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ABSTRACT 

A Reading of Richard Crashaw begins  w i t h  a s tudy 
7- 

of t h e  t r a d i t i o n s  and backgrounds behind t h e  work of 

t h a t  'minor' poet  of  t h e  seventeenth-century.  Among t h e  

n e g l e c t e d  i n f l u e n c e s  on Crashaw a r e  t h e  C l a s s i c a l  t r a d i -  

t i o n ,  t h e  R h e t o r i c a l  t r a d i t i o n  and t h e  A r t  o f  'Memory'. 

It i s  suggested t h a t  i n  a d d i t i o n  t o  t h e  obvious workings 

of t h e  Manneris t ,  t h e  Baroque, t h e  Medi ta t ive ,  and t h e  

Metaphysical  and Donne t r a d i t i o n s ,  wide-spread i n f l u e n c e  

o f  t h e  'New1 s c i e n c e ,  t h e  Counter-Reformation and t h e  

s a i n t s  of  t h e  C a t h o l i c  Church, S t .  John o f  t h e  Cross ,  

S t .  I g n a t i u s  Loyola,  S t .  F r a n c i s  de S a l e s  and S t .  Teresa  

i s  d i s c e r n i b l e  i n  Crashaw1s work. 

The c h i e f  d i f f i c u l t y  i n  r e l a t i n g  Crashaw t o  t h e  

Baroque t r a d i t i o n  l i e s  i n  d e f i n i n g  t h e  term 'Baroque' 

as a pe r iod  r a t h e r  t h a n  as a t a s t e  i n  art. It i s  n o t  a 

sound p r a c t i c e  t o  t r a n s f e r  terminology from t h e  v i s u a l  

arts t o  l i t e r a r y  c r i t i c i s m ,  as t h e  correspondences i n  

each c a s e  may vary very widely.  Described as ' t a s t e t ,  

t h e  term 'Baroque' e x p l a i n s  t h e  so-ca l led  'bad t a s t e '  

i n  Crashaw' s poet ry .  



This  t h e s i s  may c la im some o r i g i n a l i t y  f o r  i t s  

t r ea tmen t  of Crashaw's mysticism and h i s  h a b i t  of  r e v i -  

s ion .  S t r u c t u r a l l y  as w e l l  as on account of i t s  e c s t a -  

t i c  q u a l i t y ,  some o f  Crashawfs  poems express  a m y s t i c a l  

exper ience .  Is a m y s t i c a l  experience n e c e s s a r i l y  l i m i t e d  

t o  s a c r e d  poet ry?  It i s  suggested t h a t  e c s t a s y  i s  a 

common q u a l i t y  of s a c r e d  and profane  poet ry  i n  Crashaw. 

While h i s  r e v i s i o n s  i n v a r i a b l y  show improvement, t h i s  

i s  n o t  always so.  Chapter  F ive  c o n t a i n s  a thorough 

s tudy of  Crashaw's h a b i t  of  r e v i s i o n ,  and t h e  r e l a t i o n  

between his thought  and s t y l e ,  and r e l a t i o n  of  thought  

t o  s t y l e  i n  h i s  work. 

The Bibl iography assembles ,  h e r e  f o r  t h e  f i r s t  

t ime ,  all of  Crashaw c r i t i c i s m .  
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This  t h e s i s  i s  n o t  a mere product  of  academic 

requi rements  f o r  a degree.  The academic world i n  North 

America, as indeed i n  most o t h e r  p a r t s  of t h e  world,  i s  

s u r p r i s i n g l y  unwi l l ing  t o  experiment i n  new methods of  

r e a d i n g  and i n t e r p r e t a t i o n ,  and t o  ven tu re  i n t o  a l i e n  

t e r r i t o r i e s .  I d e a l l y ,  a cand ida te  p r e p a r i n g  a t h e s i s  

f o r  a degree must be s o  prepared  and cond i t ioned  by t h e  

i n t e l l e c t u a l  atmosphere i n  which he i s  i n  c e a s e l e s s  

c o n t a c t  wi th  o t h e r  s e n s i t i v e  minds, t h a t ,  when i t  comes 

t o  w r i t i n g  a t h e s i s ,  he s i t s  down t o  r ecord  h i s  own 

responses  t o  t h e  work of a p a r t i c u l a r  p o e t ,  n o v e l i s t  o r  

prose-wr i te r .  A l a s ,  t h i s  i s  n o t  s o ,  and t h e r e  a r e  n o t  

even d i s t a n t  glimmers of  such a t h i n g  happening i n  our  

genera t ion .  The e s s e n t i a l  t h i n g  i n  academic c r i t i c i s m  

seems t o  be t o  d i spa rage  every o t h e r  c r i t i c  over  a b o t t l e  

of  s t o u t ,  and hold  one ' s  own i n  a f o o l i s h  and dogmatic 

manner, without  r e g a r d  e i t h e r  t o  human v a l u e s ,  o r  t o  

t h e  q u a l i t i e s  of a n o t h e r  mind and i t s  responses .  The 

academic c r i t i c  who s e t s  ou t  o s t e n t a t i o u s l y  t o  w r i t e  

on a poet  ends by t e l l i n g  everybody how wrong every 

o t h e r  c r i t i c  is .  F a r  from discouraging  t h i s  tendency 



t h e  format of  a s c h o l a r l y  essay i s  indeed so  narrowly 

de f ined  as t o  i n c l u d e  n e c e s s a r i l y  an  account  of  t h e  

s c h o l a r s h i p  involved i n  t h e  r e a d i n g  of a poem before  

one passes  on t o  r e c o r d  o n e ' s  own responses .  

Why does t h i s  happen? Obviously t h e  American 

s c h o l a r  i s  n o t  b l i n d  t o  what i s  going on around him, 

n o r  does he  need o r i e n t a l  wisdom t o  r e c t i f y  o c c i d e n t a l  

shortcomings.  The bus iness  of c r i t i c i s m  h a s  come t o  

be a s s o c i a t e d  wi th  t e a c h i n g  jobs ,  and t h e  magical  

s e c u r i t y  c a l l e d  ' t e n u r e '  i n  American u n i v e r s i t i e s .  

'What have you pub l i shed '  i s  t h e  q u e s t i o n  before  a 

s c h o l a r  i s  e n t i t l e d  t o  h i s  weekly grocery  money. The 

anomaly i n  t h e  s i t u a t i o n  must be apparent  t o  t h e  most 

c a s u a l  observer .  We f r e q u e n t l y  s e e  t h a t  s c h o l a r s h i p  

and t e a c h i n g  a r e  very d i f f e r e n t  k i n d s  of t a l e n t ,  and 

o f t e n  a n  e x c e l l e n t  s c h o l a r  i s  a l s o  a very  bad t e a c h e r ,  

and v i c e  v e r s a .  Joseph H. Summers r e a l i s t i c a l l y  summa- 

r i s e s  t h e  s i t u a t i o n  as fo l lows:  

If some r e c e n t  works of seventeenth-century 
s c h o l a r s h i p  and c r i t i c i s m  seem u n s a t i s f y i n g , '  
t h e  reasons  a r e  only i n c i d e n t a l l y  r e l a t e d  
t o  t h e  seventeenth  century  o r  t o  England o r  
even t o  l i t e r a t u r e ;  they a r e  more n e a r l y  
r e l a t e d  t o  t h e  u n s a t i s f a c t o r i n e s s  of some 
of our commercial products .  tYhether i n  



c r i t i c i s m  o r  s c h o l a r s h i p  o r  i n  many o t h e r  
a r e a s ,  d u l l n e s s  i s  l i k e l y  t o  mark t h e  work 
produced by people who a r e  b u s i l y  doing what 
they  t h i n k  they  should t o  g e t  ahead but who 
have no p a r t i c u l a r  i n t e r e s t s  o r  c o n v i c t i o n s  
o r  knowledge. ( A  system t h a t  p l a c e s  p r e s s u r e  
t o  p u b l i s h  on every c o l l e g e  t e a c h e r  i s ,  of 
c o u r s e ,  absurd.)  Some o t h e r  u n s a t i s f a c t o r y  
works seem t h e  r e s u l t  n o t  of  au tomat ic  respon- 
s e s  t o  academic p r e s s u r e  but of mistaken 
c o n v i c t i o n s  o r  p e r v e r s e  z e a l .  I n  l i t e r a r y  
m a t t e r s  t h e r e  a r e  almost as many ways o f  
being wrong as o f  being r i g h t ,  but  i n  t h e i r  
extreme forms we can  recognize  t h r e e  charac-  
t e r i s t i c  a b e r r a n t  p a t t e r n s  which we may c a l l  
t h e  s o l i p s i s t i c ,  t h e  encyclopedic,  and t h e  
hobbyhorse ( o r  one-note) syndromes. 

Obviously i t  would be u n r e a l i s t i c  t o  expect  t h a t  

t h e  ' t e n u r e t  c r i t i c s t  invas ion  would s p a r e  Crashawts  

work. Crashaw s u f f e r s  ano the r  d isadvantage  i n  t h a t ,  

u n t i l  comparat ively r e c e n t  t imes ,  he had been l e f t  

w e l l  enough a lone .  A sudden wave of enthusiasm t h a t  

swept through t h e  1930s i n  t h e  metaphysical  p o e t s  of  

t h e  seventeenth-century ha rd ly  reached far enough t o  

wet Crashawls f e e t .  A c r i t i c  whose primary i n t e r e s t  

i s ,  s a y ,  Donnets poe t ry  w r i t e s  on Crashaw much i n  t h e  

s p i r i t  of 'he-also-rant  . C r i t i c i s m  of  Crashawt s p o e t r y ,  

as has  been demonstrated by t h e  work of A u s t i n  Warren, 

G.W. Williams, Mary E l l e n  Hickey and Mario P r a z ,  

r e q u i r e s  a s p e c i a l  s e n s i t i v i t y  and competence. It i s  



x i i  

n o t  s u r p r i s i n g ,  t h e r e f o r e ,  t h a t  t h e r e  i s  a good d e a l  

o f  bad c r i t i c i s m  as w e l l  as some very good c r i t i c i s m  

on Crashaw. I have a t tempted  t o  keep my r e f e r e n c e  t o  

c r i t i c i s m  t o  i t s  b e n e f i c i e n t  and p o s i t i v e  a s p e c t s .  

I have never  d e l i b e r a t e l y  a t tempted  t o  b u i l d  a n  argu-  

ment around t h e  convenient  Hstraw manw. When I have 

thought ano the r  c r i t i c  t o  be f a u l t y ,  i r r e s p e c t i v e  of  

h i s  s t a t u s ,  I have b l u n t l y ,  but  I hope n o t  d i s a g r e e a b l y ,  

s a i d  so. And i n  a l l  such c a s e s  I have po in ted  ou t  

n o t  only t h a t  someone i s  wrong, but  t h e  mistake 

h a s  occurred .  2 

I wish t o  express  my g r a t i t u d e  t o  t h e  P r e s i d e n t ' s  

Research Grant Committee of Simon F r a s e r  Unive r s i ty  
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ragement and w a r m  suppor t  I rece ived  from t h e  members 

of  t h e  Examining Commit t e e ,  P r o f e s s o r s  John M i l l s ,  

J e r a l d  Zaslove and Harvey Gerber. I have g r e a t l y  pro- 

f i t e d  by t h e i r  c r i t i c i s m ,  and t h e  f i n e r  a s p e c t s  of t h e  

t h e s i s  a r e  due t o  t h e i r  pe rcep t ive  comments i n  t h e  

course  of t h e i r  f i r s t  r ead ing  of my work. Thanks t o  

my wife  Vi jaya  f o r  h e r  typ ing ,  and f o r  s h a r i n g  me 
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INTRODUCTION 

This  t h e s i s ,  A Reading of Richard Crashaw, i s  

l i m i t e d  t o  Crashawts  E n g l i s h  poems, The t i t l e  h a s  

been chosen wi th  d e l i b e r a t e  ambiguity s o  as t o  a l low 

e l a s t i c i t y  i n  t h e  t r ea tmen t  of v a r i o u s  a s p e c t s  of  

Crashawls work, and t o  i n d i c a t e  t h e  g e n e r a l  n a t u r e  of  

t h e  i n t e r e s t  of  t h i s  s tudy.  D e t a i l e d  a n a l y s i s  and 

e x p l i c a t i o n  of many, i f  n o t  a l l ,  poems of Crashaw is  

a s e t  and d e f i n i t e  g o a l  o f  such a Reading. Crashawts  

work i s  known by t h e  cour tesy  of a n t h o l o g i s t s  who inc-  

l u d e  a poem i n  an anthology f o r  a v a r i e t y  of  r easons  

i n c l u d i n g  i t s  l e n g t h ,  and t h i s ,  no doubt ,  is  a very  

u n s a t i s f a c t o r y  way of g e t t i n g  t o  know t h e  b e s t  and most 

r e p r e s e n t a t i v e  work of a poet .  The scope of  t h i s  t h e s i s ,  

by being kep t  f l e x i b l e ,  i s  expected t o  extend t o  t h e  

b e t t e r  known as w e l l  as t h e  l e s s e r  known poems, i n c l u -  

d ing  t h e  good as we l l  as t h e  not-so-good p i e c e s  of  

Crashawts  poe t ry .  

S ince  t h i s  work i s  a t h e s i s ,  i t  i s  t o  be expected 

t h a t  a l l  publ i shed  and o therwise  a v a i l a b l e  c r i t i c i s m  

on Crashaw w i l l  be taken  i n t o  account .  Books, a r t i c l e s  

i n  j o u r n a l s ,  micro-f i lms,  Xerox o f  manuscripts  and t i t l e -  



pages - i n  s h o r t ,  no p a r t  of  a v a i l a b l e  in fo rmat ion  

w i l l  be l e f t  unexplored. But t h i s  i s  p r i m a r i l y  a l i t e -  

r a r y  and i n t e r p r e t a t i v e  work, and of  n e c e s s i t y ,  t h e  

h i s t o r i c a l  and b iograph ica l  e lements ,  e s p e c i a l l y  cont ro-  

v e r s i e s  i n  t h e s e  a r e a s ,  w i l l  have t o  be kep t  t o  a mini- 

m u m ,  and poss ib ly  excluded except  where germane t o  t h e  

r e a d i n g  of  a s p e c i f i c  t e x t .  

My n o t i c e  of  Crashaw s c h o l a r s h i p ,  as w i l l  be 

obvious from t h e  n o t e s  t o  c h a p t e r s ,  i s  complete and n o t  

one c r i t i c  has  been omit ted.  But on account  o f  my over- 

all i n t e r e s t  i n  Crashawts  poet ry  my debt  t o  any one 

c r i t i c  w i l l  be hard  t o  s i n g l e  ou t .  Th i s  may r e s u l t  i n  

an i l l u s i o n  of  r e l a t i v e  importance of s c h o l a r s h i p  as 

used i n  t h e  fo l lowing pages. For example, G.W. W i l l i a m s 1  

Image and Symbol i n  t h e  Sacred Poet ry  of Richard  Crashaw 

(Columbia: Unive r s i ty  of South C a r o l i n a  P r e s s ,  1963) i s  

perhaps t h e  most impor tant  work on Crashaw of  t h e  1960s. 

My r e f e r e n c e s  t o  t h i s  volume a r e  very few as I have n o t  

devoted a s p e c i a l  c h a p t e r  t o  t h e  s tudy of  any one image 

o r  symbol thoroughly and completely.  It i s  some conso- 

l a t i o n  t h a t  my negl igence  of t h i s  g r e a t  s c h o l a r  i s  

c o r r e c t e d  by my r e f e r e n c e  t o  h i s  e d i t i o n  of  t h e  Poems 



i n  p r e f e r e n c e  t o  t h e  Oxford Standard  E d i t i o n  of  

L.C.  arti in.' I n  my t r ea tmen t  o f  Crashaw c r i t i c i s m  

I have at tempted t o  be t r u t h f u l  wi thout  being b i t t e r .  

It remains f o r  me t o  summarise what t h e  r e a d e r  

may expect  i n  t h e  fo l lowing pages,  Chapters  One and 

Two a r e  devoted t o  a s tudy of  t h e  t r a d i t i o n s  and back- 

grounds which e n r i c h  Crashaw1s poe t ry .  It seems t o  me 

t h a t  t h e  workings of t h e  C l a s s i c a l  and R h e t o r i c a l  t r a d i -  

t i o n s ,  and t h e  p o s s i b l e  workings of t h e  ar t  of lMernoryl 

i n  Crashaw1s p o e t r y ,  f a r  from being i n t e n s e l y  s t u d i e d ,  

have n o t  even been c u r s o r i l y  n o t i c e d  i n  t h e  p a s t .  Uany 

t r a d i t i o n s  and many backgrounds indeed converge i n  Cra- 

shawls work t o  endow on i t  a unique and r i c h  v a r i e t y .  

The r e l a t i o n  of  t h e  Manneris t ,  t h e  Baroque, t h e  Medita- 

t i v e ,  t h e  Emblem, t h e  Metaphysical ,  and t h e  Donne t r a d i -  

t i o n s  t o  Crashawls work i s  explained i n  Chapter  One, 

In  t h e  second c h a p t e r ,  t h e  major i n f l u e n c e s  on Crashaw1s 

p o e t r y ,  of t h e  'New1 s c i e n c e ,  t h e  Counter-Reformation, 

t h e  J e s u i t  P o e t i c ,  and t h e  s a i n t s  of  t h e  C a t h o l i c  Church, 

S t .  John of t h e  Cross ,  S t ,  I g n a t i u s  Loyola,  S t .  F r a n c i s  

de S a l e s  and S t .  Teresa  a r e  o u t l i n e d ,  and t h e i r  r e l a t i v e  

importance i n d i c a t e d .  



A n  a t tempt  t o  d e f i n e  t h e  term 'baroquet  as i t  may 

be a p p l i e d  t o  Crashaw i s  made i n  Chapter  Three. Is 

Fbaroque '  a pe r iod  i n  a r t ,  o r  i s  i t ,  as t h e  - TLS Reviewer 

innocen t ly  regarded i t  f o r t y  y e a r s  ago, a s e n s i b i l i t y ?  

There a r e  many d i f f i c u l t i e s  i n  t r a n s p o s i n g  terminolo-  

g i e s  from t h e  f i e l d  of a r t  t o  t h e  f i e l d  of l i t e r a t u r e .  2 

Not t h e  l e a s t  of  such d i f f i c u l t i e s  i s  a p p l i c a t i o n  of  

h i s t o r i c a l  terms t o  denote q u a l i t a t i v e  a s p e c t s ,  Th i s  

seems t o  be t h e  d i f f i c u l t y  o f  a good d e a l  of Crashaw 

c r i t i c i s m ,  which r e g a r d s  Crashaw er roneous ly  a s  a baroque 

poe t  as though he belonged h i s t o r i c a l l y  t o  t h a t  s p l e n d i d  

pe r iod  i n  ar t .  It i s  sugges ted  t h a t  t h e  i n f l u e n c e  o f  

t h e  baroque s e n s i b i l i t y  on Crashaw i s  p a r t l y  .due t o  

Alarinols i n f l u e n c e .  

Chapter  Four d e a l s  wi th  Crashawts  mysticism. 

There a r e  many ques t ions  about t h e  n a t u r e  of a m y s t i c a l  

exper i ence ,  answered only i n  very genera l  te rms,  t o  t h i s  

day. Even g r a n t i n g  t h a t  a l l  t h e  d e f i n i t i o n s  of  t h e  word 

' m y s t i c t  a r e  a c c e p t a b l e ,  s u r e l y  no one poe t  can  be rega r -  

ded ' m y s t i c a l t  i n  every sense  of  t h a t  word, Is Crashaw 

m y s t i c a l ,  and i f  he i s ,  i n  what sense  i s  he a myst ic? 

I a t t empt  t o  show t h a t  c o n t r a r y  t o  c u r r e n t  opin ion  t h a t  

Crashaw only r e f l e c t s  secondar i ly  t h e  m y s t i c a l  exper ience  



of Sa in t  Teresa,  the  S a i n t ' s  mystical  experience i s  a  

s t a r t i n g  point  of the  p o e t ' s  own mystical  perception.  

Crashaw s mystical  poems show a c a r e f u l l y  ordered 

s t r u c t u r e  of a  myst ica l  experience. Apart from t h i s ,  

t h e  s p e c i a l  qua l i t y  of h i s  mysticism seems t o  be the  

' ecs tasy1  f requent ly  expressed i n  h i s  poetry .  I n  f a c t ,  

it  would be appropr ia te  t o  c a l l  Crashaw myst ica l  i n  t h e  

sense of e c s t a t i c ,  i n  t he  same sense i n  which Keats '  

"Ode t o  a Nightingaleu con ta ins  a p a r t i a l  myst ica l  exp- 

e r ience .  

The f i n a l  chap te r  d e a l s  with Crashawt s craftsman- 

s h i p ,  h i s  c a r e f u l  r ev i s ions  and poe t ic  techniques which 

i n  the  two vers ions  of h i s  poems invar iab ly  account f o r  

s t r u c t u r a l  o r  imaginative improvement; but no t  always; 

t he re  a r e  ins tances  where Crashaw's r ev i s ions  do not  

seem t o  improve a poem, and these  a r e  indicated.  The 

d i scuss ion  of Crashaw's r ev i s ions  n a t u r a l l y  l e a d s  t o  a 

d i scuss ion  of the  r e l a t i o n  between h i s  thought and s t y l e  

and the  r e l a t i o n  of thought t o  s t y l e  i n  h i s  work. 

It must be mentioned by way, of in t roduc t ion  t o  

t h e  e n t i r e  body of t h i s  work, t h a t  the  reasonableness of 



the  l eng th  constant ly  became a problem t o  be overcome 

a t  var ious  s t ages  of wr i t ing .  I f e a r ,  t he re  is a good 

dea l  of knowledge of Crashawls poetry and Crashaw scho- 

l a r s h i p ,  t h a t  i s  taken f o r  granted.  Chapters have been 

w r i t t e n  a t  g rea t  l eng th ,  and l a t e r  merc i less ly  condensed 

i n  o rder  t o  ob ta in  a r igorous  economy i n  expression. It 

i s  hoped t h a t  such condensations have not  i n t e r f e r e d  

with communicating my responses t o  the  s lender ,  i f  beau- 

t i f u l  ,body of Crashawls poetry. 



NOTES 

See Appendix I1 below. 

Austin Warren, and Rene Wellek, Theory of L i t a r a -  
t u r e  ( N e w  York: Harcourt , Brace and Morld, Inc . ,  Rev. 7 9  
edn.,  1956). 



Chapter  One 

CRASHAN AND KENAISSANCE POETIC THADITIONS 

The seventeenth  cen tu ry  i n  E n g l i s h  l i t e r a t u r e  i s  

l i k e  t h e  two-headed Janus. On t h e  one hand, i t  l o o k s  

backwards t o  t h e  Renaissance and t h e  mediaeval t r a d i -  

t i o n s  i n  l i t e r a t u r e ,  and on t h e  o t h e r ,  it a n t i c i p a t e s  

and c o n t r i b u t e s  t o  t h e  t e n s i o n  and complexity of l i t e -  

r a t u r e  t h r e e  c e n t u r i e s  l a t e r .  The seven teen th  c e n t u r y ' s  

l i n k  wi th  t h e  p a s t  and t h e  f u t u r e  i s  most ev iden t  in a 

group of  p o e t s  who have come t o  be known as t h e  'meta- 

p h y s i c a l  p o e t s  of  t h e  seventeenth  century .  l '  When 

c r i t i c a l  i n t e r e s t  i n  t h e  seven teen th  cen tu ry  metaphysical  

p o e t s  was rev ived  i n  t h e  l92Os, f o r  a t ime i t  w a s  

f a s h i o n a b l e  t o  speak of  Donne's poet ry  as though i t s  

uniqueness  w a s  a p e c u l i a r  g i f t  of  i n e x p l i c a b l e  genius.  

The i n i t i a l  wonder and amazement wi th  which t h e  meta- 

p h y s i c a l  p o e t s  were regarded a r e  happi ly  gone, r ep laced  

by a more sys temat ic  and informed study of  t h e  backgrounds 

and t r a d i t i o n s  which c o n t r i b u t e d  t o  t h e  r i s e  of  t h e  

metaphysicals .  It i s  now g e n e r a l l y  admit ted  t h a t  t h e  

very t r a d i t i o n  which produced Shakespeare could  a l s o  

produce a very d i f f e r e n t  kind of p o e t ,  l i k e  John Donne. 



I n  bo th ,  t h e  Henaissance p o e t i c  t r a d i t i o n s  merge t o  

produce d i v e r s e  and i n d i v i d u a l  p o e t r y ,  c h a r a c t e r i s t i c  

of  t h e  t r a d i t i o n s .  

What i s  t r u e  of t h e  major p o e t s  of t h e  seventeenth  

cen tu ry  i s  a l s o  t r u e  of t h e  minor p o e t s ,  f o r ,  'major1 

and !minor1 a r e  only absurd ,  i f  conven ien t ,  l a b e l s  

which we s t i c k  t o  a poe t  t o  i n d i c a t e  the  volume of  h i s  

p o e t r y ,  and i t s  r e l a t i v e  importance and q u a l i t y .  I f  

John Donne was a f f e c t e d  by t h e  Renaissance p o e t i c  

t r a d i t i o n s ,  s o  were George H e r b e r t ,  Andrew ldarvel l ,  

Henry Vaughan, Thomas Carew, Henry King and Richard  

Crashaw. If t h e  body of poe t ry  of some of t h e  'minort  

p o e t s  were sub jec ted  t o  c l o s e  s c r u t i n y ,  it might be 

ev iden t  t h a t  sometimes t h e  a l l e g i a n c e  of t h e  'minor '  

poet  t o  a t r a d i t i o n  f a r  exceeds t h e  l o y a l t y  of t h e  

'major1 poet  t o  t h e  same t r a d i t i o n .  Needless t o  add, 

t h a t  a poet  too  i s  an  i n d i v i d u a l  wi th  dreams and p a s s i o n s  

o f  h i s  own p r i v a t e  world,  and t h a t  h i s  i n d i v i d u a l  t a l e n t  

as much as t h e  t r a d i t i o n s  he i n h e r i t s  a r e  r e f l e c t e d  

i n  h i s  poet ry .  

This  can be i l l u s t r a t e d  from t h e  poet ry  of 

Richard Crashaw, a 'minor1 poet  of  t h e  seventeenth  



c e n t u r y ,  who i s  t h e  s o l e  concern of my study.' Many 

backgrounds and t r a d i t i o n s  converge i n  Crashaw1s poe t ry  

which expresses  t h e  backgrounds and t r a d i t i o n s  i n  a 

s l e n d e r  but uniquely a s s i m i l a t e d  body of v e r s e .  I n  

Crashaw ' s  poet ry  t h e  c l a s s i c a l ,  t h e  m e d i t a t i v e ,  t h e  

baroque, t h e  manner i s t ,  t h e  metaphysical  and t h e  

emblematic t r a d i t i o n s  e x i s t  t o g e t h e r  i n  a d i v i n e  harmony. 

O f  t h e s e ,  t h e  s i n g l e ,  most powerful t r a d i t i o n  i s  

t h e  c l a s s i c a l  t r a d i t i o n .  The Renaissance ,  among o t h e r  

t h i n g s ,  w a s  a sudden explos ion  of  i n t e r e s t  i n  t h e  

c l a s s i c s ,  and a n  i n e v i t a b l e  p a r t  of t h e  background of 

a s t u d e n t  o r  a poe t  inc luded ,  among many o t h e r  c l a s s i c a l  

works, t h e  Epigrams of  Martial, t h e  - S a t i r e s  of  Juvenal  

and P e r s i u s ,  t h e  S a t i r e s ,  E p i s t l e s ,  and - Odes of Horace, 

t h e  - Odes of  P i n d a r ,  t h e  Poems of C a t u l l u s ,  t h e  E l e g i e s  

of T i b u l l u s  and P r o p e r t i u s ,  t h e  I d y l l s  of Theocr i tus ,  

t h e  works of  Ovid and of  V e r g i l .  The s tudy of t h e  

c l a s s i c s  r e s u l t e d  i n  two d i f f e r e n t  k inds  of i n f l u e n c e  

on t h e  Renaissance poe t s .  The p o e t s  of t h e  Renaissance 

were encouraged t o  w r i t e  poe t ry  i n  i m i t a t i o n  of t h e i r  

c l a s s i c a l  mas ters .  More important  t h a n  t h e  i m i t a t i o n  

were t h e  q u a l i t i e s  of c l a r i t y ,  u n i t y ,  symmetry and 



p r o p o r t i o n  which t h e  Benaissance p o e t s  absorbed from 

t h e  c l a s s i c a l  temperament .3 I n  Crashaw , both v a r i e t i e s  

o f  i n f l u e n c e  can be n o t i c e d .  Apart from h i s  L a t i n  

Epigrams and Greek poems which may be regarded a d i r e c t  

product  of  h i s  c l a s s i c a l  r ead ing  and s c h o l a s t i c  e x e r c i s e s  

i n  Cambridge, h i s  Eng l i sh  t r a n s l a t i o n s  of epigrams a r e  

modelled a f t e r  t h e  epigrammatic p r a c t i c e s  of c l a s s i c a l  

a u t h o r s O 4  Crashaw* s epigram on " O u r  Lord i n  h i s  Circum- 

c i s i o n  t o  h i s  P a t h e r , "  f o r  example, has  a g r e a t e r  u n i t y  

t h a n  i t s  L a t i n  o r i g i n a l  and r e p r e s e n t s  t h e  i d e a  of growth 

more completely,  The c lose -kn i t  l o g i c a l  p rogress ion  i s  

c h a r a c t e r i s t i c  of  a c l a s s i c a l  epigram: 

To t h e e  t h e s e  f i r s t  f r u i t s  of my growing dea th  
(For  what e l s e  i s  my l i f e ? )  l o  I bequeath. 
Tast t h i s ,  and as thou  l i k l s t  t h i s  l e s s e r  f l o o d  
Expect a Sea ,  my h e a r t  s h a l l  make i t  good. 
Thy wrath t h a t  wades h e e r e  now, e t r e  l o n g  s h a l l  s w i m  
The f lood-gate  s h a l l  be s e t  wide ope f o r  him. 
Then l e t  him d r i n k e ,  and d r i n k e ,  and doe h i s  wors t ,  
To drowne t h e  wantonnesse of h i s  wild t h i r s t .  
Now's but t h e  Nonage of my p a i n e s ,  my f e a r e s  
Are y e t  but  i n  t h e i r  hopes,  n o t  come t o  y e a r e s .  
The day of my darke woes i s  y e t  but morne, 
My t e a r e s  but  t e n d e r  and my death  new-borne. 
Yet may t h e s e  u n f l e d g q d  g r i e f e s  g ive  f a t e  some guesse ,  
These Cradle-torments have t h e i r  towardnesse.  
These purp le  buds of blooming dea th  may bee,  
Srst t h e  f u l l  s t a t u r e  of a fatal1 t r e e .  
And till my r i p e r  woes t o  age a r e  come. 
Th i s  h i f e  may be t h e  spea res  Praeludium. 5 



The Feas t  Day of t h e  Circumcision of C h r i s t  begins  a 

y e a r ,  and t h u s  r e p r e s e n t s  t h e  i d e a  of beginning. 'The 

first f r u i t s  of my growing d e a t h t  express  t h e  i d e a  of 

beginning which i s  c a r r i e d  through t h e  l i n e s  metaphori- 

c a l l y  express ing  t h e  growth of youth t o  m a t u r i t y ,  hope 

t o  f u l f i l m e n t ,  morn t o  day,  t h e  p u r p l e  buds t o  a fatal  

t r e e  and t h e  k n i f e  t o  apear .  The p rogress ion  through 

t h e  poem i s  c o n t r o l l e d  and d i s c i p l i n e d ,  and has  a t e r s e  

q u a l i t y  which i s  q u i t e  un l ike  t h e  p r o g r e s s i o n  o f  a 

Crashavian i d e a  o r  image i n  a poem l i k e  nThe Weepern o r  

"The T e a r e e n  There i s ,  no doubt ,  t h e  l u x u r i a n c e  i n  

t h e  c o l o u r  o f  t h e  blood and t h e  p a i n  of c i r cumcis ion  

which i s  going t o  culminate  i n  t h e  p a i n  of  c r u c i f i x i o n ;  

but  t h e  c l o s e  s t r u c t u r e  of t h e  epigram i s  u n l i k e  t h e  

l o o s e  s t r u c t u r e  of  t h e  s t a n z a s  of  UThe Weeper." Some- 

t imes  Crashaw i s  capable  of extreme condensat ion of a n  

i d e a  i n  a n  epigram as i n  Wpon our  Sav iours  Tombe 

wherein never  man was l a i d . "  

How L i f e  and Death i n  Thee 
Agree ! 

Thou h a d t s t  a v i r g i n  Vombe 
And Tombe. 

A Joseph d i d  b e t r o t h  
Them both.  

The condensed express ion  of  t h e  i d e a  of t h e  womb and 



tomb of t h e  Saviour  being q u i t e  unique ,  as unique as 

t h e  agreement of l i f e  and dea th  i n  H i m ,  i s  a product  of 

t h e  c l a s s i c a l  epigrammatic h a b i t .  

The convent ions  of Eng l i sh  p a s t o r a l  poet ry  found 

Hymne of t h e  N a t i v i t y ,  t h e  

Shepheardsn go back t o  V e r g i l  and Theocr i tus .  The chorus  

opening t h e  hymn and t h e  shepherds T i t y r u s  and T h y r s i s  

a r e  dev ices  used i n  a c l a s s i c a l  p a s t o r a l  poem. I n  i t s  

p a t t e r n  t h e  hymn moves wi th  t h e  s t o c k  c h a r a c t e r s  and 

p l o t s  of t h e  t y p i c a l  c l a s s i c a l  poem. T i t y r u s  speaks i n  

qu ibb les  as a shepherd i n  a poem by Theocr i tus  would: 

Gloomy n i g h t  embrac ' t  t h e  P lace  
Where The Noble I n f a n t  l a y .  

The BABE l o o k ' t  up and shew'd h i s  Face; 
I n  s p i t e  of Darkness,  i t  w a s  DAY. 

It was THY day,  SWBT! and d i d  r i s e  
Not from t h e  EAST, but from t h i n e  EYES. 

T h y r s i s  r emin i sces  about  t h e  c r u e l t y  of  t h e  w i n t e r ' s  

c o l d  as does t h e  c l a s s i c a l  shepherd: 

WINTER chidde a loud;  and s e n t  
The angry North t o  wage h i s  warres .  . . 

The f i n a l  joy of C h r i s t ' s  b i r t h  i s  expressed by t h e  

chorus i n  t h e  manner of a c l i m a c t i c  express ion  of  t h e  

c l a s s i c a l  chorus:  



Wellcome, -- a l l  WONDERS i n  one s i g h t !  
U t e r n i t y  s h u t t  i n  a span. 

Sommer i n  win te r .  Day i n  Night.  
Heaven i n  e a r t h ,  and GOD i n  MAN. 

Great l i t t l e  one! whose al l -embracing b i r t h  
L i f t s  e a r t h  t o  heaven, s toopes  heav 'n  t o  e a r t h .  9 

Besides ,  t h e  l a t e r  v e r s i o n  of t h e  hymn employs a r e p e t i -  

t i v e  c h o r i c  song which i s  t h e  u respons iven  song used 

i n  t h e  I d y l l s  - of Theocr i tus .  S t r u c t u r a l l y ,  t h i s  i s  an 

improvement which t a k e s  t h e  hymn c l o s e r  t o  i t s  c l a s s i c a l  

model. 

Not only i n  t h e  cho ice  of  forms of poe t ry  l i k e  

t h e  Ode, but  a l s o  i n  h i s  choice  of  t h e  s t a n z a  form and 

p o e t i c  t echn iques  Crashaw must have b e n e f i t e d  from h i s  

s tudy of t h e  c l a s s i c s .  He does n o t  f e e l  a t  home i n  t h e  

Jonsonian c l a s s i c a l  t r a d i t i o n  f o r  t h e  obvious r eason  t h a t  

h i s  c o n t a c t  wi th  Xuropean l i t e r a r y  t r a d i t i o n s  e n t i c e d  

him i n  a d i f f e r e n t  d i r e c t i o n .  I n  s p i t e  of h i s  wider 

l o y a l t i e s ,  t h e  v e r s e  of  - Steps  t o  t h e  Temple and Carmen 

Deo Nostro shows t h e  s t r o n g  Jonsonian i n f l u e n c e  i n  

Crashawls p r a c t i c e  of r e p e t i t i o n  of rhyme as a s t r u c t u -  

ra l  element ,  and i n  t h e  use  of t h e  coup le t  as the  b a s i c  

form. I n  V h a r i t a s  N i r n i a t t  f o r  i n s t a n c e ,  he begins  by 

us ing  a rhyme p a t t e r n  aa, bb, working i t  g radua l ly  t o  

g r e a t e r  r e g u l a r i t y .  I n  l i n e s  19-22 and 23-28 t h i s  

r e g u l a r i t y  i s  even more apparent :  



S t i l l  would The youthfu l l  SPIRITS s ing ;  
And s t i l l  thy spat ioua Palace r i ng .  
S t i l l  would those  beauteous min i s t e r s  i f  l i g h t  

Burn a l l  as b r i g h t ,  

And bow t h e i r  flaming heads before thee ;  
S t i l l  thrones and Dominations would adore thee;  
S t i l l  would those ever-wakefull sons of f i r e  

Keep w a r m  thy prayse 
Both n igh t s  and dayes,  

And teach thy l o v q d  name t o  t h e i r  noble l y r e .  11 

Sing-ring, l i g h t - b r i g h t ,  -- thee-thee,  ~ r a y s e - d a y s e ,  and 

f i r e - l y r e  i n d i c a t e  t he  d e f i n i t e  p a t t e r n  of rhyme d i s t r i -  - 
but ion i n  t h e  poem. Such a consistency of t h e  r e p e t i t i o n  

of rhyme p a t t e r n  r e f l e c t s  t h a t  l a r g e r  c l a s s i c a l  he r i t age  

which Jonson so  i n f l u e n t i a l l y  re f ined .  Both i n  t he  

longer  poems and the  sho r t e r  epigrams, t h i s  consistency 

of s t r u c t u r e  may be not iced.  A s ,  f o r  ins tance ,  i n  t he  

epigram on 'Act 21. I am ready not  onely t o  be bound 

but t o  dyeu he employs a rhyme scheme of aa, bb, with 

i t s  eares-feares ,  - I-dye. l h i l e  a study of Crashawls 

rhyme-patterns, and the  inf luence of c l a s s i c a l  t r a d i t i o n  

on h i s  rhyme-practices w i l l  f i l l  a volume of many pages, 

t h e  i nd i ca t ions  a r e  t h a t ,  a s  a technic iaa  of g rea t  

s k i l l ,  he w a s  impressed by the  r e g u l a r i t y  and con t ro l  

of t he  Jonsonian ve r se ,  and t r a n s l a t e d  Jonsonfs  p r a c t i c e  

i n t o  h i s  own d i s t i n c t  poe t ic  idiom. 



The c l a s s i c a l  i n f l u e n c e  i n  Crashawt s work may 

be t r a c e d  i n  t h e  use  of formal r h e t o r i c  i n  h i s  p o e t r y ,  

and h i s  r e l a t i o n  t o  t h e  a r t  of memory i n  t h e  making 

o f  images i n  h i s  poe t ry .  l 3  Numerous t r e a t i s e s  i n  

t h e  Renaissance de f ined  formal  r h e t o r i c  wi th  r e f e r e n c e  

t o  t h e  components of s t y l e .  Ingenui ty  i n  f i g u r e ,  

excess ive  d e c o r a t i o n  and e x t e r n a l i t y  were emphasised 

by t h e  R h e t o r i c i a n s  as necessary  marks o f  a good 

p o e t i c  s t y l e ,  Crashawts  h a b i t  of developing t h e  f i g u r e  

apparen t ly  wi thout  l o g i c a l  connect ions  i s  perhaps 

a r h e t o r i c a l  h a b i t .  Crashaw develops a n  image as an 

end i n  i t s e l f  and seldom b o t h e r s  t o  o r d e r  t h i s  develop- 

ment by t h e  immediate a s s o c i a t i o n s  of t h e  image, He 

seems t o  have acqu i red  t h i s  h a b i t  from Marino and t h e  

M a r i n i s t  p o e t s ,  who i n  t u r n  owe i t  t o  t h e  g r e a t  

r h e t o r i c i a n s ,  A r i s t o t l e  and Ovid. Crashaw s concentra-  

t i o n  on t h e  image of t h e  t e a r ,  where he dwel ls  on 

t h e  image t o  t h e  complete exc lus ion  of any p o s s i b l e  

development, i s  c h a r a c t e r i s t i c  o f  t h i s  c l a s s i c a l  h a b i t :  

0  ' t i s  a Teare 
Too t r u e  a Teare;  f o r  no sad  eyne, 

How sad so  e  ' r e  
Raine s o  t r u e  a Teare as, t h i n e ;  

Each Drop l e a v i n g  a p l a c e  so  d e a r e ,  
Weeps f o r  i t  s e l f e ,  i s  i t s  owne Teare,  14 



While i n  a poem l i k e  "The Teare" Crashaw seems t o  dwell  

on t h e  image, q u i t e  f r e q u e n t l y  he b r i n g s  t o g e t h e r  a 

f a r - f e t c h e d  ingenu i ty  and a melodramatic r h e t o r i c  

which c h a r a c t e r i s e  h i s  Divine Epigrams. I n  h i s  epigram 

"Upon t h e  I n f a n t  Martyrs ,"  ' t h e  mothers milkel  and 

D t h e  c h i l d r e n s  blood1 a r e  'bo th  blended i n  one f lood .  ' 
The images a r e  s u f f i c i e n t l y  f a r - fe t ched  and belong t o  

exper iences  t h a t  a r e  q u i t e  c o n t r a r y  t o  each o t h e r  - 
t h e  l i f e - g i v i n g  mi lk  of  t h e  mother c o n t r a s t e d  wi th  t h e  

h o r r i b l e  blood of t h e  c h i l d r e n .  On account  of t h e  p o e t ' s  

s e r i o u s  i n t e n t i o n ,  t h e  epigram becomes more t h a n  a 

r h e t o r i c a l ,  s t y l i s t i c  achievement. L ines  3 and 4 of  

t h e  epigram express  h i s  p a s s i o n a t e  i n t e n s i t y  i n  t h e  

imagery o f  r o s e s  ' and ' l i l l i e s  . ' The pa radox ica l  

express ion  i n  t h i s  epigram i s  t h e  dominant element of 

t h e  r h e t o r i c a l  s t y l e ,  which adds c o l o u r  t o  a l l  o t h e r  

r h e t o r i c a l  devices .  A d u l l  s t y l i s t i c  device  becomes 

i n  Crashaw1s hands a v e h i c l e  of mas te r ly  p o e t i c  express ion .  

Th i s  can  be seen  a g a i n  i n  ano the r  epigram on t h e  i n f a n t  

mar ty r s  : 

To t h e  I n f a n t  Martyrs.  

