transforming tincture which removes all grossness of
matter, making man pure and incorruptible. He allows man

to Imaginatively transform the macrocosm, by eliminating
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all opposition and discord. Because all alchemical flgures
represent stages Iin a process, the language of Hermeticism
is well-sulted to description of the mystic's quest. Thus,
the Prima Materia, or primary matter, in which nous and
physis are one Is equivalent to the incorruptible unlity of
unfallen man. The separation of elements into secondary,
corruptible matter is equivalent to the state of man after
the fall, Here the seed, or the divine spark (in man, the
soul), sleeps imprisoned in gross matter., This is the
state of apostate man, whom Vaughan frequently describes as
belng a ward or In bondage. The chymist putrefies the
gross matter, extracting the elixlr, which allows him then
to purge metals of their grossness or to heal the
infirmities of hls patlents.2 This, of course, Is a
simplification of a complex and obscure process, but It
should be sufficient to show how Hermetic imagery operates
in conjunction with the more conventional Christian Imagery
used by Vaughan to describe his quest for transformation
and unity.

Since the effect of metaphysical Imagery was both to
demonstrate and to assert the abllity of the mind to
uncovet a divine unity In the phenomenal world, it is
Vaughan's conception of the poem as an alemblc which most
clearly places him in the metaphysical tradition. The
Images with which'Vaughan describes his quest for spiritual

transformation become actual evidences of his success or
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fallure Iin reachling his goal. Hls use of correspondence lis

not merely ornamental, but rather demonstrates his progress
toward that final unity in which all of the limltations and
11lusions of the apostate man wlll vanish in the pure 1light
of God. The poem, itself, becomes the alembic in which the
fragmentation and limitation of gross, secondary matter are
putrefied In the heat of the right thinkling intellect and
in which the transforming elixir is released from its
imprisonment, wholly regenerating and perfecting both the
microcosm and the macrocosm.

An examlnation of '"Cock=-crowing" reveals how Vaughan's
choice of images demonstrates his quest for transformation.
The poem Is a beautifully wrought and surprisingly complex
account of Vaughan's own quest for unity. At the same time
it demonstrates through its complex Interweaving of
orthodox religious, natural, and Hermetic [Imagery how

Vaughan sought to achieve his regeneration:

Father of lights! what Sunnie seed,
What glance of day hast thou confin'd
Into this bird? To all the breed

This busie Ray thou hast asslign'd. (1-4)

Beginning wlith an apostrophe to the '"Father of 1llights,"
Vaughan Immediately begins to develop two of the poem's

central themes==-influence and correspondence. The bird
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contains a "Sunnile seed" or a '"glance of day." This
is the divine spark which creates Influence and which

accounts for the cock's peculiar sensitivity to dawn.3

At
the same time, the spark Is "confin'd" or imprisoned within
the bird. It functions as a magnet seeking out the greater

light of God from whence it came:

Thelr magnitisme works all nlght,

And dreams of Paradlise and light. (5,6)

Night suggests allenation from the llght. The cock,

longing for the sun, corresponds to Qld Testament man
awalting the arrival of the Son of God, and also to
Vaughan, himself, awalting his transformation In Chrlst.u
Thus, Vaughan sets up what Is to be the pattern of the
poem, The "glance of day,ﬁ temporarily allenated from its

source and Imprisoned In gross matter, seeks liberation and

unity. As M, M. Mahood says, speaking of the poem:

We have already seen that when Thomas Vaughan
writes about the Philosopher's Stone he means a
transmutation of the soul; the highest alchemy

Is such a revelatlion of the First Matter as
consists In freeing the heart from all material
impurities, and thus preparing it for that secret

Incubation of the spirit of God whereby the
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spiritual elements of the mind are reunited with

their heavenly counterparts.5

The poem represents precisely this process. But it would
be a mistake to think of the cock as merely an allegorical
figure. Vaughan is doing much more than merely using the
cock to Illustrate a point; he Is using It to demonstrate
the manner In which the right=-thinking mind exerts Its
dominion over the phenomenal! world by reveal ing order and
eliminating apparent dissoctlatlon.
The poem's third stanza, as Don Cameron Allen polnts

out, contrasts the sgpentia of the cock with the
Intelllgentia of man.6 The image of God Is capable of

greater things than the cock, but at the same time, man can
choose darkness over light., He can extinguish the divine

spark and let the seed of divinity wither:

To sleep without thee, Is to die;
Yea, 'tis a death partakes of hell:
For where thou dost not close the eye
|t never opens, | can tell.