Goe smi l ing  s o u l e s ,  your new b u i l t  Cages breake ,  
I n  Heavtn y o u t l  l e a r n e  t o  s i n g  e r e  h e r e  t o  speake,  



Nor l e t  t h e  milky f o n t s  t h a t  b a t h  your t h i r s t ,  
Bee your de lay;  

The p l a c e  t h a t  c a l l s  you hence,  i s  a t  t h e  worst  
Milke a l l  t h e  way. 15 

The i d e a  of l e a r n i n g  t o  s i n g  i n  heaven be fo re  l e a r n i n g  

t o  speak on e a r t h ;  and t h e  milky f o n t s  becoming t h e  

milky way have noth ing  of mere c o n t r i v e d  s t y l i s t i c s  

about  them. 16 

It i s  e v i d e n t ,  t h e n ,  t h a t  i n  Crashaw t h e  r h e t o r i c a l  

t r a d i t i o n  does n o t  opera te  only i n  i t s  t e c h n i c a l  and 

s t y l i s t i c  a s p e c t s ,  but  t r anscends  t h e  merely t e c h n i c a l  

and t h e  s t y l i s t i c  t o  the  format ion  of h i s  very  s p e c i a l  

imagery. There must have been numerous sources  c o n t r i -  

bu t ing  t o  Crashaw' s image-making f a c u l t y ,  n o t  l e a s t  of  

them a l l ,  t h e  c l a s s i c a l  r h e t o r i c a l  t r a d i t i o n .  P o r ,  

r h e t o r i c i a n s  cons idered  'memory' as one of t h e  f i v e  

p a r t s  of t h e  c l a s s i c a l  a r t  of r h e t o r i c . 1 7  Memory w a s  

an impor tant  p a r t  of t h e  o r a t o r ' s  ( o r  t h e  p o e t ' s )  

t r a i n i n g  i n  an  age when g r e a t  l i t e r a t u r e  surv ived  i n  

t h e  popular  o r a l  t r a d i t i o n .  The d i s c i p l i n e  t h a t  went 

i n t o  t h e  c u l t i v a t i o n  of 'memory' w a s  very much similar 

t o  t h e  c u l t i v a t i o n  of any o t h e r  p a r t  of t h e  ar t  o f  

r h e t o r i c .  The c u l t i v a t i o n  of memory may be desc r ibed  

as fo l lows:  



Now o r d e r  b r i n g s  i n  t h e  p r e c e p t s  f o r  memory which 
i s  c e r t a i n l y  a n a t u r a l  ( g i f t )  but  t n e r e  is no 
doubt t h a t  i t  can  be a s s i s t e d  by a r t .  Th i s  a r t  
i s  based on only a few r u l e s  but i t  r e q u i r e s  a 
g r e a t  d e a l  of e x e r c i s e .  Its advantage i s  t h a t  
i t  enab les  words and t h i n g s  t o  be grasped i n  
comprehension quickly  and f i rmly .  Not only 
t h o s e  m a t t e r s  which we have invented  o u r s e l v e s  
have t o  be r e t a i n e d  ( i n  memory) but  a l s o  those  
which our  adversary  br ings forward i n  t h e  d i s p u t e .  
Simonides, a poet  and a l s o  a ph i losopher ,  i s  h e l d  
t o  have invented  t h e  p r e c e p t s  of  t h i s  a r t ,  f o r  
when a banquet ing-hal l  suddenly c o l l a p s e d  and t h e  
r e l a t i v e s  of t h e  v i c t i m s  could  n o t  r ecogn i se  
( t h e  b o d i e s ) ,  he supp l i ed  t h e  o r d e r  i n  which they 
were s i t t i n g  and t h e i r  names which he  had recorded in  
memory. He l e a r n e d  from t h i s  ( exper i ence )  t h a t  
it i s  o r d e r  which s u s t a i n s  t h e  p r e c e p t s  of memory. 
These ( p r e c e p t s )  a r e  t o  be pondered upon i n  wel l-  
l i g h t e d  p l a c e s  i n  which t h e  i m a  e s  of t h i n g s  
a r e  t o  be placed.  For example 'i t o  remember) 
a wedding you may ho ld  i n  mind a g i r l  v e i l e d  
wi th  a wedding-veil; o r  a sword, o r  some o t h e r  
weapon, f o r  a murderer ;  which images as i t  were 
depos i t ed  ( i n  a p lace )  t h e  p l a c e  w i l l  g i v e  back 
t o  memory. For  as what i s  w r i t t e n  i s  f i x e d  by t h e  
l e t t e r s  on t h e  wax, s o  what i s  consigned t o  memory 
i s  impressed on t h e  p l a c e s ,  as on wax o r  on a 
page; and t h e  remembrance of  t h i n g s  i s  h e l d  by 
t h e  images, as though they were l e t t e r s .  

But ,  as s a i d  above t h i s  m a t t e r  r e q u i r e s  
much p r a c t i s e  and l a b o u r ,  whence i t  i s  cus tomar i ly  
advised  t h a t  we should w r i t e  down t h e  t h i n g s  which 
we wish e a s i l y  t o  r e t a i n ,  s o  t h a t  i f  t h e  m a t e r i a l  
i s  l e n g t h y ,  being d iv ided  i n t o  p a r t s  i t  may more 
e a s i l y  s t i c k  ( i n  memory). It i s  u s e f u l  t o  p l a c e  
no tae  a g a i n s t  s i n g l e  p o i n t s  which we wish t o  
r e t a i n .  (When memorising, t h e  m a t t e r )  should 
n o t  be r ead  out  i n  a loud  v o i c e ,  but medi ta ted  
upon with a murmur. And it  i s  obviously b e t t e r  t o  
e x e r c i s e  t h e  memory by n i g h t ,  r a t h e r  t h a n  by day, 
when s i l e n c e  sp read ing  f a r  and wide a i d s  u s ,  
so  t h a t  t h e  a t t e n t i o n  i s  n o t  drawn outward by t h e  
senses .  



There i s  memory f o r  t h i n g s  and memory f o r  
words, bu t  words a r e  n o t  always t o  be memorised. 
Unless t h e r e  i s  ( p l e n t y  of )  t ime f o r  m e d i t a t i o n ,  
i t  w i l l  be s u f f i c i e n t  t o  hold t h e  t h i n g s  them- 
s e l v e s  i n  memory, p a r t i c u l a r l y  i f  t h e  memory i s  
n o t  n a t u r a l l y  good.18 

I t  i s  only a s t e p  forward t o  see  how such a c u l t i v a t e d  

memory a i d s  t h e  format ion  of imagery. The f i r s t  s t e p  

i n  t h e  c u l t i v a t i o n  of memory i s  t o  d i spose  of those  

t h i n g s  which one wishes t o  remember i n  a c e r t a i n  o r d e r ;  

t h e  second i s  t o  adhere t o  them wi th  a f f e c t i o n ;  t h e  

t h i r d  i s  t o  reduce them t o  unusual s i m i l i t u d e s ,  and t h e  

f o u r t h  i s  t o  r e p e a t  them wi th  f r e q u e n t  med i t a t ion .  

For a r e l i g i o u s  poet  l i k e  Crashaw who forms h i s  imagery 

from t h e  'memoryt of t h e  Lord,  t h e  B i b l i c a l  i n c i d e n t s  

and even t s  of t h e  s a i n t s '  l i v e s ,  t h e  ar t  of memory 

g r e a t l y  c o n t r i b u t e s  t o  h i s  med i t a t ion  on r e l i g i o u s  

themes, and h e l p s  i n  t h e  format ion  of t h e  imagery v i v i d -  

l y .  For example, Crashaw1 s epigram "On t h e  wounds of 

our  c r u c i f i e d  Lordn i n  i t s  sys temat ic  o rde r ing  seems 

very much a product  of t h e  a r t  of memory: 

0 t h e s e  wakeful l  wounds of t h i n e !  
Are they Mouthes? o r  a r e  they eyes? 

Be they Mouthes, o r  be they eyne, 
Each b leeding  p a r t  some'one s u p p l i e s .  

Lo! a mouth, whose ful l -bloom'd l i p s  
A t  t o o  deare  a r a t e  a r e  r o s e s .  

Lo! a blood-shot eye! t h a t  weepes 
And many a c r u e l 1  t e a r e  d i s c l o s e s .  



0 thou t h a t  on t h i s  f o o t  h a s t  l a i d  
Many a k i s s e ,  and many a Teare,  

Now thou s h a l t t  have a l l  r e p a i d ,  
Whatsoetre  thy  charges  were. 

This  f o o t  h a t h  g o t  a Mouth and l i p p e s ,  
To pay t h e  sweet a swnme of thy k i s s e s :  

To pay thy  Teares ,  a n  Eye t h a t  weeps 
In s t e a d  of  Teares  such Gems as t h i s  i s .  

The d i f f e r e n c e  onely t h i s  appeares ,  
(Nor can  t h e  change of fend)  

The deb t  i s  pa id  i n  Ruby-Teares, 
Which thou  i n  P e a r l e s  d i d t s t  l e n d .  19 

The poe t  begins  by r e c a p t u r i n g  from memory t h e  wounds 

of t h e  c r u c i f i e d  Lord. H i s  memory of  t h e  wounds r e s u l t s  

i n  t h e  powerful v i s u a l  imagery i n  which t h e  poet  ' s e e s 1  

t h e  wakeful wounds and s e e s  them (from t h e  p rocess  of 

memory aga in )  as mouths and eyes.  From h i s  v i s u a l i s a -  

t i o n  of  t h e  wounds as mouth, he  goes on t o  t h e  n e x t  

s t a g e  of remembering t h e  a s p e c t s  of  t h e  mouth, namely, 

t h e  l fu l l -b loomld  l i p s 1  which i n  t h e  p o e t ' s  memory 

a r e  a s s o c i a t e d  w i t h  roses .  The minute d e t a i l s  of  t h e  

blood-shot eye and blood as ' c r u e l 1  t e a r e t  a r e  products  

of  t h e  memory-inspired v i s u a l  imaginat ion.  

The working of t h e  tmemory' i s  f u r t h e r  sys temat ised  

i n  t h a t  Crashaw d e s c r i b e s  t h e  ' f o o t  ( a s  a g a i n s t  t h e  

mouth and eyes  i n  t h e  head) ,  a t  t h e  same t ime swi tching  

from t h e  d e s c r i p t i o n  of t h e  Lord t o  a d e s c r i p t i o n  of 



M a y  Magdalene. I n  s t a n z a  4 t h e r e  i s  a r e c a l l i n g  of 

t h e  mouth and l i p s  of s t a n z a  2 ,  w i th  t h e  f u r t h e r  addi-  

t i o n  of t h e  f u n c t i o n  of t h e  mouth and l i p s  i n  ' k i s s e s e t  

The c h a r a c t e r i s t i c  and r e c u r r e n t  Crashavian imagery o f  

t h e  t e a r s  as gems and p e a r l s  i s  a l s o  a product  of  t h e  

sys temat i sed  gmernory' by which t h e  p o e t t s  a s s o c i a t i o n s  

a r e  evoked i n  terms of  t h e  gems, r u b i e s  and p e a r l s  

whenever he t a l k s  about  t h e  p r e c i o u s  t e a r s  of Mary 

Magdal ene . 
A 1 1  t h i s  may seem f a r - f e t c h e d ,  and even p e r v e r s e ,  

i f  we f a i l  t o  g r a n t  t h a t  t h e  p rocess  of image-making 

i n  a poe t  i s  t h e  product  of a no t -eas i ly  expla ined  

phenomenon. The cons i s t ency  wi th  which a p o e t ' s  work 

may be recognised  i n  t h e  r ecur rence  of h i s  imagery, 

and image-making i t  s e l f  as a psychologica l  process  by 

which t h e  p o e t ' s  consciousness  i s  imbued w i t h  a c e r t a i n  

h a b i t  o f  t h i n k i n g  and a s s o c i a t i o n s  seem t o  add s t r e n g t h  

t o  t h e  theory  o f  t h e  c u l t i v a t e d  'memoryt which h a s  

a n  impor tant  r o l e  i n  t h e  format ion  of imagery. 20 

It may be n o t i c e d  t h a t  t h e r e  i s  a c e r t a i n  order -  

l i n e s s  about  t h e  c l a s s i c a l  t r a d i t i o n  which encourages 

q u a l i t i e s  of symmetry and p r e c i s i o n ,  an  o r d e r l i n e s s  



about the  r h e t o r i c a l  t r a d i t i o n  which def ines  var ious  

p a r t s  of r h e t o r i c  and t h e i r  methodical c u l t i v a t i o n ,  

and an o r d e r l i n e s s ,  again ,  about the  a r t  of memory 

which c o n s i s t s  i n  c u l t i v a t i n g  an a r t i f i c i a l  'memory 

through c e r t a i n  s tages  of methodical p r ac t i ce .  This 

o rde r l i nes s  i s  i n i t i a l l y  a qua l i t y  of the  Renaissance, 

l a t e r  on c a r r i e d  i n t o  the  P ro t e s t an t  Heformation and 

Counter-Reformation. More than i n  any o the r  t r a d i t i o n ,  

t h e  fondness f o r  method and order  i s  r e f l e c t e d  i n  t he  

r e l i g i o u s  p r a c t i c e s ,  and the  t r e a t i s e s  on r e l i g i o u s  

p r a c t i c e s ,  of t he  Counter-fieformation. 

The Meditative t r a d i t i o n  i n  the  l a t e  s i x t e e n t h  

century and the  ea r ly  seventeenth century i s  a product 

of t h e  order ly  c u l t i v a t i o n  of r e l i g i o u s  h a b i t s  of t h e  

mind i n  the  Counter-Reformation. The sudden d i f f u s i o n  

of i n t e r e s t  i n  r e l i g i o n ,  and the  wide spread inf luence 

of r e l i g i o n  i n  t he  ar ts  of pa in t ing ,  a r c h i t e c t u r e ,  

music and poetry ac ted  as an impulse i n  t he  t r a n s l a t i o n  
, 

of r e l i g i o u s  t r a d i t i o n s  i n  t he  a r eas  of art  and poetry.  

This  i s  e spec i a l l y  t r u e  of t he  r e l i g i o u s  poetry of the  

seventeenth century i n  which the  powerful inf luence 

of t h e  Meditative t r a d i t i o n  can be not iced.  21 



Though Crashaw' s poet ry  does n o t  show t h e  impact 

of t h e  Medi ta t ive  t r a d i t i o n  t o  t h e  same e x t e n t  as does 

t h e  poet ry  of  Donne o r  Herber t  o r  Vaughan, Crashaw 

i n e v i t a b l y  shows a s t r o n g  awareness of t h e  t r a d i t i o n .  

Crashawqs awareness of  t h e  Medi ta t ive  t r a d i t i o n  i s  

f i r s t  of  a l l  due t o  his i n t e r e s t  i n  p rayer  and medita- 

t i o n ,  and h i s  c o n t a c t  wi th  t h e  F e r r a r  household of 

L i t t l e  Gidding. There i s  ample evidence of t h e  shy ,  

r e c l u s e  o f f e r i n g  up p r a y e r s  through t h e  n i g h t  i n  L i t t l e  

Gidding. Crashaw1s knowledge of t h e  w r i t i n g s  of S t .  

F r a n c i s  de S a l e s  and S t .  I g n a t i u s  Loyola may account 

f o r  h i s  i n t e r e s t  i n  t h e  o r d e r l y  c u l t i v a t i o n  of t h e  

Medi ta t ive  h a b i t  of mind. 

The ar t  of m e d i t a t i o n  i s  n o t  u n l i k e  t h e  a r t  o f  

'memory1 i n  t h a t  both t h e  arts involve  a methodic c u l t i -  

v a t i o n  of  c e r t a i n  h a b i t s  of mind. For example, t h e  

format ion  of imagery, as n o t i c e d  by Frances Yates ,  i s  

a product of  t h e  methodical  c u l t i v a t i o n  of t h e  'memory.' 

The r e p e t i t i v e  n a t u r e  of  t h e  imagery may as we l l  be 

t h e  product  of t h e  ar t  of  Medi ta t ion .  Depending on 

whether t h e  r e a d e r ' s  emphasis i s  on t h e  c l a s s i c a l  o r  

t h e  r e l i g i o u s  i n f l u e n c e ,  i t  can be argued t h a t  imagery 



which i s  a product  of 'memory1 may a l s o  determine t h e  

Medi ta t ive  focus  of a poem. To make t h i s  p o i n t  c l e a r ,  

Crashaw's epigram "On t h e  wounds of  our  c r u c i f i e d  Lordn 

i n  t h e  choice  of  i t s  imagery shows a c a r e f u l l y  c u l t i v a t e d  

imemory.g The epigram has  t h e  o r d e r l i n e s s  of a medita- 

t i o n  as we l l .  The s u b j e c t  of t h e  epigram, t h e  wounds 

o f  C h r i s t ,  i s  a p p r o p r i a t e  t o  t h e  Counter-Reformation 

mind which d e l i g h t s  i n  t h e  Sepulchre ,  t h e  water  of 

C h r i s t ' s  baptism and t h e  p a r a b l e s  r e l a t i n g  t o  C h r i s t ' s  

l i f e .  I n  t h e  epigram c e l e b r a t i n g  t h e  wounds of C h r i s t ,  

t h e  m e d i t a t i o n  i s  begun wi th  a c h a r a c t e r i s t i c  d i r e c t n e s s :  

0 t h e s e  wakeful l  wounds of  t h i n e !  22 

The c o n c e n t r a t i o n  on t h e  wakefulness of t h e  wounds, 

indeed t h e  contemplat ion on t h i s  s i n g l e  s u b j e c t ,  i s  

Crashawls purpose i n  t h e  r e s t  of t h e  poem. The q u e s t i o n s  

i n  t h e  epigram move around t h e  wounds, ( a r e  they mouths 

o r  a r e  they eyes?)  and c o n t r i b u t e  t o  t h e  i n t e n s i t y  of 

t h e  medi ta t ion .  F i n a l l y ,  Crashaw concludes t h a t  t h e  

wounds pay back Magdalene s p e a r l  t e a r s  wi th  rubies ' .  23 

The poem i n  i t s  ext ravagant  d e l i n e a t i o n s  of non theolo-  

g i c a l  and h ighly  a r t i f i c i a l  ques t ions  a r i s i n g  from t h e  

contemplat ion of  t h e  s a c r e d  o b j e c t s  themselves,  without  



pursuing the  s p i r i t u a l  impl ica t ions  of the  c r u c i f i x i o n ,  

i s  reminiscent of t he  s p i r i t u a l  exerc i ses  of S t .  I g n a t i u s  

Loyola. 

The i n t e n s i t y  of the  contemplation on an ob jec t  

which i s  one aspect  of t he  Meditat ive t r a d i t i o n  i s  bes t  

seen i n  Crashaw1s nThe Tearers: 

What b r igh t  s o f t  t h ing  i s  t h i s ?  
Sweet Mary thy f a i r e  Eyes expence? 

A moist sparke i t  i s ,  
A watry Diamond; from whence 

The very Terme, I t h i n k ,  w a s  found 
The water of a Diamond. 

0 I t i s  no t  a Teare, 
I T i s  a s t a r r e  about t o  drop 

From t h i n e  eye i t s  spheare; 
The Sunne w i l l  stoope and take  i t  up. 

Proud w i l l  h i s  s i s t e r  be t o  weare 
This t h i n e  eyes Jewel1 i n  h e r  Sare .  

0 ' t i s  a Teare,  
Too t r u e  a Teare; f o r  no sad eyne, 

HOW sad  so e ' r e  
Raine so t r u e  a Teare a s  th ine ;  

Each Drop leav ing  a place so deare ,  
Weeps f o r  it s e l f e ,  i s  i t s  owne Teare. 24  

The poem begins a s  a medi ta t ion on the  t e a r  with a  

quest ion r e l a t i n g  t o  i t s  so f tnes s .  The meditat ion dwells  

on the  t e a r  which i s  Mary's ' f a i r e  eyes expence,'  la 

moist sparke , '  and ' a  watry diamond.' I t  may be not iced 

t h a t  t he re  i s  no l i n e a r  progress ion i n  the  s tanza  and 



a l l  we a r e  t o l d  about  i t  i s  i n  i n t e n s i t y  r a t h e r  t h a n  

i n  d e t a i l s .  I n  s t a n z a  2 ,  t h e  i n t e n s i t y  of t h e  m e d i t a t i o n  

i s  maintained by t h e  t e a r  contemplated as t h e  star and 

t h e  moon's jewelry.  I n  s t a n z a  3 t h e  t e a r  i s  a drop of 

t r u e  r a i n ,  and t h e  med i t a t ion  i s  on t h e  q u a l i t y  of 

p u r i t y  of t h e  t e a r ,  a l r eady  begun i n  t h e  'watry diamond,' 

now c a r r i e d  f u r t h e r  as t h e  p u r i t y  of  t h e  r a i n i n g  drop. 

A f u r t h e r  p o i n t  of i n t e n s i f i c a t i o n  s e e s  t h e  t e a r  as i t s  

own t e a r ,  i n  a b s o l u t e  te rms,  and t h e  med i t a t ion  reaches  

a cl imax,  

From s t a n z a  4 t h e  m e d i t a t i o n  i s  tu rned  towards 

t h e  q u a l i t i e s  of t h e  t e a r .  I ts  p rec iousness  as a p e a r l ,  

and i t s  sweetness as i t  i s  shed by t h e  v e x t  rose :  

Such a P e a r l e  as t h i s  i s ,  
( S l i p t  from Aurora ' s  dewy  rest) 

The Rose buds sweet l i p  k i s s e s ;  
And such t h e  Rose i t  s e l f e  when vex t  

With ungent le  f lames ,  does shed ,  
Sweating i n  too  warme a Bed. 

Such t h e  Maiden Gemme 
By t h e  wanton Spr ing  put  on, 

Peeps from h e r  Pa ren t  stemrne, 
And b lushes  on t h e  manly Sun: 

Th i s  watry Blossome of thy byne 
Ripe ,  w i l l  make t h e  r i c h e r  d ine .  25 

In s t a n z a  5 t h e  e r o t i c  q u a l i t i e s  of t h e  t e a r ,  as a 

maiden gem put on by t h e  wanton s p r i n g ,  as i t  b lushes  



on t h e  manly sun ,  and as capable  of making t h e  r i c h e r  

wine from t h e  watry blossom of t h e  eye ,  a r e  dwelt  on 

a t  l e n g t h ,  be fo re  t h e  med i t a t ion  t u r n s ,  i n  t h e  f i n a l  

s t a n z a ,  t o  i t s  o r i g i n a l  home transmuted i n t o  t h e  Heaven 

o f  Mary's eye. The o r d e r l i n e s s  of t h e  med i t a t ion  i s  

f u r t h e r  i n d i c a t e d  by t h e  l a s t  word i n  t h e  poem ' t e a r e '  

which i s  d i r e c t l y  r e l a t e d  t o  l i n e  1 ,  w i t h  i t s  ' b r i g h t  

s o f t  t h i n g . '  nThe Tearen wi th  t h e  epigram on t h e  wounds 

of C h r i s t ,  i s  an  example of t h e  contempla t ive ,  m e d i t a t i v e  

poem which i s  one of  t h e  a s p e c t s  of  t h e  Medi ta t ive  

t r a d i t i o n .  

I n  ano the r  a s p e c t  of  t h e  Medi ta t ive  t r a d i t i o n  a 

poem i s  ordered  s t r u c t u r a l l y  i n  c l o s e  r e l a t i o n  t o  a 

medi t a t ion .  26 Crashawls hymn "To t h e  Name above Every 

Name, t h e  Name of J e s u s n  i s  ordered  c l o s e l y  on t h e  

s t r u c t u r e  of a med i t a t ion  con ta ined  i n  Bishop Hallls  

The A r t e  of Divine Medi ta t ion  (1606) .  The process  of  - - 
a medi t a t ion ,  according  t o  H a l l ,  i nvo lves  t h e  p repara to ry  

s t e p s ,  and then  a th ree - fo ld  s t e p s  invo lv ing  t h e  memory, 

understanding and w i l l ,  and then ,  t e rmina l  s t e p s  that 

a r e  b a s i c a l l y  i n  t h e  n a t u r e  of c o l l o q u i e s .  L ines  1-12 

of t h e  hymn propose t h e  s u b j e c t  of  m e d i t a t i o n  and c o n t a i n  

an  i n t r o d u c t o r y  p r a y e r ,  which i s  f i r s t  i n  t h e  s c a l e  of  



m e d i t a t i o n  def ined  by H a l l  as t h e  lTas te l  wherein 

U l e t  t h e  h e a r t  t h e r e f o r e  f i r s t  conceive and f e e l e  i n  

i t  s e l f e  t h e  sweetnesse o r  b i t t e r n e s s e  of t h e  m a t t e r  

medi ta ted:  which is  never  done, wi thout  some pass ion ;  

n o r  expressed ,  without  some hea r ty  e ~ c l a n a t i o n . ~  27 

I Sing  t h e  NAME which None can say 
But t o u c h l t  wi th  An i n t e r i o u r  RAY: 
The Name of our  New PEACE; our  Good: 
Our B l i s s e  : and Superna tu ra l1  Blood: 
The Name o f  A l l  our L i v e s  and Loves. 
Hearken, And Help, ye holy Doves! 
The high-born Brood of Day; you b r i g h t  
Candidates  of b l i s s e f u l l  L i g h t ,  
The HEIRS E l e c t  of Love; whose Names belong 
Unto The e v e r l a s t i n g  l i f e  of  Song; 
A 1 1  ye wise SOULES, who i n  t h e  wealthy Bres t  
O f  This  unbounded NAME b u i l d  your  w a r m  ~ e s t  .28 

L i n e s  13-45 c o n t a i n  t h e  pre l iminary  s e l f - a d d r e s s ,  t h e  

' compla in t1  "wherein t h e  h e a r t  bewai le th  t o  i t  s e l f e  

h i s  owne pover ty ,  du lnesse ,  and imperfec t ion;  c h i d i n g  

and abas ing  it s e l f e  i n  r e s p e c t  of h i s  wants and i n d i s -  

p o s i t i o n .  11 29 

Awake, My g l o r y .  SOUL, ( i f  such thou be ,  
And That f a i r  'dORD at  a l l  r e f e r r  t o  Thee) 

Awake and s i n g  
And be A 1 1  Wing; 

Bring h i t h e r  thy whole SELF; and l e t  me s e e  
What of  thy Paren t  HEAVN y e t  speakes i n  thee .  

0  thou  ar t  Poore 
Of noble  PO1iPRES, I s e e ,  



And f u l l  of  no th ing  e l s e  but empty ME, 
Narrow, and low, and i n f i n i t e l y  l e s s e  
Then t h i s  GIiBAT mornings mighty Busynes. 

One l i t t l e  WORLD o r  two 
(Alas)  w i l l  never  doe. 
We must have s t o r e .  

Goe, SOUL, ou t  of thy  S e l f ,  and seek  f o r  More. 
Goe and r e q u e s t  

Great  NATURE f o r  t h e  KEY o f  h e r  huge Chest  
Of Heavns, t h e  s e l f  invo lv ing  S e t t  of Sphears  
(which d u l l  m o r t a l i t y  more F e e l e s  t h e n  hea res )  

Then rouse  t h e  n e s t  
Of nimble ART,  and t r a v e r s e  round 
The Aiery Shop of  soul-appeasing Sound: 
And b e a t  a summons i n  t h e  Same 

Al l -sovera ign  Name 
To warn each s e v e r a l 1  kind 
And shape of  sweetnes,  Be they  such 

A s  s i g h  w i t h  supple  wind 
O r  answer A r t f u l l  Touch, 

That they convene and come away 
To w a i t  a t  t h e  love-crowned Doores o f  

Th i s  I l l u s t r i o u s  DAY. 
S h a l l  we d a r e  T h i s ,  my Soul? w e t l  d o e t t  and b r i n g  
No Other n o t e  f o r t t ,  but t h e  Name we sing.30 

L ines  46-87 c o n t a i n  an address  t o  a l l  c r e a t u r e s  

a sk ing  f o r  t h e i r  a s s i s t a n c e ,  and Crashaw e x p l i c i t l y  

mentions t h i s  i n  l i n e  61 ' h e l p  me t o  med i t a t e  mine 

Immortal1 Song.' This  i s  p a r t  of t h e  'wish '  mentioned 

i n  H a l l ,  as Itan hea r ty  and p a s s i o n a t e  -- Nish of t h e  s o u l e ,  

which a r i s e t h  c l e a r e l y  from t h e  two former degrees:  

For ,  t h a t  which a man h a t h  found sweet ,  and comfor table ,  

and complaines t h a t  hee s t i l l  wanteth,  hee cannot but  

wish t o  enjoy. ,131 

Wake LUTZ and HAHP 
And every sweet - l ipp '  t Thing 
That t a l k e s  wi th  t u n e f u l l  s t r i n g ;  



S t a r t  i n t o  l i f e ,  And l e a p  with me 
I n t o  a has ty  F i t t - t u n t d  Harmony. 

Nor must you t h i n k  i t  much 
T 'obey my bolder  touch; 

I have Author i ty  i n  LOVLtS name t o  t a k e  you 
And t o  t h e  worke of LOVE t h i s  morning wake you. 

Wake; In  t h e  Name 
O f  HIM who never  s l e e p s ,  A l l  Things t h a t  Are, 

O r ,  wha t ' s  t h e  same, 
Are Mus ica l l ;  
Answer my C a l l  
And come a long;  

Help me t o  med i t a t e  mine Immortal1 Song. 
Come, ye  s o f t  m i n i s t e r s  of sweet sad mirth,  
Bring A l l  your  houshold s t u f f e  of Heavn on e a r t h ;  
0 you, my S o u l ' s  most c e r t a i n  Wings, 
Complaining P i p e s ,  and p r a t t l i n g  S t r i n g s ,  

Bring A 1 1  t h e  s t o r e  
Of SWEXTS you have; And murmur t h a t  you have no more. 

Come, n e r e  t o  p a r t ,  
NATURE and ART! 
Come; and come s t r o n g ,  

To t h e  conspi racy  of our Spat ious  song. 
Br ing  All t h e  Powres of P r a i s e  

Your Provinces  of wel l-uni ted WORLDS can r a i s e ;  
Bring A l l  your LUTES and HARPS of  HEAVN and EARTH; 
What e t r e  coopera tes  t o  The common mi r the  

V e s s e l l s  o f  vocal1  Joyes ,  
O r  You, more noble  A r c h i t e c t s  of I n t e l l e c t u a l 1  Noise,  
Cymballs of  Heavln,  o r  Humane sphears ,  
S o l l i c i t e r s  of SOULES o r  EARES; 

And when y o u t a r e  come, with A l l  
That you can br ing o r  we can c a l l ;  

0 may you f i x  
For  ever  h e r e ,  and mix 
Your s e l v e s  i n t o  t h e  long  

And e v e r l a s t i n g  s e r i e s  of a d e a t h l e s s e  SONG; 
Mix a l l  your many WORLDS, Above, 
And l o o s e  them i n t o  ONE of ~ o v e . 3 ~  

The i n t e n s i t y  g a t h e r s  i n  Crashaw1s r e p e t i t i o n  of t h e  

Name of J e s u s ,  which endows on him the  a u t h o r i t y  t o  c a l l  

on t h e  a s s i s t a n c e  of a l l  c r e a t u r e s  on t h e  b a s i s  o f  t h e  

Immortal Love of God. 



Lines  88-114 j u s t i f y  t h e  s p e a k e r ' s  own p l a c e  i n  

t h e  c e l e b r a t i o n  i n  t h e  form of s e l f - a d d r e s s ,  i n  f u r t h e -  

r ance  of t h e  second s t e p ,  which H a l l  r ega rds  as a 

confess ion ,  Ithaving bemoaned our  want, and wished 

supply ,  n o t  f i n d i n g  t h i s  hope i n  our  s e l v e s ,  we must 

needs acknowledge i t  t o  him, of whom only we may both 

seeke and f i n d e .  "3'3 

Chear t h e e  my HEART! 
For  Thou too  h a s t  thy P a r t  
And P l a c e  i n  t h e  Great  Throng 

O f  Th i s  unbounded All-imbracing SOXG . 
Powres of my Sou l ,  be Proud! 
And speake alowd 

To A 1 1  t h e  dear-bought Nat ions This  Redeeming Name, 
And i n  t h e  weal th  of  one a i c h  WORD proclaim 
Hew S i m i l e s  t o  Nature. 

May i t  be no wrong 
B l e s t  Heavns, t o  you, and your  Super iour  song, 
That we, da rk  Sons of Dust and Sorrow, 

A whi le  Dare borrow 
The Name of Your D e l i g h t s  and our  D e s i r e s ,  
And f i t t  i t  t o  s o  f a r r  i n f e r i o r  LYRES. 
Our Murmurs have t h e i r  Musick t o o ,  
Ye mighty ORBES, as wel l  as you, 

Nor y e i l d s  t h e  n o b l e s t  Nest 
Of warbl ing SERAPHIM t o  t h e  e a r e s  of Love, 
A c h o i c e r  Lesson t h e n  t h e  joyfu l1  BREST 

O f  a poor pan t ing  Turtle-Dove. 
And w e ,  low Wormes have l e a v e  t o  doe 
The Same b r igh t  Busynes ( y e  Thi rd  H ~ A V E M )  w i t h  you. 
Gentle  SPIRITS, doe n o t  complain. 

We w i l l  have c a r e  
To keep i t  f a i r ,  

And send i t  back t o  you again .  34 

Lines  115-150 invoke t h e  Name, c a l l i n g  f o r  i t s  

appearance.  This  i s  expressed by H a l l  as ' p e t i t i o n 1  



and ' en fo rcement t ,  " e a r n e s t l y  r e q u e s t i n g  t h a t  a t  h i s  

hands,  which we acknowledge our  s e l v e s  unable ,  and 

none but  God a b l e  t o  performe. From argument and 

importunate  obsec ra t ion .  1135 

Come, l o v e l y  NAME! Appeare from f o r t h  t h e  Br igh t  
Regions of p e a c e f u l l  L i g h t  

Look from t h i n e  own I l l u s t r i o u s  Home, 
F a i r  K I K G  of NAMXS, and come. 
Leave A 1 1  thy n a t i v e  G l o r i e s  i n  t h e i r  Gorgeous Nes t ,  
And g i v e  thy  S e l f  a whi le  The g rac ious  Guest 
O f  humble Soules ,  t h a t  seek  t o  f i n d  

The hidden Sweets 
Which mant s  h e a r t  meets 

When Thou ar t  Master of t h e  Mind. 
Come, l o v e l y  Name; l i f e  of our  hope! 
Lo we hold  our  HEARTS wide ope! 
Unlock thy Cabinet  of DAY 
Deares t  Sweet, and come away. 

Lo how t h e  t h i r s t y  Lands 
Gasp f o r  thy Golden Showres! w i t h  l o n g  s t r e t c h t t  Hands 

Lo how t h e  l a b o r i n g  EARTH 
That hopes t o  be 
A 1 1  Heaven by THEE, 
Leapes a t  thy B i r t h .  

T h e t a t t e n d i n g  WORLD, t o  w a i t  thy R i s e ,  
F i r s t  t u r n l d  t o  eyes ;  

And then ,  n o t  knowing what t o  doe; 
Turn td  Them t o  TEABES, and spen t  Them too. 
Come ROYALL Name, and pay t h e  expence 
O f  A l l  t h i s  P r e t i o u s  Pa t i ence .  

0 come away 
And k i l l  t h e  DEATH of This  Delay. 
0 s e e ,  s o  many iiORLDS of  ba r ren  y e a r e s  
Melted and measurt  d  out  i n  Seas of TEARES. 
(LOVE'S E a s t e r n  windowes) A l l  wide ope 

With C u r t a i n s  drawn, 
To c a t c h  The Day-break of Thy DAWN. 
0  dawn, a t  l a s t ,  long  l o o k v t  f o r  Day1 
Take t h i n e  own wings, and come away. 36 



The next  s e c t i o n  of t h e  poem c e l e b r a t e s  t h e  

appearance of t h e  Name, which r e l a t e s  t o  t h e  ' conf idence t  

i n  H a l l .  "Wherein t h e  s o u l e ,  a f t e r  many doub t fu l1  and 

unqu ie t  b i c k e r i n g s ,  g a t h e r e t h  up h e r  f o r c e s ,  and 

c h e r e f u l l y  roweeth up i t  s e l f e .  "37 

Lo, where A l o f t  i t  comes! It comes, Among 
The Conduct of Adoring SPIRITS, t h a t  throng 
Like  d i l i g e n t  Bees, And s w a r m  about  it.  

0 they a r e  wise ;  
And know what SWEETES a r e  s u c k ' t  from ou t  i t .  

It i s  t h e  Hive,  
By which they  t h r i v e ,  

Where A l l  t h e i r  Hoard of Hony l y e s .  
Lo where i t  comes, upon The snowy DOVE'S 
S o f t  Back; And b r i n g s  a Bosom b i g  wi th  Loves. 
WELCOME t o  our  da rk  world,  Thou 

Womb of Das! 
Unfold thy f a i r  ~ o n c e ~ t i o n s J  And d i s p l a y  
The B i r t h  of our Br igh t  Joyes.  

0 thou compacted 
Body of Bless ings :  s p i r i t  of Soules  e x t r a c t e d !  
0 d i s s i p a t e  thy sp icy  Powres 
(Clowd of condensed sweets)  and break upon u s  

I n  balmy showrs; 
0  f i l l  ou r  s e n s e s ,  And t a k e  from us  
A l l  f o r c e  of s o  Prophane a Fa l l acy  
To t h i n k  ought sweet but t h a t  which smel ls  of Thee. 
F a i r ,  flowry Name, I n  none but  Thee 
And Thy N e c t a r e a l l  Fragrancy,  

Hourly t h e r e  meetes 
An u n i v e r s a l 1  SYNOD of A l l  sweets ;  
By whom i t  i s  de f ined  Thus 

That no Perfume . . 
For eve r  s h a l l  presum'e 

To passe f o r  Odor i ferous ,  
But such a lone  whose sac red  Pedigree  
Can prove i t  S e l f  some k i n  (sweet  name) t o  Thee. 
SWEET NAME, i n  Thy each S y l l a b l e  
A Thousand B l e s t  ARABIAS dwell ;  



A Thousand H i l l s  of Frankincense;  
Mountains of myrrh, and Beds of s p i c e s ,  
And t e n  Thousand PAHADISES 
The s o u l  t h a t  tasts thee  t a k e s  from thence .  
How many unknown 'i/ORLDS t h e r e  a r e  
Of Comforts,  which Thou h a s t  i n  keeping! 
How many Thousand Mercyes t h e r e  
I n  P i t t y t s  s o f t  l a p  l y  a s l e e p i n g !  
Happy he who has  t h e  art  

To awake them, 
And t o  t ake  them 38 

Home, and lodge  them i n  h i s  HEART. 

F i n a l l y ,  t h e  conc lus ion  i n  l i n e s  197-239 c o n t r a s t s  

t h e  f a i t h  of t h e  a n c i e n t  mar tyrs  wi th  t h e  l a c k  of  f a i t h  

a t  t h e  p r e s e n t  moment of h i s t o r y  and r e l a t e s  t o  t h e  

lrecornmendationl of H a l l .  "Wherein t h e  s o u l e  doth 

e h e e r e f u l l y  g ive  up i t  s e l f e ,  and repose  it  s e l f e  wholly 

upon h e r  Maker, and Redeemer; committing h e r  s e l f e  t o  

him i n  a l l  h e r  wayes, submit t ing  h e r  s e l f e  t o  him i n  

a l l  h i s  waies.  a39 

0 t h a t  i t  were as i t  w a s  wont t o  be! 
When thy o l d  F re inds  of F i r e ,  A l l  f u l l  of  Thee, 
Fought a g a i n s t  Frowns with smi les ;  gave Glor ious  chase  
To P e r s e c u t i o n s ;  And a g a i n s t  t h e  Face 
O f  DEATH and f e i r c e s t  Dangers, d u r s t  wi th  Brave 
And sober  pace march on t o  meet A GRAVE. 
On t h e i r  Bold BRESTS about  t h e  world they bore t h e e  
And t o  t h e  Teeth of Hel l  s tood up t o  t each  t h e e ,  
I n  Center  of t h e i r  inmost Soules  they wore t h e e ,  
Where Rackes and Torments s t r i v l d ,  i n  v a i n ,  t o  r e a c h  thee .  

L i t t l e ,  a las ,  thought They 
fiho t o r e  t h e  F a i r  B r e s t s  of thy F r e i n d s ,  

T h e i r  Fury but made way 
For Thee; And S e r v t d  t h e r e i n  Thy g l o r i o u s  ends. 



What d i d  Thei r  weapons but wi th  wider pores  
I n l a r g e  thy f laming-brested Lovers 

More f r e e l y  t o  t r a n s p i r e  
That impa t i en t  F i r e  

The Heart  t h a t  h i d e s  Thee ha rd ly  covers .  
What d id  t h e i r  Weapons but  s e t t  wide t h e  Doores 
For Thee: P a i r ,  pu rp le  Doores, of  l o v e ' s  d e v i s i n g ;  
The Ruby windowes which i n r i c h ' t  t h e  EAST 
O f  Thy s o  o f t  r epea ted  Xis ing .  
Each wound of T h e i r s  was Thy new Morning; 
And r e i n t h r o n ' d  thee  i n  thy  Rosy Nes t ,  
With b lush  of t h i n e  own Blood thy  day adorning. 
It was t h e  w i t t  of l o v e  o t r e f l o w d  t h e  Bounds 
O f  WRATH, and made thee  way through A 1 1  Those WOUNDS. 
Wellcome d e a r ,  All-Adored Name ! 

For s u r e  t h e r e  i s  no Knee 
That knowes n o t  THEE. 

O r  i f  t h e r e  be such sonns of shame, 
A l a s  what w i l l  they doe 
When s tubborn  Bocks s h a l l  bow 

And H i l l s  hang down t h e i r  Heavn-saluting Heads 
To seek  f o r  humble Beds 

Of Dust ,  where i n  t h e  Bashfu l l  shades  of  n i g h t  
Next t o  t h e i r  own low NOTHING they may l y ,  
And couch be fo re  t h e  d a z e l i n g  l i g h t  o f  thy dread majesty.  
They t h a t  by Love ' s  mild D i c t a t e  now 

W i l l  n o t  adore t h e e ,  
S h a l l  Then wi th  J u s t  Confusion, bow 

And break be fo re  thee .  40 

An a n a l y s i s  of t h e  s t r u c t u r e  of t h e  hymn HTo t h e  

Name above Every Name, t h e  Name of Jesus1' shows t h a t  

t h e  poem i s  modelled on t h e  s t r u c t u r e  suggested by t h e  

Medi ta t ive  t r a d i t i o n .  

It i s  somewhat n a t u r a l  t h a t  t h e  s t r o n g  hold  of 

c l a s s i c i s m  on the  Benaissance p o e t s  must g radua l ly  evoke 

i t s  r e a c t i o n .  The o r d e r l i n e s s  and symmetry of Renaissance 

expressed  i n  t h e  r h e t o r i c a l  t r a d i t i o n ,  t h e  c u l t i v a t i o n  



of 'memory' and the Meditative tradition inevitably 

gave rise to a fondness for disorder, looseness, lack 

of symmetry, and tension resulting in imbalance. These 

qualities, which may be described as ant i-classical , 
converged to produce in art and literature, the Mannerist 

style. Prequently , in the Renaissance, t erms applied 
to art can also conveniently be applied to literature 

for there is an astounding closeness in the way qualities 

of style are expressed commonly in painting and poetry. 

If Mannerism is a reaction against Classicism, 

it is reasonable to expect that the dominant qualities 

of the mannerist style will be anti-classical. T.S. Eliot ' s  

famous phrase about the metaphysical poet's 'dissociation 

of sensibility' summarises the heterogeneity, the fissure 

between thought and sensibility, and the metaphysical 

poet's capacity to live in divided worlds and to express 

the sense of division and disharmony in his poetry. 

These are elements of mannerist style which converge to 

produce the 'wit' of the metaphysical poet. This is the 

formal disintegration of style in the counter-Reformation, 

identified as Mannerist. 

There are numerous examples of the mannerist style 

in Donne's poetry. Every aspect of the disintegration, 



imbalance, disharmony and the tension between the 

dissociated thought and sensibility seems to find 

delightful expression in that central figure of the 

Metaphysical movement. Donne expresses the contraries 

in his holy sonnet: 

Oh, to vex me, contraryes meete in one: 
Inconstancy unnaturally hath begott 
A constant habit; that when I would not 
I change in vowes, and in devotione. 
As humorous is my contritione 
As my prophane Love, and as soone forgott: 
As ridingly distemperd, cold and hott, 
As praying, as mute; as infinite, as none. 
I durst not view heaven yesterday; and to day 
In prayers, and flattering speaches I court God: 
To morrowtI quake with true feare of his rod. 
So my devout fitts come and go away 
Like a fantastique Ague: save that here 
Those are my best dayes, when 1 shake with feare. 42 

The contraries expressed in the 'inconstancy becoming 

a constant habitt and the contrition which is common 

to his sacred and profane love are carried through to 

the restlessness and uncertainty of his inconstancy to 

God. The 'fantastique aguet is the very essence of the 

mannerist temper which suffers the inexplicable fever 

of anti-classical reaction. Whether Donne is speaking 

of sacred or profane love the restlessness and disharmony 

of the mannerist spirit may be clearly noticed in his 

poems. In nWomans constancyN it is profane love which 



has the same restlessness as Donne's love of the Lord: 

Now thou hast lovtd me one whole day, 
To morrow when thou leavtst, what wilt thou say? 
Wilt thou then Antedate some new made vow? 

Or say that now 
We are not just those persons, which we were? 
Or, that oathes made in reverential1 feare 
Of Love, and his wrath, any may forsweare? 
Or, as true deaths, true maryages untie, 
So lovers contracts, images of those, 
Binde but till sleep, deaths image, them unloose? 

Or, your owne end to Justifie, 
For having purpostd change, and falsehood; you 
Can have no way but falsehood to be true? 
Vaine lunatique, against these scapes I could 

Dispute, and conquer, if I would, 
Which I abstaine to doe, 

For by to morrow, I may thinke so too, 43 

Instead of enjoying the few last minutes of love and 

sending his beloved with a few parting words of gracious 

courtesy, the mannerist Donne must express his fears, 

the uncertainties and restlessness of his spirit. The 

question of the woman1s constancy is not of the present; 

when she becomes inconstant her inconstancy will be ante- 

dated. The suspicion and fear expressed by Donne are 

genuine products, stylistically speaking, of mannerist 

disharmony. While it is true that the lconstancy is 

expressed through his metaphysical wit, its origins are, 

in the mannerist sense, di~inte~ration.44 The lfantastique 

aguet of the sacred poem is plainly expressed as the 



va in  lunacy of profane love. 

The manner is t ' s  r e v o l t  aga ins t  the Renaissance 

sense of harmony i s  qu i te  f requent ly  expressed i n  a  

mixture of hor ror  and disharmony. 45 Donne's sonnet 

beginning (This  i s  my playes l as t  scene . .' expresses 

t h i s  sense of hor ror  of death ,  and i t s  h o r r i b l e  

c onse guenc e s  : 

This i s  my playes l as t  scene,  here heavens appoint  
My pilgrimages l a s t  mile;  and my race  
I d l y ,  y e t  quickly r u n e ,  ha th  t h i s  las t  pace, 
My spans l a s t  inch,  my minutes l a t e s t  po in t ,  
And glut tonous  death ,  w i l l  i n s t a n t l y  unjoynt 
My body, and soule ,  and I s h a l l  s leepe a space, 
But myfever-waking p a r t  s h a l l  see  t h a t  f a c e ,  
Whose f e a r e  already shakes my every joynt: 
Then, as my sou le ,  to theaven her  f i r s t  s e a t e ,  t akes  f l i g h t ,  
And earth-borne body, i n  t h e  e a r t h  s h a l l  dwell ,  
So, f a l l  my s innes ,  t h a t  a l l  may have t h e i r  r i g h t ,  
To where they ' a r e  bred,  and would presse  me, t o  h e l l .  
Impute me r igh teous ,  thus  purgld  of e v i l l ,  
For thus  I leave the  world, t he  f l e s h ,  and d e v i l l .  46 

The c r u e l t y  of death which w i l l  ' i n s t a n t l y  unjoynt l  h i s  

body and soul  i s  expressed wi th  a l l  the  horror  of the 

phys ic ian ' s  d i s s e c t i o n  t a b l e ,  wnere he c u t s  roughly, 

amputates, and severs  limbs one from the  other .  The f e a r  

Donne a l l u d e s  t o ,  i s  the  f e a r  of death ,  a l s o  expressed 

i n  h i s  inconstant  sacred and profane loves .  The sonnet 

towards t he  end expresses the  very ' h e l l 1  as a climax 

of mannerist  disturbance.  



If Donne's @hysteria1 may be regarded a negative 

aspect of the Iecstatic' quality, it follows that 

Crashaw9s metaphysical wit, and the ecstasy of his 

mysticism show strong mannerist tendencies. It will be 

too far-fetched to classify Crashaw as a mannerist in 

the same way in which Shakespeare (in Hamlet) or Donne 

can be called mannerist. In so far as the Mannerist 

tradition anticipates and contributes to the kind of 

metaphysical wit found in Donne, elements of the Mannerist 

tradition are commonly shared by Crashaw with Donne. 

But he shares the mannerist tendency only in that sense, 

and the metaphysical wit of Crashaw is different from 

Donne's. In Crashaw there is nothing of the tension aad 

restlessness of the Renaissance, that find abundant 

expression in Donne's poetry. 47 

But the very disintegration of the mannerist style 

contributes to the reintegration of the Baroque style, 

and the studied elegance of the Mannerist, in the 

presentation of sensuousness and spirituality, finds 

perfect expression in Crashaw, the baroque poet. 48 

The elegance with which Crashaw describes the tears of 

Mary Magdalene is reminiscent of mannerist elegance : 



H a i l ,  s i s t e r  spr ings!  
Parents  of sylver-footed r i l l s  ! 
Ever bubling th ings!  
Thawing cry s t a l l  ! snowy h i l l s ,  

S t i l l  spending, never spent!  I mean 
Thy fa i r  eyes, sweet UGDBL3Nd! 

Heavens thy f a i r  eyes be; 
Heavens of ever - fa l l ing  s t a r r e s .  

I T i s  seed-time s t i l l  with thee 
And s t a r r e s  thou sowts t ,  whose harves t  da re s  

Promise the  e a r t h  t o  counter  shine 49 Whatever makes heavnls  forhead f i n e .  

The baroque expression of Crashaw exceeds the mannerist 

elegance, and i n  a number of ways, i l l u s t r a t e s  the  

a s p i r a t i o n s  of the baroque. For example, the  - . l o g i c  of 
--- 

Crashawls poems, h i s  excessive s e n s u a l i t y ,  bu r s t i ng  
__ _ _ __-- -- __-- - - - - - - . - - - -- 

enthusiasm, meeting c o n t r a r i e t i e s ,  - fondness f o r  paradox, 
- --- .--  - a - - A 

and decorat ion or ornament of s t y l e  a r e  c h a r a c t e r i s t i c s  

of the  baroque, The s t r i k i n g l y  unique ending of 

"Sancta Maria Dolorvm," f o r  i n s t ance ,  can be explained 

only i n  terms of the  baroque: 

0 l e t  me suck t h e  wine 
So long of t h i s  chas t  vine 
T i l l  drunk of t he  dear  wounds, I be 

A l o s t  Thing t o  the  world, a s  i t  t o  me. 
0 f a i t h f u l l  f r e i n d  
Of me and of my end! 



Fold up my l i f e  i n  love ;  and l a y l t  beneath 
My dea r  l o r d ' s  v i t a l 1  dea th .  

Lo, h e a r t ,  thy  hope ' s  whole P l e a !  Her p r e t i o u s  Brea th  
Powrtd out  i n  p r a y r s  f o r  t h e e ;  thy  l o r d ' s  i n  death.% 

It must be remembered, while  savour ing  Crashaw1s baroque 

b r i l l i a n c e ,  t h a t  t h e  r e i n t e g r a t i o n  of t h e  baroque f o l l o w s  

t h e  d i s i n t e g r a t i o n  of t h e  manner is t  i n  Renaissance s t y l e s .  

Against  t h i s  background of hena i s sance  p o e t i c  

t r a d i t i o n s ,  e lements  of whose powerful i n f l u e n c e  can  be 

n o t i c e d  i n  Crashaw, he  must s t i l l  be p laced  i n  t h e  main 

c u r r e n t  of  t h e  Metaphysical  t r a d i t i o n  of  t h e  seventeenth-  

cen tu ry .  The Metaphysical  t r a d i t i o n ,  as d i f f e r e n t  from 

t h e  Donne t r a d i t i o n  o r  t h e  school  o f  Donne, i s  sporadi -  

c a l l y  seen  i n  Eng l i sh  poet ry  from t h e  time o f  "Beowulftt 

t o  t h e  p r e s e n t  time i n  t h e  poet ry  of T.S. E l i o t  and 

Dglan Thomas. I n  t h e  Renaissance England, t h e  Metaphysi- 

c a l  t r a d i t i o n  e s p e c i a l l y  f l o u r i s h e d ,  and a s p e c t s  of 

t h e  Metaphysical  s t y l e  can  be seen  i n  t h e  poet ry  of  

Shakespeare and t h e  E l i z a b e t h a n  sonne tee r s .  The Renai- 

ssance poet  d e l i g h t e d  i n  f i g u r a t i v e  speech and metaphysical. 

express ion ,  This i s  a d i s t i n c t  q u a l i t y  of  t h e  Metaphysical  

poet ry  of  Donne and Marvel l ,  which has  i t s  o r i g i n s  i n  

t h e  E l i zabe than  h a b i t  of c o n t r i v e d  and a r t i f i c i a l  t u r n  

o f  expression.  Shakespeare 's  sonnet  X V I I I ,  f o r  i n s t a n c e ,  



verges  on t h e  Metaphysical  i n  i t s  fondness  f o r  d e l i b e r a t e  

t h i n k i n g ,  and c o n t r i v e d  express ion:  

S h a l l  I compare thee  t o  a sumrnerls day? 
Thou ar t  more l o v e l y  and more temperate:  
Rough winds do shake t h e  d a r l i n g  buds of  May, 
And swnmerls l e a s e  h a t h  a l l  t o o  s h o r t  a d a t e :  
Sometime t o o  h o t  t h e  eye of heaven s h i n e s ,  
And o f t e n  i s  h i s  gold  complexion dimm'd; 
And every f a i r  from f a i r  sometime d e c l i n e s ,  
By chance o r  n a t u r e ' s  changing course  untrimrn'd; 
But thy e t e r n a l  summer s h a l l  no t  f a d e  
Nor l o s e  possess ion  of t h a t  f a i r  thou owest; 
Mor s h a l l  Death brag  thou wander l s t  i n  h i s  shade,  
When i n  e t e r n a l  l i n e s  t o  time thou growest: 

So l o n g  as men can  b rea the  o r  eyes can  s e e ,  
So long  l i v e s  t h i s  and t h i s  g i v e s  l i f e  t o  thee .  51 

The t endenc ies  t h a t  e x p r e s s  t h e  beloved as 'more l o v e l y  

and more tempera te t  t h a n  a 'a summer's d a y , '  t h e  Sun as 

t h e  h o t  eye of heaven, dea th  bragging t h a t  t h e  beauty 

i s  a f t e r  a l l  mor ta l ,  and t h e  paradox of the  be loved ' s  

beauty l i v i n g  i n  o rde r  t o  g ive  h e r  l i f e ,  grow t o  a n  

enormous complexity i n  t h e  poe t ry  of 3onne. 

A g lance  a t  some of the  d e f i n i t i o n s  of  t h e  word 

IMetaphysical l  i l l u s t r a t e s  the  complex n a t u r e  of t h e  

t r a d i t i o n .  Since t h e  t ime Gr ierson  in t roduced  t h e  Meta- 

p h y s i c a l  l y r i c s  and poems i n  an h i s t o r i c  an thology,  

t h e  d e f i n i t i o n s  of  t h e  term have grown i n c o m p l e x i t y .  

Gr ierson  himself  d e f i n e s  Metaphysical  poe t ry  a s  "poet ry  



which has  been i n s p i r e d  by a p h i l o s o p h i c a l  concept ion  

o f  t h e  un ive r se  and t h e  r o l e  a s s igned  t o  t h e  human s p i r i t  

i n  t h e  g r e a t  drama of ex i s t ence .  52 More s p e c i f i c a l l y ,  

adds Gr ie r son ,  t h e  q u a l i t i e s  of awareness of d i s i n t e g r a -  

t i o n  than  of comprehensive harmony, of t h e  c l a s h  between 

o l d e r  phys ics  and metaphysics on t h e  one hand, and t h e  

new sc ience  of Copernicus and G a l i l e o  and Bacon on t h e  

o t h e r ,  a r e  q u a l i t i e s  of  Dome ' s  poe t ry .  The g r e a t e s t  

achievement of t h e  Metaphysical  p o e t s  i s  t h e  p e c u l i a r  
. - - - _- . - 

blend of pass ion  and thought ,  f e e l i n g  and r a t i o c i n a t i o n .  

We do n o t  have t o  w a i t  l o n g  before a t o t a l l y  

d i f f e r e n t  p o i n t  of view of t h e  Metaphysical  p o e t s  i s  

p resen ted  i n  T.S. S l i o t t s  review of  G r i e r s o n l s  anthology.  

E l i o t  t r a c e s  t h e  term 'metaphys ica l t  h i s t o r i c a l l y ,  

r e l a t e s  i t  t o  t h e  U i z a b e t h a n  t r a d i t i o n ,  and concludes 

t h a t  t h e  c h a r a c t e r i s t i c a l l y  tme taphys ica l l  i s  t h e  

e l a b o r a t i o n  ( c o n t r a s t e d  wi th  the  condensat ion)  of  a 
Y .- 
f i g u r e  of  speech t o  t h e  f a r t h e s t  s t a g e  t o  which ingenu i ty  

can  c a r r y  i t :  

May we n o t  conclude,  then ,  t h a t  . g o m e ,  Crashaw, 
Vaughn, Herbert  and Lord Herber t .  M- 9 

King-,-6eulgua-t h i s  b e s t ,  a r e  i n  t h e  d i r e c t  
c u r r e n t  of Xnglish poe t ry ,  and t h a t  t h e i r  
f a u l t s  should be reprimanded by t h i s  s t andard  



r a t h e r  t h a n  coddled by a n t i q u a r i a n  a f f e c t i o n ?  
They have been enough p r a i s e d  i n  terms which 
a r e  i m p l i c i t  l i m i t a t i o n s  because they a r e  

1" ," n q u a i n t N  o r  nobscure ,n  
e i r  b e s t  they have n o t  t h e s e  

a t t r i b u t e s  more t h a n  o t h e r  s e r i o u s  p o e t s ,  
On t h e  o t h e r  hand, we must n o t  r e j e c t  t h e  
c r i t i c i s m  of Johnson ( a  dangerous person t o  
d i s a g r e e  wi th)  wi thout  having mastered i t ,  
wi thout  having a s s i m i l a t e d  t h e  Johnsonian 
canons of  t a s t e .  I n  r ead ing  t h e  c e l e b r a t e d  
passage i n  h i s  essay on Cowley we must remember 
t h a t  by w i t  he c  
s e r i o u s  Zhaii  we 
cT33iclsrn of t h e  
remember i n  what a narrow d i s c i p l i n e  he w a s  
t r a i n e d ,  but  a l s o  how wel l  t r a i n e d ;  we must 
remember t h a t  Johnson t o r t u r e s  c h i e f l y  the  
c h i e f  o f f e n d e r s ,  Cowley and Cleveland.  It 
would be a f r u i t f u l  work, and one r e q u i r i n g  
a s u b s t a n t i a l  book, t o  break up t h e  c l a s s i f i c a -  
t i o n  of Johnson ( f o r  t h e r e  h a s  been none s i n c e )  
and e x h i b i t  t h e s e ' p o e t s  i n  a l l  t h e i r  d i f f e r e n c e  
of  kind and o f  degree ,  from t h e  massive music 
of Donne t o  t h e  f a i n t ,  p l e a s i n g  t i n k l e  of 
Aure l i an  Townshend -53 

A f t e r  a n  e l e g a n t  rendezvous wi th  h i s  f a v o u r i t e  

E l i zabe than  and French p o e t r y ,  B l i o t  p o i n t s  out  t h e  

l d i s s o c i a t i o n l  i n  t h e  work of a metaphysical  poet  which 

i s  re-presented  i n  a new u n i t y .  

A f t e r  Gr ierson  and E l i o t ,  and t h e i r  s o p h i s t i c a t e d  

c r i t i c i s m ,  one h a s  a reasonable  r i g h t  t o  expect  t h e .  

b l u n t  c r i t i c i s m  of  F.R. Leav i s  t o  p o i n t  out  p r e c i s e l y  

what t h i s  r e v i v a l  of t h e  Metaphysicals  i s  a l l  about .  

But ,  a las ,  h i s  c h a p t e r  on t h e  'Line of W i t 1  which begins  



s o  b r i l l i a n t l y  and a rouses  g r e a t  e x p e c t a t i o n s ,  merely 

draws a t t e n t i o n  t o  one q u a l i t y  of  t h e  Metaphysical  - 
s t y l L ,  t h e  --- development --- of w i t ,  i f  d e t a i l e d ,  c e r t a i n l y  

n o t  wholly new, o r  e s p e c i a l l y  i l l u m i n a t i n g .  54 

Even t h e  r e c e n t  s tudy of Helen Gardner ha rd ly  

r i s e s  t o  t h e  c h a l l e n g e s  of the  complex t r a d i t i o n ,  and 

a p r e c i s e  d e f i n i t i o n  of t h e  term 'metaphysical .  

However, she n o t i c e s  c e r t a i n  d i s t i n c t  q u a l i t i e s  of  
I__-_^- - - 

t h e  metaphys ica l  s t y l e  by which a metaphysical  *oet  may 
- - __I__ - _ 

be recogn i sed ,  t h e  ' c o n c e n t r a t i o n 1  o f  metaphysical  
- - -  - 

p o e t r y ,  f o r  example: 
-- - - --- 

The first c h a r a c t e r i s t i c  t h a t  I s h a l l  i s o l a t e  
i n  t r y i n g  t o  d i s c u s s  t h e  admit ted ly  vague and,  
i t  is o f t e n  thought ,  u n s a t i s f a c t o r y  term 

rgument. He i s  n o t  i n v i t e d  t o  pause upon 
a passage ,  tlwander wi th  i t ,  and muse upon i t ,  

fol lowed p r o f i t a b l y  with much p o e t r y ,  p a r t i c u l a r l y  
w i t h  S l i z a b e t h a n  and Romantic poe t ry ;  but  meta- - i o n  

s t r i k i n g  beauty and o r i g i n a l i t y ,  b u t ,  on 
t h e  whole, I t h i n k  t h a t  t o  do s o  i s  t o  m i s s  
t h e  s p e c i a l  p l e a s u r e  t h a t  metaphysical  poet ry  
h a s  t o  g ive .  It does n o t  aim at  p rov id ing ,  
t o  quote Keats  a g a i n ,  "a l i t t l e  fiegion t o  
wander i n , "  where l o v e r s  of poet ry  **may p ick  
and choose,  and i n  which images a r e  so  numerous 
tha t  many a r e  f o r g o t t e n  and found new i n  a 
second Heading." \ A  metaphysical  poem t e n d s  
t o  be b r i e f ,  and i s  always c l o s e l y  woven.55 fl 



She goes on t o  d i s c u s s  t h e  ' c o n c e i t s t  of a metaphysical  
_CI_- -- 

goe t : 

The second c h a r a c t e r i s t i c  of  metaphysical  p o e t r y ,  
i t s  most immediately s t r i k i n g  f e a t u r e ,  i s  i t s  
fondness f o r  c o n c e i t s .  . . ./A c o n c e i t  i s  a 
corn a r i s o n  whose ingenu i ty  i s  more s t r i k i n g  
h u s t n e s s ,  o r ,  a t  l e a s t ,  i s  more 
immediately s t r i k i n g .  / A I J - & . c . c e r  
l i k e p e s s  i n  th- a 
a c o n c e i t  when we a r e  made t 

_-_-e----- 

W--Q . -- 
A b r i e f  comparison c-ii if iwo 
tyzg-ore 
bever  -I t o g e t h e r  , -e a1 W 
i n  a m o i n t  i i f t q r r t y ,  o r  in-m&-a 
cost e x t  : t h n + - & - ~ + y ?  Here 
a c o n c e i t  i s  l i k e  a spa rk  made by s t r i k i n g  two 
s t o n e s  toge the r .  A f t e r  t h e  f l a s h  t h e  s t o n e s  
a r e  j u s t  two s t o n e s .  Metaphysical  poe t ry  abounds 
i n  such f l a s h e s .  . . . Longer s e t  them- 

may start from one t h a t  i s  immediately accep tab le  
g e n e r a l l y  and t h e n  make us  accep t  f u r t h e r  resemblances 
i n  d e t a i l  a f t e r  d e t a i l .  Thus nobody, I imagine,  
would t h i n k  Lady Macbeth i s  being p a r t i c u l a r l y  
ingenious  when she  compares t h e  t r o u b l e d  f a c e  of 
h e r  husband t o  a book i n  which men may U r e a d  
s t r a n g e  m a t t e r s .  56 

A f t e r  a l l  t h e  d i s c u s s i o n ,  Helen Gardner concludes on 

a no te  of vagueness say ing  t h a t ,  

i f  I had t h e  space I could defend them a l l  on 
one ground o r  a n o t h e r ,  though my defence would 
of  course  have t o  t ake  t h e  form of  " A l l  t h e s e  
poems a r e  metaphys ica l ,  but  some a r e  more meta- 
p h y s i c a l  than  o t h e r s . "  I a m  more concerned t h a t  
r e a d e r s  should f i n d  them b e a u t i f u l  and i n t e r e s t i n g  



t h a n  t h a t  they should approve o r  disapprove of 
them as conforming o r  n o t  conforming t o  t h e  i d e a  
of a metaphysical  poem. 811 of them have a 
c e r t a i n  pungency i n  t h e i r  thought ,  o r  i n  t h e i r  
t u r n s  of  phrase ,  which makes them, whether 
profound o r  f l i p p a n t ,  deserve t h e  p r a i s e  of 
being " f i n e  and w i t t i e e n  57 

C r i t i c i s m  on Metaphysical  poe t ry  from the  1940 's  

t o  t h e  p r e s e n t  day r e f l e c t s  t h e  ambiguity of t h e s e  c r i t i c s ,  

and has  grown i n c r e a s i n g l y  t e c h n i c a l  and s p e c i a l i s e d  

in t a c k l i n g  t h e  w e l t e r  of meanings of t h e  complex term. 

I n  a book o r i g i n a l l y  w r i t t e n  i n  1940, and r e l a t i v e l y  

l e s s  w e l l  known till i t s  r e i s s u e  i n  1965, B.L. Sharp 

t r a c e s  t h e  course  of metaphysical  poe t ry  i n  g r e a t  d e t a i l :  

O f  c o u r s e ,  t h e  metaphys ica ls  a r e  n o t  a hard  and 
fast  group. It i s  imposs ib le  t o  say t h a t  c e r t a i n  
p o e t s  and n o t  o t h e r s  deserve t h e  a d j e c t i v e  as it  
i s  u s u a l l y  app l i ed .  C e r t a i n  p o e t s ,  however, a r e  
ou t s t and ing ,  and i t  i s  of  them t h a t  we u s u a l l y  
t h i n k  f i rs t .  John Donne (1572-1631) i s  t h e  most 
o r i g i n a l  and t h e  b e s t  known. According t o  t h e  
u s u a l  custom, h i s  poems c i r c u l a t e d  i n  manuscript  
b e f o r e  t h e i r  p u b l i c a t i o n  i n  1633 and were widely 
i m i t a t e d .  Edward. 

&slz&Jlbaghan ( 1622-1695) a r e  o t h e r  eminent . 
f i g u r e s .  / t i e o r ~ e  H e r b e r t ,  Crashaw, and Vau han 
d i i f e r  from t h e  o t h e r s  i~ Zh.a_t t h e i r  
i s  religious but Eecause Donne, a f t e r  takffg---- 



holy  o r d e r s ,  r epen ted  t h e  s e c u l a r  and profane 
v e r s e s  of h i s  youth and turned  t o  s a c r e d  p o e t r y ,  
t h i s  d i f f e r e n c e  p r e s e n t s  no d i f f i c u l t y .  I n  f a c t  
i t  accounts  f o r  t h e  appearance i n  t h e  metaphysical  
t r a d i t i o n  of two s t r a i n s :  f i r s t ,  s c e p t i c a l  n a t u r a l i s m ,  
wi th  i t s  l i b e r t i n e  and c y n i c a l  s p i r i t ;  and second,  
deep r e l i g i o u s  f e e l i n g .  Most of t h e  seventeenth-  
cen tu ry  p o e t s  wrote r e l i g i o u s  l i n e s  a t  some time 
dur ing  t h e i r  l i v e s ,  and those  who were metaphysical  
i n  one kind were u s u a l l y  s o  i n  t h e  o t h e r  . . . 
There i s  good r e a s o n  f o r  r e f u s i n g  t o  c a l l  t h e  
metaphys ica ls  a school .  They were unorganized and 
wi thout  a common purpose.  Some evidence of 
connect ion  e x i s t s ,  of  course:  pe r sona l  acquain tance ,  
t h e i r  i m i t a t i o n  of one a n o t h e r ,  and t h e i r  common 
admira t ion  f o r  D o m e ' s  w i t .  . . W i t  as an i n t e l l e c t u a l  
f a c u l t y  became of more importance t o  them, and 
poe t ry  l e s s  a m a t t e r  of experience t h a n  a *knacke 
of d e x t e r i t y O n  T h e i r  e s t h e t i c  allowed t h i s  
s u b s t i t u t i o n .  S u p e r f i c i a l  v i r t u o s i t y  r ep laced  
r e a l  f e e l i n g  and served  t o  conceal  t h e  l a c k  of 
genuine i n v e n t i v e  power. Consequent ly,  w i t  
assumed t h e  importance of an end r a t h e r  than  a 
means; i t  became t h e  whole p o e t i c  process .58 

A s  d i f f e r e n t  from S h a r p ' s  d e f i n i t i o n s ,  E a r l  M i n e r t s  

very r e c e n t  book (1969) on metaphysical  poe t ry  r e g a r d s  

t h e  most d i s t i n c t i v e  and d i s t i n g u i s h i n g  f e a t u r e  of 

.Metaphysical  poe t ry  as i t s  p r i v a t e  mode: i n  o t h e r  words, 

i t  i s  t h e  d ia logue  of one. This  complex m e t a p h y s i c d  

d e f i n i t i o n  of Metaphysical  poe t ry  i s  i l l u s t r a t e d  i n  

r e l a t i o n  t o  t h e  s t y l i s t i c  a s p e c t s  o f  Metaphysical  p o e t r y ,  

and i n  t h e  Metaphysical  p o e t ' s  choice  of c e r t a i n  themes, 

aad t h e  p r i v a t e  n a t u r e  of i t s  expos i t ion .  59 

It i s  perhaps j u s t i f i a b l e  t h a t  t h e  overwhelming 

complexity of t h e  Metaphysical  t r a d i t i o n  n e c e s s i t a t e s  



a simpler grouping of poets, who share some common 

characteristics of the intricate Metaphysical tradition, 

and in whose work similar tendencies can be noticed. 

This is, perhaps, what Eliot meant by his term 'the 

school of Donne.' Whether one calls it 'the school of 

Dome' or the 'Donne traditiont it must be noted that 

this label belongs to a small group of poets, and this 

tradition is a fraction of a major Metaphysical tradition. 

The poets of the Donne tradition show major 

characteristics of the best of Donne's poetry, or more 

precisely, the influence of Donnets work on their own. 

The breadth of the Metaphysical tradition narrows down 

in Donne to some distinct characteristics of the 'meta- 

physicalt qualities of poetry. Donne's living influence 

on Marvell, Herbert, Crashaw, and Vaughan is noticeable 

in the intellectual intensity and the marriage of reason 

and passion in all of their poetry. Though each poet 

may come by his intellectual inheritance through a 

different major source - Crashaw through his continental 
associations and Vaughan through Bruno and the Hermetic 

tradition, for example - the intellectual intensity of 
Donne's poetry far exceeds those other sources in its 

domination over the poets of the Donne tradition. 



Donnets n a t u r a l  way of apprehending thought  through a 

p h i l o s o p h i c a l  apprehension of the  un ive r se  i s  shared  

by p o e t s  of h i s  t r a d i t i o n ,  as a l s o  t h e  c l o s e  r e l a t i o n  

of  w i t ,  s u r p r i s e  and c o n c e i t .  Donne a l s o  b r i n g s ,  a lmost  

single-handed i n  t h e  Metaphysical  t r a d i t i o n ,  a remarkable 

power of a n a l y s i s ,  c a s t i n g  h i s  d iscovery  of resemblances 

and t h e i r  development i n  a poem on a f i r m l y  r a t i o n a l  

b a s i s .  Contrary t o  t tmetaphysicalu l y r i c s  of t h e  l a t e  

s i x t e e n t h  and e a r l y  seventeenth  c e n t u r i e s ,  we f i n d  f o r  

t h e  f i r s t  t ime a s u p e r i o r  a n a l y t i c a l  power i n  Donne's 

Twice o r  t h r i c e  had I loved t h e e ,  
Before I knew thy f a c e  o r  name; 
So i n  a v o i c e ,  so  i n  a shape lesse  f lame,  
Angel l s  a f f e c t  us  o f t ,  and worsh ip td  bee; 

S t i l l  when, t o  where thou w e r t ,  I came, 
Some l o v e l y  g l o r i o u s  no th ing  I d i d  s e e ,  

But s i n c e ,  my s o u l e ,  whose c h i l d  l o v e  i s ,  
Takes limmes of f l e s h ,  and e l s e  could  no th ing  doe,  

More s u b t i l e  then  t h e  p a r e n t  i s ,  
Love must n o t  be ,  but  t a k e  a body t o o ,  

And t h e r e f o r e  what thou w e r t ,  and who 
I bid  Love a s k e ,  and now 

That i t  assume thy  body, I a l low,  
And f i x e  i t  s e l f e  i n  thy l i p ,  eye ,  and brow. 60 

- \  
O r  throughout  "The Ex tas ie" :  ,+\ 

\ 
And w h i l l s t  o u r  s o u l e s  n e g o t i a t e  t h e r e ,  

Wee l i k e  s e p u l c h r a l 1  s t a t u e s  l a y ;  
A l l  day,  t h e  same our  p o s t u r e s  were, 

And wee s a i d  no th ing ,  a l l  t h e  day. 



If any,  s o  by l o v e  r e f i n ' d ,  
That he  s o u l e s  language understood,  

And by good l o v e  were growen a l l  minde, 61 Within convenient  d i s t a n c e  s t o o d ,  . . . 
Donne's i n t e l l e c t u a l  f o r c e  i s  t h e  f i r s t  f lower  of  t h e  

proper  

Though it i s  d i f f i c u l t  t o  a s s e r t  t h a t  t h e  i n f l u e n c e  

of  Donne and Herber t  on Crashaw i s  e a r l i e r  and s t r o n g e r  

t h a n  any o t h e r  in f luence ,62  i t  i s  s t i l l  q u i t e  c l e a r  t h a t  

as a metaphys ica l  poet  Crashaw belongs t o  t h e  Donne 

t r a d i t i o n .  I n  Crashaw t o o  can be found t h e  union of  

reason and pass ion ,  t h e  fondness  f o r  a c o n c e i t ,  and t h e  

a n a l y t i c  power expressed i n  Donne 'a poe t ry ,  Crashaw 

d e r i v e s  t h e s e  q u a l i t i e s  from Donne and H e r b e r t ,  but  

t r a n s l a t e s  them i n  h i s  poet ry  i n  h i s  own manner. This  

i s  t h e  r eason  why -s -.----- c o n c e i w  - ve a t  once a 
- I  

l i k e n e s s  and un l ikeness  t o  Donne's c o n c e i t s .  H i s  c o n c e i t s  

develop ingenious ly  outwards upon t h e i r  own impetus,  

i n  a c e n t r i f u g a l  way as Alvarez h a s  f i n e l y  remarked, 

whi le  Donne's c o n c e i t s  a r e  c e n t r i p e d a l .  I n  Crashaw 

t h e r e  a r e  many i n s t a n c e s  of t h e  express ion  of  t h e  - 

e c s t a t i c ,  of Dome s " l a r g e  d raugh t s  of  i n t e l l e c t u a l  

day" as i n ,  

These thy DEATHS, s o  numerous, 
S h a l l  a l l  a t  l a s t  dy i n t o  one, 



And melt thy Sou l ' s  sweet mansion; 
Like a s o f t  lump of incense ,  has ted 
By too  h o t t  a f i r e ,  and wasted 
I n t o  perfuming c louds ,  so fast  
S h a l t  thou exhale t o  Heavn at las t  
I n  a reso lv ing  SIGH, and then - 
0 what? Ask not the Tongues of  men, 
Angel1 s cannot t e l l .  63 

Crashawts r e l a t i o n  t o  the  Dome t r a d i t i o n  i s  more 

than  h i s  f r i endsh ip  f o r  Herbert o r  t he  myst ica l  r e l a t i o n -  

sh ips  between h i s  and Vaughants poetry.  Some of t h e  

wuali- t ry,  the  w i t ,  t he  pecu l i a r  

conce i t ,  and the r a t i o n a l  and a n a l y t i c  bas i s  o f  h i s  
r - 

imagery even when (and e spec i a l l y  when) he i s  expressing 

an  in t ense ly  e c s t a t i c ,  myst ica l  experience,  a r e  q u a l i t i e s  

t h a t  spr ing  from h i s  r e l a t i o n s h i p  t o  Donne and h i s  

powerful influence.  

It remains f o r  me t o  mention b r i e f l y  Crashaw1s 

r e l a t i o n  t o  the  Emblem l i t e r a t u r e  of t h e  Renaissance, 

and the  emblem h a b i t  as not iced i n  h i s  poetry.  64 The 

a s soc i a t i ons  of an emblem f o r  a Renaissance poet i s  

not  unl ike  t he  modern mant s c loseness  t o  t e l e v i s i o n  

p i c t u r e s .  The emblematic hab i t  of thought came na tu ra l -  

l y  t o  a r e l i g i o u s  poet i n  the Renaissance and the  

seventeenth century.  The Renaissance poet indeed takes  

t h i s  knowledge o f  the  emblem on the  p a r t  of h i s  r eade r s ,  

f o r  granted.  



Some of Crashawts poetry read with the  Emblem 

h a b i t  i n  mind i s  p a r t i c u l a r l y  i l lumina t ing  of t h e  work- 

i ngs  of the emblem i n  h i s  poetry,  and show thvoin&ed--  
< a--- 

ness  of  an otherwise obscure image. - For example, t h e  - /----------- -- 
epigram "On the  Baptized Ethiopian" i s  much c l e a r e r  i f  

I t h e  standard emblematic r ep re sen ta t i on  of the  immutabi- 

( l i t y  of ' n a t u r e  as the  p i c tu re  of two men va in ly  t ry ing  

\ t o  scrub an African,  making the  black i n t o  white,  w a s  

\ remembered. Vhitney uses such an emblem p l a t e  with the  
) 

\ motto "Nature czwmT-6-e-xangedi m - 6 5  

Frequently,  an otherwise obscure passage i n  Crashaw 

1 can be f u l l y  explained with re fe rence  t o  the emblem habi t .  
I 

The f requent  occurrence of the  ' n e s t t  and ' b r e a s t t  imagery 

/ i n  Crashaw is  usually ascr ibed t o  Crashawts e r o t i c  tenden- \ 

\ ties. Moreover, the  two images seem always t o  appear 

\ together  - when one i s  mentioned the  o ther  usual ly  follows. 
I 
: I n  t he  "Hymn i n  the  Holy Nativi tyt1 f o r  example t he re  i s  
, 
I 

1 a c lose  development of the  nes t -breas t  imagery: : 

We saw thee i n  thy baulmy Nest,  
Young dawn of our a e t e r n a l l  DAY! . . . 
The Phaenix bu i lds  the  Phaenixl nes t .  

LOW'S a r c h i t e c t u r e  i s  h i s  own. . . . 
See see ,  how soon h i s  new-bloom'd CHEEK 

66 Twixt 's mother 's  b r e s t s  i s  gone t o  bed. 



Crashawts  fondness f o r  t h e  n e s t - b r e a s t  imagery i s  perhaps 

due t o  an  emblem of Van H a l f t e n  c a l l e d  t h e  'Asylum of  

t h e  Heart  i n  t h e  Wounded S ide . '  Divine Love p e r s o n i f i e d  

as Cupid i s  s t r e t c h e d  out  on t h e  c r o s s ,  a dove ' s  n e s t  

on h i s  r i g h t  b r e a s t ,  on which Anima gazes l o v i n g l y .  

The motto r e a d s ,  "Be l i k e  t h e  dove which n e s t s  i n  t h e  

s i d e s  of t h e  gorges." The m e d i t a t i o n  on t h i s  emblem, 

as bertonosco has  po in ted  o u t ,  shows t h a t  t h e  n e s t  - 
c o n s t r u c t e d  on t h e  b r e a s t  of C h r i s t  symbolises  t h e  - 3 

h e a r t  w i l l  f i n d  comfort .  For Crashaw, as i n  t h e  passage -___ _-- ----- - -- - - . -- 
quoted above, t h e  b r e a s t  and n e s t  a r e  symbols of s e c u r i t y -  

----+------ - - .- -\___ -- / 

and comfort ,  drawn from a popular  emblem source .  
-- - - - - -  

. C r a s h a w l s  sensuous images, t h e  s e l f  s a c r i f i c i n g  

p e l i c a n  and t h e  phoenix,  t h e  f r equen t  eag le  and t h e  dove, 

t h e  b leed ing  h e a r t ,  t h e  gem, r u b i e s ,  p e a r l s  and t e a r s  
/ 

t ransposed  f r e q u e n t l y ,  a r e  products  of t h e  Renaissance 

emblem h a b i t .  The g r o t e s q u e r i e s  of Crashawt s images 

a r e  sometimes due t o  t h e  r e a d e r ' s  ignorance of  an emblem, 
. > 

and t h e  consequent poor response.  An i n s t a n c e  of 

p a r t i c u l a r  i n t e r e s t  i s  t h e  concluding l i n e  of t h e  

n o t o r i o u s  'Blessed be t h e  Paps which thou h a s t  Suckedv:  



~Now must t h e  mother suck t h e  s o n 1 .  To Crashawls  

c r i t i c s ,  t h e s e  l i n e s  have o f t e n  sugges ted  a l l  s o r t s  

of t a n t a l i z i n g  pe rve r s ions .  Things a r e  n o t  r e a l l y  a l l  

t h a t  e x c i t i n g ,  f o r  the  graphic  r e p r e s e n t a t i o n  of b r e a s t  

sucking i s  n o t  uncommon i n  seventeenth-century emblem 

books. A n  i n t e r e s t i n g  p a r a l l e l  occurs  i n  Amoris D i v i n i  

e t  Humani E f f e c t u s ,  i n  which Anima is  shown sucking t h e  

b r e a s t  of Divine Love. he symbolic meaning, of course ,  R 
i s  t h a t  t h e  good C h r i s t i a n  d e r i v e s  h i s  s p i r i t u a l  nour ish-  

ment from C h r i s t ,  and from C h r i s t  a lone .  I n  Crashaw I 
breas t -sucking  h a s  t h e  same symbolic meaning: t h e  

Mother, t o o ,  depends on h e r  son f o r  s a l v a t i o n  j u s t  as 

He, when an i n f a n t ,  depended on h e r  f o r  p h y s i c a l  sus tenance .  

One of Q u a r l e s l  emblems - and l e t  us  keep i n  mind t h a t  

he adapted c o n t i n e n t a l  emblem m a t e r i a l  f o r  t h e  use o f  

P r o t e s t a n t s ,  e s p e c i a l l y  P u r i t a n s  - i s  g r o s s e r .  H i s  

emblem p l a t e  ( f o r  which we cannot f i n d  a source)  d e p i c t s  

an enormous b r e a s t .  A b loa ted  pig-faced man i s  sucking 

t h e  l e f t  t e a t  while  a woman i s  mi lk ing  t h e  r i g h t  t e a t .  

The motto ( I s a i a h  66:2) r e a d s ,  'Ye may suck,  but  n o t  

be s a t i s f i e d  wi th  t h e  b r e a s t  of h e r  c o n s o l a t i o n t .  

Thus, i n  Crashawls  poet ry  can be found a wide 

range of  i n f l u e n c e s  from t h e  Renaissance p o e t i c  t r a d i -  



tions, the Classical tradition, the Rhetorical tradition 

and the Art of 'Memory 1 , the Uetaphysical tradition 
especially of the seventeenth century as exemplified in 

Donne and his contemporaries, and the Renaissance emblem 

habit. A11 these traditions converge in Crashaw to 

produce the unique qualities of his poetry. According 

to varying degrees of their influence one or other of 

the many traditions can be isolated for recognition. 

The excellence of Crashaw1s genius lies in the fact that 

these conflicting traditions exist harmoniously together 

in Crashaw s fine religious poetry. 



NOTES 

See R.C. Bald,  Donne's - I n f l u e n c e  - i n  Eng l i sh  L i t e -  
r a t u r e  (Glouces te r ,  Mass.: P e t e r  Smith,  1965, I edn., 1932). . 

See G.W. W i l l i a m s ,  ed. The Complete P o e t r y ,  p .xx i i .  
nThe r e ~ u t a t i o n  of Crashaw as a w r i t e r  of s a c r e d  E n g l i s h  
poe t ry  r e s t s  on t h e  33  poems of t h e  C a r m e e e o  ~ o s t r o .  
It i s  n o t  a n  ex tens ive  canon, and Crashaw i s  n o t  a major 
poet .  He shows h imsel f  d e f i c i e n t  i n  many r e s p e c t s ,  but  
he was a master  of t h e  voice  which he chose f o r  h i s  own.* 

Examples of  both t h e  i m i t a t i v e  and t h e  q u a l i t a t i v e  
i n f l u e n c e s  a r e  too numerous t o  be c i t e d  he re .  Shakespeare,  
Jonson, Marlowe, and t h e  E l i zabe than  sonne tee r s  a r e  only 
a t i n y  p a r t  of t h e  mammoth i n f l u e n c e  of  t h e  c l a s s i c a l  
t r a d i t i o n  i n  Eng l i sh  Renaissance.  By t h e  same l o g i c ,  
c r i t i c a l  works on t h e  c l a s s i c a l  i n f l u e n c e  i n  t h e  E n g l i s h  
Renaissance a r e  n o t  l i s t e d .  I n  c o n t r a s t  t o  t h i s  h e l p l e s s -  
n e s s  i t  i s  g r a t i f y i n g  t o  no te  t h a t  t h e r e  is no a r t i c l e  o r  
book which n o t i c e s  t h e  c l a s s i c a l  i n f l u e n c e  on Crashaw 
even i n  pass ing .  My remarks though b r i e f  must be regarded 
as t h e  f i rs t  s t e p  towards a sys temat ic  s tudy of t h i s  
n e g l e c t e d ,  but impor tant  a s p e c t  of  Crashaw1s background. 

See t h e  I n t r o d u c t i o n  i n  S i s t e r  Maris S t e l l a  
Milhaupt ,  The L a t i n  Epigrams ---- of Xichard Crzshaw w i t h  
I n t r o d u c t i o n ,  Eng l i sh  T r a n s l a t i o n ,  and ~ o = ( h n n  Arbor: 
Unive r s i ty  ~ i c r o ? i l m s ,  Inc . ,  1963) #63 - 4900; Por a 
summary of h e r  view, s e e  D i s s e r t a t i o n  -- A b s t r a c t s  X X I I I  
(1963) , 4687. 

G.W. Williams, ed. The C s l e t e  -- P o e t r y ,  pp.9-10. 
Compare t h i s  epigram wi th  t h e  p rogress ion  of i d e a s  o r  
images i n  Crashawls o t h e r  poems. H i s  debt  t o  t h e  
c l a s s i c a l  epigrammatis ts  becomes apparen t ,  Another 
epigram i l l u s t r a t i n g  t h i s  p o i n t  i s  U E a s t e r  Dayn on 
page 26. 

I b i d . ,  p.25. 

I b i d . ,  p.79. 

I b i d .  

I b i d . ,  p.83. 



I V See R.C. W a l l e r s t e i n ,  Richard -- Crashaw A Study i n  
S t y l e  and P o e t i c  Develo ment (Madison: The Unive r s i ty  of - -- 
urisconsin P r e s s .  1 9 - d ~ .  YFor  a s i d e  from t h e  s u b j e c t s  . - 

of h i s  cur r icu lum,  ~ r a s h a w  probably wrote dur ing  t h e s e "  
y e a r s  many of h i s  Greek and L a t i n  epigrams, and he was 
making a l s o  t h a t  i n t e n s i v e  s tudy of blarino which w i l l  be 
t h e  s u b j e c t  of our f o u r t h  c h a p t e r .  A s  we s h a l l  s e e  
when we study t h e  r e l a t i o n s h i p  i n  d e t a i l ,  t h e  s tudy was 
n o t  pure ly  a s t y l i s t i c  one. It w a s  t h e  product  of a 
r e s t l e s s n e s s  n o t  a t  home i n  e i t h e r  t h e  Jonsonian c l a s s i c a l  
t r a d i t i o n  o r  t h e  c l a s s i c i s m  opened t o  a Mil ton;  and n o t  
s a t i s f i e d  e i t h e r  wi th  t h e  g r e a t  t r a d i t i o n  of Spenser  i n  
which, n e v e r t h e l e s s ,  Crashaw, l i k e  h i i l ton ,  s t eeped  himself  
e i t h e r  now o r  a l i t t l e  e a r l i e r .  Other  poems as w e l l  as 
t h e  one quoted r e v e a l  both  t h e  Marinism and t h e  deeper  
n o t e  of q u e s t i o n  over l ay ing  t h e  c l a s s i c a l  s t u d i e s  of h i s  
formal  school ing .  Some of  h i s  e p i t a p h s ,  f o r  i n s t a n c e ,  
express  t h e  themes and concepts  t h a t  belong t o  e p i t a p h s  
i n  t h e  t r a d i t i o n  of t h e  Anthology. But t h e i r  s p i r i t  and 
imagery a r e  wholly o t h e r .  Crashaw brought t o  t h e s e  
e x e r c i s e s  t h e  s p i r i t  of t h e  M a r i n i s t i c  s t u d i e s  which were 
engaging h i s  more eager  a t t e n t i o n .  To h i s  undergraduate  
days belong a l s o ,  i n  a l l  p r o b a b i l i t y ,  t h e  l tMar in iza t ionsH 
i n  E n g l i s h  of h i s  Greek and L a t i n  epigrams.It 

t i , .  Williams, ed. The Complete P o e a ,  pp.48-49. 