In such a dark Aegyptian border,

The shades of death dwell and disorder. (25=30)

Death and disorder are the consequences of man's failing to

nurture his seed of divinity by refusing "To watch for thy
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appearing hour." Death and disorder, then, are the results
of man's abandonment of his proper role as a seeker after
the transforming elixir. Vaughan's reference to the “dark
Aegyptian border'™ ts an allusion to the curse of darkness
cast by Moses upon the Egyptians, who had refused to let
Moses and his people leave. It is, thus, even a step
beyond the darkness of the lsraelites, who were the Lord's
chosen people. It represents the curse upon those who
reject the destiny of God and set themselves In opposition
to His will,

Yet, consclious of the seed which abides In him, Vaughan
rejects death and disorder for the "immortall light and

heat" of Godj

Seeing thy seed abides In me,

Dwell thou In it, and | In thee. (23-24)

The correspondences beautifully merge In the 1lnes:

Whose hand so shines through all this frame,
That by the beauty of the seat,

We plainly see, who made the same. (20-22)

The phrase, '"this frame," refers most Immediately to
the macrocosm, but It also refers to the bird and to

Vaughan, all of whom can be transformed by the pure light
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of Christ, and all of whom, rightly seen, reveal the glory
of God. |

Sti11, sensing that the transformation Is incomplete,
Vaughan longs to move beyond the ''gleams and fractions" of
the illumlnative stage. He senses that, desplte his
awareness of order and correspondence, he has not found the
transforming elixir which would, as he tells us Iin "They
are all gone into the world of light," "Resume thy spirit
from the world of thrall/lnto true liberty" (35-36). His
final transformation is denied by the cloak of his own
mortal Imperfection, which obstructs his vision of God and

Imprisons his soul:

Onely this Veyle which thou hast broke,
And must be broken yet In me,
This veyle, | say, Is all the cloke
And cloud which shadows thee from me.
This veyle thy full~ey'd love denies,

And onely gleams and fractions sples. (37-41)

The veil has been rent by Christ, who redeemed the
macrocosm from death and darkness, but Vaughan understands
that the same process must take place in the microcosm. He
must shake off the darkness of his own Imperfection and

liberate his soul from its bondage to the flesh:
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0 take It off! make no delay,
But brush me with thy light, that |
May shine unto a perfect day,
And warme me at thy glorious Eyel
0 take it offl or ti11 it flee,
Though with no Lilie, stay with mel (43-48)

Only when the soul is released from its conflnement within
the grossness of matter does It "shine unto a perfect day,"
eliminating all illusion of duality. In this state, when
all apostasy has been purged and the mind of man Is united
with the mind of God, all dissociation and imperfectlon
vanish. The individual spark is finally reunited with the
sun, and, as man sees the world through the "glorious Eye"
of God, the transformation is complete. In this poem,
however, as In so many others, Vaughan's consciousness of
his own shortcomings prevents the final union which he so
ardently desired.

Nevertheless, despite his fallures to achleve unity,
his poetry remains a powerful and moving record of his
quest., Lacking the sheer power and force of Donne's
intellect and the careful control of Herbert's poetic
craftsmanship, Vaughan's poems are filled with moments of
enthusiasm, quiet reverence, and brooding melancholy. Yet
always there Is hope. |If Vaﬁghan sometimes lacks faith in

man, he never loses faith in the redemptive power of
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Christ. Perhaps it is In this personal sense that the
twentieth century reader can most readily appreclate
Vaughan, whose Intellect Is always at the center of the
poem, struggling to bring a reluctant world under control.
Certainly a full appreciation of all of the nuances of
Vaughan's poetry requlres an acquaintance with intellectual
traditions which are not a part of the modern reader's
general store of knowledge. Yet, while a full study of
these sources is a task beyond the scope of this work, |
hope that In showing how Vaughan's poetic technique is
related to that of the other metaphysicals, | have managed
to show how the imagery and structure of the poems works to
reveal both a general vision of the world which Vaughan
shared with many of his contemporaries, and a vision which,
because It was so largely defined by the unique terms In
which Vaughan expressed it, was at the same time extremely

private.
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