I b i d . ,  p.29. 
Come d e a t h ,  come bands, nor  do you s h r i n k ,  my e a r e s ,  
A t  t hose  hard  words mans cowardise c a l l s  f e a r e s .  
Save those  of f e a r e ,  no o t h e r  bands f e a r e  I ;  
Nor o t h e r  dea th  then  t h i s ;  t h e  f e a r e  t o  dye. 

l3 For a d i s c u s s i o n  of B h e t o r i c ,  s e e  K.G.  Hamilton, 
The Two Harmonies (Oxford: Clarendon P r e s s ,  1963). The 
formidable  amount of  s c h o l a r s h i p  on t h i s  s u b j e c t  i s  i n d i -  
c a t e d  i n  h i s  b ib l iography ,  pp.203-214. My s tudy of Rhe to r i c  
i s  l i m i t e d  t o  a s p e c t s  that can be a p p l i e d  t o  Crashawts  
p o e t r y ;  s o  a l s o  wi th  t h e  a r t  of memory. The concept of  
'memoryt i s  a f a i r l y  r e c e n t  and complex f i n d i n g  of 
Frances A .  Yates.  See h e r  book The A r t  of  Memory (Chicago: 
Unive r s i ty  of Chicago P r e s s ,  1 9 6 6 ) . z i k e  ' R h e t o r i c ,  
the  ar t  of  'memory' invo lves  knowledge of an  e n t i r e  
t r a d i t i o n  i n  g r e a t  and met iculous  d e t a i l .  I have attemp- 
t e d  t o  apply one a s p e c t  of t h e  a r t  of tmemory,t t h e  
format ion  of images, t o  Crashawts  poet ry .  



l 4  G.W. Williams, ed.  The Complete P o e t r y ,  p.50. 

l 5  I b i d . ,  

l6 A s  R.C. B a l l e r s t e i n  n o t i c e s ,  i t  i s  n o t  easy t o  
d e f i n e  any s p e c i f i c  i n f l u e n c e  i n  Crashawts  work. o p . c i t . ,  
p.56-57. "To d e f i n e  any s p e c i f i c  i n f l u e n c e  i n  Crashawt s 
work i s  n o t  easy.  For t h e  many i n f l u e n c e s  a r e  blended 
and superimposed upon each o t h e r  i n  a s y n t h e s i s ,  a t  
v a r i o u s  s t a g e s ,  and we have few a c t u a l  d a t e s  t o  go 
upon. Ue know, f o r  i n s t a n c e ,  t h a t  a l a r g e  body o f  L a t i n  
and Greek epigrams and some Engl ish  ones,  o f t e n  t r a n s l a -  
t i o n s  of t h e  former,  c o n s t i t u t e  Grashawts e a r l i e s t  work. 
But i n  t h e  epigrams as they a r e  pub l i shed ,  t h e r e  a r e ,  
among some which seem almost s u r e l y  t o  have been school  
e x e r c i s e s ,  a very l a r g e  number which M r .  Warren has 
shown t o  be w r i t t e n  dur ing  Crashawts  t h r e e  y e a r s  a t  
Pembroke and s t i l l  o t h e r s  which a r e  c e r t a i n l y  t r a n s l a t i o n s  
from Marino and which, hence,  were a l s o  w r i t t e n  i n  
Crashawts undergraduate  days.  O r  The Weeper we l l  i l l u s -  
t r a t e s  t h e  complexity of t h e  problem. That poem i s  one 
which, as we r e f l e c t  c a s u a l l y  upon Crashawts  p o e t r y ,  
we t h i n k  of as a n o t a b l e  example of  Marinism. In  f a c t ,  
however, t h e  p r i n c i p a l  source f o r  t h e  poem i s  an epigram 
o f  t h e  J e s u i t  F ranc i scus  Remondus; but  bes ides  t h i s ,  
t h e r e  a r e  analogues i n  a n  epigram of  Bauduinus C a b i l l i a v u s  
and i n  Hugo's --- P i a  D e s i d e r i a ,  a f u r t h e r  source  f o r  one 
l i n e  i n  a s t a n z a  of Mar ino t s  La Maddelena a i  p i e d i  d& 
C h r i s t o ,  and impor tant  analogues f o r  t h e  genera l  theme i n  
o t h e r  of Mar ino t s  poems on t h e  Magdalen. Thus t h e  
nMarinisrnfi of  t h a t  c h a r a c t e r i s t i c  poem r e s t s  only i n  
small measure d i r e c t l y  upon Marino, though t h e  d i f f u s e d  
and g e n e r a l  in f luence  upon it of  t h e  I t a l i a n  poe t  is 
l a r g e .  Nor does our only problem l i e  i n  t h e  s y n t h e s i s  
of t h e  two i n f l u e n c e s  i n  Crashaw. For t h e  two groups 
whose impulse l i e s  behind h i s  poem, Marino and t h e  J e s u i t  
ep igrammat is t s ,  though they a r e  s i g n i f i c a n t l y  d i f f e r e n t  
i n  s p i r i t ,  have a l s o  much i n  common. They s p r i n g  i n  p a r t  
from t h e  same a r t i s t i c  impulse. The work of both is 
baroque; i t  i s ,  i n  p a r t ,  t h a t  i s  t o  s a y ,  an  express ion  
of t h a t  wide-spread and common tendency of any a r t  at  the  
end of a long  f lower ing ,  and when i t s  forms and concepts  
have a l r e a d y  become accepted  as t r a d i t i o n  i n  t h e i r  grand 
c e n t r a l  themes and e s s e n t i a l  s t a t e m e n t s ,  - so t h a t  t o  
w r e s t l e  wi th  and d e f i n e  t h e s e  themes seems no l o n g e r  t h e  
a r t i s t ' s  e s s e n t i a l  imaginat ive  endeavor,  - t o  seek 



i n t e l l e c t u a l  exci tement  o r  edge, and a e s t h e t i c  f r e s h n e s s ,  
by e l a b o r a t i n g  t h e  forms i n  d e t a i l  and by s u b t i l i z i n g  
t h e  concepts .  And what i s  t r u e  of t h e  art  o f  t h e  two 
groups,  i s  a l s o  t r u e  of t h e  themes themselves.  The 
r e l i g i o u s  themes i n  t h e  use of which Crashaw fo l lows  
Marino, Marino himself  owes t o  t h e  same movement i n  
r e l i g i o u s  l i t e r a t u r e  and medi t a t ion  which produced t h e  
neo-Latin poe t ry .  And t o  t h i s  movement he l i k e w i s e  
owes t h a t  method of approach t o  s a c r e d  s u b j e c t s  which 
he  and Crashaw have i n  common," I a t tempt  t o  o u t l i n e  
t h e  Renaissance P o e t i c  T r a d i t i o n s  b r i e f l y  wi th  t h e i r  
p o s s i b l e  in f luence  on Crashaw as evidenced i n  h i s  work. 

l 7  See my no te  1  J above. The ar t  of 'memory1 
though a p a r t  o f  t h e  B h e t o r i c a l  t r a d i t i o n  i s  a s u b j e c t  
o f  e n d l e s s  p o s s i b i l i t i e s  i n  i t s  a p p l i c a t i o n  t o  a 
r e l i g i o u s  poet .  

Quoted by Frances A .  Yates ,  ?E_he A r t  of Memory, 
o p . c i t . ,  pp.51-52. 

G.W. W i l l i a m s ,  ed. The Complete P o e t r g ,  

20 See Prances A .  Yates ,  The A r t  o f  Memorp, o p . c i t . ,  
pp.82-104. Chapter  I V  "Mediaeval Memory and t h e  Porma- 
t i o n  of  Imagery" d e a l s  wi th  t h e  a s p e c t  I a m  d i s c u s s i n g .  

21 For a d e t a i l e d  d i s c u s s i o n  s e e  Thomas T .  Howard, 
"Herbert  and Crashaw, Notes on Medi ta t ive  Focus ," 
The Gordon Review, 11 ( l 9 6 5 ) ,  pp.79-98, and L.L.  Marte,  
The P o e t r y o f  Medi ta t ion  (New Haven and London: Yale 
Unive r s i ty  P r e s s ,  I t  i s  somewhat b a f f l i n g  t h a t  
Howard does n o t  seem t o  have b e n e f i t e d  from Mar ta ' s  book 
t o  which he makes no r e f e r e n c e  i n  h i s  a r t i c l e .  While 
h i s  a r t i c l e  i s  very mediocre and p o i n t s  out  obvious 
t h i n g s  i n  Crashaw1s r e l a t i o n  t o  the  Medi ta t ive  t r a d i t i o n ,  
Martz seems t o  e r r  generously i n  h i s  enthusiasm f o r  
e s t a b l i s h i n g  Crashaw as a medi t a t ive  poet .  Given h i s  
d i s c u s s i o n ,  i t  i s  very doub t fu l  i f  Crashaw can be 
c a l l e d  t h e  g r e a t e s t  poet  of t h e  Medi ta t ive  t r a d i t i o n .  

22 0 . 1 .  Williams, ed. The Complete P o e t r y ,  p.24. 

23 See pages 20-21 above f o r  t h e  poem. 

24 G.W. Williams, ed. The Complete P o e t r y ,  p.50. 



25 I b i d . ,  pp.50-51. 

26 See L.L. Martz,  The Poe t ry  of Medi ta t ion ,  o p . c i t . ,  
e s p e c i a l l y  pp.331-352 f o r  a complete d i s c u s s i o n  of t h i s  
p o i n t .  Much as I would l i k e  t o  d i s p l a y  some o r i g i n a l i t y  
i n  i l l u s t r a t i n g  s t r u c t u r a l  m e d i t a t i o n  from Crashaw1s 
p o e t r y ,  t h e  one poem which l e n d s  i t s e l f  t o  s t r u c t u r a l  
a n a l y s i s  t h e  hymn "To t h e  Name above &very Name, t h e  
Name of Jesus tu  has  been thoroughly analysed  by Martz,  
l e a v i n g  l i t t l e  e l s e  t o  be s a i d  on i t .  However, while  
Martz i n t e r p r e t s  t h e  poem i n  c l o s e  d e t a i l ,  I merely 
i n d i c a t e  t h e  p a t t e r n  of t h e  s t r u c t u r e  of t h e  poem and 
a Meditat ion.  No one who w r i t e s  on t h e  Medi ta t ive  t r a d i -  
t i o n  i n  i t s  a p p l i c a t i o n  t o  t h e  seventeenth-century 
metaphys ica l  poe t s  can do s o  wi thout  heavy indebtedness  
t o  Martz. 

27 L.L. Martz,  B e  Poet ry  o f  Medi ta t ion ,  o p . c i t . ,  
p.336. 

28 G.W. W i l l i a m s ,  ed. The Complete P o e t r y ,  p.31. 

29 L.L. P a r t z ,  The Poet ry  of  Medi ta t ion ,  o p . c i t . ,  p.336. 

30 G.W. Williams, ed. The Complete P o e t r x ,  pp.31-32. 
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If we s e t  Crashawts  hymn bes ide  t h i s  S c a l a  a t o t a l  
e f f e c t  emerges which i s  p e r f e c t l y  summed up i n  t h e  poemls 
most b r i l l i a n t  phrase ,  U t h e  w i t t  of l o v e u ;  f o r  i t  i s  a 
poem i n  which t h e  most d a r i n g  p o e t i c a l  indulgences  a r e  
f i r m l y  c o n t r o l l e d  by "wi tn  - i n  a l l  t h e  meanings of t h a t  
word. W i t  i n  t h e  sense  of i n t e l l e c t u a l  i n g e n u i t y ,  
producing a hundred s u r p r i s e s  of word and phrase ;  w i t  
i n  t h e  sense  of humor, which p l a y s  d e l i c a t e l y  throughout 
t h e  e a r l i e r  p a r t  of t h e  poem, i n  Herber t  I s  way; and 
above a l l ,  w i t  i n  t h e  sense  of i n t e l l e c t u a l  power, p lanning  
and execut ing  a c a r e f u l  movement of t h e  whole through 
pro logue ,  developing a c t i o n ,  c l imax,  and epi logue .  
The b u i l d i n g  of t h i s  a c t i o n ,  unique i n  Crashawts  p o e t r y ,  
c r e a t e s  t h e  p l e a s u r e  of  watching a mind mold i t s  art 
upon an  a n c i e n t  model, now fo l lowing i t s  l e s s o n s  l i t e r a l l y ,  
now us ing  i t  p l a y f u l l y  and f l e x i b l y ,  but never  l o s i n g  s i g h t  
o f  t h e  fundamental process .  The play of w i t  i s  symbolized 
i n  t h e  poem's very appearance on t h e  page: long  l i n e s  
f l o a t i n g  o u t ,  a lmost  beyond c o n t r o l ,  but brought up 
sha rp ly  wi th  some simple q u a t r a i n ;  j u s t  as ,  i n  the  words 
themselves,  t h e  most flamboyant r h e t o r i c  i s  he ld  i n  check 
by a sudden touch of common speech. It i s  a masterwork 
i n  t h e  poet ry  of med i t a t ion ,  and one of t h e  very l a s t  
i n  i t s  kind.  
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Chapter Two 

MAJOR INFLUENCES ON CRASHAW 

One of the  major in f luences  on the  seventeenth- 

century metaphysical poe t s  i s  the  'New' science.  Sc i en t i -  

f i c  d i scover ies  i n  the  f i e l d s  of astronomy and medicine, 

b e t t e r  knowledge of geography, the  sense of p rec i s ion  t h a t  

goes with a s c i e n t i f i c  temper and the  impact of r a d i c a l  

change i n  th inking on account of the  'New1 science  account 

f o r  a s i g n i f i c a n t  p a r t  of the  t ens ion  i n  the  poetry of 

Donne and h i s  contemporaries. Science captured the  l i t e r a r y  

imagination i n  such a way as t o  become almost an obsession 

wi th  t he  poets .  Apart from the  t ens ion  i t  c rea ted  i n  the  

minds of seventeenth-century poe ts ,  s c i e n t i f i c  knowledge 

gave r i s e  t o  new v i s t a s  of i n t e r p r e t a t i o n ,  and a new way 

of looking at  the  universe and the  phenomena of the  

opera t ions  of t h e  universe.  For example, i n  Urn Bur ia l  

S i r  Thomas Browne speaks of the  archaeological  s ign i f i cance  

of b u r i a l  with head downwards i n  t e r n s  of the  medical 

phenomenon of the  b i r t h  of a c h i l d  (normally) with head 

downwards, and i n t e r p r e t s  t h i s  a s  an aspect  of r e a l i t y  

t h e  p r imi t ive  c u l t u r e s  understood so well .  B i r t h  and 

death  a r e  processes which seem t o  be phi losophical ly  

similar t o  the  science-oriented l i t e r a r y  mind. The 



enthusiasm i n  t h e i r  new-found knowledge of sc ience  s o  

permeates t h e  seventeenth-century imaginat ion ,  t h a t  n o t  

only t h e i r  world-view i s  a f f e c t e d  by i t ,  but  a l s o  t h e i r  

vocabulary,  t h e i r  choice  of  words t o  d e s c r i b e  u n s c i e n t i f i c  

t h i n g s  (such  as sexual  l o v e )  shows t h e  powerful i n f l u e n c e  

o f  sc ience .  1 

I n  an age dominated by s c i e n t i f i c  d i s c o v e r i e s ,  i t  

seems i n e v i t a o l e  t h a t  Donne should speak of h i s  b e l 0 v e 0 ~ s  

nakedness i n  s c i e n t i f i c  terms. I n  h i s  "Elegie :  Going t o  

BedN r e f e r r i n g  t o  d e t a i l s  of h i s  be loved ' s  d i s r o b i n g  

Donne speaks  o f  t h e  'heavens zone , '  la f a i r e r  world1 and 

t h e  'new-found-land1 o f  'America. 

O f f  wi th  t h a t  g i r d l e ,  l i k e  heavens Zone g l i t t e r i n g ,  
But a far f a i r e r  world incompassing. 
Unpin t h a t  spangled b r e a s t p l a t e  which you wear, 
That t h t e y e s  of b u s i e  f o o l e s  may be s t o p t  t h e r e .  
Unlace your s e l f ,  f o r  t h a t  harmonious chyme, 
T e l l s  me from you, t h a t  now i t  i s  bed time. 

Licence my roaving  hands,  and l e t  them go,  
Behind, be fo re ,  above, between, below. 
0 my America! my new-found-land, 
My kingdome, s a f e l i e s t  when wi th  one man mantd,  
My Myne of p rec ious  s tones :  2 

I n  " A  V a l e d i c t i o n  f o r b i d d i n g  mourningu Donne s preoccupa- 

t i o n  i s  wi th  dea th  i n t e r p r e t e d  i n  as t ronomical  terms: 

Moving of t h t e a r t h  b r i n g s  harmes and f e a r e s ,  
Men reckon what i t  d i d  and meant, 



But t r e p i d a t i o n  of t h e  spheares ,  
Though g r e a t e r  f a r r e ,  i s  innocent .  

D u l l  sublunary l o v e r s  l o v e  
(Whose s o u l e  i s  sense)  cannot  admit 

Absence, because i t  doth remove 
Those t h i n g s  which elemented i t .  . 

If they be two, they a r e  two s o  
A s  s t i f f e  twin  compasses a r e  two, 

Thy s o u l e  t h e  f i x t  f o o t ,  makes no show 
To move, but  d o t h ,  i f  t h e l o t h e r  doe. 3 

He chooses t h e  u n l i k e l y  image of 'go ld  t o  ayery t h i n n e s s e  

beate8 from meta l lurgy  t o  express  t h e  e n j o i n i n g  of s o u l s ,  

w i th  t h e  c l o s e l y  worked out  i d e a  of expansion of t h e  meta l  

and t h e  sou l  i n s t e a d  of  t h e  breach o r  s e p a r a t i o n .  And 

a g a i n ,  i n  nThe good-morroww Donne 's preoccupat ion  seems 

t o  be as much w i t h  geography as wi th  love :  

For l o v e ,  a l l  l o v e  of o t h e r  s i g h t s  c o n t r o u l e s ,  
And makes one l i t t l e  roome, an  every where. 
L e t  sea-d iscoverers  t o  new worlds have gone, 
L e t  Maps t o  o t h e r s ,  worlds on worlds  have showne, 
Le t  us  possesse  one world,  each h a t h  one, and i s  one. 

My f a c e  i n  t h i n e  eye ,  t h i n e  i n  mine appeares ,  
And t r u e  p l a i n e  h e a r t s  doe i n  t h e  f a c e s  r e s t ,  
Where can we f i n d e  two b e t t e r  hemispheares 
Without sharpe  North,  without  d e c l i n i n g  west? 4 

Donne and t h e  seventeenth-century metaphys ica ls  r e j o i c e  

i n  t h e i r  new-found knowledge, i n  t h e  end less  p o s s i b i l i t i e s  

of  express ing  human emotions i n  terms of s c i e n t i f i c  

terminology. 



N o t  only i n  profane  poet ry  but  a l s o  i n  t h e  sac red  

poems of Donne, t h e  impact of  INew1 s c i e n c e  can be no t i ced .  

On t h e  one hand, t h i s  i s  due t o  t h e  metaphysical  p resen ta -  

t i o n  of profane and sac red  l o v e  i n  mutual ly  over lapping  

te rms,  and on t h e  o t h e r  hand, i t  i s  t h e  p o e t l s  enthusiasm 

f o r  t h e  i n f i n i t e  space newly d iscovered .  The heavens,  

t h e  c o n s t e l l a t i o n s ,  t h e  e a r t h  and m a n i f e s t a t i o n s  of  

n a t u r e ,  and the  r ecur rence  of n a t u r a l  phenomena c o n t r i b u t e d  

t o  t h e  seventeenth-century p o e t s t  s c i e n t i f i c  p e r c e p t i o n  

of  profane  and s a c r e d  t h i n g s .  

Such a p e r c e p t i o n  can be n o t i c e d  i n  Crashaw who 

s h a r e s  t h e  metaphysical  h a b i t  of r ega rd ing  t h e  u n i v e r s e  

through t h e  new-found exci tement  of t h e  c i r c l e .  Crashawls  

h a b i t  of express ing  through c o n t r a r i e t i e s  t h e  u n i t y  of 

h i s  p e r c e p t i o n  g a i n s  i n  f o r c e  on account of t h e  s c i e n t i f i c  

way of r ega rd ing  t h e  universe .  I n  h i s  poem "Upon t h e  

Kings co rona t ion , "  f o r  example, Crashaw speaks of  I t h e  

b l e s t  e a r t h 1  as I the  heavens b r i g h t  epitome.'  I n  

a d d i t i o n  t o  t h e  c o n t r a s t  between e a r t h  and heaven, t h e r e  

i s  t h e  i n v e r s i o n  of  r ega rd ing  t h e  e a r t h  as heaven ' s  

epitome, of r e l a t i n g  t h e  seen  t o  t h e  unseen. The poem 

begins wi th  t h e  mention of 'dancing o r b e s 1  c a r r i e d  t o  i t s  

development i n  t h e  pe rcep t ion  of t h e  c i r c u l a r  g lo ry :  



Sound f o r t h ,  c a e l e s t i a l l  Organa, l e t t  heavens qu i re  
Ravish the  dancing orbes,  make them mount h igher  . . 
Doe no t  deceive mee, Eyes: doe I not  see  
I n  t h i s  b l e s t  e a r t h  heavens b r igh t  Epitome, 
C i r c l ed  with pure r e f ined  glory? heere 
I veiw a r i s i n g  sunne i n  t h i s  our sphaere,  
Whose blazing bearnes, maugre the  blackest  n igh t ,  
And m i s t s  of g r e i f e ,  dare fo rce  a  j oy fu l l  l i g h t .  5 

Crashawts vocabulary i n  the  poem i s  f u l l  of the  t cons t e l l a -  

and f i n a l l y ,  i n  h i s  captur ing the  vas tness  of the  ocean 

i n  a c i r c u l a r  t e a r :  

Doe I not  see  a c o n s t e l l a t i o n ,  
Each l i t t l e  beame of which would make a  sunne? 
I meane those th ree  g r e a t  s t a r r e s ,  who well  may scorne 
Acquaintance with the  Usher of t he  morne. 
To gaze upon such s t a r r e s  each humble eye 
Would be ambitious of Astronomie. 
Who would not  be a Phaenix, and a s p i r e  
To s a c r i f i c e  himselfe i n  such sweet f i r e ?  
Shine f o r t h ,  ye flaming sparkes of Dei ty ,  
Yee p e r f e c t  Emblemes of Div in i ty .  
F i x t  i n  your sphaeres of g lo ry ,  shed from thence 
The t r ea su re s  of our l i v e s ,  your inf luence.  
For i s  you s e t t ,  who may not  j u s t l y  f e a r e ,  
The world w i l l  be one Ocean, one g r e a t  t e a re .  

Conversely, t e a r s  appear as oceans i n  "The Weepern: 

And now wheret re  he s t r a y e s ,  
Among the  Gal i lean mountaines, 
O r  more unwellcome wayes, 
B e t s  fo l lowld  by two f a i t h f u l l  founta ines ;  

Two walking baths ;  two weeping motions; 
Por tab le ,  and compendious oceans. 7 



The t e a r  which i s  a minor c i r c l e - f i g u r e ,  according  t o  

Mar jo r i e  Nicolson,  i s  a major preoccupat ion  i n  Crashaw s 

poet ry .  Tears  f low c e a s e l e s s l y  from t h e  eyes of  Crashawls 

Magdalene. Bes ides ,  r u b i e s ,  p e a r l s ,  gems, a l l  t h e  wea l th  

of t h e  o r i e n t ,  f i n d  express ion  as t e a r s  i n  Crashawts  

poe t ry .  Even t h e  blood of t h e  b leeding  wounds of c r u c i -  

f i e d  C h r i s t  i s  regarded i n  terms of t h e  c i r c u l a r  t e a r -  

drop. Whether i t  be sexua l  l o v e  o r  r e l i g i o u s  pass ion ,  

Crashawls t e a r s  dwell  on t h e i r  own c i r c u l a r  n a t u r e  and 

t h e  b r i l l i a n c e  of t h e i r  l i g h t :  

What b r i g h t  s o f t  t h i n g  i s  t h i s ?  
Sweet Mary thy  f a i r e  Eyes expence? 

A moist  sparke  it  i s ,  
A watry Diamond; from whence 

The very Terme, I t h i n k ,  w a s  found 
The water  of a Diamond. -- 

0 I t i s  n o t  a Teare ,  
I T i s  a s t a r r e  about  t o  drop 

Prom t h i n e  eye i t s  spheare ;  
The Sunne w i l l  s toope and t ake  i t  up. 

Proud w i l l  h i s  s i s t e r  be t o  weare 
Th i s  t h i n e  eyes Jewel1 i n  h e r  Eare.  

The c i r c l e  which i s  a product of t h e  'Newf sc ience  

wi th  symbolic a s s o c i a t i o n s  of the  v a s t n e s s  of  t h e  macrocosm 

and i t s  correspondence t o  t h e  microcosm f i n d s  r epea ted  

express ion  i n  Crashawls poe t ry .  I n  t h e  opening l i n e s  of 

t h e  UHymn i n  t h e  Glor ious  EpiphanieU t h e  Lord i s  p resen ted  

l i t e r a l l y  and symbol ica l ly  i n  terms of t h e  correspondence 



t o  t h e  c i r c l e  and t h e  sphere:  

Br ight  BABE! Whose awful1 beautyes  make 
The morn i n c u r r  a sweet mis take;  

For whom t h e ' o f f i c i o u s  heavns d e v i s e  
To d i s i n h e r i t t  t h e  s u n ' s  r i s e ,  

D e l i c a t e l y  t o  d i s p l a c e  
The Day, and p l a n t  i t  f a i r e r  i n  thy f a c e ;  . 

To TKEE, thou DAY of  n i g h t !  thou e a s t  of west! 
Lo we a t  l a s t  have found t h e  way. 
To t h e e ,  t h e  wor ld ' s  g r e a t  u n i v e r s a l  e a s t .  
The General1 and i n d i f f e r e n t  DAY. 

A l l - c i r c l i n g  p o i n t .  A 1 1  c e n t r i n g  sphear .  
The wor ld ' s  one,  round,  AXternal l  yea r .  . . 
Nor does h i s  f u l l  Globe f a i l  t o  be 
K i s t  on Both h i s  cheeks by Thee. 
Time i s  t o o  narrow f o r  thy YEAR 
Nor makes t h e  whole WORLD thy  ha l f -sphear .  9 

Throughout t h e  poem t h e  c o n t r a r i e s  meet i n  t h e  e a s t  and 

wes t ,  and n i g h t  and day, and t h e  poem abounds i n  r e f e r e n c e s  

t o  c i r c l e s  and spheres .  

I n  Crashawt s p o e t r y ,  as i n  the  poet ry  of o t h e r  

metaphys ica ls ,  e t e r n i t y ,  world,  t ime,  a n c i e n t  h i s t o r y ,  

c r e a t i o n ,  de luge ,  l i f e  and d e a t h ,  blood and t e a r s ,  and 

i n f i n i t y  a r e  expressed through t h e  s c i e n t i f i c  awareness 

t h a t  swept through t h e  century .  

The metaphysical  p o e t s  were s u s c e p t i b l e  t o  s o c i a l ,  

p o l i t i c a l  and r e l i g i o u s  changes,  and d i sp layed  a keen 

awareness o f  t h e  world around them. They were drawn 

a l i k e  t o  t h e  p r e s e n t  happenings around as t o  t h e  g l o r i o u s  



p a s t  of t h e  Kenaissance and i t s  many sp lendours .  There 

a r e  many i n s t a n c e s  where a metaphysical  poet--say, 

Herber t  o r  Crashaw--devotes a poem t o  a p o l i t i c a l  

occurrence.  Kings,  p r i n c e s  and queens,  l o r d s  and l a d i e s ,  

walk t h e  magic c a r p e t  of metaphysical  poe t ry .  Whatever 

t h e i r  theme, t h e  metaphys ica ls  r e t a i n  t h e i r  c h a r a c t e r i s t i c  

mode of  w r i t i n g ,  and t h e  c h a r a c t e r i s t i c s  of  t h e i r  p o e t r y ,  

whether i t  be a r e l i g i o u s  o r  a p o l i t i c a l  poem, can  be 

recognised  a t  once. Donne's poem nTo Sir H.W. a t  h i s  

going Ambassador t o  Venicev begins by c e l e b r a t i n g  t h e  

ambassador 's  going t o  Venice i n  a t y p i c a l  metaphysical  

manner, and concludes i n  c h a r a c t e r i s t i c a l l y  Donnean 

correspondences:  

For mee, ( i f  t h e r e  be such a t h i n g  as I) 
Fortune ( i f  t h e r e  be such a thing as shee)  

Sp ies  t h a t  I beare s o  we l l  h e r  ty ranny ,  
That she  t h i n k s  no th ing  e l s e  s o  f i t  f o r  mee; 

But though she p a r t  us,  t o  hea re  my o f t  p r a y e r s  
For your i n c r e a s e ,  God i s  as nee re  mee h e r e ;  

And t o  send you what I s h a l l  begge, h i s  s t a i r e s  
I n  l e n g t h  and ease  a r e  a l i k e  every where.1•‹ 

There i s  a cons ide rab le  body of Donnefa poet ry  devoted 

t o  p o l i t i c a l  even t s  and s o c i a l  p e r s o n a l i t i e s ,  h i s  ep i tha -  

lamion on t h e  Lady E l i z a b e t h ,  poems addressed t o  S i r  Henry 

Wotton, t o  t h e  Countess of Bedford, and t h e  Countess of  

S a l i s b u r y ,  t o  mention only a few. 



More important  t h a n  t h e s e  d i r e c t  addresses  t o  

p a t r o n s  and l a d i e s ,  i s  t h e  way i n  which t h e  events  of  

t h e  t imes seem t o  i n f l u e n c e  t h e  manner of a metaphysical  

poet .  The Renaissance,  t h e  p o l i t i c a l  upheavals ,  t h e  

P r o t e s t a n t  Heformation, t h e  Counter-Ref o m a t i o n ,  and t h e  

C a t h o l i c  Reformation seem t o  have l e f t  t h e i r  r ecogn i sab le  

i m p r i n t s  on t h e  poet ry  of t h e  metaphysicals .  Even when 

Donne's immediate concern i s  n o t  p o l i t i c s  o r  h i s  p a t r o n ,  

he speaks of t h e  court-huntsmen and k i n g s ,  i n  a l o v e  

poem : 

Aske f o r  those  Kings whom thou saw'st y e s t e r d a y ,  
And thou s h a l t  h e a r e ,  A l l  here  i n  one bed l a y .  

S h e l i s  a l l  S t a t e s ,  and a l l  P r i n c e s ,  I ,  
Nothing e l s e  is.  

P r i n c e s  doe bu t  play us ;  comparld t o  t h i s ,  
A l l  honor ' s  mimique; A l l  weal th  a l ch imie ;  

Thou sunne ar t  h a l f e  as happy tas  wee, 
I n  t h a t  t h e  wor ld ' s  c o n t r a c t e d  thus .  

Thine age askes  e a s e ,  and s i n c e  thy d u t i e s  bee 
To warme t h e  world,  t h a t t s  done i n  warming us.  

Shine  he re  t o  u s ,  and thou ar t  every where; 
Th i s  bed thy c e n t e r  i s ,  t h e s e  w a l l s ,  thy spheare .  11 

A v a r i e t y  of backgrounds converge i n  t h e s e  l i n e s  t o  

produce t h e  Donnean (metaphysical)  manner. 

One way of r ead ing  t h e  poet ry  of t h e  seventeenth-  

c e n t u r y ,  then ,  i s  t o  read  i t  as a f a i t h f u l  r ecord  of 

p o l i t i c a l ,  s o c i a l  and r e l i g i o u s  even t s  of t h e  day, and 



t o  n o t i c e  how t h e  even t s  shape t h e  idiom and manner o f  

t h e  metaphysicals .  I n  s p i t e  of  Crashawts  r e l a t i v e l y  

s h o r t  l i f e  and t h i n  body of v e r s e ,  h i s  poet ry  d i s p l a y s  

t h e  same k ind  of awareness of t h e  world around as Donne's 

poe t ry .  Crashaw, t o o ,  devoted h i s  poems t o  the  k i n g t s  

co rona t ion ,  t o  t h e  b i r t h  of a p r i n c e s s ,  and t o  t h e  gun- 

powder t r e a s o n .  H i s  p o e t r y ,  t o o ,  i s  marked i n  i t s  manner 

by t h e  events  t h a t  shook t h e  world around him. 

Of t h e s e  t h e  most powerful s i n g l e  event  which 

a f f e c t e d  Crashawts  work i s  t h e  Counter-Reformation. 

Following as a r e a c t i o n  a g a i n s t  P r o t e s t a n t  Reformation 

and i t s  impact on p o l i t i c s  and r e l i g i o n ,  t h e  Counter- 

Reformation expressed t h e  v i s u a l  splendour and e c s t a t i c  

joy i n  C a t h o l i c  forms of worship i n  t h e  f i e l d s  of  r e l i g i o n  

and ar t .  It came as a new impetus t o  the  v i s u a l  arts 

and l i t e r a t u r e .  A s  Wylie Sypher p o i n t s  o u t ,  t h e  Mannerist  

and Baroque ar t is ts  expressed  t h e  new-found freedom i n  

t h e i r  l a c k  of r e s t r a i n t ,  l u x u r y ,  sensuousness  and 

exuberance i n  express ing  t h e i r  joy i n  r e l i g i o n . 1 2  The 

Counter-Reformation produced art is ts  l i k e  E l  Greco , 
s c u l p t o r s  l i k e  B e r n i n i ,  s a i n t s  l i k e  Teresa  and John of 

t h e  Cross ,  and p o e t s  l i k e  Crashaw. 

Apart  from i t s  in f luence  on r e l i g i o n ,  art and p o e t r y ,  



and a b s t r a c t  q u a l i t i e s  of a r t ,  and i t s  inf luence on 

persons i l i t i e s ,  t he  Counter-Reformation saw t h e  incep t ion  

of new r e l i g i o u s  o rde r s ,  notably ,  t he  Socie ty  of Jesus .  

From the  very beginning the  J e s u i t s  s e t  t h e  p a t t e r n  f o r  

almost a l l  v i s i b l e  aspec t s  of l i f e  and thought ,  and t h e i r  

inf luence extended from s o c i a l  i n s t i t u t i o n s  l i k e  marriage, 

t o  education,  medicine, a r t ,  and l i t e r a t u r e .  The J e s u i t s  

touched nothing without l eav ing  t h e i r  i n d e l i b l e  f inger -  

p r i n t s ,  and l a s t i n g  inf luence.  13 

The founder s a i n t  of the  J e s u i t  o rder ,  and J e s u i t  

poe t ic  a r e  no t iceab le  inf luences  i n  Crashawts thought 

and work. It seems as i f  C'rashaw was r i p e  f o r  J e s u i t  

inf luence from h i s  childhood years .  H i s  e a r ly  l o s s  of  

maternal l o v e ,  an ardent  P ro t e s t an t  f a t h e r ,  Cambridge 

in f luences ,  h i s  d r i f t i n g  s t e a d i l y  towards Catholicism, 

t h e  s p i r i t u a l  agonies a  convert  must suffer--are f a c t o r s  

t h a t  seem t o  i n c l i n e  Crashaw t o  J e s u i t  l o y a l t i e s .  

Crashaw seems t o  have derived a unique comfort and 

i n s p i r a t i o n  from t h e i r  organised r e l i g i o n  w i t h  passion 

as i t s  bas i s .  

The poetry of the  J e s u i t s  and J e s u i t  poe t i ca l  

theory i n  the  Benaissance contr ibuted p a r t i c u l a r l y  t o  

the  enrichment of Crashawts sacred poetry.  H i s  poems 



modelled on a Medi ta t ive  E x e r c i s e  d e r i v e  from the  p a t t e r n s  

proposed by S t .  I g n a t i u s  Loyo la ' s  S p i r i t u a l  E x e r c i s e s .  14 

The t h r e e  g e n e r a l  s t e p s  proposed by S t .  I g n a t i u s  f o r  

med i t a t ion  a r e  t h e  pre lude  i n  which t h e  e x e r c i t a n t  s e l e c t e d  

t h e  C h r i s t i a n  mystery on which he wished t o  med i t a t e  and 

composed i n  h i s  imaginat ion  i n  an o r d e r l y  manner a p i c t u r e  

o f  t h e  people ,  t h e  p lace  and t h e  c i rcumstances  i n  t h i s  

mystery,  when i t  f i r s t  took p lace .  For example, i n  a 

t y p i c a l  Pgnat ian  m e d i t a t i o n  on t h e  L a s t  Supper t o  t h e  

Agony i n  t h e  Garden, a f t e r  t h e  usua l  p repara to ry  p r a y e r ,  

t h e  pre lude  fol lows:  

This  i s  t h e  h i s t o r y  of t h e  mystery.  Here i t  w i l l  
be as fo l lows:  C h r i s t  ou r  Lord descended w i t h  the  
e l even  d i s c i p l e s  from hit. S ion ,  where t h e  Supper 
was h e l d ,  t o  the  Val ley of Josaphat .  E igh t  of  
t h e  d i s c i p l e s  were l e f t  a t  a p l a c e  i n  t h e  v a l l e y ,  
and t h e  o t h e r  t h r e e  i n  a p a r t  of  t h e  garden. Then 
J e s u s  began H i s  p r a y e r ,  and H i s  sweat became as 
drops  of  blood. Three t imes  He prayed t o  H i s  
F a t h e r  and went t o  rouse  H i s  d i s c i p l e s  from s l e e p .  
A f t e r  H i s  enemies had f a l l e n  t o  t h e  ground a t  H i s  
word, and Judas had g iven  H i m  t h e  k i s s ,  a f t e r  
S t .  P e t e r  had c u t  o f f  t h e  e a r  of Malchus, and C h r i s t  
had hea led  i t ,  J e s u s  was s e i z e d  as a m a l e f a c t o r ,  
and l e d  down through t h e  v a l l e y  and a g a i n  up t h e  
s l o p e  t o  t h e  house of Annas . . . This  i s  t o  s e e  
t h e  p lace .  It w i l l  be he re  t o  c o n s i d e r  t h e  way 
from M t .  S ion  t o  t h e  Valley of Josapha t ,  l i k e w i s e  
t h e  garden,  i t s  b read th ,  i t s  l e n g t h ,  and appearance.  . . . This  i s  t o  a s k  f o r  what I d e s i r e .  I n  t h e  
Pass ion  i t  i s  proper  t o  a s k  f o r  sorrow wi th  C h r i s t  
i n  sorrow, anguish wi th  C h r i s t  i n  anguish ,  t e a r s  
and deep g r i e f  because f t h e  g r e a t  a f f l i c t i o n  
C h r i s t  endures f o r  me. 19 



I n  t h e  second s t e p  t h e  e x e r c i t a n t  evacuated h i s  senses  

by removing t h e  a t t e n t i o n  of h i s  senses  from phys ica l  

t h i n g s .  The senses  were s u b j e c t e d  t o  t h e  i n t e n t i o n s  of 

t h e  mind i n s t e a d  of r e a c t i n g  i n  t h e i r  usua l  spontaneous 

manner wi th  whatever t h i n g s  they came i n t o  c o n t a c t .  A t  

t h i s  s t a g e  the  eye s e e s  n o t ,  t h e  e a r  h e a r s  n o t  and t h e  

body does n o t  f e e l  t h e  touch,  n o r  does t h e  tongue t a s t e  

o r  speak. I n  t h e  t h i r d  and f i n a l  s t e p  of t h e  e x e r c i s e  

t h e  senses  were channel led  i n  t h e  d i r e c t i o n  t h e  e x e r c i t a n t  

wishes them t o  t a k e  f o r  t h e  complet ion of h i s  med i t a t ion .  

Apart  from poems completely modelled on a Medita- 

t i v e  E x e r c i s e ,  Crashaw f r e q u e n t l y  u s e s  one o r  t h e  o t h e r  

of t h e  s t e p s  of Medi ta t ion  t o  achieve  a p a r t i c u l a r  e f f e c t  

i n  a s a c r e d  poem, invo lv ing  a r e l i g i o u s  experience.  

Crashaw may n o t  always keep t o  t h e  same m e d i t a t i v e  s t r u c -  

t u r e  i n  h i s  m e d i t a t i v e  poems. H i s  choice  of  t h e  s u b j e c t  

of m e d i t a t i o n  i s  o f t e n  c l e a r l y  s t a t e d  i n  t h e  opening l i n e s  

o f  a poem p a t t e r n e d  on a Medi ta t ive  Exerc i se .  The opening 

l i n e s  of t h e  "Hymn t o  t h e  Name of J e s u s n  c e l e b r a t e  t h e  

choice  of t h e  s u b j e c t  of m e d i t a t i o n  i n  g r e a t  d e t a i l ,  

and t o  t h e  exc lus ion  of a l l  o t h e r  a s s o c i a t i o n s :  

I Sing  t h e  NANB which None can say 
But t o u c h l t  wi th  An i n t e r i o u r  HAY: 



The Name of o u r  New PEACE; our  Good: 
Our B l i s s e :  and Superna tu ra l1  Blood: 
The Name of A l l  our  L ives  and Loves. 
Hearken, And Help,  ye holy Doves! 
The high-born Brood of Day; you b r i g h t  
Candidates  of b l i s s e f u l l  L i g h t ,  
The HEIRS E l e c t  of Love; whose Names belong 
Unto The e v e r l a s t i n g  l i f e  of  Song; 
A 1 1  ye wise SOULES, who i n  t h e  wealthy B r e s t l d  
O f  Th i s  unbounded NAME b u i l d  your w a r m  Nest ,  

This  i s  c a r r i e d  through t h e  s t a g e  of  evacua t ion  t o  t h e  

f i n a l  s t a g e  of ' a p p l i c a t i o n  of t h e  s e n s e s f  i n  l i n e s  170- 

0 f i l l  our  s e n s e s ,  And t a k e  from u s  
A 1 1  f o r c e  of  so Prophane a F a l l a c y  
To t h i n k  ought sweet but t h a t  which smel l s  of Thee, 
F a i r ,  f lowry Name, I n  none but Thee 
And Thy Nec t a r e a l l  Fragrancy , 

Hourly t h e r e  meetes 
An u n i v e r s a l 1  SYNOD of A l l  sweets ;  
By whom i t  i s  de f ined  Thus 

That no Perfume 
For ever  s h a l l  presume 

To passe  f o r  Odor i ferous ,  
But such a lone  whose sac red  Ped ig ree  
Can prove i t  S e l f  some k i n  (sweet  name) t o  Thee. 17 

I n  "Adoro Te," Crashaw c e l e b r a t e s  t h e  concepts  of  

f a i t h  and d e c l a r e s  t h a t  ' b l e s s e d  a r e  they t h a t  have n o t  

seen  and y e t  have be l ieved. '  The opening l i n e s  a p p r o p r i a t e -  

l y  speak of t h e  evacuat ion  of senses  as a p re l iminary  condi- 

t i o n  f o r  t h e  r e l i g i o u s  exper ience .  Here t h e  second s t e p  

of  t h e  Medi ta t ion  opens without  a p r e l u d e ,  and c o n t r i b u t e s  

g r e a t l y  t o  t h e  c o n c e n t r a t i o n  of t h e  Meditat ion:  



With a l l  t h e  powres my poor Hear t  h a t h  
Of humble l o v e  and l o y a l 1  F a i t h ,  
Thus lowe (my hidden l i f e  ! ) I bow t o  t h e e  
dhom too  much l o v e  h a t h  bowtd more low f o r  me. 
Down down, proud s e n s e !  Discourses  dy. 
Keep c l o s e ,  my s o u l ' s  i n q u i r i n g  ey! 
Nor touch nor  tast must l o o k  f o r  more 
But each s i t t  s t i l l  i n  h i s  own ~ o r e . 1 8  

An important  c o n t r i b u t i o n  of t h e  J e s u i t s  t o  r h e t o r i c  

was a product  of t h e i r  Medi ta t ive  Z x e r c i s e s ,  i n  which 

they had t o  c l a s s i f y  t h e  ' a f f e c t i o n s 1  moved by t h e  psycho- 

l o g i c a l  d r i v e s  involved i n  a medi t a t ion .  A f t e r  a l l ,  t h e  

m e d i t a t i v e  e x e r c i s e  involved  t h e  human mind and body, and 

t h e  s p i r i t u a l  d i s c i p l i n e  i n  i t s  i n f l u e n c e  on t h e  human 

mind and body had t o  be exp la ined ,  and i t s  success  measured, 

i n  terms of t h e s e  psychologica l  d r i v e s .  The o rde r  o f  

' a f f e c t i o n s 1  i n  J e s u i t  psychology i s  a t  l e a s t  as methodi- 

c a l  and complex as t h e  p a t t e r n  of  a Medi ta t ive  E x e r c i s e .  

The ' a f f e c t i o n s t  inc luded emotions as we l l  as s e n s a t i o n s ,  

and on t h e  b a s i s  of C h r i s t i a n  r e l i g i o u s  concept were 

de f ined  as comprising of two g e n e r i c  branches of l o v e  

and h a t r e d .  Every ' a f f e c t i o n t  had i t s  p o s i t i v e  and 

n e g a t i v e  components. Love and h a t e ,  joy and sorrow, hope 

and d e s p a i r ,  anger  and r e s t r a i n t ,  mercy and d i s d a i n ,  

jealousy and z e a l ,  modesty and impudence a r e  t h e  c o n t r a -  

r i e s  i n  which t h e  J e s u i t  psychology expla ined  t h e  

workings of t h e  a f f e c t i o n s .  19 



Crashaw expresses  t h e  ' a f f e c t i o n s '  of J e s u i t  

psychology through t h e  metaphysical  c o n t r a r i e t i e s  i n  

h i s  poe t ry .  Urging t h e  has ten ing  of  t h e  Countess of 

Denbights  d e c i s i o n ,  Crashaw speaks of the  a f f e c t i o n  of 

' l o v e s  through i t s  c o n t r a r y  l h a t e l :  

Love, t h a t  l e n d s  h a s t e  t o  h e a v i e s t  t h i n g s ,  
In  you a lone  h a t h  l o s t  h i s  wings.20 

In "Sospet to  d1  Heroden l o v e  and h a t e  appear  i n  t h e  

opening l i n e s  of s t a n z a  I: 

Muse, now t h e  s e r v a n t  of  s o f t  Loves no more, 
Hate i s  thy Theame, and Herod, whose u n b l e s t  
Hand ( o  what d a r e s  n o t  j ea lous  ~ r e a t n e s s e ? )  t o r e  
A thousand sweet Babes from t h e i r  Mothers B r e s t :  
The Bloomes of  ~ a r t ~ r d o r n e .  21 

An example o f  hope and d e s p a i r  appears  i n  nOn Hopeu: 

If t h i n g s  t h e n  from t h e i r  ends wee happy c a l l  ,22 
' T i s  hope i s  t h e  most hopelesse  t h i n g  of a l l .  

a r e  answered by Crashaw: 

F a i t h ' s  S i s t e r !  Nurse of  f a i r e  d e s i r e !  
Pea res  Ant ido te !  a wise ,  and w e l l  s t a y t d  f i r e  
Tempertd ' t w i x t  co ld  d e s p a i r e ,  and t o r r i d  joy: 
Queen Regent i n  young Loves m i n o r i t i e .  

Though t h e  vex t  Chymick v a i n l y  chases  
H i s  f u g i t i v e  gold through a l l  h e r  f a c e s ,  
And l o v e s  more f i e r c e ,  more f r u i t l e s s e  f i r e s  assay 

One f a c e  more f u g i t i v e  t h e n  a l l  t h e y ,  
True Hope's a g l o r i o u s  Huntresse ,  and h e r  chase  
The God of Nature i n  t h e  f i e l d  of Grace.23 



There a r e  numerous examples of  t h e  mingl ing of joy and 

sorrow, p l e a s u r e  and p a i n  i n  Crashawls poet ry  which, 

express ing  the  t e n e t s  of J e s u i t  psychology, a t t a i n  t o  t h e  

uniquely m y s t i c a l  q u a l i t y  of h i s  poet ry .  The predominant 

theme of l o v e  i n  Crashawls s a c r e d  poems i s  a l s o  i n  accord- 

ance wi th  t h e  J e s u i t  theory  of poet ry .  Crashawts  p o e t i c a l  

exper ience  i s  expressed ,  i n  Anthony R a s p a l s  words, through 

t h e  epigrammatic s t y l e  developed by t h e  J e s u i t s  : 

I n  t h e  l i g h t  of t h e  psychology shared  by t h e  
J e s u i t  p o e t i c  and t h e  I g n a t i a n  E x e r c i s e s ,  a 
poem could  be cons ide red  a m e d i t a t i o n  compa- 
r a b l e  t o  a s p i r i t u a l  e x e r c i s e .  A m e d i t a t i o n  
was n o t  merely a p o e t i c  s t r u c t u r e  o r  a s e t  of 
r u l e s ,  but  an  exper ience ,  and t h e  poem could 
provide  t h i s  experience i n  a f a s h i o n  resembling 
t h a t  of t h e  Exerc i ses .  If we c o n s i d e r  t h e  sac red  
poem i n  t h i s  l i g h t ,  t h e  words of t h e  anonymous 
p r e f a c e r  t o  The S teps  - t o  t h e  Temple f i n a l l y  
f a l l  i n t o  p lace .  Crashaw1s r e a d e r  was meant 
t o  " t a k e  a Poem hence,  and tune  thy s o u l e  by 
i t ;  and t h u s  r e f i n e d  and borne up upon t h e  
wings of  m e d i t a t i o n ,  i n  t h e s e  Poems thou  maies t  
t a l k e  f r e e l y  o f  God, and of t h a t  o t h e r  s t a t e " .  
H i s  s a c r e d  poet ry  was " t h e  very Outgoings of t h e  
soule,I1 Itthe Language of t h e  Angels," which 
"a lone  our  Buthour i s  a b l e  t o  t e l l  you, and 
t h a t  i n  h i s  owne v e r s e o f t  I n  t h i s  r o l e  he  f u l -  
f i l l e d  t h e  f u n c t i o n  of  t h e  poet  expla ined  by 
S t r a d a ,  & t h e  poe t  i s  a media tor  between God and 
men." It w a s  t o  b  
m e d i t a t i o n u  t h a t  t h e  epigramma 
d e ~ e l o ~ e d . 2 4  

I n  a d d i t i o n  t o  t h e  

Crashaw knew and admired t h e  



Cross ,  S t .  Francois  de S a l e s  and, of  c o u r s e ,  S t .  Teresa  
i- 

of whom he became a most a r d e n t  admirer .  C o l l e c t i v e l y ,  

t h e  in f luence  of t h e  s a i n t s  of t h e  C a t h o l i c  church on 

Crashaw must be regarded a major in f luence .  The gruesome 

accounts  of the  p e r s e c u t i o n s  of S t .  John must have g r e a t l y  

f i r e d  Crashawts  baroque imaginat ion ,  and t h e  accuracy 

and d e t a i l  wi th  which he speaks of t h e  C r u c i f i x i o n  i s  

perhaps a r e s u l t  of  t h e  more immediate accounts  of S t .  John ' s  

s u f f e r i n g s .  What s p e c i f i c  deb t  he owed t o  S t .  John ' s  

S p i r i t u a l  C a n t i c l e s  and t h e  accounts  of ' t h e  dark n i g h t  

o f  t h e  s o u l t  as p a r t  of  a m y s t i c a l  exper i ence ,  i t  i s  

hard  t o  de termineOz5 ii'hile he fo l lows t h e  formal way 

o f  a m y s t i c a l  experience as expounded by Teresa ,  occasion-  

a l l y  t h e  c o n f l i c t s  of t h e  da rk  n i g h t  of t h e  s o u l  may be 

d e t e c t e d  i n  Crashaw's r e l i g i o u s  v e r s e .  I n  an u n l i k e l y  

p l a c e ,  such as t h e  "Desc r ip t ion  of a B e l i g i o u s  House 

and Condi t ion  of L i f e , "  Crashaw expresses  such a c o n f l i c t :  

A l ong  and dayly-dying l i f e ,  which b r e a t h s  
A r e s p i r a t i o n  of r e v i v i n g  dea ths .  
But n e i t h e r  a r e  t h e r e  those  ignoble  s t i n g s  
That n i p  t h e  bosome of t h e  w o r l d ' s  b e s t  t h i n g s ,  
And l a s h  Ear th - l abor ing  sou l s .  
No c r u e l 1  guard of d i l i g e n t  c a r e s ,  t h a t  keep 
Crownld woes awake; as t h i n g s  too  wise f o r  s l e e p .  
But r e v e r e n t  d i s c i p l i n e ,  and r e l i g i o u s  f e a r ,  
And s o f t  obedience,  f i n d  sweet b id ing  h e r e ;  
S i l e n c e ,  and sac red  r e s t ;  peace ,  and pure joyes;  
Kind l o v e s  keep house,  l y  c l o s e ,  and make no n o i s e ,  . . 



. 
The self-remembering SOUL sweet ly  r ecovers  
Her k indred  with t h e  s t a r r s ;  n o t  base ly  hovers  
Below; But m e d i t a t e s  h e r  immortal1 way 
Home t o  the  o r i g i n a l l  sourse  of  LIGHT and i n t e l l e c t u a l l .  

Day. 26 

O r  t h e  v i v i d  sense  of p a i n  as i n  "Vex i l l a  h e g i s n  reminding 

u s  of  t h e  S p i r i t u a l  C a n t i c l e s :  

But though g r e a t  LOm, greedy of  such sad ga in  
U s u r p l t  t h e  P o r t i o n  of THY p a i n ,  

And from t h e  n a i l e s  and s p e a r  
Turnld  t h e  s t e e l  p o i n t  of  f e a r ,  

Thei r  use i s  chang ld ,  n o t  l o s t ;  and now they move 
Not s t i n g s  of wra th ,  but  wounds of  love.27 

S t .  T e r e s a ' s  i n f l u e n c e  on Crashaw1s l i f e  and work 

i s  l e s s  i n d i r e c t  and more e a s i l y  d i s c e r n i b l e .  She w a s  

t h e  "mother t h a t  moved him t o  ecs tasy ."  T e r e s a ' s  m y s t i c a l  

union wi th  God, as desc r ibed  i n  h e r  I n t e r i o r  C a s t l e ,  

f a s c i n a t e d  Crashaw. He w r i t e s  on S t .  T e r e s a ' s  m y s t i c a l  

exper ience  e c s t a t i c a l l y .  H i s  own m y s t i c a l  exper iences  

were modelled on t h e  p a t t e r n  of S t .  T e r e s a ' s  m y s t i c a l  

exper iences .  29 Crashaw devotes  t h r e e  poems t o  the  ce leb-  

r a t i o n  of S t .  T e r e s a ' s  g lo ry .  Some of t h e  f i n e s t  l i n e s  

of  Crashawts  poet ry  a r e  i n  p r a i s e  of S t .  Teresa:  

0 t hou  undanted daughter  of d e s i r e s !  
By a l l  thy dowr of LIGHTS and FIRES; 
By a l l  t h e  eag le  i n  t h e e ,  a l l  t h e  dove; 
By a l l  thy l i v e s  and dea ths  of  l o v e ;  
By thy l a r g  draughts  of i n t e l l e c t u a l 1  day, 
And by thy t h i r s t s  of l o v e  more l a r g e  then  they;  



By a l l  thy b r i m - f i l l  Id Bowles of f e i r c e  d e s i r e  
By thy l as t  Morning's draught  of l i q u i d  f i r e ;  
By t h e  f u l l  kingdome of  t h a t  f i n a l l  k i s s e  
That s e i z t d  thy p a r t i n g  Soul ,  and s e a l l d  t h e e  h i s ;  
By a l l  t h e  h e a v t n s  thou h a s t  i n  him 
( F a i r  s i s t e r  of t h e  SERAPHIM!) 
By a l l  of H I M  we have i n  THEE; 
Leave noth ing  of my SELF i n  me. 
L e t  me so read  thy l i f e ,  t h a t  I 
Unto a l l  l i f e  of mine may dy.30 

S t .  Teresa  indeed cap tu red  Crashaw's imaginat ion  much i n  

t h e  same way Hemingway o r  S a r t r e  have in f luenced  a whole 

g e n e r a t i o n  of w r i t e r s  i n  r e c e n t  t imes ,  

Though Crashaw does n o t  e x p l i c i t l y  mention S t .  John 

of t h e  Cross  o r  S t .  F ranco i s  de S a l e s ,  i t  i s  ha rd ly  l i k e l y  

t h a t  he could have escaped read ing  the  S p i r i t u a l  C a n t i c l e s  

o r  A T r e a t i s e  of t h e  Love of God. The importance of both 

S t .  John and S t .  F r a n c i s  must be r e l a t e d  t o  t h e i r  a s s o c i a -  

t i o n s  wi th  S t .  Teresa  and t h e  J e s u i t s .  I n  t h e  case  o f  

S t ,  P ranco i s  de S a l e s ,  however, i t  seems as i f  Crashaw 

i s  more deeply indebted  t o  him than  t o  S t .  John of  t h e  

Cross .  He seems t o  have been f a s c i n a t e d  by t h e  language 

and metaphor of A -- T r e a t i s e  of the  Love of God. 

I n  both e d i t i o n s  of - S t e p s  t o  t h e  T e g l e  a c o u p l e t  - 
on 'The Authors Mottot r eads :  

L ive  J e s u s ,  L i v e ,  and l e t  i t  bee 
My l i f e  t o  dye,  f o r  l o v e  of thee .  3 7 



S t ,  F r a n c i s  a l s o  u s e s  t h e  words ' l i v e  J e s u s '  as dedica-  

t o r y  p r a y e r  i n  A T r e a t i s e  on t h e  Love of God. The conclu-  

d ing  c h a p t e r  of t h e  book seems t o  have i n s p i r e d  Crashawts  

e c s t a t i c  p rayer :  

0 l o v e  e t e r n a l ,  my s o u l  needs and chooses you 
e t e r n a l l y !  Ah, come Holy S p i r i t ,  and inf lame 
o u r  h e a r t s  wi th  your l o v e !  To love  - o r  t o  d i e !  
To d i e  - and t o  l o v e !  To d i e  t o  a l l  o t h e r  l o v e  
i n  o rde r  t o  l i v e  i n  J e s u s t  l o v e ,  s o  t h a t  we may 
n o t  d i e  e t e r n a l l y ,  But t h a t  we may l i v e  i n  
your  e t e r n a l  l o v e ,  0 Sav io r  of  our  s o u l s ,  we 
e t e r n a l l y  s i n g ,  "Live,  Jesus !  J e s u s ,  I l o v e !  
Live ,  J e s u s  whom I love!  J e s u s  I l o v e ,  J e s u s  
who l i v e s  and r e i g n s  f o r e v e r  and ever.32 

Crashaw f r e q u e n t l y  u s e s  t h e  metaphor of i n e b r i a t i o n  t o  

express  t h e  ecs tasy  of t h e  P rayer  of Union, a m y s t i c a l  

exper ience  invo lv ing  t h e  suspension of bodi ly  f a c u l t i e s .  

In  "An Apologie f o r  t h e  fore-going Hymnen f o r  i n s t a n c e  

he u s e s  a complex imagery t o  express  a m y s t i c a l  experience:  

Let  my s o u l  swe l l  
With t h e e ,  s t r o n g  wine of l o v e !  l e t  o t h e r s  swimme 
In  puddles;  we w i l l  pledge t h i s  SERAPHIM 
Bowles f u l l  of  r i c h e r  blood then  b lush  of grape 
Was ever  u i l t y  o f ,  Change we too ' o u r  shape 
(MY s o u l ,  f Some d r i n k  from men t o  b e a s t s ,  o  then  
Drink we till we prove more, n o t  l e s s e ,  t h e n  men, 
And t u r n  no t  b e a s t s ,  but  Angels. L e t  t h e  k ing  
Me ever  i n t o  t h e s e  h i s  c e l l a r s  br ing 
#here flowes such wine as we can have of none 
But HIM who t r o d  t h e  wine-presse a l l  alone:  
Wine of youth,  l i f e ,  and t h e  sweet Deaths of l o v e ;  
Wine of immortal1 mixture ;  which can prove 



I t ' s  Tincture from the  rosy n e c t a r ;  wine 
That can e x a l t  weak XAHTH; and so  r e f i n e  
Our dus t ,  t h a t  a t  one draught ,  mor t a l i t y  
May dr ink  i t  s e l f  up, and f o r g e t  t o  dy. 33 

The idea  t h a t  wine might t u rn  men i n t o  beas t s  i s  not  

usual ly  expressed i n  Crashawls poems. A s  A.F. A l l i son  

suggests ,  Crashawls wine-imagery may be due t o  a concep- 

t i o n  of dual  ecs tasy .  Such a conception has i t s  poss ib le  

source i n  S t .  Francis:  

Ancient philosophers recognized t h a t  t he re  a r e  
two kinds of ec s t a sy ,  one of which r a i s e s  us 
above ourselves  while t h e  o the r  degrades us 
below ourselves.  It i s  as i f  they meant t h a t  
man i s  by na ture  midway between angels  and 
beas t s ;  t h a t  i n  h i s  i n t e l l e c t u a l  p a r t  he shares  
i n  t h e  ange l ic  na ture  and i n  h i s  s e n s i t i v e  p a r t  
he shares  i n  the  na ture  of beas ts ;  t h a t  by h i s  
l i fe-conduct  and by constant  se l f -ca re  he could 
s t i l l  f r e e  and emancipate himself from h i s  
middle s t a t e ;  t h a t  by hab i tua t ing  and applying 
himself much t o  i n t e l l e c t u a l  a c t i v i t i e s  he 
might br ing himself c l o s e r  t o  t h e  ange ls  than 
t o  the  beas t s ;  t h a t  i f  he l a r g e l y  app l ied  him- 
s e l f  t o  sensual  a c t i o n s ,  he would descend from 
h i s  middle s t a t e  and approach t h a t  of t h e  beas t s ;  
and t h a t  because an ecs tasy  i s  merely t o  go out  
of onese l f ,  whichever path a man takes  he i s  
t r u l y  i n  ecstasy.34 

The concept of dual  ecs tasy  i s  one of the  most r ecu r r ing  

themes i n  S t .  Francis .  fihen S t .  Francis  r e f e r s  t o  

Rapture,  a mystical  s t a t e  not  unl ike  the  Prayer of 

Union of S t .  Teresa, he speaks i n  mystical  language 

about the  ravished sou l :  



An e c s t a s y  i s  c a l l e d  r a p t u r e  inasmuch as i n  it 
God draws and l i f t s  us  up t o  h i m s e l f ,  and 
r a p t u r e  i s  c a l l e d  e c s t a s y  because i n  i t  we 
go o u t  of and above o u r s e l v e s ,  and remain 
t h e r e  s o  as t o  be u n i t e d  t o  God. Although 
t h e  a l lu rements  by which we a r e  drawn t o  
God's s i d e  a r e  wondrously g e n t l e ,  sweet ,  and 
d e l i g h t f u l ,  s t i l l  because of t h e  power God's 
beauty and goodness have t o  draw t h e  mind's 
a t t e n t i o n  and c o n c e n t r a t i o n  t o  h i m s e l f ,  i t  
seems t h a t  i t  n o t  only l i f t s  u s  up but  r a v i -  
shes  and bears  us  away. On t h e  c o n t r a r y ,  
because of t h e  completely v o l m t a r g  consent  
and a r d e n t  movement by which t h e  en rap tu red  
s o u l  f lows o u t  a f t e r  those  d i v i n e  a l l u r e m e n t s ,  
i t  seems n o t  only t o  mount and r i s e  upward 
bu t  t o  e j e c t  and throw i t s e l f  ou t  of i t s  very  
being and i n t o  t h e  d i v i n i t y  i t s e l f .  I n  l i k e  
manner, i n  t h a t  most infamous e c s t a s y  o r  most 
abominable r a p t u r e  which comes over  t h e  s o u l  
when by t h e  ent icement  of  b r u t i s h  p l e a s u r e  
i t  i s  pu t  away from i t s  proper  s p i r i t u a l  d i g n i t y  
and beneath i t s  n a t u r a l  s t a t e  .35 

He a l s o  speaks of dual  e c s t a s y  d i s t i n g u i s h i n g  between 

Medi ta t ion  and Contemplation, comparing m e d i t a t i o n  

t o  e a t i n g ,  slowly and wi th  e f f o r t ,  and contemplat ion 

t o  a quick draught  of wine t h a t  t a k e s  t h e  s o u l  immediate- 

l y  t o  a s t a t e  of  b l i s s :  

Some e a t  and d r i n k ,  but  they e a t  more than  
they d r i n k ,  and so they a r e  n o t  i n e b r i a t e d .  
Others  e a t  and d r i n k ,  but  they  d r i n k  much 
more than  they e a t ;  such a r e  those  who a r e  
i n e b r i a t e d .  To e a t  means t o  m e d i t a t e ,  f o r  
when a man medi t a t e s  he chews upon h i s  s p i r i -  
t u a l  food,  t u r n i n g  i t  t h i s  way and t h a t  between 
t h e  t e e t h  of c o n s i d e r a t i o n  s o  as t o  s o f t e n ,  
break ,  and d i g e s t  i t .  A l l  t h i s  i s  done only 
wi th  e f f o r t .  To d r i n k  means t o  contemplate ,  
which i s  done wi thout  l a b o r  o r  d i f f i c u l t y ,  
even e a s i l y  and wi th  p leasure .  To be i n e b r i a t e d  



means t o  contemplate so  f r e q u e n t l y  and s o  
a r d e n t l y  t h a t  one may be ou t  of onese l f  so 
as t o  be wholly wi th  God. A h o l y ,  s a c r e d  
i n e b r i a t i o n ,  which u n l i k e  bodi ly  i n e b r i a t i o n  
does n o t  a l i e n a t e  u s  from s p i r i t u a l  sense  
but  only from bodi ly  s e n s e s ,  which does n o t  
s tupefy  o r  b r u t a l i z e  u s ,  but  a n g e l i z e s  and 
as i t  were d i v i n i z e s  us!  It p u t s  us  o u t s i d e  
o u r s e l v e s ,  n o t  t o  debase us  and t o  range us 
wi th  b e a s t s  as does e a r t h l y  drunkenness,  but  
t o  r a i s e  us  above o u r s e l v e s  and t o  range u s  
wi th  ange l s  so t h a t  we may l i v e  more i n  God 
than  i n  o u r s e l v e s ,  f o r  by l o v e  a l l  o u r  a t t e n -  
t i o n  and concern i s  wi th  see ing  h i s  beauty 
and being u n i t e d  t o  h i s  goodness.36 

Crashaw repea ted ly  p r e s e n t s  t h e  wounds of Cruci -  

f i x i o n  i n  a mixture of p a i n  and joy, of  t h e  kind we 

see  i n  S t .  T e r e s a ' s  account of t h e  wound o f  love .  I n  

"The Flaming Hear tn  Crashaw r e f e r s  d i r e c t l y  t o  S t .  T e r e s a ' s  

wounds of l o v e :  

For  i n  l o v e ' s  f e i l d  was never  found 
A n o b l e r  weapon t h a n  a WOUND. 
Love 's  p a s s i v e s  a r e  h i s  a c t i v t s t  p a r t .  
The wounded i s  t h e  wounding hea r t .37  

But i n  "Sancta  Maria Doloruml' Crashawts  account seems 

t o  be cons iderably  more i n t e n s e  than  t h a t  of S t .  Teresa:  

And i n  t h e s e  c h a s t  warres  whi le  t h e  wingtd  wounds f l e e  
So fast ' t w i x t  him and t h e e ,  

My b r e s t  may c a t c h  t h e  k i s s e  of  some kind d a r t ,  
Though as a t  second hand, from e i t h e r  h e a r t .  

0 you, your  own b e s t  Darts 
Dear,  d o l e f u l l  h e a r t s !  



H a i l ;  and s t r i k e  home and make me s e e  
That wounded bosomes t h e i r  own weapons be. 

Come wounds! come d a r t s !  
N a i l ' d  hands! and pe i rced  h e a r t s !  

Come your whole s e l v e s ,  sor row's  g r e a t  son and mother! 
Nor grudge a yonger-Brother 

Of g r e i f e s  h i s  p o r t i o n ,  who (had a l l  t h e i r  due 
One s i n g l e  wound should n o t  have l e f t  f o r  you. 38 

A passage i n  S t .  F r a n c i s  r e l a t i n g  t o  t h e  wounds of l o v e  

may be r e a d  a longs ide  of Crashawls d e s c r i p t i o n :  

. . . speaking of sac red  l o v e ,  i n  i t s  p r a c t i c e  
t h e r e  i s  a k ind  of wound t h a t  God h imsel f  some- 
t imes  g i v e s  t o  a sou l  he wishes t o  make h i g h l y  
p e r f e c t .  He g i v e s  i t  wonderful f e e l i n g s  and 
u n p a r a l l e l e d  a t t r a c t i o n s  towards h i s  supreme 
goodness,  as though t o  p r e s s  and s o l i c i t  i t  
t o  l o v e  him. The sou l  t h e n  f o r c i b l y  t h r u s t s  
i t s e l f  upward as though t o  f l y  h i g h e r  towards 
i t s  d i v i n e  o b j e c t ,  but  remains s h o r t  o f  i t  
because i t  cannot  l o v e  as much as i t  d e s i r e s .  
Then, 0 God! i t  f e e l s  a p a i n  t h a t  i s  without  
equal. A t  t h e  very t ime i t  i s  so  powerful ly  
drawn t o  f l y  up towards i t s  d e a r  beloved, i t  i s  
a l s o  powerful ly  h e l d  back; i t  cannot  f l y  upwards, 
s i n c e  i t  i s  bound t o  base m i s e r i e s  of t h i s  mor ta l  
l i f e  and of i t s  own impotence. The s o u l  d e s i r e s  
U t h e  wings of t h e  doveU t o  f l y  t o  i t s  repose 
bu t  does n o t  f i n d  them. There i t  i s ,  c r u e l l y  
tormented between t h e  v io lence  of  i t s  e f f o r t s  
and i ts  impotence. . . al though God a l r e a d y  
s e e s  t h a t  t h e  s o u l  i s  e n t i r e l y  h i s ,  he u rges  
i t  on and from time t o  time he c a s t s  i n t o  i t  
a thousand thousand d a r t s  of  h i s  l o v e ,  t h u s  show- 
i n g  t h e  s o u l  i n  new ways how he i s  much more 
l o v a b l e  t h a n  loved.  The sou l  does n o t  have as 
much f o r c e  t o  l o v e  as it  has  l o v e  t o  f o r c e  
i t s e l f ,  hence i t  s e e s  how weak i t s  e f f o r t s  a r e  
i n  comparison wi th  i t s  d e s i r e  wor th i ly  t o  l o v e  
him whom no power can  love  s u f f i c i e n t l y .  Ah, 
t h a t  s o u l  f e e l s  i t s e l f  t o r n  by incomparable 
torment.  A s  many e f f o r t s  as i t  makes t o  f l y  
h igher  i n  i t s  l o v e  of d e s i r e ,  so  many pangs of 



p a i n  does i t  r e c e i v e .  . . Nothing so deeply 
wounds a h e a r t  t h a t  l o v e s  a s  t o  s e e  ano the r  
l o v i n g  h e a r t  wounded wi th  l o v e  f o r  i t .  The 
p e l i c a n  b u i l d s  i t s  n e s t  upon t h e  ground, and hence 
s e r p e n t s  o f t e n  come t h e r e  t o  s t i n g  i t s  young ones.  
When t h i s  happens,  t h e  p e l i c a n  a c t s  l i k e  a  s k i l l f u l  
phys ic ian:  wi th  t h e  p o i n t  of i t s  beak i t  i n f l i c t s  
wounds i n  every p a r t  of those  poor c h i c k s ,  caus ing  
t h e i r  blood t o  r u n  out and wi th  i t  t h e  venom which 
t h e  s e r p e n t s t  b i t e s  had spread  throughout t h e i r  
bodies .  To g e t  r i d  of a l l  t h e  poison ,  i t  l e t s  
a l l  t h e  blood r u n  o u t ,  and as a r e s u l t  l e t s  t h a t  
l i t t l e  brood of p e l i c a n s  d i e .  But when i t  s e e s  
them dead, i t  i n f l i c t s  a wound on i t s e l f ,  sp reads  
i t s  own blood over  them, and t h u s  makes them l i v e  
a g a i n  wi th  a new and p u r e r  l i f e .  Its l o v e  wounded 
them, and immediately by t h i s  same love  i t  wounds 
i t s e l f .  We never  wound a h e a r t  w i t h  t h e  wound of 
l o v e  without  immediately wounding ourse lves .  dhen 
t h e  s o u l  s e e s  i t s  God wounded wi th  l o v e  f o r  i t ,  
i t  f o r t h w i t h  r e c e i v e s  a reciprocal .  wound . . . 
Bees never  i n f l i c t  a wound wi thout  themselves 
r e c e i v i n g  a f a t a l  wound. So too  when we see  t h e  
S a v i o r  of  our  s o u l s  wounded wi th  l o v e  f o r  u s ,  
"even t o  dea th ,  and t o  dea th  on a c r o s s , u  how 
could  w e  remain unwounded f o r  h i s  sake? But wounded, 
I s a y ,  wi th  a wound so  much more p a i n f u l l y  l o v i n g  
as h i s  wound was l o v i n g l y  p a i n f u l ,  and I say t h a t  
we can  never  l o v e  him as much as h i s  love  and 
dea th  demand. . . Sometimes l o v e  wounds us  by t h e  
mere thought of  how many men d e s p i s e  t h e  l o v e  of 
God s o  t h a t  we f a i n t  away wi th  g r i e f  over  t h i s  
f a c t .  . . However i t  may be,  it i s  a marvelous 
t h i n g  t h a t  t h e  p a i n  of wounds r e c e i v e d  from d i v i n e  
l o v e  i s  an  agreeab le  pa in .  A 1 1  who experience 
such  p a i n  accep t  i t  and would no t  change i t  f o r  a l l  
t h e  wor ld ' s  p l e a s u r e s .  I n  l o v e  t h e r e  i s  no p a i n ,  
o r  i f  t h e r e  i s  p a i n ,  i t  i s  well-loved pa in .  Once 
a seraph h e l d  a golden arrow, from t h e  t i p  of 
which i s s u e d  a l i t t l e  f lame,  which he plunged 
i n t o  t h e  h e a r t  of  the  Blessed Mother Teresa.  When 
he  drew i t  o u t ,  i t  seemed t o  t h a t  v i r g i n  t h a t  he 
t o r e  ou t  h e r  very v i t a l s .  So excess ive  was h e r  
p a i n  t h a t  she had s t r e n g t h  only t o  u t t e r  low, 
f e e b l e  moans. Yet i t  was a p a i n  s o  dea r  t o  h e r  
t h a t  she  would have wished never  t o  be d e l i v e r e d  
from i t . 3 9  



I n  t h i s  passage, a s  elsewhere, Crashawts expression 

seems t o  have been enriched by the  inf luence of S t .  

Francois  de Sa les .  
b 

It i s  evident ,  then,  t h a t  many complex and contra-  

d i c to ry  in f luences  merge t o  enr ich  the  poetry of t h i s  

'minort poet of the seventeenth-century. The 'Newt 

sc ience  a s  well  a s  the  Counter-Reformation, the  Cathol ic  

r e l i g i o u s  movement i n  the  form of the  J e s u i t s ,  t he  s a i n t s  

of the  church--St. I gna t iu s  Loyola, S t .  John of the  

C r o s s ,  S t .  Francois  de Sa l e s ,  and above a l l ,  S t .  Teresa 
L 

of Avi la  form p a r t  of the  r i c h  background of the t h i n  

body of Crashawts poetry.  
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Chapter  Three 

CRASHAW AND THE BAROQUE TRADITION 

The word 'baroquet  l i k e  t h e  word 'me taphys ica l '  

i s  s t i l l  d isputed . '  E tymologica l ly ,  i t  i s  de r ived  from 

t h e  Por tuguese  bar roco ,  meaning an  i r r e g u l a r ,  odd-shaped 

o r  misshapen p e a r l .  S ince  t h e  term belongs t o  t h e  j e w e l l e r ' s  

t e c h n i c a l  vocabulary,  i t  may be noted  t h a t  t h e  a d j e c t i v e s  

i r r e g u l a r ,  odd-shaped, misshapen as a t t a c h e d  t o  t h e  p e a r l  

do n o t  have t h e  s t i n g  o r  sense of d i sapprova l  as i n  

o rd ina ry  use.  In  f a c t ,  a p e a r l ' s  i n t r i n s i c  and commercial 

v a l u e  may v a s t l y  i n c r e a s e  on t h e  very account of i t s  being 

odd-shaped. Besides t h i s  meaning, t h e  word baroque 

may o r i g i n a t e  from t h e  mnemonic name of a s y l l o g i s t i c  

f i g u r e  i n  s c h o l a s t i c  l o g i c  baroco,  meaning a  s p e c i a l  k ind  

of t o r t u o u s  argument. Since t h i s  i s  a q u a l i t y  of  Crashawts  

poe t ry  where argument does n o t  seem t o  proceed i n  l i n e a r  

p rogress ion  t h i s  meaning of t h e  word may we l l  be r e l e v a n t .  

The French and o t h e r  European c o l l o q u i a l  usages of t h e  

word i n d i c a t e  t h a t  t h e r e  i s  a nega t ive  meaning of in -  

e legance a t t a c h e d  t o  t h e  word. One may n o t  wonder why 

t h i s  i s  s o ,  f o r ,  h i s t o r i c a l l y ,  t h e  response t o  baroque 

a r t  and baroque poet ry  seems t o  have been f a r  from 

e n t h u s i a s t i c .  



The word 'baroque'  i s  seldom used now, even i n  

very s o p h i s t i c a t e d  l i t e r a r y  o r  a r t  c r i t i c i s m ,  i n  i t s  o r i g i n -  

a l  meaning. I n  works of l i t e r a r y  c r i t i c i s m  i t  i s  

acknowledged as a pe r iod  i n  a r t  h i s t o r y  and t h e  term i s  

borrowed back a p o l o g e t i c a l l y  from t h e  domain o f  ar t .  

Wylie Sypher mentions baroque as t h e  t h i r d  of  t h e  f o u r  

s t a g e s  of Renaissance s t y l e e 3  It fo l lows  t h e  manneris t  

t r a d i t i o n  as a r e a c t i o n  a g a i n s t  t h e  a l l e g e d l y  c o l o u r l e s s  

and malnourished forms of  t h e  manner is t s :  

The baroque s t y l e  r eaches  i t s  d e c i s i o n s  through 
s p e c t a c l e .  I t  r e s o l v e s  t h e  u n c e r t a i n t i e s  i n  
manner is t  a r t  by overs ta tement  i n  t h e  f l e s h ,  
energy,  mass, space ,  h e i g h t ,  c o l o r ,  and l i g h t .  . . . It i s  an  ar t  given t o  s u p e r l a t i v e s . 4  

As a s t y l e  of r e i n t e g r a t i o n  i t  i s  expressed i n  t h e  Roman 

churches  by Borromini ( 1559-1 677) , Cortona ( 1596-1 669) 

and C a r l o  R a i n a l d i  (161 1-1 691),  i n  s c u l p t u r e  and a r c h i -  

t e c t u r e  by B e r n i n i  ( 1598-1 680) , i n  p a i n t i n g  by Rubens 

( 1577-1640)~ T i t i a n  ( c  .l477-1576) and T i n t o r e t t o  (1518- 

1594). A s  a s t y l e  i t  i s  n o t  a mere r e c k l e s s ,  b u r s t  of 

energy; but  has  a formal  canon of s t r u c t u r e .  I n  h i s  

a p p l i c a t i o n  of t h e  q u a l i t i e s  of t h e  s t y l e  t o  Mil ton,  

Sypher shows t h a t  t h i s  formal canon of s t r u c t u r e  of  t h e  

baroque ar t  can b e s t  be seen  i n  M i l t o n ' s  poet ry .  The 



importance c o n t r i b u t i o n  l i e s  n o t  s o  much 

i n  h i s  demonstrat ing t h a t  M i l t o n ' s  poe t ry  i s  a n  example 

o f  t h e  baroque as i n  h i s  a n a l y s i s  of t h e  s t y l e  i t s e l f  

i n t o  r e s o l u t i o n  i n  t h e  f l e s h ,  i n  energy and i n  space ,  

r e s o l u t i o n  by h e i g h t  and by l i g h t  of t h i s  s t y l e ,  as it 

occurred  g iven  pe r iod  i n  art h i s t o r y .  

Aust in  Warren i n  Richard --- Crashaw a Study - i n  Baroque 

S e n s i b i l i a  r ecogn i ses  t h e  baroque as a s e n s i b i l i t y ;  - - 
bu t  s t i l l  he d i s c u s s e s  t h e  baroque as a pe r iod  i n  art .  5 

A well-meaning bu t  ingenious  reviewer  of t h i s  book s t a t e s  

t h a t  baroque i s  a ' t a s t e '  and proceeds t o  t a l k  as though 

t h e  book indeed e s t a b l i s h e s  baroque as a ' t a s t e '  as 

d i f f e r e n t  from a ' p e r i o d ' :  

P r o f e s s o r  Warren's book on Crashaw i s  well-named 
i n  i t s  s u b - t i t l e  as a s tudy i n  baroque " s e n s i b i l i t y n .  
F o r ,  though it i s  a s s o c i a t e d  i n  our minds w i t h  
t h e  seven teen th  c e n t u r y ,  baroque i s  n o t  so much 
a pe r iod  of a r t  as a " t a s t e t 1  i n  a r t  . . .. 6 

But Warren r e l a t e s  baroque a r t  t o  c a t h o l i c i s m ,  as 

manifes ted  i n  t h e  p a i n t i n g s  of Mur i l lo  ( c .  161 7-1 682) , 
E l  Greco ( c .  1541-1614), Rembrandt (1606-1669), Guido 

Reni  (1575-1642) and t h e  C a r r a c c i  (1555-1619). A s  a 

pe r iod  i n  a r t ,  baroque i s  a f o r c e  of t h e  Counter-Renaiss- 

ance ,  a product  of the  Counter-heformation which sought 



t o  g r a t i f y  a l l  Renaissance a p p e t i t e s  n o t  d i r e c t l y  pagan; 

moreover, i t  i s  r e l a t e d  t o  t h e  emblem books of t h e  J e s u i t s .  

Warren recogn i ses  the  c l o s e  i n t e r - r e l a t i o n  of  t h e  arts-- 

and t h e i r  interdependence--during t h i s  pe r iod .  H i s  

remarks on d i s t i n g u i s h i n g  t h e  baroque s t y l e  as exuberan t ,  

r h e t o r i c a l ,  s ensua l  and grandiose  do n o t  t r e a t  of baroque 

as a t a s t e  as d i s t i n c t  from t h e  pe r iod .  7 

#hen t h e  term baroque i s  a p p l i e d  t o  l i t e r a t u r e ,  

a movement from regard ing  baroque as a pe r iod  o f  a r t  t o  

r ega rd ing  i t  a t a s t e  i n  a r t  i s  involved.  A s  may be 

suspected  t h i s  i s  a n  i n d i c a t i o n  of  t h e  p r e c i s i o n  and 

c l a r i t y  which have come t o  be a s s o c i a t e d  wi th  p r e s e n t  day 

l i t e r a r y  c r i t i c i s m .  But t h e  baroque ' t a s t e '  has  been 

cap tu red  f o r  d e f i n i t i o n  only i n  t h e  broades t  terms. 

Described as ' t a s t e 1  baroque may exclude a l l  h i s t o r i c a l  

r e f e r e n c e s  t o  t h e  pe r iod  between Renaissance and Neo- 

c l a s s i c i s m .  From t h i s  p o i n t  of view Shakespeare,  Donne, 

Crashaw, Mil ton ,  Thornson, Gray, C o l l i n s  and Dylan Thomas 

may a l l  be c a l l e d  w r i t e r s  of baroque poet ry .8  An a n a l y s i s  

of  t h e  baroque t a s t e  i n  poet ry  may r e l a t e  p o s i t i v e l y  t o  

t h e  s tudy of themes and s t y l i s t i c  dev ices  employed i n  

t h e  poe t ry  of c e r t a i n  p o e t s  i r r e s p e c t i v e  of t h e  pe r iod  



t o  which they belong. Negat ive ly ,  it may be expressed ,  

f o r  i n s t a n c e ,  as t h e  unEnglishness of Crashaw's poe t ry .  

Baroque t a s t e  i n  a r t  and l i t e r a t u r e  may be recognised  

by some common but wide-ranging c h a r a c t e r i s t i c s .  I n  

l i t e r a t u r e  s p e c i f i c  themes and s t y l i s t i c  dev ices  e x p r e s s ,  

and appeal  t o ,  t h e  baroque t a s t e .  A s  Warren p o i n t s  out  

t h e  turbulence  and mystery of r e l i g i o u s  themes i s  an 

impor tant  a spec t  of t h e  baroque. The I t a l i a n  churches 

w i t h  t h e i r  "ange l s ,  who f l o a t  r o s i l y  among t h e  c louds  

o f  J e s u i t  f r e s c o e s ;  t h e  Holy Family; S t .  Joseph; t h e  

I n f a n t  J e s u s ,  devot ion  p a r t i c u l a r l y  dea r  t o  t h e  c l o i s t e r n  

a r e  examples.9 The triumphant mar ty r s  and t h e i r  v i v i d  

and p ic tu resque  s u f f e r i n g  and dea th ,  t h e  s a i n t s  i n  t h e  

performance of mi rac les  and c o l o u r f u l  f i g u r e s  of t h e  

c a t h o l i c  church a r e  common themes. Such themes found 

i n  baroque a r t  and l i t e r a t u r e  po in t  t o  t h e  i n e v i t a b l e  

connect ion  between baroque a r t  and l i t e r a t u r e  and r e l i g i o n .  

Th i s  connect ion  i s  extended t o  baroque t a s t e  and r e l i g i o n .  

The only d i s t i n g u i s h i n g  f e a t u r e  i s  t h a t  t r a d i t i o n a l  

themes r e c e i v e  u n t r a d i t i o n a l  t rea tment  i n  l i t e r a t u r e ,  

s p e c i f i c a l l y  , i n  poet ry .  

The recogn i sab le  a s p e c t s  of t h e  baroque t rea tment  

of  i t s  r e l i g i o u s  themes i n  poetry a r e  a r e f r e s h i n g  



freedom i n  express ion ,  l a c k  of r e s t r a i n t ,  enthusiasm, 

v igour  and even overs ta tement .  A s tudy of t h e  s t y l i s t i c  

dev ices  shows t h a t  a poe t  may use t h e  i d e a  of  a n  a n t i -  

t h e s i s  of sensual ism and s p i r i t u a l i s m  towards c r e a t i n g  

t h e  e f f e c t  of baroque freedom, i n   end Wellekt s phrase ,  

"baroque ornament." Wellek goes on t o  ca ta logue  t h e  

s t y l i s t i c  devices  p e c u l i a r  t o  t h e  baroque t a s t e  as 

" a n t i t h e s i s ,  asyndeton,  an t ime tabo le ,  oxymoron and 

poss ib ly  even paradox and hyper bole. These dev ices  a r e  

n o t  however p e c u l i a r  t o  t h e  baroque. Baroque t a s t e  h a s  

t o  be recognised by i n d i v i d u a l  s t y l i s t i c  dev ices  of a 

poet  r a t h e r  than  common c h a r a c t e r i s t i c s  of  a u t h o r s  o r  

schoo l s .  I n  o t h e r  words, baroque t a s t e  w i l l  have t o  be 

i n t e r p r e t e d  by i ts  widely d ive rgen t  c h a r a c t e r i s t i c s  as 

a p p l i e d  t o  any one p o e t ,  s a y ,  Donne o r  Crashaw. 

Th i s  i s  what, i n  f a c t ,  has  happened i n  l i t e r a r y  

s c h o l a r s h i p  of t h e  p a s t  t h i r t y  y e a r s  o r  so.  The baroque 

t a s t e  i s  recogliised as e l u s i v e  f o r  ' d e f i n i t i o n  on account  

of i t s  d i v e r g e n t ,  and sometimes c o n t r a d i c t o r y ,  c h a r a c t e -  

r i s t i c s .  For i n s t a n c e ,  Nelson ana lyses  baroque from 

t h e  p o i n t  of Eenaissance t r a d i t i o n s  ( i n  keeping wi th  

Wel lek t s  a n a l y s i s )  as a product of " t h e  t e n s i o n s  of 

t h e  l y r i c a l  motionM : 



ifhen one c o n s i d e r s  t h e  g r e a t  poet ry  of t h e  
time as a whole, one must a l low t h a t  i t  was 
both devo t iona l  and s e c u l a r ,  both  C a t h o l i c  
and P r o t e s t a n t .  Attempts have been made t o  
embrace t h e  "extremes" a.nd epi tomize Baroque 
i n  the  t e n s i o n  genera ted  by t h e  compresence 
of sensual ism and s p i r i t u a l i t y ,  o r  n a t u r a l i s m  
and i l l u s i o n i s m .  11 

He recognises  t h e  nea r  i m p o s s i b i l i t y  of a t t empt ing  an 

exp lana t ion  of  t h e  baroque, except  h i s t o r i c a l l y  as we l l  

as c r i t i c a l l y :  

When one c o n s i d e r s  t h e  newness of  t h e  l i t e r a r y  
concept and i t s  v a r i a b l e  f o r t u n e s  a t  t h e  hands 
of c r i t i c s  and h i s t o r i a n s ,  one can  ha rd ly  be 
s u r p r i s e d  t h a t  l i t t l e  of t h e  g r e a t  q u a n t i t y  
o f  s c h o l a r s h i p  devoted t o  Baroque i s  d i r e c t l y  
concerned wi th  l i t e r a r y  s t y l e  and t h a t  s t i l l  
l e s s  i s  concerned wi th  c h a r a c t e r i z i n g  l i t e r a r y  
s t y l e  in an h i s t o r i c a l l y  bounded pe r iod  between 
Renaissance and Neoclassicism. 12 

And t h i s  r e s u l t s  n o t  i n  Nelson 's  ennumerating t h e  

c h a r a c t e r i s t i c s  of t h e  baroque t a s t e  but  r e l a t i n g  (some 

of )  t h e  elements of s t y l e  t o  t h e  t o t a l  s t r u c t u r e .  H i s  

a n a l y s i s  of Time and D r a m a  as means of  s t r u c t u r e  

c o n t r i b u t i n g  t o  t h e  u n i t y  and complexity of t h e  baroque 

l y r i c  i s  u s e f u l  i n  s'tudying Donne and Mil ton ,  but  n o t  . , 

s o  u s e f u l  i n  s tudy ing  a t y p i c a l  baroque poet  l i k e  

Crashaw who d i s p l a y s  q u i t e  d i f f e r e n t  t endenc ies  of s t y l e .  

Odet te  de Mourgues, however, can be spared  t h i s  



c r i t i c i s m  of  being l i m i t e d  and s p e c i f i c .  She d i s c u s s e s  

t h e  term baroque i n  g r e a t  d e t a i l  and,  from h e r  p o i n t  o f  

view of  ana lys ing  baroque s t y l e  w i t h  r e f e r e n c e  t o  t h e  

world view h e l d  by some of t h e  baroque p o e t s ,  g i v e s  as 

complete a p i c t u r e  of t h e  elements of t h e  baroque s t y l e  

as p o s s i b l e .  According t o  h e r ,  baroque s t y l e  i s  m y s t i c a l ,  

morbid, macabre, cosmic, apoca lyp t i c  and absurd.  Baroque 

p o e t s  d i s p l a y  a myopic and d isconnected  v i s i o n  i n  t h e i r  

poet ry .  A l l  very t r u e ;  but h e r  a n a l y s i s  a p p l i e s  i n  g r e a t e r  

minuteness  t o  European, and i n  p a r t i c u l a r ,  t o  French 

p o e t s  r a t h e r  than  t o  E n g l i s h  poe t s .  A p a r t i c u l a r  element 

of  t h e  s t y l e  may be a p p l i c a b l e  t o  a n  E n g l i s h  poet .  For 

i n s t a n c e ,  t h e  apoca lyp t i c  as a q u a l i t y  of t h e  baroque 

s t y l e ,  where a poet  r e j o i c e s  i n  t h e  d e s t r u c t i o n  of t h i s  

Cosmos as a pre lude  t o  E t e r n i t y ,  i s  expressed i n  a l l  i t s  

h o r r o r  and d e t a i l  i n  Donne's sonne t ,  

A t  t h e  round e a r t h s  imaginld c  r n e r s ,  blow 
Your t rumpets ,  Ange l l s ,  . . . 13 

But t h e r e  i s  noth ing  of Donne's r e j o i c i n g  i n  t h e  

approaching d i s a s t e r  i n  Crashaw1s poet ry .  Crashaw's 

exper iences  seem always t o  be sensuous and p l e a s u r a b l e ,  

and as a r e s u l t ,  i t  is  inconceivable  t h a t  he should s h a r e  



t h e  t e n s i o n  i n  Donne's mind, h i s  joy i n  t h e  apoca lyp t i c .  

I n  the  same way, examples of t h e  myopic and d isconnected  

v i s i o n  which abound i n  Crashaw i n  h i s  d e s c r i p t i o n s  of 

t h e  l u s t r e  of t e a r s  as gems and p e a r l s ,  a r e  no t  found 

i n  Donne's poe t ry ,  f o r  t h e  same reasons .  It can only be 

concluded t h a t  Donne and Crashaw d i s p l a y  d i f f e r e n t  

c h a r a c t e r i s t i c s  which can be grouped under t h e  same 

l a b e l  of 'baroque . 
Thus, a d i s c u s s i o n  of baroque t a s t e  does no t  r e s u l t  

i n  conc lus ive  s t a t ements  but  r a t h e r  i n  t h e  acceptance of 

a wide v a r i e t y  of c h a r a c t e r i s t i c s .  I ts  a p p l i c a t i o n  t o  

Crashawls  p o e t r y ,  however, can  be l e s s  g e n e r a l  and l e s s  

complicated.  The elements of  the  baroque s t y l e  as 

manifes ted  i n  Crashawts  poet ry  a r e  c l e a r  enough. H i s  

poe t ry  s h a r e s  t h e  seventeenth-century emphasis on the  

f l e s h  as a c h a r a c t e r i s t i c  of t h e  baroque. R e l i g i o u s  

poet ry  of t h i s  pe r iod  i n  g e n e r a l ,  and Crashawt s i n  

p a r t i c u l a r ,  r e f l e c t s  admira t ion  of e l a b o r a t e  sensory 

exper iences  and sensory images, p a r t i c u l a r l y  those 

a s s o c i a t e d  with t h e  Pass ion .  Crashaw accomplishes t h i s  

experience i n  terms of powerful imagery. A study of 

C r a s h a w t s  imagery, as shown by G.W. W i l l i a m s ,  p o i n t s  



t o  a n  a s p e c t  of t h e  baroque q u a l i t y  of  Crashawts  poe t ry :  

Another q u a l i t y  of t h e  baroque i s  redundance, 
Where one image w i l l  s e r v e ,  Crashaw g i v e s  s e v e r a l ;  
h i s  r epea ted  words and h i s  c l u s t e r s  of mixed 
metaphors e n c r u s t  t h e  poem wi th  an e x t e r i o r  which 
i s  shimmering and c o l o r f u l .  Such a cover ing  
seems always t o  be i n  motion, concea l ing  a n  
immense, dynamic v i g o r  wi th in .  Movement and 
f l u i d i t y ,  o r  r e s t l e s s n e s s ,  s i m i l a r l y  c h a r a c t e r i z e  
t h e  s t y l e ;  Crashaw1 s p o e t i c  imaginat ion  i s  
c o n s t a n t l y  s h i f t i n g  from one sensory image t o  
another .  Power and movement combine t o  produce 
s u r p r i s e .  Crashaw i n t e n d s  t o  s t a r t l e ,  and he  
achieves  h i s  i n t e n t i o n  by c a r r y i n g  h i s  images 
j u s t  one s t e p  f u r t h e r  i n  t h e i r  development, 
s o  t h a t  t h e  f a m i l i a r  i s  suddenly remarkable - 
even, sometimes, grotesque.14 

But Crashawss poet ry  i s  n o t  f r e e  f r o m  t h e  weaknesses 

and d e f e c t s  imposed on i t  by t h e  p e c u l i a r i t i e s  and 

l i m i t a t i o n s  of t h e  baroque s t y l e .  Williams proceeds t o  

draw a t t e n t i o n  t o  t h i s  a s p e c t  of Crashawts poet ry  which 

h a s  s i n c e  become a s u b j e c t  of much d i scuss ion :  

Baroque i s  tremendously v i t a l  and e n e r g e t i c ,  
bu t  t h e r e  i s  a danger i n  t h i s  s t y l e  t h a t  t h e  
poet  w i l l  copy t h e  g y r a t i o n  of t h e  powerful 
l i n e  from t h e  o u t s i d e  without  having h i s  l i n e  
grow from i t s  own necessary  power wi th in ,  
Crashaw i s  perhaps s u b j e c t  t o  t h i s  d e f e c t ,  and 
t h e  cause  of  t h e  d e f e c t  may l i e  i n  the  fondness 
f o r  those  very sensory words and images a l r e a d y  
l i s t e d .  Crashawls  f a v o r i t e  words a r e  f a c i l e  
i n  coming t o  hand, and t h e  rhymes t h a t  go a long  
wi th  them assist i n  w r i t i n g  t h e  poem and i n  
shaping t h e  metaphoric shimmer and a g i t a t i o n ,  



These repea ted  images have t h e i r  symbolic meanings, 
bu t  t h e i r  p r o l i f e r a t i o n  c o n s t i t u t e s  a p a r t  of 
Crashawls baroque s e n s i b i l i t y . 1 5  

The ' d e f e c t s 1  of Crashawls s t y l e  and the  'bad t a s t e 1  

i n  h i s  poet ry  have a l s o  t o  be understood i n  terms of 

t h e  baroque s e n s i b i l i t y .  

One of t h e  most popular  themes i n  seventeenth-  

cen tu ry  r e l i g i o u s  poet ry  i s  t h e  c r u c i f i x i o n  of C h r i s t .  

There a r e  poems by Southwell ,  F l e t c h e r  and a l e g i o n  of 

p o e t s  on t h i s  s u b j e c t .  The c r u c i f i x i o n  i s  a f a v o u r i t e  

s u b j e c t  wi th  Crashaw. H i s  poem nOn our  c r u c i f i e d  Lord 

Naked, and bloody" begins wi th  h i s  p e r c e p t i o n  of t h e  

nakedness of t h e  c r u c i f i e d  Lord: 

Th' have l e f t  thee  naked Lord, 0 t h a t  they had; 
This  Garment too  I would they had deny'd.  
Thee wi th  thy s e l f e  they have too  r i c h l y  c l a d ,  
Opening t h e  p u r p l e  wardrobe of  thy  s i d e .  

0  never  could  bee found Garments t o o  good 
For t h e e  t o  weare,  but  t h e s e ,  of t h i n e  owne blood. 16 

C h r i s t ' s  a s s a s s i n s  have n o t  l e f t  him completely naked 

a f t e r  a l l .  They have draped h i s  body i n  blood, t h e  blood 

of  c r u c i f i x i o n .  I n  p re fe rence  t o  t h i s  bloody garment it 

would have been i n f i n i t e l y  b e t t e r  i f  t h e  Lord had been 

l e f t  wi th  no garment a t  a l l .  The poem t h e n  develops as 



a medi t a t ion  on t h e  ' r i c h t  garment C h r i s t  i s  wearing. 

P a r a d o x i c a l l y ,  t h e  p rec ious  garment i s  taken from t h e  

Lord Himself ,  taken  out  of the  purp le  wardrobe of  C h r i s t ' s  

s i d e .  The b r i e f ,  but concen t ra ted  m e d i t a t i o n  ends with 

t h e  mention of t h e  garment--only one of i t s  kind-- being 

t o o  good t o  be worn by our  Saviour .  

The poem has  a u n i t y  which i s  a l i e n  t o  any except  

t h e  baroque t a s t e .  The metaphysical  opening of the  poem 

i s  s u s t a i n e d  through t h e  first t h r e e  l i n e s .  The p o e t ' s  

wish t h a t  C h r i s t ' s  a s s a s s i n s  should have l e f t  him completely 

naked i n s t e a d  of draping  h i s  body i n  such r i c h  c l o t h e s  i s  

s u s t a i n e d  through them. The f o u r t h  l i n e  r e f e r r i n g  t o  

C h r i s t ' s  s i d e  as ' t h e  p u r p l e  wardrobet is  a t  once gro tesque  

and h o r r i b l e .  The p o e t ' s  o b j e c t  i s  no t  t o  avoid any 

ine legance  r a t h e r  t o  emphasise i t .  He u n d e r l i n e s  t h e  

i d e a  of  t h e  purp le  wardrobe wi th  such f o r c e  t h a t  t h e  r e s t  

of  t h e  poem c e n t r e s  on t h a t  one v i o l e n t ,  h o r r i b l e ,  

o v e r s t a t e d  image. 

I n  h i s  study of t h e  image, Williams n o t  only n o t i c e s  

t h e  wardrobe as t h e  n c l o s e t  f o r  t h e  va luab le  and l a v i s h  

c l o t h i n g  of t h e  but  a l s o  p o i n t s  out  t h e  g lo ry  



of  C h r i s t ' s  c l o t h i n g  as f o r  a s a c r i f i c e .  Adams wonders 

i f  " t h e  d i s g u s t i n g  and grotesquet1 image of t h e  purp le  

wardrobe i s  in tended 

t o  convey t h e  combination of s a c r e d ,  s p i r i t u a l  
p rec iousness  wi th  t h e  v u l g a r ,  s o c i a l  u t i l i t y  
which i s  most oddly betrayed by our  express ion  
uGood - Fr idayw?  One may, presumzbly , f e e l  t h a t  it 
i s  s i l l y  t o  t h i n k  about  C h r i s t  Is blood i n  two 
such d i f f e r e n t  ways a t  once; g iven  t h e  o ~ j e c t i v e ,  
i t t s  n o t  c l e a r  how one could h i t  o f f  such a 
thought  more n e a t l y  than  i n  a phrase  l i k e  
"purple  wardrobe1 - though (because)  i n  t h e  
p rocess  decorums wonderfully c o l l i a e  . I*  

I n  ano the r  poem "On t h e  wounds of our  c r u c i f i e d  Lordn 

t h i s  c o l l i s i o n  of decorums becomes even more pronounced: 

0 t h e s e  wakeful1 wounds of t h i n e !  
Are they Mouthes? o r  a r e  they eyes? 

Be they Mouthes, o r  be they eyne, 
Each b leeding  p a r t  some one s u p p l i e s .  

Lo! a mouth, whose fu l l -b loomtd l i p s  
A t  too  d e a r e  a r a t e  a r e  r o s e s .  

Lo! a blood-shot eye! t h a t  weepes 
And many a c r u e l 1  t e a r e  d i s c l o s e s .  

0 thou t h a t  on t h i s  f o o t  h a s t  l a i d  
Many a k i s s e ,  and many a Teare ,  

Now thou s h a l l t  have all r e p a i d ,  
\ i h a t s o e l r e  thy charges  were. 

This  f o o t  h a t h  go t  a Mouth and l i p p e s ,  
To pay t h e  sweet summe of thy k i s s e s :  

To pay thy Teares ,  an  Eye t h a t  weeps 
I n  s t e a d  of Teares  such Gems as t h i s  i e .  

The d i f f e r e n c e  onely t h i s  appeares ,  
(Nor can t h e  change offend)  

The debt  i s  pa id  i n  Hubl-Teares, - 
Which thou i n  P e a r l e s  d i d l s t  lend .  19 



The open wounds of the  Saviour  a r e  i d e n t i f i e d  wi th  open 

mouths and eyes.  Vhile  p h y s i c a l l y  i t  i s  a gro tesque  

and r e v o l t i n g  image, i t  conveys a remarkably concen t ra ted  

sense  of the  wounds p r o t e s t i n g  t h e  innocence of t h e  

Saviour  i n  mute reproach.  The poet  goes i n t o  gruesome 

d e t a i l s  of t h e  mouth, i t s  l i p s  and t h e  blood-shot eyes.  

The t ransformat ion  of t h e  l i p s  t o  r o s e s  i s  s u s t a i n e d  

i n  t h e  ' k i s s e l  of t h e  next  s t a n z a  t o  be t aken  up a g a i n  

i n  t h e  'mouth and l i p p e s 1  of t h e  f o u r t h  s t a n z a .  There is 

a p a r a l l e l  development of the  c r u e l  ' t e a r e s t  t o  'gens '  

and ' ruby1  and ' p e a r l e s l .  

The poem i s  a marvel of baroque express ion .  A s  

Adams p o i n t s  o u t ,  t h e  c e n t r a l  i d e a  of t h e  poem i s  t o  

s t a t e  t h a t  " love  of C h r i s t  i n c l u d e s  a l l  extremes and 

r e c o n c i l e s  a l l  e x t r e ~ i t i e s . ~  20 

I n  both t h e s e  poems on t h e  common theme of  t h e  

c r u c i f i x i o n  t h e  sensuous and e x t e r n a l  n a t u r e  of Crashawls 

imagery may be no t i ced .  C h r i s t ' s  c l o t h i n g ,  t h e  r i c h  

garment,  i s  pa radox ica l ly  expressed wi th  h i s  nakedness 

and wi th  the  garment coming out  of h imsel f .  Because of 

i t s  a s s o c i a t i o n  wi th  C h r i s t ' s  blood ( p r e c i o u s  blood hence 

r i c h  garment) t h e  r i c h n e s s  has  sensua l  r a t h e r  than  



commercial a s s o c i a t i o n s ,  Associa ted  wi th  p u r p l e ,  t h e  

c o l o u r  of blood, t h e  r i c h n e s s  has  a gruesome, h o r r i b l e  

and v i o l e n t  impact matched only be t h e  p ie rced  s i d e  of 

C h r i s t  conceived as a wardrobe. The argument i s  so 

c l o s e l y  pursued on account of t h e  extremely concen t ra ted  

exper ience ,  The poet  simply does n o t  s e e  a f law i n  

h i s  argument; nor  does he admit d i s t r a c t i o n  i n  t h e  course  

of h i s  express ion  of t h e  experience.  I f  t h e  ' p u r p l e  

wardrobef d i s t r a c t s  t h e  a t t e n t i o n  of a r e a d e r ,  t h e  

response t o  t h e  whole poem, i t s  poin tedness  and e x t r a -  

vagance, s u f f e r s  i n  consequence. The r e a d e r  simply 

does n o t  have t o l e r a n c e  of t h e  baroque, and Crashawls 

poem does n o t  s a t i s f y  on t h a t  s c o r e ,  

A s  d i f f e r e n t  f rom our  c r u c i f i e d  Lord Naked, 

and bloody" t h e  poem nOn t h e  wounds of our c r u c i f i e d  Lordn 

s u f f e r s  n o t  from c ~ n c e n t r a t e d  express ion  bu t  from e labora-  

t i o n .  Crashaw seems t o  dwell  on t h e  'wounds' of t h e  

c r u c i f i e d  Lord,  touch them, t a s t e  them, r e g a r d  them i n  

many p o s s i b l e  t r ans fo rmat ions .  The wounds of  t h e  c r u c i f i e d  

Lord ( a s  opposed t o  any o t h e r  'woundst)  have s t r o n g  

r e l i g i o u s  and emotional a s s o c i a t i o n s .  For  a C a t h o l i c  

baroque poet  they a r e  p a r t i c u l a r l y  s t r o n g  and v i v i d .  



To regard  t h e  wounds i n  t h i s  i n s t a n c e  merely wi th  our  

u s u a l  a s s o c i a t i o n s  of blood,  and a f e e l i n g  of  s i c k n e s s  

theref rom,  i s  an  e r r o r  i n  t a s t e  t h a t  causes  t h e  r e a d e r  

t o  miss t h e  p o i n t  of t h e  poem. From t h e  baroque p o e t ' s  

p o i n t  of view, t n i s  i s  an occas ion  t o  l u x u r i a t e .  Hence 

t h e  t r ans fo rmat ion  of t h e  wounds t o  'Mouthesl and ' e y e s 1 .  

If t h i s  t r ans fo rmat ion  i s  accep ted ,  t h e  poem s o a r s  

h igher  cu lminat ing  i n  t h e  rhapsodic  lRuby-Tearest and 

' P e a r l e s t  of t h e  l a s t  l i n e s .  Th i s  rhapsodic  q u a l i t y  i s  

a mark of t h e  baroque and i s  c h a r a c t e r i s t i c  of Crashaw. 

Crashawls  use of s t y l i s t i c  d e v i c e s ,  t h e  use of  

paradox f o r  example, i s  as d i s t i n c t l y  c h a r a c t e r i s t i c  of 

h i s  poe t ry  and i t s  baroque i n c l i n a t i o n s ,  This  i s  n o t  

o f t e n  recogn i sed ,  e s p e c i a l l y  i n  c o n t r a s t  t o  Donne. 

Crashawls use  of  t h e  paradox i s  very d i f f e r e n t  from 

Dome ' s  p r a c t i c e  and motivated towards d i f f e r e n t  ends. 

The epigram on "Marke 4. dhy a r e  yee  a f r a i d ,  0 yee of 

l i t t l e  f a i t h ? "  i s  a n  example of C r a s h a w 1 s  use of paradox: 

A s  i f  t h e  storme meant him; 
O r ,  ' cause  Heavens f a c e  i s  dim, 

H i s  needs a cloud.  
Was ever  froward wind 
That cou ld  be so unkind, 

O r  wave s o  proud? 
The i i n d  had need be angry ,  and t h e  Water b l a c k ,  
That t o  t h e  mighty Neptune's s e l f  d a r e  t h r e a t e n  wrack. 



There i s  no storme but  t h i s  
O f  your owne Cowardise 

That braves  you ou t ;  
You a r e  t h e  storme t h a t  mocks 
Your s e l v e s ;  you a r e  t h e  Rocks 

Of your owne doubt:  
Besides t h i s  f e a r e  of danger ,  t h e r e ' s  no danger h e r e ;  
And he t h a t  h e r e  f e a r e s  Danger, does deserve h i s  Feare.  21 

Line 8 of t h e  f i r s t  s t a n z a  i s  t h e  t u r n i n g  p o i n t .  The 

mixing of the  pagan and c h r i s t i a n  i n  'Neptunets  s e l f t  

i s  a l r eady  an i n d i c a t i o n  of t h e  wind and s e a  t h a t  a r e  

expressed as ' c o n t r a r i e t i e s q  i n  t h e  second s t a n z a .  

The storm of cowardice,  t h e  storm t h a t  mocks i t s e l f  

and t h e  rocks of doubt a r e  worked out  wi th  d e l i b e r a t e  

a r t i s t r y .  This i s  he ightened i n  t h e  paradox of l i n e s  

15 and 16 where f e a r  and danger a r e  expressed i n  a s h a r p  

c o n t r a s t  reso lved  w i t h i n  t h e  s t r u c t u r e  of t h e  two l i n e s .  

This  i s  unmistakably a Crashavian device .  In Crashaw 

t h e  argument (as a c h a r a c t e r i s t i c  of  t h e  baroque) seems 

t o  proceed i n  a somewhat t u r b i d ,  confus ing ,  semi -c i rcu la r  

movement .22 The epigram "On t h e  Blessed Virg ins  bashful -  

nesseu  i s  another  i n s t a n c e  of Crashawt s r e c o n c i l i a t i o n  

o f  the  c o n t r a r i e s :  

That on h e r  l a p  she  c a s t s  h e r  humble Sye ,  
' T i s  t h e  sweet p r i d e  of h e r  Humility.  
The f a i r e  s t a r r e  i s  wel l  f i x t ,  f o r  where, o  where 
Could she have f i x t  i t  on a f a i r e r  Spheare? 



I T i s  Heavln I t i s  Heaven she  s e e s ,  Heavens God t h e r e  l y e s ,  
She can see heaven, and n e l r e  l i f t  up h e r  eyes :  
This  new Guest t o  h e r  Eyes new Lawes h a t h  g iven ,  
I T w a s  once looke up, I t i s  now --- looke downe t o  Heaven. 23 

From t h e  ' s t a r r e '  and 'Spheare t  of  l i n e s  3 and 4 t h e  

argument moves round t h e  word IHeavent i n  l i n e  5; and tne  

poem becomes a medi t a t ion  on t h a t  one word, t h e  t o r t u o u s  

argument culminat ing i n  t h e  express ion  Ilooke downe t o  

Heaven. This i s  pa radox ica l ly  expressed w i t h i n  t h e  

same l i n e  where t h e  once ' looke up t  t o  Heaven h a s  now 

become Ilooke downe' t o  Heaven. 

The un i ty  of Crashaw1s poems i s  t h u s  t h e  u n i t y  

r e s u l t i n g  from t h e  r e c o g n i t i o n  (and acceptance)  of t h e  

baroque t a s t e .  It is  d i f f i c u l t  t o  r e a d  Crashawts  poet ry  

without  accep t ing  h i s  un-Englishness,  wi thout  sympathy 

f o r  a d i f f e r e n t  h a b i t  of t h i n k i n g ,  without  t o l e r a n c e  f o r  

t h e  baroque t a s t e .  The charge of "bad t a s t e n  a g a i n s t  

Crashaw, as iiobert  Mart in  Adams has  very we l l  i l l u s t r a t e d ,  

i s  a product  of i n t o l e r a n c e  f o r  t h e  baroque. tdords, 

express ions ,  and t h e  mental  p i c t u r e s  evoked by Crashawts  

poems have t o  be r e l a t e d  n o t  t o  o n e t s  usua l  mode o f '  

a s s o c i a t i o n s ,  but t o  t h e  development w i t h i n  t h e  poem 

i t s e l f .  Crashaw indeed d e a l s  wi th  such a s t e p  by s t e p  



development as a technique i n  many of h i s  poems. The 

p o i n t  i s  t o  see  where t h e  p rocess  of t h i n k i n g  begins i n  

Crashaw and moves according t o  i t s  rhythm, forward o r  

backward, upward o r  downward and sometimes around t h e  

same p o i n t .  Thus the  c o n c e i t  i n  "The Neeper" where by 

t h e  Magdalenls t e a r s  a r e  imagined as r i s i n g ,  l i k e  cream, 

t o  t h e  t o p  o f  a cosmic b o t t l e  dese rves  very c l o s e  a n a l y s i s .  

Upwards thou d o s t  weep. 
Heavnts  bosome d r i n k s  t h e  g e n t l e  stream. 
Where t h l  milky r i v e r s  c r e e p ,  
Thine f l o a t e s  above; and i s  t h e  cream. 

Waters above t h l ~ e a v n s ,  what they be 
We1are t augh t  b e s t  by thy TEARBS and thee .  

Every morn from hence 
A b r i s k  Cherub somthing s i p p e s  
'dhose s a c r e d  i n f l u e n c e  
Addes sweetnes t o  h i s  sweetes t  Lippes.  

Then t o  his musick. And h i s  song 
Tasts of t h i s  Breakfas t  a l l  day long .  24  

The d i f f i c u l t y  begins  wi th  t h e  f i r s t  l i n e  where t h e  

Magdalen weeps upwards. The weeping upwards i s  immediately 

(and c l o s e l y )  s u s t a i n e d  by t h e  d e s t i n a t i o n  of  t h e  t e a r s ,  

heaven. Heaven i s  desc r ibed  i n  l i n e  3 ,  as a p lace  where 



the  milky r i v e r s  creep.  Line 4 a s s o c i a t e s  i t s e l f  with 

t he  tupwardst i n  l i n e  1 and f u l l y  descr ibes  the 'creamy' 

qua l i t y  of Magdalen's t e a r s .  dhere the  milky r i v e r s  

' c r e e p t ,  suggest ing a s luggish  motion, the  Magdalents 

t e a r s  r i s e  t o  the  surface  a s  the  cream. The super io r  qua l i ty  

of her  t e a r s  i s  ind ica ted  by 'above' and the  apparently 

f l a t  ( i ne l egan t )  statement ' i s  the  creamt.  The couple t  

concludes the  argument as a medi ta t ion on t h e  t e a r s  

and Magdalen h e r s e l f ,  making the  s tanza  a u n i t  by i t s e l f .  

Stanza V then starts a f r e s h  on a d i f f e r e n t  s t e p  

a l t oge the r .  It i s  a heavenly morn when a b r i s k  cherub 

takes  a s i p  of t he  sacred inf luence.  H i s  a l ready sweet 

l i p s  a r e  more sweetened, paradoxical ly ,  by the  sa l t  

t e a r s ,  converted,  however, t o  the  cream. The last  two 

l i n e s  of t h e  s tanza  r e f e r r i n g  t o  the  cherub 's  music 

and the  sus ta ined  sweetness of the song (breakfas t  as 

an  ear ly  morning meal which sus t a in s  him through t h e  day) 

a r e  f a r  from d i s t r a c t i n g .  I t ' i s  t r u e  t h a t  t he  word 

' b r e a k f a s t t  has a j a r r i n g ,  unpoet ica l  e f f e c t  i n  a 

s tanza  otherwise un i f i ed  and poe t ic ;  but by whose 

assoc ia t ion?  Is i t  no t  r a t h e r  the  l i m i t e d  a s soc i a t i on  

of the  reader  which tu rns  the  word i n t o  an element of 



Ifbad t a s t e ? "  Adams even while  defending t h e  Wbad t a s t e 1 ' ,  

I t h i n k ,  goes too  far i n  l a y i n g  a s t r e s s  on t h i s  word 

as H t h e  whole image being u n d e r l a i n  by n o t i o n s  of cud- 

chewing, a n g e l i c  s a l i v a ,  and a d e l i c a t e  s e r i e s  of cosmic 

belches.  25 I f  a l l  t h i s  were in tended i t  would be i n  

t h e  worst  p o s s i b l e  t a s t e  indeed. But t h e  r e f e r e n c e  t o  

b r e a k f a s t  taken  as Isus tenancet  does seem t o  t a k e  away 

t h e  s t i n g  of t h e  bad t a s t e .  The development s t e p  by s t e p  

of a n  i d e a ,  c l o s e l y  b u i l d i n g  on a c e n t r e  of  h i s  own 

cho ice ,  i s  a c h a r a c t e r i s t i c  device  of Crashaw, a technique 

of t h e  baroque. And as such t h e  l i n e s  w i l l  have t o  be 

read .  

Crashaw c a r r i e s  on t h e  r e v o l t i n g  a s p e c t s  of h i s  

imagery as the  technique o r  t h e  device of t h e  moment may 

command. The epigram on %uke 11. Blessed be t h e  paps 

which Thou h a s t  sucked ,n  h a s  been a s u b j e c t  of much 

d i s c u s s i o n  as an example of Crashaw s r e v o l t i n g  imagery : 

Suppose he had been Tabled a t  thy T e a t e s ,  
Thy hunger f e e l s  n o t  what he e a t e s :  

H e e t l  have h i s  Teat  e f r e  long  ( a  bloody one) 
The Mother t h e n  must suck t h e  ~ o n . . ~ 6  

Adams charges  t h e  poem wi th  I g r o t e s q u e r i e 1 :  



The poet  here  comes c l o s e  t o  a d i r e c t  s t a t ement  t h a t  
t h e  I n c a r n a t i o n  was a r e v o l t i n g  joke on J e s u s  and 
Mary; i n c e s t ,  p e r v e r s i o n ,  canniba l i sm,  and t h e  
e x t r a  incongru i ty  of  " t a b l e d  a t  thy Teatesn  make 
t h e  q u a t r a i n  a l i t t l e  gem of enc rus ted  g r o t e s q u e r i e .  
Most s t r i k i n g  of a l l  i s  t h e  n e a t ,  s w i f t ,  r a t h e r  
p leased  tone  o f  t h e  a n t i t h e s i s ;  i n  n o t i o n s  n o t  
only l o v e l y  but familiar,  i t  seems, h o r r i d  
p o s s i b i l i t i e s  may l u r k .  C e r t a i n l y  i n  t h i s  poem 
Crashaw can ha rd ly  have in tended anyth ing  but  27 a nas ty  t w i s t  t o  t h e  s p i r i t u a l - c a r n a l  r e l a t i o n .  

The gro tesque  and t h e  a n t i t h e s i s  a r e  a s p e c t s  of t h e  

baroque t a s t e .  The ' T e a t e s t  i n  l i n e  1 do n o t  r e f e r  t o  

t h e  V i r g i n  but  t o  t h e  woman who speaks  t o  C h r i s t  i n  

Luke 11:27: 

And i t  came t o  p a s s ,  as he spake t h e s e  t h i n g s ,  
a c e r t a i n  woman of t h e  company l i f t e d  up h e r  
v o i c e ,  and s a i d  unto him, Blessed i s  t h e  womb 
t h a t  ba re  t h e e ,  and the  paps w h i c h t h o u  h a s t  
sucked.28 

The bloody t e a t  of C h r i s t  i s  the  s p e a r  wound i n  H i s  

s i d e  imaged here  nea r  t h e  breas t .  The image of t h e  

nour i sh ing  b r e a s t  i s  a devo t iona l  metaphor, and as such,  

t h e  paradox i n  t h e  las t  l i n e  becomes c l e a r  as a n  address  

t o  - a l l  mothers who must t a s t e  of t h e  d i v i n e  nourishment. 

Thus t h e  epigram i s  n o t  a s imple,  s t r a i g h t f o r w a r d  s t a t e -  

ment i n d i c a t i n g  t h e  p o e t ' s  p e r v e r s i t y  and h i s  d e s i r e  t o  

express  t h e  s p i r i t u a l - c a r n a l  r e l a t i o n s h i p  a t  a l l ,  but 

i s  t h e  product of a h a b i t  of t h i n k i n g  which expresses  a 

r e l i g i o u s  experience i n  terms of baroque imagery. 



The expression of a r e l i g i o u s  experience i n  baroque 

s t y l e  i s  t yp i ca l  of Crashaw. This aspect  of Crashawts 

poetry has much i n  common with the  poets  of the I t a l i a n  

Renaissance, notably ,  Marino, whose popular i ty  i n  Europe, 

includfng England, i s  general ly  conceded. 29 Crashaw 

undoubtedly read and admired hfarino, and h i s  poetry 

shows many t r a c e s  of Nar ino ts  inf luence.  He was p a r t i c u l a r -  

l y  fasc ina ted  by Marino the  Cathol ic  poet.  Both Marino 

and Crashaw share the  hab i t  of wr i t ing  epigrams, and 

the  form a s  well as the  extravagance of Crashawts epigrams 

owe a g rea t  dea l  t o  Marina's inf luence,  The sho r t  s t anza  

ending i n  a couplet  w i t h  an e f f e c t  of su rp r i s e  i s  cha rac t e r i s -  

t i c  of both the  poets ,  Crashawts conce i t s  and the  ex t ra -  

vagance of h i s  imagery a r e  a l s o  reminiscent  of Marino, 

and the  uniqueness of the  conce i t  general ly  used by the  

metaphysical poe t s ,  when taken up by Crashaw i s  due t o  

Marinols influence.  The epigram "On the  water of our 

Lords Baptismem i s  an example: 

Each b l e s t  drop, on each b l e s t  limme, 
Is washt i t  s e l f e ,  i n  washing him: 
T i s  a Gemme while i t  s tayes  he re ,  
While i t  f a l l s  hence ' t i s  a Teare. 30 

The brev i ty  of the  epigram and the  as tonishing conce i t  

with i t s  word-play and ambiguity a r e  c h a r a c t e r i s t i c  of 



Crashaw. The idea  of the  body washing water ins tead  of 

being washed by i t  i s  a t y p i c a l  paradox used very widely 

i n  Marino. Its transformation t o  the  gem and the  t e a r  i n  

the  next two l i n e s ,  the  w i t  revealed i n  t h i s  t ransformat ion,  

i s  a repeated process i n  Crashaw. I f  Crashaw d id  not  owe 

t h i s  e n t i r e l y  t o  Marino, i t  i s  q u i t e  i n  order  t o  say t h a t  

Marinols poetry shows the  same tendencies of conce i t .  

The puns and conce i t s  i n  Crashawls "To the  In fan t  

MartyrsM may immediately be recognised i n  Marino: 

Goe smiling sou les ,  your new b u i l t  Cages breake, 
I n  Heavln y o u t l  l e a r n e  t o  s ing  e r e  here t o  speake, 
Nor l e t  the  milky f o n t s  t h a t  bath your t h i r s t ,  

Bee your delay ; 
The place t h a t  c a l l s  you hence, i s  a t  t he  werst 

Milke a l l  the  way .31 

The i n f a n t s t  newly acquired bodies as the  s o u l s t  new b u i l t  

cages ,  and f ind ing  the  happiness of Heavenly song before 

t he  (misery o f )  ea r th ly  speech, a s  c o n t r a s t s  between 

the  Divine and the  human a r e  well  worked out .  While t he  

'milky f o n t s 1  i s  sensuous, the  expression i s  beau t i fu l ly  

t r a n s l a t e d  t o  the 'milky w a y t  of Heaven. In Marino . 

n t h e  fos te r -ch i ld ren  of the  Milky Way mark(ed) t h a t  

beau t i fu l  whiteness with blood s t a ined  f o o t p r i n t s .  ,, 3 2 



I n  the  same way C rashaw s epigram on Circumcision 

has  i t s  c o u n t e r p a r t s  i n  hIarino1s c o n c e i t s  i n  epigrams on 

t h e  same theme: 

Our Lord i n  h i s  Circumcision t o  h i s  P a t h e r .  

To thee  t h e s e  f i r s t  f r u i t s  of my growing d e a t h  
(For  what e l s e  i s  my l i f e ? )  l o  I bequeath. 
Tast t h i s ,  and as thou l i k l s t  t h i s  l e s s e r  f l o o d  
Expect a Sea ,  my h e a r t  s h a l l  make i t  good. 
Thy wrath t h a t  wades heere  now, e 1 r e  l o n g  s h a l l  s w i m  
The f lood-gate  s h a l l  be s e t  wide ope f o r  him. 
Then l e t  him d r i n k e ,  and d r i n k e ,  and doe h i s  w o r s t ,  
To drowne t h e  wantomesse  of h i s  wi ld  t h i r s t .  
Now's but t h e  Nonage of  my p a i n e s ,  my f e a r e s  
Are y e t  but  i n  t h e i r  hopes,  n o t  come t o  yea res .  
The day of my darke woes i s  y e t  but  morne, 
My t e a r e s  but  t e n d e r  and my d e a t h  new-borne. 
Yet may t h e s e  u n f l e d g l d  g r i e f e s  g i v e  f a t e  some guesse ,  
These Cradle-torments have t h e i r  towardnesse,  
These purple  buds of blooming dea th  may bee,  
E r s t  the  f u l l  s t a t u r e  of a fatal1 t r e e .  
And till my r i p e r  woes t o  age a r e  come, 
This  k n i f e  may be t h e  s p e a r e s  Praeludium. --- 33 

Marinols  sonnet may be paraphrased as fol lows:  

Th i s  crimson humour which i s  d r i p p i n g  before e i t h e r  
n a i l  o r  t h o r n  f o r c e s  i t  o u t ,  and by Simon's hand 
dyes and c o l o u r s  t h e  Bedeemer s d i v i n e  humanity, 
i s  n o t  u n l i k e  t h e  b lush  of Dawn, which i n  t h e  coo l  
and e a r l y  p a r t  of t h e  day, sometimes f o r e t e l l s  a 
heavy r a i n f a l l  a f t e r  t h e  dropping of the  l i g h t  
dew, Because t h e  pure blood, which i s s u e s  from 
only one of h i s  holy l imbs  - a b i t t e r  besinning 
of deeper sorrows - i s  no th ing  more t o  u s  t h a n  
a dew a g a i n s t  t h e  f l o o d  which t h e  open v e i n s  w i l l  
l a t e r  pour on t h e  hard trunk.34 

The s i m i l a r i t i e s  a p a r t ,  Crashawls epigram i s  a d e f i n i t e  



improvement, ' L i f e 1  as 'growing d e a t h 1 ,  t h e  l a t e r  flow 

of  the  h e a r t ' s  blood as a s e a  of  blood, the  sensuous and 

shocking a s s o c i a t i o n s  of wantonness a r e  Crashawts  innova- 

t i o n s ,  35 The s y n t h e s i s  of words and t h e  consequent 

impression of extreme p r e c i s i o n ,  as i n  'day of (my) dark  

woes1 being y e t  'morn1,  t h e  ' t e n d e r t  t e a r s ,  t h e  'new-borne1 

d e a t h ,  t h e  sc rad le - to rment s '  and t h e  a s s o c i a t i o n s  of t h e  

k n i f e  ( o f  Circumcision)  wi th  t h e  s p e a r  ( o f  C r u c i f i x i o n )  

a r e  dev ices  t h a t  a r e  p e c u l i a r  t o  Crashaw. 

A s i n g l e  poem of Crashaw which shows t h e  most of 

Mar inols  i n f l u e n c e  i s  UThe WeeperM. The poem shows t h e  

use  of ' t h e  Marinesque metaphor1 which i s  a Ukind  of  

metaphor t h a t  c r e a t e d  i t s  s t a r t l i n g  e f f e c t  through r e f e r e n c e  

t o  a s i n g l e  

which o t h e r  

mind i n  t h e  

a t t r i b u t e  of an o b j e c t  d e s p i t e  i n c o n g r u i t i e s  

p r o p e r t i e s  of t h e  o b j e c t  might b r ing  t o  

comparison. "36  

V I I I  , 

The deaw no more w i l l  weep 
The p r i m r o s e ' s  p a l e  cheek t o  deck, 
The deaw no more w i l l  s l e e p  
Nuzzel td  i n  t h e  l i l l y t s  neck; 

Much r e a t h e r  would i t  be thy TaAR, 
And l e a v e  them Both t o  tremble here .  



There ' s  no need a t  a l l  
That t h e  balsom-sweating bough 
So coyly should l e t  f a l l  
H i s  medlc inable  t e a r e s ;  f o r  now 

Nature ha th  l e a r n l t  t o t e x t r a c t  a deaw 
&ore sovera ign  and sweet from you. 

Yet l e t  t h e  poore drops weep 
(Weeping i s  the  ease  of woe) 
S o f t l y  l e t  them c r e e p ,  
Sad t h a t  they a r e  vanqu i sh ' t  so.  

They, though t o  o t h e r s  no r e l e i f e ,  
Balsom maybe, f o r  t h e i r  own g r e i f e .  

X I .  

Such t h e  maiden gernrne 
By t h e  p u r p l i n g  v ine  put  on, 
Peeps from h e r  pa ren t  stemme 
And b lushes  a t  t h e  bridegroome sun. 

Th i s  watry Blossom of thy eyn, j7 Ripe,  w i l l  make t h e  r i c h e r  wine. 

S tanza  V I I I  expresses  t h e  t e a r s  i n  terms of the  weeping 

dew which decks t h e  p r i m r o s e l s  p a l e  cheek. Ti red  wi th  

weeping, t h e  dew s l e e p s  i n  t h e  l i l y ' s  neck. In  l i n e  f i v e  

t h e  a s s o c i a t i o n s  swi tch  back s o  that  t h e  dew becomes t h e  

t e a r  a g a i n ,  abandoning t h e  primrose and t h e  l i l y ,  t o  

t remble i n  t h e  eyes of t h e  Magdalen. 

S tanza  IX i l l u s t r a t e s  t h e  s t a r t l i n g  e f f e c t  of t h e  

Marinesque metaphor. The dew reappears  i n  l i n e  5 ;  but  



t h e  r e s t  of t h e  s t a n z a ,  wi th  i t s  ' t h e  balsom-sweating 

bough1,  ' t h e  medlc inable  t e a r e s 1 ,  does n o t  have immediate 

r e f e r e n c e s  t o  t h e  t e a r .  'The balsorn-sweating1 i s  a 

d i r e c t  echo of Marino: 

He sweats  r eek ing  blood: a p o t ,  which, i t s  bosom 
f i l l e d  wi th  f i n e  f lowers ,  suavely d i s t i l s  l i q u i d  
perfumes because of t h e  burning f i r e  wi th  which 
i t  glows.38 

The dew and t h e  t e a r s  a r e  d i f f e r e n t l y  expressed 

i n  s t a n z a  X through t h e  f u n c t i o n  of weeping. Again i t  

may be n o t i c e d  t h a t  except f o r  lbalsoml i n  l i n e  6 t h e  r e s t  

of  t h e  s t a n z a  has  an  a s t o n i s h i n g  s e t  of  a s s o c i a t i o n s  wi th  

e l a b o r a t i o n  of 'weeping1 as a f u n c t i o n  r a t h e r  than  express ing  

t e a r s  as gems o r  dew as i n  t h e  e a r l i e r  p a r t  of t h e  poem. 

The r e t u r n  of t h e  t e a r s  now as 'maiden gemme' i n  s t a n z a  X I  

may be no t i ced .  Its a s s o c i a t i o n s  a r e  wi th  t h e  purp l ing  

v i n e  which ' b lushes  a t  t h e  bridegroome s u n 1 .  The assoc ia -  

t i o n s  a r e  brought t o g e t h e r  from immediately u n r e l a t e d  

a r e a s  of  exper i ence ,  r e s u l t i n g  i n  t h e i r  * s t a r t l i n g 1  

e f f e c t .  

Crashawls  baroque s t y l e  i s  an enrichment of Marino's 

and t h e  p o e t i c  techniques  of t h e  I t a l i a n  Renaissance.  

Crashaw s "Musicks Duelll '  and "Sospe t t o  dl Herode'' a r e  

examples where Crashaw took h i s  m a t e r i a l  s t r a i g h t  "out  of 



t h e  I t a l i a n .  The e r o t i c  imagery of uhiusicks Duell" , 
wi th  i t s  emphasis on t h e  sensuous,  i s  c h a r a c t e r i s t i c  of 

M a r i n i s t  poe t s :  

Shee g i v e s  him back; h e r  supple  Bres t  t h r i l l s  out  
Sharpe A i r e s ,  and s t a g g e r s  i n  a warbl ing doubt 
O f  d a l l y i n g  sweetnesse,  hovers  o l r e  h e r  s k i l l ,  
And f o l d s  i n  wav'd n o t e s  wi th  a t rembl ing  b i l l  
The p lyan t  S e r i e s  of  h e r  s l i p p e r y  song; 
Then starts shee suddenly i n t o  a Throng 
O f  s h o r t  t h i c k e  sobs ,  whose thunder ing  v o l l e y e s  f l o a t ,  
And r o d e  themselves over h e r  l u b r i c k  t h r o a t  
I n  pant ing  murmurs, s t i l l l d  out  of h e r  B r e a s t ,  
That ever-bubling s p r i n g ;  t h e  sugred Nest 
Of h e r  d e l i c i o u s  s o u l e ,  t h a t  t h e r e  does l y e  
Bathing i n  s t reames  of l i q u i d  Welodie; 

Shee opes t h e  f l o o d g a t e  and l e t s  l o o s e  a Tide 
O f  s t reaming sweetnesse,  which i n  s t a t e  doth  r i d e  
On t h e  wavld backe of  every s w e l l i n g  s t r a i n e ,  
R i s i n g  and f a l l i n g  i n  a pompous t r a i n e .  
And while  she  t h u s  d i scharges  a s h r i l l  p e a l e  
Of f l a s h i n g  A i r e s ;  she  q u a l i f i e s  t h e i r  z e a l e  
With t h e  c o o l e  Epode of a g r a v e r  Noat,  
Thus h i g h ,  t h u s  low, as i f  h e r  s i l v e r  t h r o a t  
Would reach  t h e  brasen  voyce of war's hoarce Bi rd ;  
Her l i t t l e  sou le  i s  r a v i s h l t ;  and so  poured 
I n t o  l o o s e  e x t a s i e s ,  t h a t  shee i s  p l a c l t  
Above h e r  s e l f e ,  Husicks Enthus ias t .39  - 

Crashaw1s concern i n  t h i s  passage seems t o  be a s  much 

wi th  t h e  ' supple  B r e s t l  as with t h e  ' l i q u i d  Melodie' of  

t h e  n i g h t i n g a l e .  The long  sequence of sensuous express ions  

i n  the  s e c t i o n  seems almost  end less .  'Dal ly ing  sweetnesse , 
! t rembl ing  b i l l 1  sugges t ing  a m  ecs ta sy  of joy,  t u r n  t o  t h e  

'Throng of s h o r t  t h i c k e  s o b s ' .  The ' l u b r i c k  t h r o a t 1  

and ' p a n t i n g  murmurst have obvious e r o t i c  a s s o c i a t i o n s .  



It ends i n  Crashawls express ion  of ' t h e  sugred Nest of 

h e r  d e l i c i o u s  s o u l e t .  The sensuous,  e r o t i c  imagery 

p e r s i s t s  i n  t h e  ' s t reaming sweetnesse '  and t h e  use of  

' s w e l l i n g 1  t o  denote t h e  upward c r e s t  of t h e  fast  moving 

wave of music. F i n a l l y ,  t h e  n i g h t i n g a l e '  s sou l  i s  

' r a v i s h ' t l  and 'poured i n t o  l o o s e  e x t a s i e s ' .  The passage 

i l l u s t r a t e s  t h e  he ight  of t h e  baroque express ion ,  i t s  

l u x u r y ,  enthusiasm and extravagant e  . Crashaw makes t h e  

Mar in i s t  elements h i s  own and t h e  poem compared wi th  i t s  

o r i g i n a l  shows t h e  improvement of Mar in i s t  techniques  

i n  Crashaw. 40 

Whether i n  t r a n s l a t i o n  o r  i m i t a t i o n  o f  t h e  I t a l i a n  

p o e t s ,  Crashaw1s poetry has  marked q u a l i t i e s  of i t s  own. 

nSospe t to  d l  Herodew i l l u s t r a t e s  t h i s  very wel l .  Praz 

goes s o  f a r  as t o  say t h a t  Crashawts  v e r s i o n  i s  a p o s i t i v e  

a r t i s t i c  triumph over Marino's. I n  s t a n z a  40, Marino 's  

Vengeance s i t s  on t h e  t h r e s h o l d ,  brandish ing  i n  
h e r  hand a bloody naked sword 

becomes c o l o u r f u l  i n  Crashaw: 

There has  the  purple  Vengeance a proud s e a t ,  
Whose ever-brandisht  Sword i s  s h e a t h v d  i n  blood. 

I n  s t a n z a  49 ,  Marino s 



And s p r i n k l i n g  men's temples wi th  Lethean waters  - 
a mild and sweet tyranny - t r a n q u i l  and f l a t t e r i n g  
repose swayed t h e i r  senses  and thought 

becomes much more d ramat ic ,  coherent  and f o r c i b l e  i n  

Crashaw: 

by a g e n t l e  Tyranny, 
And sweet oppress ion ,  k indly  c h e a t i n g  them 
Of a l l  t h e i r  c a r e s ,  t amtd  t h e  r e b e l l i o u s  eye 

O f  sorrow, wi th  a s o f t  and downy hand, 
S e a l i n g  a l l  b r e s t s  i n  a Lethaean band. 

S i m i l a r l y  i n  s t a n z a  51,  Mar inols  

Already J u d a h t s  progeny had l o s t  t h e  r o y a l  diadem, 
and suppor t ing  t h e  sharp  s e v e r i t y  oT t h e  s e r v i l e  
yoke . . . 

becomes i n  Crashaw, 

And from t h e  head of Judahs house q u i t e  t o r n e  
The Crowne, f o r  which upon t h e i r  necks he l a i d  

A sad  yoake . . .. 
An example of t h e  i n t e n s i t y  of Crashaw1s imagery i s  

s t a n z a  54: 

So s l e e p s  a P i l o t ,  whose poore Barke i s  p r e s t  
With many a mercylesse o l r e  mas t r ing  wave; 
For whom ( a s  dead) t h e  w r a t h f u l l  winds c o n t e s t ,  
fihich of them d e e p t s t  s h a l l  digge h e r  watry tirave. 41 

The in f luence  of hiarino and t h e  poe t s  of t h e  I t a l i a n  

Renaissance g r e a t l y  c o n t r i b u t e s  t o  Crashawt s baroque s t y l e ,  



The extravagances of Crashaw1s p o e t i c  s t y l e ,  i n  s p i t e  of  

Laura P e t t o e l l o t s  arguments, a r e  due t o  h i s  c o n t a c t  wi th  

I t a l i a n .  42 Crashaw1s baroque s t y l e ,  however, was n o t  

l i m i t e d  t o  t h e  in f luence  of Marino and t h e  M a r i n i s t s .  

It evolved i n t o  a unique s t y l e  i n c l u d i n g  t h e  bes t  elements 

i n  the many t r a d i t i o n s  he i n h e r i t e d .  He makes use  of t h e  

extravagance of t h e  Mar in i s t  p o e t s  as w e l l  as the  c o n c e i t ,  

paradox and a n t i t h e s i s  of t h e  metaphysical  p o e t s  wi th  

equal  f e l i c i t y .  The i n t r i c a c i e s  of argument and t h e  

abandon of t h e  e c s t a t i c  c o e x i s t  i n  Crashaw, The rhapsodic  

q u a l i t y  of Crashawts  poet ry  i s  n o t  i n c o n s i s t e n t  w i t h  t h e  

o t h e r  elements of h i s  s t y l e ,  such as paradox and a n t i t h e s i s ,  

but  i s  r a t h e r  augmented by them. I n  "A Songn succeeding 

"The Flaming Heart t t  Crashaw speaks of l l o v e t s  d e l i c i o u s  

F i r e 1  . 
LORD, when t h e  sense  of thy sweet g race  
Sends up my s o u l  t o  seek  thy f a c e .  
Thy b lessed  eyes breed such d e s i r e ,  
I dy i n  l o v e ' s  d e l i c i o u s  F i r e ,  

0  l o v e ,  I a m  thy SACRIFICE. 
Be s t i l l  t r iumphant ,  b l e s sed  eyes.  
S t i l l  s h i n e  on me, f a i r  suns!  t h a t  I 
S t i l l  may behold,  though s t i l l  I dy. 43 

Line 4 does n o t  fo l low as a culminat ion  of an argument, 

but  seems r a t h e r  t o  convey an  experience of a b s o l u t e  joy. 

A t  t h e  same time t h e  ' t r iumphant ,  b l e s sed  eyes1  of  t h e  



Lord a r e  expressed as ' f a i r  s u n s f ,  

I n  the  second p a r t ,  Crashaw seems t o  be r e v e l l i n g  

i n  paradoxes: 

Though s t i l l  I dy, I l i v e  again;  
S t i l l  longing s o  t o  be s t i l l  s l a i n ,  
So g a i n f u l l  i s  such l o s s e  of b rea th ,  
I dy even i n  d e s i r e  of death ,  

S t i l l  l i v e  i n  me t h i s  loving s t r i f e  
O f  l i v i n g  DEATH and dying LIFE.  
For while thou sweetly s l a y e s t  me 
Dead t o  my s e l f e ,  I l i v e  i n  Thee. 44  

The c o n t r a s t  i n  dying t o  l i v e  again and ga infu l  l o s s  of 

b rea th ,  and more e x p l i c i t l y ,  i n  l i v i n g  death and dying 

l i f e  i s  prec i se ly  worked out .  The l o g i c  of the  argument 

of the  poem i s  hard t o  expla in  except i n  terms of the 

baroque t a s t e ,  

Thus the  f i n e r  aspec t s  of Crashawls poetry can be 

apprecia ted  only with reference t o  the  baroque t a s t e ,  

Crashaw1s baroque s t y l e  i s  a syn thes i s  o f  h i s  c l a s s i c a l  

d i s c i p l i n e ,  the  European, notably I t a l i a n  and Spanish, 

in f luences ,  the  Renaissance, and the  seventeenth century 

poe t ic  t r a d i t i o n s  i n  ~ n ~ l i s h . ~ ~  Regarded a s  a ' taste1 

t h e  app l i ca t ion  of the  word 'baroque1 t o  Crashawts poetry 

expla ins  a va r i e ty  of d i f f e r e n t  s t y l e s  and poe t ic  in f luences ;  

i t s  p o s s i b i l i t i e s  a r e  end less ,  46 
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Chapter Four 

CHASHAV ' S IdYSTIC ISM 

The term 'mysticismt eludes sharp d e f i n i t i o n .  Like 

many terms i n  l i t e r a r y  c r i t i c i s m ,  i t  is  wholly dependent 

on the  i n t e r p r e t a t i o n  a  c r i t i c  chooses t o  g ive  i t .  

The d i f f i c u l t i e s  i n  def in ing  tmysticisml a r e  increased 

by two f a c t o r s  a t  l e a s t .  I t  belongs pr imar i ly  t o  the  

domain of r e l i g i o n ,  and i t s  a s soc i a t i ons  with r e l i g i o n  

which i s  an in tense ly  personal  th ing  even when organised 

under a church, account f o r  i t s  vagueness as wel l  as i t s  

uniqueness. iVhen the  term 'mysticism1 i s  appl ied  t o  

l i t e r a t u r e ,  the  most n a t u r a l  a s soc i a t i ons  a r e  r e l i g ious .  

Secondly, the  term descr ibes  an a r e a  of experience r a t h e r  

than a h i s t o r i c a l  process or  l i t e r a r y  phenomenon. Since 

experience i s  harder t o  capture  i n  concrete terminology, 

'mysticismt has grown in tense ly  vague w i t h  the  i n t e n s i t y  

of  the  experience i t  descr ibes .  The d i f f i c u l t y  i n  

def in ing  'mysticism1 should n o t ,  however, be over- 

emphasised. It belongs t o  t he  same category of terms 

which have many d i f f e r e n t  connota t ions ,  pr imar i ly  because 

these  terms deal  with a fundamental experience o r  process.  

The quest ion,  'What i s  m y s t i ~ i s m ? ~  i s  similar t o  quest ions  



l i k e  'What i s  poet ry?!  and 'What i s  beauty? ' .  Such 

ques t ions  cannot  be answered except  a t  g r e a t  l e n g t h ,  

w i t h  many i l l u s t r a t i o n s  of t h e  meaning of t h e  terms. 

A t  one p o i n t  t h e  answers pass  on t o  t h e  realm of 

a b s t r a c t i o n s ,  and a t  t h a t  p o i n t ,  t h e  term h a s  t o  be 

experienced r a t h e r  t h a n  expla ined .  

The Oxford Eng l i sh  Dic t ionary  d e f i n e s  'myst ic ismt 

as: 

The op in ions ,  mental  t endenc ies ,  o r  h a b i t s  of 
thought and f e e l i n g ,  c h a r a c t e r i s t i c  of mys t i c s  ; 
m y s t i c a l  d o c t r i n e s  o r  s p i r i t ;  b e l i e f  i n  t h e  
p o s s i b i l i t y  o f  union wi th  t h e  Divine n a t u r e  
by means of e c s t a t i c  contempla t ion;  r e l i a n c e  
on s p i r i t u a l  i n t u i t  i o n  o r  e x a l t e d  f e e l i n g  
as t h e  means of a c q u i r i n g  knowledge o f  
m y s t e r i e s  i n a c c e s s i b l e  t o  i n t e l l e c t u a l  apprehen- 
s i o n .  

The b read th  of c o m o t a t i o n s  of t h e  term i s  i n d i c a t e d  

i n  t h e  use of t h e  term as a reproach:  

From t h e  h o s t i l e  p o i n t  of view, mysticism 
impl ies  s e l f - d e l u s i o n  o r  dreamy confus ion  
of thought ;  hence t h e  term i s  o f t e n  a p p l i e d  
l o o s e l y  t o  any r e l i g i o u s  b e l i e f  t o  which 
t h e s e  e v i l  q u a l i t i e s  a r e  imputed. Some- 
t imes  a p p l i e d  t o  p h i l o s o p h i c a l  o r  s c i e n t i -  
f i c  t h e o r i e s  a l l e g e d  t o  involve  t h e  assump- 
t i o n  of o c c u l t  q u a l i t i e s  o r  myster ious  
agenc ies  of which no r a t i o n a l  account can 
be given.  



Bead t o g e t h e r  wi th  t h e  meanings of  t h e  word ' m y s t i c 1 ,  

t h e  e x c l u s i v e l y  r e l i g i o u s  characker  of t h e  term can  be 

n o t i c e d .  !Myst ict  is :  

S p i r i t u a l l y  a l l e g o r i c a l  o r  symbolical ;  of t h e  
n a t u r e  o f ,  o r  c h a r a c t e r i s t i c  o f ,  a s a c r e d  
mystery; p e r t a i n i n g  t o  t h e  mys te r i e s  o f  t h e  
f a i t h  . . . p e r t a i n i n g  t o  t h e  a n c i e n t  r e l i g i o u s  
mys te r i e s  o r  t o  o t h e r  o c c u l t  r i t e s  o r  p r a c t i c e s ;  
o c c u l t ,  e s o t e r i c .  . . s e c r e t ,  concealed. . . 
t h e  d i s t i n c t i v e  e p i t h e t  of t h a t  branch of 
theology which r e l a t e s  t o  t h e  d i r e c t  communion 
of  t h e  sou l  wi th  God; hence,  p e r t a i n i n g  t o  
o r  connected wi th  t h i s  branch of theology.  . . 
of  hidden meaning o r  n a t u r e ;  en igmat ica l ,  
myster ious.  

But i t  must be remembered t h a t  t h e  l e x i c o g r a p h e r ' s  

t a s k  i s  t o  d e r i v e  h i s  meaning from t h e  usage r a t h e r  

t h a n  t o  d i r e c t  t h e  usage i t s e l f  i n  c l o s e l y  de f ined  

channels .  Through i t s  l o n g  h i s t o r y  of  usage over  f o u r  

hundred y e a r s  o r  s o ,  t h e  term 'mysticism1 h a s  s t e a d i l y  

d r i f t e d  i n  the  d i r e c t i o n  of a b s t r a c t  experience r a t h e r  

t h a n  p rogress  toward a concre teness  of sense  and meaning. 

Descr ib ing  Traherne,  a contemporary of Crashaw, as a 

m y s t i c ,  Gladys Wade d e f i n e s  mysticism as a " sus ta ined  

consc iousness  of t h e  presence of Godn i n  a l l  t h i n g s .  1 

H more r e c e n t  book (1964) on Traherne by K.W. S a l t e r  

goes back nea r ly  f i f t y  y e a r s  t o  Evelyn Underh i l l  ' s 



d e f i n i t i o n  of mysticism as " t h e  awakening o f  t h e  

t r a n s c e n d e n t a l  consciousness ,u and t r a c e s  T r a h e r n e l s  

p r o g r e s s  as a C h r i s t i a n  mystic through d e f i n i t e  s t a g e s  

of m y s t i c a l  experience. '  Whenever t h e  term 'myst icism'  

i s  used i n  desc r ib ing  poetry as mys t i ca l  experience o r  

a poet  as myst ic ,  by v i r t u e  of t h e  l i m i t a t i o n s  o f  our 

knowledge of what i s  mys t i ca l ,  we have t o  r e s o r t  t o  

t h e  wides t  and most genera l  exp lana t ions .  Thus, an 

impor tant  book on metaphysical  poet ry  as a s tudy i n  

r e l i g i o u s  exper ience ,  d e a l s  i n  g e n e r a l i t i e s  when it 

comes t o  d e f i n i n g  mysticism: 

Once aboard s h i p  I heard a s p i r i t u a l  globe- 
t r o t t e r ,  famous f o r  t h e  c a t h o l i c i t y  and z e s t  
o f  h i s  r e l i g i o u s  a p p r e c i a t i o n ,  t e l l  a c u r i o u s  
audience of American t o u r i s t s  about  t h e  almost 
miraculous energy and accomplishments of  a n  
O r i e n t a l  myst ic .  It w a s  a t  t h e  h e i g h t  of our 
l a t e  p r o s p e r i t y  when anyth ing  seemed p o s s i b l e  
t o  t h e  aggress ive  d i s c i p l e  of t h e  s t r enuous  
l i f e ,  and i t  was f r i g h t e n i n g  t o  see  t h e  i n t e n t -  
n e s s  wi th  which t h a t  audience l i s t e n e d  t o  t h e  
s p e a k e r ' s  sugges t ion  of undreamed-of e n e r g i e s  
t o  be d iscovered  i n  t h e  m y s t i c ' s  c o n t a c t  wi th  
God. One of t h a t  audience a t  l e a s t  w a s  reminded 
of t h e  enthusiasm wi th  which M i l t o n ' s  f a l l e n  
a n g e l s  s e t  about p rospec t ing  t h e  burning f i e l d s  
of h e l l  f o r  gold and s i l v e r  and p rec ious  s t o n e s .  
So t h e  dupes of a power-maddened age l i s t e n e d  
wi th  bated b r e a t h  t o  t h i s  news of a super-source 
of power w a i t i n g  t o  be tapped and e x p l o i t e d .  
Damming Niagara F a l l s  t o  t u r n  a wheel seemed 



a puny t h i n g  t o  t h e  p o s s i b i l i t i e s  of  t h i s  super-  
dynamo of  God, and focuss ing  t h e  r a y s  of t h e  
u n i v e r s a l  sun t o  r o a s t  an egg a triumph of t h e  
f i t n e s s  of t h i n g s .  But e i g h t  c e n t u r i e s  ago 
t h e  Moslem woman H a b i ' a  had prayed,  ' '0 God! 
i f  I worship Thee f o r  f e a r  of H e l l ,  send me 
t o  He l l ;  and i f  I worship Thee i n  hopes of 
P a r a d i s e ,  withhold P a r a d i s e  from me; but  i f  
I worship Thee f o r  Thine own s a k e ,  t h e n  
withhold n o t  from me t h e  E t e r n a l  Beauty." 
And the  s t o r y  i s  t o l d  of the  mys t i c ,  Thomas 
Aquinas,  t h a t ,  as he k n e l t  i n  t h e  Church o f  
S a i n t  Dominic i n  Naples,  weary from t h e  l a b o r  
o f  h i s  g r e a t  defence of t h e  Heal  Presence i n  
t h e  Sacrament, he heard t h e  vo ice  of h i s  
Master speak from t h e  c r u c i f i x  before  him. 
And t h e  Voice asked him what reward he would 
have f o r  t h e  work he had done so  we l l .  The 
answer which t h e  g r e a t  theo log ian  i s  s a i d  t o  
have r e t u r n e d  on t h a t  occas ion  i s  t h e  one 
answer of which t h e  myst ic  could  approve,  
a I  w i l l  have T h y ~ e l f . ~ 3  

P r o f e s s o r  White l a t e r  r ecovers  some of  t h e  impossible  

p r e c i s i o n  r e q u i r e d  f o r  the  a n a l y s i s  of a m y s t i c a l  

exper ience .  Her comments on t h e  exper ience  and expres- 

s i o n  of a mystic being t o t a l l y  d i f f e r e n t  t h i n g s  and 

n o t  in terdependent  at  a l l ,  a r e  p a r t i c u l a r l y  h e l p f u l ,  

while  they demonstrate t h e  s l i p p e r y  ground t h a t  a c r i t i c  

h a s  p e r f o r c e  t o  t r e a d ,  i f  he adventures  i n t o  the  

t e r r i t o r y  of a myst ic .  
. . 

Less complicated,  i f  a l s o  l e s s  s a t i s f y i n g ,  a r e  

I t r a t - H u s a i n ' s  comments on mysticism, and t h e  genera l  

c h a r a c t e r i s t i c s  by which a mystic may be recognised .  4 



With a formidable a r ray  of a u t h o r i t i e s  t o  support him, 

Husain merely t r a c e s  mysticism as a h i s t o r i c a l  process.  

He draws generously f r o m  h i s  Is lamic and o r i e n t a l  back- 

grounds i n  h i s  attempt t o  capture  the  na ture  of a 

mystical  experience. F ina l ly ,  he s t i l l  has t o  speak 

of mysticism a s  an ' i n t ense  mood1 and tpas s iona t e  expe- 

r i e n c e ' ,  terms which a r e  very general  i n  t h e i r  appl ica-  

t i on .  But there  c e r t a i n l y  seems t o  be an order ly  

expression of the  mystical  experience i n  i t s  s tages  of 

Purgat ion,  I l luminat ion and Union, and one way of 

reading myst ica l  poetry i s  t o  see  i f  the  poet passes  

through the  th ree  s tages .  According t o  t h e  degree of 

success a t t a i n e d  by the  poet i n  h i s  myst ica l  experience,  

t he  qua l i t y  of h i s  mysticism can be determined. A l l  

very t r u e ,  and very much open t o  d iscuss ion.  It i s  

enough t o  note t h a t  a l l  c r i t i c s  of myst ica l  poetry 

recognise t he  d i f f i c u l t i e s ,  the  near- impossibi l i ty  , 
of def in ing the  term 'mysticismt f u l l y ,  i n  such a way 

t h a t  the  term includes  not  only a h i s t o r i c a l  process 

but a l i v i n g  experience. 

The d i f f i c u l t y  i n  def in ing t.mysticisml i s  

p e r s i s t e n t  i n  c r i t i c i s m  t h a t  regards Crashaw as a mystic.  



What exact ly  do we mean when we say Crashawls poetry 

i s  mystical? There i s  a long t r a d i t i o n  of mysticism 

behind the  seventeenth-century metaphysical poetry i n  

genera l ,  and i n  p a r t i c u l a r  i n  Crashaw who knew the  

Spanish as wel l  a s  the  mediaeval mystics.  He must have 

been g r e a t l y  influenced by h i s  acquaintance with the  

Spanish myst ics ,  This seems the more probable as European 

in f luences  i n  Crashaw s poetry a r e  qu i t e  d i s t i n c t .  

Crashaw1s baroque s p i r i t ,  h i s  con tac t  with Marino, h i s  

admirat ion f o r  Sa in t  Teresa whose experiences con t r ibu te  

so v i t a l l y  t o  Crashaw1s poetry ,  and h i s  very wide reading 

i n  theo log ica l  l i t e r a t u r e  of h i s  day - a l l  seem t o  

r e in fo rce  the  inf luence o f  the  Spanish mystics on  

Crashaw. But mysticism i s  not a technique t o  be acquired 

by inf luences .  It i s  an in tense ly  persondl experience, 

and i t s  i n t e n s i t y  i s  i n  d i r e c t  r e l a t i o n  t o  t he  genuineness 

and spontaneity of t he  experience i t s e l f .  It i s  fair 

t o  say t h a t  Crashaw acquired h i s  s p i r i t u a l  d i s c i p l i n e  

from the  Spanish mystics ,  and channeled h i s  in tense ly  

personal  mystical  experience i n t o  the  p a t t e r n  of t h a t  

d i s c i p l i n e .  A study of Crashaw1s mystical  poems r e v e a l s  

the  p a t t e r n  o r  the  ordering of the  mystical  experience 

i n  the  way i n  which the  Spanish mystics ordered t h e i r  



exper iences .  A t  t he  same t ime,  t h e  q u a l i t y  and i n t e n s i t y  

of Crashawts  myst ica l  experience remain h i s  very own, 

and i n  t h i s  regard ,  i t  i s  u n l i k e  any of h i s  contemporary 

m y s t i c s ,  s ay ,  Thomas Traherne o r  Henry Vaughan. 

C r i t i c s  of Crashaw1s p o e t r y ,  however, seem t o  be 

c o n t e n t  wi th  mentioning t h e  mys t i ca l  q u a l i t y  of  h i s  

poet ry  i n  a genera l  way. Almost any c r i t i c  who w r i t e s  

on Crashaw, even a reviewer of  an e d i t i o n ,  r ecogn i ses  

t h a t  some o f  h i s  poet ry  i s  mys t i ca l .  I n v a r i a b l y  a 

most pass iona te  and a most l y r i c a l  passage from Crashaw 

i s  c i t e d  as an i l l u s t r a t i o n  of h i s  mysticism, and t h e  

f r i g h t e n e d  c r i t i c  passes  h u r r i e d l y  on as i f  he had 

wandered i n t o  an  a l i e n  t e r r i t o r y .  A s  e a r l y  as 1820, 

a n  anonymous reviewer of t h e  1670 e d i t i o n  of Crashaw1s 

p o e t r y ,  n o t i c e s  t h e  m y s t i c a l  q u a l i t y  of Crashawls 

' v e r s e s  addressed t o  S t .  T h e r e s a t :  

No l o v e r  ever  dep ic ted  t h e  charms of h i s  f a i r  
ens lave r  wi th  g r e a t e r  warmth and animat ion ,  
than  f i l l  t h e  v e r s e s  addressed  t o  S t .  Theresa,  
nfounder  of t h e  d i s c a l c e d  C a r m e l i t e s ,  both 
men and women; a woman, who f o r  a n g e l i c a l  
h e i g h t  of s p e c u l a t i o n ,  f o r  masculine courage of 
performance, more t h a n  a woman, who, y e t  a 
c h i l d ,  out - ran  m a t u r i t y ,  and d u r s t  p l o t  
a martyrdom. 



I n  the  very s p i r i t  of m y s t i c a l  devo t ion ,  
he thus  speaks of t h e  only " d a r t "  which should 
have power t o  s t r a s e  h e r  b r e a s t s '  c h a s t e  cab ine t . "  

"SO r a r e ,  
So s p i r i t u a l  pure and f a i r ,  
Must be t h e  i m m o r t a l  ins t rument  
Upon whose choice  p o i n t  s h a l l  be spen t  
A l i f e  so  l o v t d ;  and t h a t  t h e r e  be 
F i t  execu t ioner s  f o r  t h e e ,  
The f a i r e s t  and t h e  f i r s t - b o r n  l o v e s  of f i r e :  
B l e s t  seraphims s h a l l  l e a v e  t h e i r  q u i r e ,  
And t u r n  Love 's  s o l d i e r s ,  upon thee  
To e x e r c i s e  t h e i r  a rchery .  

0 ,  how o f t  s h a l t  thou complain 
O f  a sweet and s u b t i l e  pa in !  
Of i n t o l e r a b l e  joys! 
Of a dea th ,  i n  which who d i e s  
Loves h i s  d e a t h ,  and d i e s  a g a i n ,  
And would f o r  ever  s o  be s l a i n :  
And l i v e s  and d i e s ,  and knows n o t  why 
To l i v e ,  but  t h a t  he s t i l l  may d i e . u  

I n  some v e r s e s  on " t h e  assumption of t h e  
b lessed  v i r g i n , "  he f e i g n s  " t h e  immortal dove 
thus s i g h i n g  t o  h i s  s i l v e r  mate ," t h e  mother 
of J e s u s  C h r i s t .  

" Come away, my l o v e ,  
Come away, my dove, 

Cast o f f  de lay .  
The c o u r t  of Heavtn i s  come 
To w a i t  upon thee  home, 

Come away, come away. 11 5 

This  r e c o g n i t i o n  i s  immediately followed by t h e  r e v i e w e r ' s  

comments on Crashaw s Divine Epigrams : 

Besides t h e  r e l i g i o u s  p o e t r y ,  among which i s  
a l a r g e  c o l l e c t i o n  of sac red  epigrams, 
completely w o r t h l e s s ,  a r e  numerous t r a n s l a -  
t i o n s  and paraphrases .  6 



This  i s  t y p i c a l  of c r i t i c s  of Crashawts  mysticism who 

mention t h i s  aspect  of h i s  poet ry  i n  pass ing .  The 

passages quoted by the  reviewer i n  t h i s  case  a r e  no 

doubt e x c e l l e n t  examples of Crashaw1 s mysticism. But ,  

t h e n ,  t h e r e  i s  more than  meets t h e  eye,  and phrases  

l i k e  d e l i c i o u s  dea ths  1 and t rarif i e d  d e l i g h t s  ' convey 

a s p e c i a l l y  Crashavian exper ience ,  The phrase  d e l i c i o u s  

d e a t h s 1  sugges ts  the  p l e a s u r e  of t h e  mystic i n  what i s  

p r i m a r i l y  a pa in fu l  exper ience ,  and t h e  d e a t h s t  r e f e r r e d  

t o  a r e  mys t i ca l ,  not  o r d i n a r y ,  dea ths  . Likewise ,  

t h e  phrase ' r a r i f i e d  d e l i g h t s 1  conveys a s u p e r i o r  kind 

of joy, uncommonly i n t e n s e ,  of t h e  myst ic  I s  experience 

o f  Union. 

F i f t y  y e a r s  l a t e r ,  Alexander Grosa r t  i n  t h e  

i n t r o d u c t i o n  t o  h i s  e d i t i o n  (1872-1873) c a l l s  nA Hymn 

t o  t h e  Name and Honor of t h e  admirable  S a i n t e  Teresat t  

an example of Crashawts  ' s u b t l e ,  d e l i c a t e ,  fin* 

m y ~ t i c i s r n ' . ~  He recovers  from t h i s  vague g e n e r a l h a -  

t i o n  and r e l a t e s  Crashawt s mysticism t o  h i s  convers ion  

t o  Roman Cathol icism; but a g a i n ,  i n  f a i r l y  e c s t a t i c  

terms: 

It i s  deeply s i g n i f i c a n t  t o  f i n d  such a Hymn 
as t h a t  w r i t t e n  while ' y e t  among t h e  P r o t e s -  
t a n t s .  t P u t t i n g  t h e  two t h i n g s  t o g e t h e r  - 



( a )  h i s  r e c l u s e ,  shy ,  m e d i t a t i v e  l i f e  'under  
T e r t u l l i a n ' s  r o o f e  of a n g e l s , '  and h i s  p r a y e r s  
THEHE i n  t h e  n i g h t ;  ( b )  h i s  p a s s i o n a t e l y  
sympathetic r ead ing ,  as of Teresa ,  and going 
f o r t h  of h i s  most s p i r i t u a l  yearn ings  a f t e r  
t h e  'sweet and s u b t l e  p a i n , '  and Love ' s  
dea th  'mys t i ca l  and high1 - we g e t  a t  t h e  
s e c r e t  of t h e  'change '  now being cons idered .  
However l e d  t o  i t ,  Crashaw's r ead ing  l a y  
among books t h a t  were as f u e l  t o  f i r e  brought 
t o  a n a t u r a l l y  mys t i ca l  and s u p e r s e n s i t i v e  
temperament; and however formed and n u r t u r e d ,  
such s e l f - e v i d e n t l y  mas h i s  temperament. H i s  
i n n a t e  mysticism drew him t o  such l i t e r a t u r e ,  
and t h e  l i t e r a t u r e  f e d  what perchance demanded 
r a t h e r  t o  be n e u t r a l i s e d .  I f e e l  s a t i s f i e d  
one main element of t h e  a t t r a c t i o n  of Roman 
Cathol ic i sm f o r  him was t h e  nut r iment  and 
n u r t u r e  f o r  h i s  profoundest  though most 
p e r i l o u s  s p i r i t u a l  exper iences  i n  i t s  Writers .  
H i s  g rea t -b ra ined ,  strong-thewed f a t h e r  would 
have dismissed such i n t o l e r a b l e  joyes as 
morbid sent imenta l i sm;  but t h e  nervous,  f i n e l y  
and h ighly-s t rung o r g a n i s a t i o n  of h i s  son 
was as an  AEolian harp  under t h e i r  touch.* 

A f t e r  the  passage of another  f i f t y  y e a r s ,  F r a n c i s  

Barker (1923) w r i t i n g  on Crashaw's r e l i g i o u s  poet ry  

s t i l l  speaks of Crashawfs  mysticism as "an i n d e f i n a b l e  

something which t e l l s  of r e a l  c o n v i c t i o n ,  of personal. 

experience of holy things."'  I n  a l a t e r  s e c t i o n  of 

t h e  a r t i c l e  devoted t o  t h e  ' m y s t i c a l  element i n  Crashaw' s 
. ~ 

v e r s e t  Barker c o n s i d e r s  t h i s  important  a s p e c t  of 

Crashaw' s poet ry  only summarily: 

I t  remains t o  c o n s i d e r ,  as summarily a s  
p o s s i b l e ,  t n e  m y s t i c a l  element i n  Crashawls 



v e r s e .  Such an  element t h e r e  undoubtedly i s ,  
whether o r  no we t h i n k  t h a t  t h e  C a r o l i n e  
poet-contemplative may r i g h t l y  be admit ted  
t o  t h e  pantheon of t h e  myst ics .  And he has  
sometimes been regarded as among t h e  g r e a t e s t  
of  England 's  mys t i c s .  . . . That Crashaw was 
i n  t h e  h a b i t  of spending much time i n  prayer  
and medi t a t ion  both a t  Gidding and i n  L i t t l e  
S t .  Mary's, does n o t  n e c e s s a r i l y  imply t h a t  
he had progressed f a r  a long t h e  Mystic Way. 
Perhaps indeed t h e  c o n t r a r y ,  i f  we b e l i e v e ,  
wi th  S t .  John of t h e  C r o s s ,  t h a t  t h e  love  
which d e c l a r e s  i t s e l f  i n  pass ing  long  hours  
and n i g h t s  i n  p r a y e r  i s  one of t h e  g i f t s  
which t h e  F a t h e r  i n  H i s  wisdom bestows upon 
H i s  c h i l d r e n  when they a r e  j u s t  beginning 
t o  toddle .  . . . 

fArnorous languishments;  luminous t r a n c e s ;  
S i g h t s  which a r e  n o t  seen  wi th  eyes;  
S p i r i t u a l 1  and sou l -p ie rc ing  g lances  
Whose pure & s u b t i l  l i g h t n i n g  f l y e s  
Home t o  the  h e a r t ,  & s e t t s  t h e  house on f i r e  
And mel t s  i t  down i n  sweet d e s i r e :  

Yet does n o t  s t a y  
To ask  t h e  windows l e a v e  t o  passe  t h a t  way. 
De l i c ious  Deaths;  s o f t  e x a l a t i o n s  
O f  sou l ;  dea r  & d i v i n e  a n n i h i l a t i o n s ;  

A thousand unknown r i t e s  
Of joyes & r a r e f y ' d  d e l i g h t s ;  
A hundred thousand goods, g l o r i e s ,  & g r a c e s ,  

And many a myst ick t h i n g  
Which t h e  d i v i n e  embraces 

O f  t h e  dea re  spouse of s p i r i t s  wi th  them w i l l  b r ing;  
For whi le  i t  i s  no shame 

That d u l l  m o r t a l i t y  must n o t  h o w  a name.' 
This  does n o t  sugges t  a c t u a l  mys t i ca l  experience 
of a h igh  o rde r .  dhat  i t  does sugges t  i s  t h a t  t h e  
poet  was acquainted wi th  a p a r t i c u l a r  type of 
m y s t i c a l  w r i t i n g  and t r i e d  t o  make i t s  language 
h i s  own. Not t h a t  he had had no experience of 
any s o r t .  \Vhat i s  probably t h e  t r u t h  i s  t h a t  he 
was deceiv ing  h imsel f  i n t o  t h i n k i n g  t h a t  what was 
wi th  him then  p r i m a r i l y  a sensory experience was 
a deeply s p i r i t u a l  one. 10 



This survey can be brought up t o  the  1960s with 

no s i g n i f i c a n t  s h i f t  i n  c r i t i c a l  opinion on Crashawls 

mysticism.'' The quest ions ,  i s  Crashaw a  mystic,  and 

i f  he i s ,  i n  what sense i s  he a  mystic ,  a r e  only' seeming- 

l y  i r r e l e v a n t .  A s  much of h i s  poetry has been re-evaluated,  

so  too must the  mystical  aspect  of h i s  poetry be re -  

assessed.  And towards t h i s  reassessment the  very term 

'mysticismt must be dePined i n  such a way t h a t  i t  

inc ludes  not  only what i s  h i s t o r i c a l  and t rad i t iona l . ,  but 

a l a o  what i s  ind iv idua l  and personal  i n  Crashawt s mysticism. 

Crashaw i s  undoubtedly one of the  g r e a t e s t  r e l i g i o u s  

poets  of h i s  time. The grea tness  of h i s  r e l i g i o u s  f e e l -  

ing  l i e s  not  so much i n  t h e  quant i ty  of h i s  poetry 

devoted t o  r e l i g i o u s  themes but r a t h e r  i n  the  i n t e n s i t y  

with which he expresses h i s  r e l i g i o u s  fervour.  H i s  

conversion from r igorous  Protes tant ism t o  Eoman Cathol i -  

cism, an event which cannot be l i g h t l y  t r e a t e d  i n  the  

context  of h i s  s e n s i t i v e  na tu re ,  must have been prompted 

by the  h a b i t  of in tense  r e l i g i o u s  f ee l ing .  ivhether he 

had doc t r ina l  d i s s a t i s f a c t i o n  with Protes tant ism o r  n o t ,  

i s  not  an important quest ion.  l 2  But i t  i s  important 

t h a t  as a Catholic  he d i sp lays  the  s ingula r  l o y a l t y  



and devot ion  of t h e  conver t  i n  h i s  admi ra t ion  f o r  t h e  

C a t h o l i c  s a i n t s .  The C a t h o l i c  h a b i t  of r e g a r d i n g  expe- 

r i e n c e  i m a g i s t i c a l l y  r a t h e r  than  p h i l o s o p h i c a l l y  ( l i k e  

S t .  Augustine) must have g r e a t l y  appealed t o  Crashaw, 

and t h e  i n t e n s i t y  of h i s  r e l i g i o u s  f e rvour  i s  i n  t u r n  

a product  of t h a t  h a b i t .  

The e a r n e s t n e s s  of Crashaw1s f a i t h  and t h e  i n t e n s i t y  

of  h i s  r e l i g i o u s  experience account  f o r  t h e  f i r s t  t r a c e s  

of  mysticism i n  h i s  poet ry .  Crashaw experienced a 

r e l i g i o u s  emotion wi th  such i n t e n s i t y  t h a t  a t  i t s  p o i n t  

o f  s a t u r a t i o n  as i t  were,  h i s  i n t e n s i t y  touched myst ic  

h e i g h t s .  For i n s t a n c e ,  i n  a Divine Epigram on nMatthew 8. 

I am n o t  worthy t h a t  thou  s h o u l d t s t  come under my r o o f e n  

Crashaw begins by express ing  a common r e l i g i o u s  expe- 

r i e n c e ,  similar t o  o t h e r  exper iences  i n  t h e  Divine 

Epigrams : 

Thy God w a s  making h a s t  i n t o  thy r o o f e ,  
Thy humble f a i t h  and f e a r e  keepes him a l o o f e :  

H e e t l  be thy Guest ,  because he may n o t  be,  
H e e t l  come - i n t o  thy house? no,  i n t o  thee .  13 

The development of the  experience i s  p r o g r e s s i v e l y  

i n t e n s e  u n t i l  t h e  experience touches mys t i ca l  h e i g h t s  

i n  the  l a s t  t h r e e  words of t h e  epigram, %o, i n t o  thee."  



When such i s  t h e  quick p u l s a t i o n  of h i s  r e l i g i o u s  expe- 

r i e n c e  i n  a d iv ine  epigram, t h e  l o n g e r  poems l i k e  

"A Hymn t o  S a i n t e  Teresaw l e a v e  ample scope f o r  t h e  

p r o g r e s s i o n  of a r e l i g i o u s  experience t o  culminate  as 

a m y s t i c a l  experience.  

"A Hymn t o  S a i n t e  Teresa ,"  which begins  wi th  a n  

account  of T e r e s a ' s  embrace of r e l i g i o n  e a r l y  i n  l i f e ,  

r eaches  t h e  l y r i c  h e a t  of mys t i ca l  experience when 

Crashaw d e s c r i b e s  t h e  n a t u r e  of S t .  T e r e s a ' s  m y s t i c a l  

exper iences  : 

THOU a r t  l o v e ' s  v ic t ime ;  and must dy 
A dea th  more m y s t i c a l l  and high.  
I n t o  l o v e ' s  armes thou s h a l t  l e t  fa l l  
A s t i l l - s u r v i v i n g  f u n e r a l l .  
H i s  i s  t h e  DART must make t h e  DaATH 
Whose s t r o k e  s h a l l  tast thy ha l low'd  b r e a t h ;  
A Dart t h r i c e  d i p l t  i n  t h a t  r i c h  flame 
Which w r i t e s  thy spouse ' s  r a d i a n t  Name 
Upon t h e  roof  of Heav'n; where ay 
I t  s h i n e s ,  and wi th  a sovera ign  ray  
Beates  b r i g h t  upon t h e  burning f a c e s  
Of s o u l e s  which i n  t h a t  name's sweet g r a c e s  
Find e v e r l a s t i n g  smi les .  So r a r e ,  
So s p i r i t u a l l ,  pu re ,  and f a i r  
Uust be t h ' i m m o r t a l l  ins t rument  
Upon whose choice  p o i n t  s h a l l  be s e n t  
A l i f e  s o  l o v ' d ;  And t h a t  t h e r e  be 
P i t t  execu t ioner s  f o r  Thee, 
The f a i r l s t  and f i r s t - b o r n  sons  of f i r e  
B l e s t  SE&AYHIlvI, s h a l l  l e a v e  t h e i r  q u i r e  
And t u r n  love  ' s  s o u l d i e r s ,  upon THZE 
To e x e r c i s e  t h e i r  a r c h e r i e  . I4  



One may pause f o r  a moment and l o o k  a t  t h e  s t a t ement  

of  the  myst ica l  experience i n  '2  dea th  more m y s t i c a l l  

and high.  A s  Hobert Collmer h a s  poin ted  out  t h e  dea th  

h e r e  r e f e r r e d  t o  i s  n o t  phys ica l  dea th  but ' dea th  of t h e  

s o u l 1 .  A f t e r  s t a t i n g  t h e  mys t i ca l  n a t u r e  of the  d e a t h ,  

Crashaw desc r ibes  l o v e ' s  p i e r c i n g  of S t .  T e r e s a ' s  h e a r t  

so  t h a t  on account of l o v e ' s  p i e r c i n g  d a r t ,  h e r  d e a t h '  

fo l lows as a n a t u r a l  consequence. The l o v e  spoken of  

h e r e  i s  the  s p i r i t u a l  love  of t h e  sou l  f o r  God. In 

m y s t i c a l  terms, t h e  s o u l  i s  t h e  b r i d e  and through 

contemplat ion of God, the  s o u l  l o s e s  i t s e l f  i n  t h e  

embraces of t h e  Divine Lover. The uniqueness  of t h e  

mys t i ca l  union of t h e  sou l  wi th  God i s  i n d i c a t e d  by 

t h e  extravagance of Crashawt s imagery. The use o f  - r i c h  

flame, r a d i a n t  Name, ray, b r i g h t ,  burning f a c e s  t o g e t h e r  -- 
wi th  s p i r i t u a l l ,  p u r e ,  - fa i r  i n d i c a t e s  t h a t  t h e  experience 

he i s  t a l k i n g  about i s  a uniquely i l l u m i n a t e d  experience.  

The passage i s  fol lowed by an e l a b o r a t e  d e s c r i p t i o n  

of t h e  ' dea th  more m y s t i c a l l  and h i g h 1  of  l i n e  76. Death 

i s  a common express ion  used by C h r i s t i a n  myst ics  t o  

d e s c r i b e  a s t a t e  of intercommunication of d i v i n e  essence 

and t h e  human sou l  which i s  a mys t i ca l  experience.  Prom 



S a i n t  Bernard of C la i rvaux  (1091-1153) t o  Madame de Guyon 

(1648-1717) a l l  C h r i s t i a n  myst ics  d e s c r i b e  t h e  s t a g e s  of 

a mys t i ca l  experience i n  terms of Purga t ion ,  I l lumina-  

t i o n  and Union. Describing t h e  supreme experience of 

t h e  myst ic ,  S t .  Bernard speaks i n  terms of dea th :  

I am j u s t i f i e d .  . . i n  c a l l i n g  t h e  B r i d e ' s  
e c s t a s y  a death.  . . . I long  t o  d i e  ( i f  I 
may use t h e  term) t h e  dea th  t h a t  ange l s  d i e ,  
t h e  dea th  by which t h e  s o u l  passes  beyond 
awareness of the  p r e s e n t  and i s  completely 
s t r i p p e d  not  only of d e s i r e  f o r  c o r p o r e a l  
t h i n g s  but  a l s o  of a l l  images de r ived  from 
them, and e n t e r s  i n t o  a pure communion with 
those  who bear  t h e  image of P u r i t y  I t s e l f .  
Such i s ,  i n  my op in ion ,  t h a t  exodus from 
s e l f ,  which i s  g e n e r a l l y  known as contempla- 
t ion .15  

S t .  John of t h e  C r o s s  emphasises t h e  s i m i l a r i t y  between 

t h e  l o v e  union i n  t h e  s p i r i t ,  and dea th :  

 h he s o u l  i n  e c s t a s y )  l i v e s  whi le  y e t  dying,  
u n t i l  love  s l a y s  i t  and s o  makes i t  t o  l i v e  
t h e  l i f e  of l o v e ,  by t ransforming i t  i n t o  
love .  And t h i s  dying of  l o v e  i s  e f f e c t e d  i n  
t h e  s o u l  by means of  a touch of h i g h e s t  
knowledge of t h e  D i v i n i t y  . . . T h i s  touch i s  
n e i t h e r  cont inuous nor  l o n g ,  f o r  were i t  s o  
t h e  s o u l  would l o o s e  i t s e l f  from t h e  body; 
but  i t  passes  qu ick ly ,  and t h u s  t h e  sou l  
remains dying of l o v e ,  and d i e s  t h e  more 16 
see ing  t h a t  it cannot  wholly d i e  of love .  

S t .  Teresa a l s o  d e s c r i b e s  a m y s t i c a l  exper ience  as t h e  



Marriage of t h e  Soul and t h e  Divine Lover ,  and t h e  

consummat ion:  

Even i n  l o v i n g ,  i f  i t  i s  a b l e  t o  l o v e ,  i t  
cannot understand how o r  what i t  i s  t h a t  i t  
l o v e s ,  nor what i t  would d e s i r e ;  i n  f a c t ,  
it has  completely d ied  t o  t h e  world so t h a t  
i t  may l i v e  more f u l l y  i n  God. This  i s  a 
d e l e c t a b l e  dea th ,  a sna tch ing  of t h e  s o u l  
from a l l  t h e  a c t i v i t i e s  which i t  can perform 
while i t  i s  i n  t h e  body; a dea th  f u l l  of 
d e l i g h t ,  f o r ,  i n  o r d e r  t o  come c l o s e r  t o  God, 
t h e  sou l  appears  t o  have withdrawn so  f a r  
from t h e  body t h a t  I do no t  know i f  i t  has  
s t i l l  l i f e  enough t o  be a b l e  t o  breathe.17 

Considering t h e  e x t e n t  t h e  m y s t i c a l  i n t e r p r e t a t i o n  

of  d e a t h ,  i t  i s  c l e a r  t h a t  Crashaw by t a l k i n g  about 

l o v e  and dea th  i s  d e s c r i b i n g  t h e  mys t i ca l  experience of  

S t .  Teresa.  Any t r a c e  of doubt as t o  t h e  m y s t i c a l  

n a t u r e  of the  experience i s  wiped out  by t h e  c o n t r a r i e -  

t i e s  of  t h e  fo l lowing l i n e s  savour ing  d e a t h ,  med i t a t ing  

on the  p l e a s u r a b l e  and p a i n f u l  a s p e c t s  of d e a t h ,  

express ing  paradoxica l ly  t h a t  t h i s  dea th  i s  l i f e :  

0 how o f t  s h a l t  thou complain 
Of  a sweet and s u b t l e  P A I N .  
Of i n t o l e r a b l e  JOYES; 
O f  a DEATB, i n  which who dyes 
Loves h i s  dea th ,  and dyes aga in .  
And would f o r  eve r  so be s l a i n .  
And l i v e s ,  and dyes;  and knowes n o t w h y  
To l i v e ,  But t h a t  he t h u s  may never  l e a v e  t o  DY. 18 



The mingl ing i n t e n s i t y  of p a i n  and joy i s  an e s s e n t i a l  

a s p e c t  of a myst ica l  experience .- Crashaw's 'sweet and 

s u b t l e  p a i n '  and ' i n t o l e r a b l e  joyes , '  a r e  due t o  t h e  

exper ience  of the  mystic.  S t .  ~ e r e s a  d e s c r i b e s  t h e  

e x c r u c i a t i n g  n a t u r e  of t h e  p a i n ,  hard t o  d e s c r i b e ,  

but  always recognisable :  

One seems t o  be on t h e  p o i n t  of dea th ;  only t h e  
agony c a r r i e d  wi th  it  so  g r e a t  a joy t h a t  I do 
n o t  know of any proper  comparison. It i s  a 
h a r s h  y e t  sweet martyrdom. . . i t  i s  plunged 
i n t o  t h e s e  dea th- l ike  yearnings ;  and I a m  
a f r a i d  when I f e e l  them coming on,  because 
I h o w  t h a t  I s h a l l  n o t  d i e .  But once I a m  
i n  them, I long t o  s u f f e r  l i k e  t h i s  f o r  the  
r e s t  of my l i f e ,  a l though t h e  p a i n  i s  so  extreme 
as t o  be nea r ly  unbearable .  Sometimes my p u l s e  
almost  ceases  t o  beat  a t  a l l ,  as I have been 
t o l d  by the  s i s t e r s  who sometimes see  me i n  
t h i s  s t a t e ,  and so  understand b e t t e r  now. My 
bones a r e  a l l  d i s j o i n t e d  and my hands a r e  s o  
r i g i d  t h a t  sometimes I cannot c l a s p  them to -  
g e t h e r .  Even next  day I f e e l  a p a i n  i n  my 
wrists and over  my whole body, as i f  my bones 
were s t i l l  out  of j o i n t .  . . The p a i n  seems 
t o  me enough t o  cause  dea th ;  on ly ,  I do n o t  
deserve i t .  A 1 1  my longing  a t  t h e s e  t imes 
i s  t o  d i e .  . . The s o u l  i n  t h i s  s t a t e  i s  
f u r t h e r  tormented because i t s  d i s t r e s s  h a s  
now s o  inc reased  t h a t  i t  no l o n g e r  seeks  
s o l i t u d e  as i t  d i d  before ,  o r  com any,  except  
of  those t o  whom i t  can complain. 79 

I n  Crashaw t h i s  mys t i ca l  experience i s  expressed 

through t h e  excess ive ly  sensuous imagery of t h e  baroque 

poet .  



The he ight  of t h e  mys t i ca l  experience i s  s u s t a i n e d  

through the  fo l lowing l i n e s  105 t o  128: 

How kindly w i l l  thy g e n t l e  HEART 
Kisse the  s w e e t l y - k i l l i n g  DABT! 
And c l o s e  i n  h i s  embraces keep 
Those d e l i c i o u s  bVounds, t h a t  weep 
Balsom t o  h e a l  themselves with.  Thus 
When These thy DEATHS, so  numerous, 
S h a l l  a l l  at l as t  dy i n t o  one, 
And melt  thy S o u l t  s sweet mansion; 
Like a s o f t  lump of i n c e n s e ,  has ted  
By t o o  h o t t  a f i r e ,  and wasted 
I n t o  perfuming c l o u d s ,  so  fas t  
S h a l t  thou exhale  t o  Heavn a t  l a s t  
I n  a r e s o l v i n g  S I G H ,  and then  - 
0 what? Ask n o t  t h e  Tongues of men, 
Angel l s  cannot t e l l :  s u f f i c e ,  
Thy s e l f e  s h a l l  f e e l  t h i n e  own f u l l  joyes 
And hold  them fast f o r  eve r .  There 
So soon a s  thou s h a l t  f i r s t  appear ,  
The MOON of maiden starrs, thy white  
MISTRESSX, a t t e n d e d  by such b r i g h t  
Soules  as thy s h i n i n g  s e l f ,  s h a l l  come 
And i n  h e r  f i r s t  rankes  make thee  room; 
Where 'rnongst h e r  snowy family z0 Immortal1 wellcomes wait f o r  thee .  

The experience i s  taken t o  i t s  cl imax i n  l i n e  136 i n  

' t h y  mel t ing  h e a r t 1 .  It i s  n o t ,  as Praz  proposes ,  a 

d i l u t i o n  of the  i n t e n s i t y  of t h e  experience;21 on t h e  

c o n t r a r y ,  the  mystic contemplates  t h e  t d e l i c i o u s  wounds 

o f  t h e  p i e r c i n g  d a r t  of love .  Contemplation o f  t h e  

wounds of the  d a r t  of love  i s  a  common m y s t i c a l  exper i -  

ence. The wound of l o v e  i s  an advanced mys t i ca l  s t a t e  



i n  which God p i e r c e s  the  soul  wi th  such d a r t s  of f i r e  

t h a t  p a i n  and joy a r e  simultaneous and of equal  s t r e n g t h :  

joy,  because God l o v e s  t h e  soul  and longs  f o r  i t  and 

v i s i t s  i t ;  p a i n ,  because the  soul  cannot l o v e  God as 

He dese rves ,  because God's v i s i t a t i o n s  a r e  temporary - 
succulence succeeded by drought ,  because t h e  body 

cannot  endure t h e  s t r a i n  put  upon i t  by i n t e n s e  s p i r i t u a l  

s t a t e s ,  because t h e  s o u l  longs f o r  death and p e r f e c t  

union wi th  i t s  Spouse. A commingling i n  equal  i n t e n s i t y  

of p a i n  and joy: a s p e c i a l  f i g u r e ,  the  oxymoron, 

r h e t o r i c a l l y  corresponds t o  t h e  wound of l o v e  and i s  

t h e  i n e v i t a b l e  express ion  of i t  as the  paradox. 

A good p a r t  of nA Hymn t o  S a i n t e  Teresatt  t h u s  

d e s c r i b e s  a mys t i ca l  experience.  By v i r t u e  of i t s  

i n t e n s i t y  t h e  m y s t i c ' s  experience i s  b r i e f  and s h o r t -  

l i v e d .  A comparison of the  l a s t  l i n e s  of t h e  hymn 

wi th  t h e  foregoing passage i n  which Crashaw expresses  

an  i n t e n s e  mys t i ca l  experience proves t h e  p o i n t .  

I t  can be seen  how Crashaw s own experience i n  t h e  

poem i s  mystical,,  and t h a t  t h e  passage i s  n o t  mys t i ca l  

because of the  borrowed g lo ry  of t h e  mys t i c ,  S t .  Teresa:  



Thou s h a l t  l o o k  round abou t ,  and see  
Thousands of crown'd Soules  throng t o  be 
Themselves thy crown, Sons of thy vowes, 
The v i r g i n - b i r t h s  wi th  which thy sovera ign  spouse 
Made f r u i t f u l l  thy f a i r  s o u l ,  goe now 
And wi th  them a l l  about  thee  bow 
To H i m ,  put on ( h e e l 1  say)  pu t  on 
(MY rosy love)  That thy r i c h  zone 
Spark l ing  with the  s a c r e d  f lames 
O f  thousand s o u l e s ,  whose hap y names 
Heav'n keeps upon thy s c o r e ,  7 Thy b r i g h t  
L i f e  brought them f i r s t  t o  k i s s e  t h e  l i g h t  
That k indled  them t o  s t a r r s . )  and s o  
Thou wi th  the  LAMB, thy l o r d ,  s h a l t  goe; 
And wheresotere  he s e t t s  h i s  white  
S tepps ,  walk wi th  H I M  those  wayes of l i g h t  
Which who i n  dea th  would l i v e  t o  s e e  
Must l e a r n  i n  l i f e  t o  dy l i k e  thee .23  

While t h e  passage i s  r i c h  i n  i t s  r e l i g i o u s  emotion, 

i t  does n o t  a t t a i n  t o  t h e  l e v e l  of i n t e n s i t y  of  l i n e s  

97-111, d e s c r i b i n g  t h e  m y s t i c a l  dea th  of S t .  Teresa.  

Its r i c h  symbolism wi th  the  ' rosy  l o v e 1  ' s p a r k l i n g  wi th  

t h e  sac red  f lames1 does n o t  convey t h e  i n t e n s i t y  of t h e  

' s w e e t l y - k i l l i n g  d a r t '  and ' t h e  d e l i c i o u s  Wounds t h a t  

weep balsom t o  h e a l  themselves w i t h ' .  2'3 

For Crashaw a m y s t i c a l  experience p r o g r e s s i v e l y  

i n t e n s i f i e s  t i l l ,  a t  t h e  h e i g h t  of t h e  exper ience ,  

pass ion  becomes so h o t  t h a t  i t  i s  conveyed by l i q u e f a c -  

t i o n  of s o l i d s .  "The Flaming Hear tn  opens wi th  a desc r ip -  

t i o n  of  t h e  p i c t u r e  of  S t .  Teresa wi th  a Seraphim b e s i d e  



h e r .  The r o l e s  of t h e  S a i n t  and t h e  Seraphim a r e  

c o n t r a s t e d ,  and t h e r e  i s  much metaphysical  p lay  on words, 

express ions  and t h e  fo rced  c o n t r a s t s  between t h e  S a i n t  

and the  Seraphim. Throughout the  f i r s t  s e c t i o n  of t h e  

poem, t h e  p o e t ' s  c o n c e n t r a t i o n  i s  i n c r e a s i n g l y  i n t e n s i -  

f i e d .  Prom regarding  t h e  p i c t u r e  of t h e  S a i n t  and t h e  

Seraphim, Crashaw passes  on t o  a m e d i t a t i o n  on the  

f u n c t i o n s  of the  S a i n t  and t h e  Seraphim, The medi t a t ion  

i s  narrowed down t o  t h e  f laming h e a r t  i n  l i n e  68. From 

t h a t  p o i n t ,  t h e  metaphysical  s o p h i s t i c a t i o n  o f  t h e  

e a r l i e r  p a r t  o f  t he  poem i s ,  as i t  were,  completely 

f o r g o t t e n .  The i d e n t i t i e s  of the  S a i n t  and t h e  Seraphim 

a r e  expressed i n  t h e  a b s t r a c t i o n s  of  ' t h e  wound1, ' t h e  

wounding h e a r t t ,  'one tr iumphant f lame1 and 'myst ick 

d e a t h s 1  , The a b s t r a c t i o n s  a r e  so i n t e n s i f i e d  t h a t  

they express  a mys t i ca l  exper ience .  The l i n e s  should 

be r e a d  wi th  S t .  T e r e s a ' s  own d e s c r i p t i o n  of  he r  expe- 

r i e n c e  wi th  t h e  Seraphim wi th  t h e  p i e r c i n g  d a r t :  

It p leased  our  Blessed Lord,  t h a t  I should 
haue sometimes, t h i s  fo l lowing Vision.  I saw 
an Angel1 very n e e r  me, towards my l e f t  s i d e ,  
and he appeared t o  me, i n  a Corporea l1  forme; . , . He w a s  n o t  g r e a t ;  but r a t h e r  l i t t l e ;  y e t  
w i t h a l l ,  he was of very much b e a u t i e .  H i s  face  
was s o  inf lamed,  t h a t  he appeared t o  be o f  those  
most Superiour  Ange l l s ,  who seem t o  be,  a l l  i n  a 



f i r e ;  and he w e l l  might of tnem, whome we c a l l  
Seraphins*  -9 . . . I saw, t h a t  he had a l o n g  Dart 
of gold i n  h i s  hand; and a t  t h e  end of t h e  i r o n  
below, me thought ,  t h e r e  was a l i t t l e  f i r e ;  and 
I conceaued, t h a t  he t h r u s t  i t ,  some s e u e r a l l  
t imes ,  through my v e r i e  H a r t ,  a f t e r  such a marmer, 
as t h a t  i t  passed t h e  v e r i e  inwards,  of  my Bowells; 
and when he drew it back, me thought ,  it  c a r r i e d  
away, as much, as i t  had touched w i t h i n  me; and 
l e f t  a l l  t h a t ,  which remained, wholy inflamed 
wi th  a g r e a t  l o u e  of Almightye God. The pa ine  
of i t ,  was s o  excess iue ,  t h a t  it fo rced  me t o  
u t t e r  those  groanes;  and t h e  s u a u i t i e ,  which 
t h a t  e x t r e m i t i e  of pa ine  gaue, w a s  a l s o  s o  very 
excess iue ,  t h a t  t h e r e  w a s  no d e s i r i n g  a t  a l l ,  
t o  be r i d d  of i t ;  nor  can  t h e  Soule t h e n ,  
receaue a n i e  contentment a t  a l l ,  i n  l e s s e ,  
t h e n  God Almight i e  himself  .24 

In  Crashaw t h e  experience i s  expressed  through one 

i n t e n s e  u n i t  of t h e  poem, a long  s e c t i o n  of 40 l i n e s ,  

through which t h e  m y s t i c a l  experience i s  unwaveringly 

i n t e n s e .  From l i n e  83 where Crashaw speaks of  t h e  

'myst ick d e a t h s t ,  t h e  m y s t i c t s  v i s i o n  i s  expressed i n  

c l o s e  correspondences:  

L e t  myst ick DXATHS wait o n t t ;  and wise s o u l e s  be 
The l o v e - s l a i n  w i t t n e s s e s  of t h i s  l i f e  of thee .  
0 sweet incendiary  ! shew here  thy a r t ,  
Upon t h i s  c a r c a s s e  of a h a r d ,  c o l d ,  h a r t ,  
L e t  a l l  thy s c a t t e r t d  s h a f t s  of l i g h t ,  t h a t  p lay  
Among t h e  l e a v e s  of thy l a r g  Books of day, 
Combintd a g a i n s t  t h i s  BREST at  once break i n  ' 

And t a k e  away from me my s e l f  and s i n ,  
Th i s  g r a t i o u s  Robbery s h a l l  thy bounty be; 
And my b e s t  f o r t u n e s  such f a i r  s p o i l e s  of  me. 
0 thou undanted daughter  of d e s i r e s !  
By a l l  thy dowr of LIGHTS and FIXES; 



By a l l  t h e  e a g l e  i n  t h e e ,  a l l  t h e  dove; 
By a l l  thy l i v e s  and dea ths  of l o v e ;  
By thy l a r g  draughts  of i n t e l l e c t u a l 1  day, 
And by thy t h i r s t s  of  l o v e  more l a r g e  then  they ;  
By a l l  thy  b r i m - f i l l t d  Bowles of f e i r c e  d e s i r e  
By thy l as t  Morningts  draught of l i q u i d  f i r e ;  
By t h e  f u l l  kingdome of  t h a t  f i n a l l  k i s s e  
That s e i z t d  thy p a r t i n g  Sou l ,  and s e a l ' d  thee  h i s ;  
By a l l  t h e  heavt  n s  thou h a s t  i n  h i m  
( F a i r  s i s t e r  of t h e  SERAPHIM!) 
By a l l  of H I M  we have i n  THEE; 
Leave noth ing  of  my SELF i n  me. 
L e t  me s o  r e a d  thy l i f e ,  t h a t  I 
Unto a l l  l i f e  of mine may dy.25 

The pass ion  of S t ,  Teresa  expressed as t h e  'd raught  of  

l i q u i d  f i r e s  of  l i n e  100 i s  c o n t r a s t e d  w i t h  t h e  ' c a r c a s s e  

o f  a h a r d ,  c o l d ,  h a r t  of  l i n e  86. The l i n e s  express  t h e  

p rocess  of  convers ion  of t h e  c o l d  h e a r t  i n t o  a f laming 

h e a r t  of pass ion  as a mys t i ca l  experience.  The m y s t i c t s  

v i s i o n  i s  expressed through t h e  r e l i g i o u s  symbols of  

t h e  e a g l e  and t h e  dove of l i n e  95. The ' d e s i r e s t  of  

t h e  S a i n t  a r e  t h e  p a s s i o n  f o r  the  b r i d a l  union wi th  t h e  

~ i v i n e . ' ~  The L i g h t s  and F i r e s  a r e  t h e  components of t h e  

m y s t i c a l  s t a t e  of I l l u m i n a t i o n ,  The d e a t h s  of l o v e  a r e  

t h e  myst ic  d e a t h s ,  t h e  use  of p l u r a l  s i g n i f y i n g  that  i t  

i s  a r e c u r r e n t  p r o c e s s ,  and that the  poet  i s  n o t  t h i n k i n g  

o f  t h e  f i n a l  dea th .  The d e s c r i p t i o n  of t h e  S a i n t t s  

myst ic  g lo ry  ends i n  Crashaw's own exper ience  of t h e  

u l t i m a t e  i n  mys t i ca l  experience.  He w i l l  s o  read  h e r  



l i f e  t h a t  he ' un to  a l l  l i f e  of mine may d y l .  

Unlike "A Hymn t o  S a i n t e  Teresa ,"  "The Flaming 

Hear tw concludes a t  t h i s  h igh  p i t c h  of a m y s t i c a l  expe- 

r i e n c e .  The !Songt appended t o  t h e  Teresa  poems b r i n g s  

t h e  h igh  p i t c h  of t h e  i n t e n s i t y  of t h e  m y s t i c ' s  expe- 

r i e n c e  t o  t h e  l e v e l  of  r e l i g i o u s  f e e l i n g  which cha rac te -  

r i s e s  t h e  conc lus ion  of "A Hymn t o  S a i n t e  Teresan .  

Second P a r t .  

Though s t i l l  I dy,  I l i v e  aga in ;  
S t i l l  l ong ing  s o  t o  be s t i l l  s la in ,  
So g a i n f u l l  i s  such l o s s e  of b r e a t h ,  
I dy even i n  d e s i r e  of death.  

S t i l l  l i v e  i n  me t h i s  l o v i n g  s t r i f e  
Of l i v i n g  DEATH and dying LIFE. 
For  whi le  thou sweet ly s l a y e s t  me, 
Dead t o  my s e l f e ,  I l i v e  i n  TheeOL7 

Apart  from t h e  e c s t a t i c  i n t e n s i t y  of  a m y s t i c a l  

exper ience  as exemplif ied by t h e  Teres ian  poems, Crashaw 

understood and expressed a mys t i ca l  experience i n  terms 

of a n  o r d e r l y  p rogress  of t h e  sou l  through t h e  t h r e e  

s t a g e s  of Purga t ion ,  I l l u m i n a t i o n  and Union. These 

a r e  t h e  t h r e e  s t a g e s  t h a t  emerge ou t  of S t .  T e r e s a ' s  

d e s c r i p t i o n  of h e r  exper iences  i n  The I n t e r i o r  C a s t l e .  

I n  t h e i r  a n a l y s i s  of  a m y s t i c a l  exper ience ,  theo log ians  



of the  Church a r e  general ly  agreed t h a t  the th ree  s t ages  

of Purgation,  I l lumina t ion  and Union c o n s t i t u t e  a 

complete and successful  mystical  experience. 28 Crashawls 

Itode on a Prayer-bookn expresses such an order ly  mystical  

experience. The poem i l l u s t r a t e s  t h a t  Crashaw w a s  an 

accomplished mystic i n  t h a t  he not  only had a spec i a l  

kind of e c s t a t i c  myst ica l  experience which def ied  a l l  

r u l e s  and broke a l l  conventions, but a l s o  w a s  capable of 

the  order ly  and conventional experience of a C h r i s t i a n  

mystic. 

I n  the  "Ode on a Prayer-bookn l i n e s  1-59 descr ibe  

t he  f i r s t  s tage of a myst ica l  experience,  Purgation.  29 

The soul  i n  i t s  n a t u r a l  s t a t e  i s  pro tec ted  by the  armoury 

of l i g h t ,  the  prayer-book, by constant  v ig i l ance  aga ins t  

the  snares  of s i n  and d a r t s  of Hel l .  

It i s  an armory of l i g h t  
Le t  constant  use but keep i t  b r i g h t ,  

Youl l  f i n d  i t  y e i l d s  
To holy hands and humble h e a r t s  

More swords and s h e i l d s  
Then s i n  hath snares ,  o r  Hel l  hath  d a r t s .  

Only be sure  
The hands be pure 

That hold these  weapons; and the  eyes 
Those of t u r t l e s ,  chas t  and t r u e ;  

Wakeful1 and wise; 
Here i s  a f r e ind  s h a l l  f i g h t  f o r  you, 



Hold but t h i s  book be fo re  your h e a r t  
L e t  prayer  a lone  t o  p lay  h i s  p a r t .  

But o  t h e  h e a r t  
That s tudyes  t h i s  h igh  ART 
Must be a s u r e  house-keeper; 
And y e t  no ~ l e e ~ e r . 3 0  

The need f o r  prayer  and wakefulness a r e  expressed  by 

S t .  Teresa  as the  f i r s t  s t a g e  of  a mys t i ca l  exper ience:  

We ought t o  f e e l  g r e a t  alarm i f  we do n o t  f i n d  
o u r s e l v e s  advancing, f o r  wi thout  doubt t h e  
e v i l  one must be p lanning  t o  i n j u r e  u s  i n  some 
way; it i s  impossible  f o r  a s o u l  t h a t  has  
come t o  t h i s  s t a t e  n o t  t o  go s t i l l  f a r t h e r ,  
f o r  l o v e  i s  never i d l e .  Therefore  i t  i s  a 
very bad s i g n  when one comes t o  a s tand-  
s t i l l  i n  v i r t u e .  She who a s p i r e s  t o  become 
t h e  b r i d e  of God Himself,  and h a s  t r e a t e d  
w i t h  H i s  Majesty and come t o  such terms wi th  
Him, must n o t  l e a v e  o f f  and go t o  s l e e p . ? ?  

A s  t h e  v i r t u e  of t h e  s o u l  i n c r e a s e s ,  i t  i s  f o r t i f i e d  

a g a i n s t  s i n s .  The p rocess ,  however, i s  extremely 

p a i n f u l  as t h e r e  is no c e r t a i n t y  t h a t  t h e  s o u l  i s  

p rogress ing  towards t h e  n e x t  s t a g e s  of t h e  mys t i ca l  

exper ience .  F a i t h  i n  God's Grace must be t h e  h e a l e r  

o f  t h e  a f f l i c t i o n .  

Dear s o u l ,  be s t r o n g .  
MXRCY w i l l  come e t r e  long  

And bring h i s  bosom f r a u g h t  wi th  b l e s s i n g s ,  
Plowers of never  f ad ing  g r a c e s  
To make immortal1 d r e s s i n g s  
For  worthy s o u l e s ,  whose wise embraces 
S t o r e  up themselves f o r  H I M ,  who i s  a l o n e  
The SPOUSE o f  Vi rg ins  and t h e  V i r g i n ' s  son. 32 



S t .  Teresa expresses  t h e  need f o r  w a i t i n g  f o r  t h e  

Mercy of God: 

. . f o r  t h i s  d i s t r e s s  and oppress ion  a r e  
s p i r i t u a l  t r o u b l e s  and cannot  be g iven  a 
name. The b e s t  medicine - I do n o t  say f o r  
removing t h e  t r o u b l e ,  f o r  I know of none 
f o r  t h a t ,  but f o r  enab l ing  t h e  s o u l  t o  
endure i t  - i s  t o  occupy o n e s e l f  wi th  e x t e r -  
n a l  a f f a i r s  and works of c h a r i t y  and t o  
hope i n  God's mercy, which never  f a i l s  those  
who hope i n  ~ i m . 3 3  

L i n e s  47-59 express  t h e  s o u l l s  r e l a t i o n  t o  God as t h a t  

of t h e  b r i d e ' s  t o  t h e  Bridegroom. This  i s  f r e q u e n t l y  

how S t .  Teresa expresses  t h e  s o u l l s  r e c e i v i n g  of God's 

Grace : 

Have you n o t  heard concerning t h e  Bride . . 
t h a t  God pu t  h e r  i n  t h e  c e l l a r  o f  wine 
and ordained c h a r i t y  i n  he r?  . . For t h i s  
communication has  been no more t h a n  . . 
one s i n g l e  s h o r t  meet ing,  and t h e  d e v i l  w i l l  
t a k e  g r e a t  p a i n s  about  combating i t  and 
w i l l  t r y  t o  h inder  t h e  b e t r o t h a l .  Afterwards,  
when he s e e s  t h a t  t h e  sou l  i s  completely 
sur rendered  t o  t h e  Spouse, he d a r e  n o t  do  t h i s ,  
f o r  he i s  a f r a i d  of such a s o u l  as t h a t ,  and 
he  knows by experience that i f  he a t t empts  
anyth ing  o f  t h e  kind he w i l l  come ou t  very 
much t h e  l o s e r  and t h e  s o u l  w i l l  ach ieve  a 
corresponding gain.34 

L i n e s  60-76 d e s c r i b e  t h e  t r a n s i t i o n  from Purgat ion  

I l lumina t ion :  



Doubtlesse some o t h e r  h e a r t  
W i l l  g e t t  t h e  s tar t  

Mean whi le ,  and s t e p p i n g  i n  before 
d i l l  t ake  possess ion  of t h a t  sac red  s t o r e  
Of hidden sweets and holy joyes ,  
WORDS which a r e  no t  heard wi th  XARES 
(Those tumultuous shops of n o i s e )  
E f f e c t u a l 1  wispers ,  whose s t i l l  vo ice  
The s o u l  i t  s e l f e  more f e e l e s  then  hea res ;  

Amorous languishments;  luminous t r a n c e s ;  
SIGHTS which a r e  n o t  seen wi th  eyes ;  
S p i r i t u a l 1  and soul -pe i rc ing  g lances  
Whose pure and s u t i l  l i g h t n i n g  f l y e s  
Home t o  t h e  h e a r t ,  and s e t t s  t h e  house on f i r e  
And mel ts  i t  down i n  sweet d e s i r e  

Yet does n o t  s t a y  
To ask  t h e  windows l e a v e  t o  passe  t h a t  way; 3 5  

Already the  normal f u n c t i o n s  of t h e  senses  a r e  t ranscended 

and words a r e  n o t  heard  w i t h  e a r s ,  s i g h t s  a r e  n o t  s e e n  

w i t h  eyes ,  but w i t h  t h e  sou l .  I l l u m i n a t i o n  i s  sugges ted  

by t h e  flashing l i g h t n i n g  and t h e  f i r e  ( i t s  glow as w e l l  

as mel t ing  h e a t ) .  A s  n o t i c e d  e a r l i e r ,  t h e  ' d e a t h s 1  

r e f e r r e d  t o  h e r e  a r e  m y s t i c a l  d e a t h s  which i s  a form of 

i n t e n s e  experience of joyous l i v i n g .  I n  a d d i t i o n  i t  

expresses  through c o n t r a r i e t i e s  t h e  i n t e n s e  n a t u r e  of 

t h e  experience of l i f e .  The symbols of  l i f e  and dea th  

a c q u i r e  a r e v e r s e d  s i g n i f i c a n c e  . According t o  A l l i s o n ,  

When t h e  s o u l  begins t o  r e c e i v e  the  d i v i n e  
i n f u s i o n  i t  becomes aware t h a t  t h e  consummation 
o f  i t s  joy can be achieved only through dea th .  
Death becomes t h e  apo theos i s  of l i f e .  L i f e  i s  
a n  agony of f r u s t r a t i o n .  But - l i f e  and d e a t h  



a r e  not  t o  be understood l i t e r a l l y .  S t .  Te resa ,  
i n  a passage t h a t  Crashaw must c e r t a i n l y  have 
known, descr ib ing  t h e  Prayer  of Union, i s  
e x p l i c i t  a s  t o  t h e i r  symbolic s i g n i f i c a n c e  : 

(The sou l )  has d ied  e n t i r e l y  t o  t h i s  world 
t o ' l i v e  more t r u l y  t h a n  ever  i n  God. Th i s  
i s  a d e l i c i o u s  dea th ,  f o r  t h e  s o u l  i s  
deprived of the  f a c u l t i e s  i t  e x e r c i s e d  
while i n  t h e  body. . . . 

( I n t e r i o r  C a s t l e , v , i , 3 . )  36 

Lines  77-124 express  t h e  las t  s t a g e  of Union. The 

passage which begins w i t h  t h e  d e s c r i p t i o n  of t h e  e c s t a t i c  

agony of t h e  mys t i ca l  dea th  i s  s u s t a i n e d  throughout i n  

i t s  i n t e n s i t y :  

De l i c ious  DEATHS ; s o f t  e x a l a t i o n s  
Of s o u l ;  dea r  and d i v i n e  a n n i h i l a t i o n s ;  

A thousand unhown r i t e s  
Of joyes and r a r e f y l d  d e l i g h t s ;  

A hundred thousand goods, g l o r i e s ,  and g r a c e s ,  
And many a myst ick t h i n g  
which t h e  d i v i n e  embraces 

Of t h e  dea re  spouse of s p i r i t s  wi th  them w i l l  b r i n g  
For which i t  i s  no shame 

That d u l l  m o r t a l i t y  must no t  know a name. 
Of a l l  t h i s  s t o r e  

O f  b l e s s i n g s  and t e n  thousand more 
( i f  when he come 
He f i n d  t h e  Hear t  from home) 
Doubtlesse he w i l l  unload 
Himself some o t h e r  where, 
And poure abroad 
H i s  p r e t i o u s  sweets  

On t h e  f a i r  s o u l  whom f i r s t  he meets. 

0 fa i r ,  o  f o r t u n a t e !  0 r i c h e ,  o  dear !  
0  happy and t h r i c e  happy she 



S e l e c t e d  dove 
Who e r e  she  be ,  
Whose e a r l y  l o v e  
With winged vowes 

Makes h a s t  t o  meet h e r  morning spouse 
And c l o s e  wi th  h i s  immortal1 k i s s e s .  
Happy indeed,  who never  misses  
To improve t h a t  p r e t i o u s  hour ,  

And every day 
S e i z e  h e r  sweet prey 

A l l  f r e s h  and f r a g r a n t  as he r i s e s  
Dropping wi th  a baulmy Showr 
A d e l i c i o u s  dew of s p i c e s ;  

0 l e t  t h e  b l i s s f u l l  h e a r t  hold  f a s t  
Her heavnly arm-ful l ,  she  s h a l l  tast 
A t  once t e n  thousand p a r a d i s e s ;  

She s h a l l  have power 
To r i f l e  and d e f l o u r  

The r i c h  and r o s e a l l  s p r i n g  of those  r a r e  sweets  
Which wi th  a s w e l l i n g  bosome t h e r e  she meets 

Boundles and i n f i n i t e  
Bottomles t r e a s u r e s  

O f  pure i n e b r i a t i n g  p l e a s u r e s .  
Happy proof!  she s h a l  d i scover  

Hhat joy,  what b l i s s e ,  
How many Heavtns a t  once i t  i s  
To have h e r  GOD become h e r   LOVER.^^ 

These l i n e s  c o n s t i t u t e  one of t h e  few passages i n  

Crashaw s poet ry  where he g i v e s  unbr id led  express ion  

t o  a s i n g l e ,  u n i f i e d  exper ience  o f  joy. It abounds 

i n  joyous exclamations of t h e  s t a t e  of happiness  i n  

which t h e  m y s t i c a l  p rogress  h a s  a t t a i n e d  i t s  peak. 

lo  happyt ! t h r i c e  h a p p y t ,  i n  l i n e  97 ,  repeated  i n  l i n e  

104, tbaulmyt and t d e l i c i o u s t  i n  l i n e s  109-110, b l i s s -  

f u l l t  i n  l i n e  111, ' s p r i n g  of r a r e  swee t s t  i n  l i n e  116, 



'Boundles and i n f i n i t e  t r e a s u r e s  of pure i n e b r i a t i n g  

p leasures f  i n  l i n e s  118-120 and joyt  and ' b l i s s e t  of  

l i n e  122 convey a t  once t h e  i n t e n s i t y  of t h e  joy of 

myst ica l  Union as we l l  as t h e  sense  of t ranscendence 

of  t h a t  Union which r e f u s e s  t o  be cap tu red  i n  words. 

In St .  Teresa  too  t h e  consc iousness  of t h e  l i m i t a t i o n s  

o f  her  metaphor when d e s c r i b i n g  t h e  m y s t i c a l  Union can  

be not iced:  

You w i l l  a s k  how, i f  t h i s  Presence cannot  be 
seen ,  t h e  s o u l  knows t h a t  i t  i s  t h a t  of C h r i s t ,  
o r  when i t  i s  a s a i n t ,  o r  H i s  most g l o r i o u s  
Mother. This  i s  a q u e s t i o n  which t h e  sou l  
cannot  answer, nor  can i t  understand how i t  
knows what i t  does;  i t  i s  p e r f e c t l y  c e r t a i n ,  
however, t h a t  i t  i s  r i g h t .  When it i s  t h e  
Lord, and He speaks ,  i t  i s  n a t u r a l  t h a t  He 
should be e a s i l y  recognized;  but  even when i t  
i s  a s a i n t ,  and no words a r e  spoken, t h e  s o u l  
i s  a b l e  t o  f e e l  t h a t  t h e  Lord i s  sending him 
t o  be a h e l p  and a companion t o  i t ;  and t h i s  
i s  more remarkable. There a r e  a l s o  o t h e r  
s p i r i t u a l  exper iences  which cannot  be d e s c r i b e d ,  
but  they a l l  h e l p  t o  show us  how impotent 
our  n a t u r e  i s ,  when i t  comes t o  unders tanding  
t h e  g r e a t  wonders of God, f o r  we a r e  n o t  
capable  of  understanding t h e s e  bu t  can only 
marvel and p r a i s e  H i s  Majesty f o r  g i v i n g  them 
t o  us.38 

It i s  reasonable  t o  conclude on t h e  evidence d f  
t h e  popu la r i ty  of t h e  Spanish myst ics  i n  t h e  1620s t h a t  

Crashaw as a n  a v i d  r e a d e r  was e s p e c i a l l y  drawn t o  t h e  

w r i t i n g s  of S t .  Te resa ,  S t .  John of  t h e  Cross  and 



S t .  I g n a t i u s  of Loyola.  He a l s o  knew S t .  F r a n c i s  de 

S a l e s ,  was widely read  i n  t h e  r e l i g i o u s  and t h e o l o g i c a l  

l i t e r a t u r e  of t h e  day, and on account of a s e n s i t i v e  

and emotional n a t u r e  was a t t r a c t e d  t o  t h e  p a s s i o n a t e  

s i d e  of r e l i g i o n .  He consc ious ly  p r a c t i s e d  a r o u t i n e  

of  r e l i g i o u s  l i f e  and p r a y e r ,  as t h e  accounts  of h i s  

a s s o c i a t i o n  wi th  L i t t l e  Gidding r e v e a l  him as o f f e r i n g  

up more prayers  i n  t h e  n i g h t  t h a n  many do dur ing  t h e  

day. The i n t e n s i t y  of  h i s  r e l i g i o u s  devot ion  n a t u r a l l y  

r e s u l t e d  i n  h i s  a t t a i n i n g  t o  m y s t i c a l  h e i g h t s ;  f o r  

mysticism i s  one form of i n t e n s i f i e d  r e l i g i o u s  exper ience .  

There i s  no need t o  a rgue ,  as does Percy Osmond, t h a t  

Crashawt s mysticism i s  only a d e r i v a t i v e  of  S t .  T e r e s a t  s. 

While he drew i n s p i r a t i o n  amply from t h e  Spanish m y s t i c s ,  

and S t .  Teresa i n  p a r t i c u l a r ,  h i s  poet ry  r e v e a l s  a 

very h ighly  i n d i v i d u a l  my s t  i c a l  exper ience  indeed. 

The s p e c i a l  q u a l i t y  of h i s  mysticism i s  t h a t  i n  

h i s  poet ry  t h e  formal ised  m y s t i c a l  experience of t h e  

S a i n t s  c o e x i s t s  wi th  t h e  h igh ly  e c s t a t i c  i n d i v i d u a l  

m y s t i c a l  experience of h i s  own. In a r e l a t i v e l y  s m a l l  

body of v e r s e ,  t h e r e  a r e  at l e a s t  s i x  poems39 which 

c o n t a i n  exper iences  which may u n h e s i t a n t l y  be c a l l e d  



mystical .  More than even t h i s ,  f requent ly  we encounter 

i n  h i s  poetry r a r e  he igh ts  of experience seldom a t t a i n e d  

by any except a myst ica l  and v i s ionary  nature .  Without 

seeming sac r i l eg ious ,  some of Crashawts s ecu la r  poetry 

may be shown t o  a t t a i n  t o  these  g rea t  peaks of experience. 

A passage from klMusicks Duelltt w i l l  i l l u s t r a t e  my point :  

Shee gives him backe; her  supple Bres t  t h r i l l s  out 
Sharpe Aires ,  and s t agge r s  i n  a warbling doubt 
O f  da l ly ing sweetnesse, hovers ore her  s k i l l ,  
And fo lds  i n  wavtd no tes  with a  trembling b i l l ,  
The plyant  S e r i e s  of her  s l ippery  song. 
Then s t a r t s  shee suddenly i n t o  a Throng 
Of shor t  th icke  sobs ,  whose thundring vo l leyes  f l o a t ,  
And roule  themselves over h e r  l ub r i cke  t h r o a t  
I n  panting murmurs, s t i l l t d  out  of her  Breast  
That ever tbubl ing spr ing ;  the  sugred Nest 
Of he r  de l i c ious  sou le ,  t h a t  the re  does l y e  
Bathing i n  streames of l i q u i d  Melodie; 
Musicks bes t  seed-plot ,  whence i n  r ipend Ai res  
A Golden-headed Harvest f a i r e l y  r e a r e s  
H i s  Honey-dropping tops ,  plowtd by her  breath  
Which the re  r ec ip roca l ly  laboure t h  
I n  t h a t  sweet soy le  .40 

If t h i s  i s  not " e c s t a t i c n ,  I don ' t  know what is! 
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Gladys I. Wade, Thomas Traherne (Pr ince ton :  
Univers i ty  P r e s s ,  1 9 4 4 , T e p r i n t e d .  New York: Octagon 
Books, 1969),  p.235, 

K.W. S a l t e r ,  Thomas Traherne Mystic and Poe t  
(New York: Barnes a n d ~ o b l e ,  I n c . ,  1964) ,  p.41. The 
e n t i r e  chap te r  on "The L i m i t a t i o n s  of T r a h e r n e t s  
Myst ical  ExperienceQeals wi th  mysticism as experience.  
S a l t e r  r ega rds  mysticism as a r e f i n e d  word f o r  enjoy- 
ment, and c i t e s  K e a t s t s  poet ry  as a n  example o f  mysticism 
as experience.  

Helen C. White, The Metaphysical  - P o e t s  A Study 
i n  Re l ig ious  Experience (New York: Macmillan C ompany , - 
l g ~ r ~ e p r i n t e d .  Octagon Books, 1962) , pp. 13-14. 
The e n t i r e  chap te r  i s  a s o p h i s t i c a t e d  express ion  of 
t h e  very e l u s i v e  experience of a myst ic .  Fo r  another  
mode of express ion ,  s e e  V i c t o r i a  Sackvi l le-West ,  
The Eagle  and t h e  Dove -  ondo don: Michael Joseph L imi ted ,  
l 9 4 3 ) ,  pp.41-42. nThe answer, then ,  t o  t h e  q u e s t i o n  
what i s  mysticism? What makes t h e  myst ic? Would seem t o  
be e i t h e r  t h a t  i t  i s  a m a t t e r  of temperament, as i n -  
e x p l i c a b l e  as t h e  temperament of t h e  c r e a t i v e  a r t i s t ;  
o r ,  as b e l i e v e r s  w i l l  p r e f e r  t o  p u t  i t ,  a d i r e c t  
i n t e r v e n t i o n  of God i n s p i r i n g  t h e  s p i r i t  w i th  t h e  
r e v e l a t i o n  of t r u t h .  Such i n t e r v e n t i o n ,  such reve la -  
t i o n ,  may have noth ing  t o  do wi th  t h e  consc ious  d e s i r e  
o f  t h e  chosen ins t rument .  Vesse ls  of g race  a r e ,  
a p p a r e n t l y ,  a r b i t r a r i l y  chosen; i n  some c a s e s ,  indeed,  
s u r p r i s e d  and r e l u c t a n t .  Beyond t h i s  we cannot  go. 
But i t  may be worth n o t i n g ,  s i n c e  we have a l r e a d y  
mentioned t h e  word h y s t e r i a  i n  connexion wi th  S t .  Te resa ,  
t h a t  t h i s  word i s  popular ly  employed i n  a l o o s e  and 
mis lead ing  sense ,  t o  sugges t  t h e  r a n t i n g  e x c i t a b i l i t y  
o f  uncon t ro l l ed  emotion. I n  a t r u e r  sense  i t  should 
be employed t o  denote a most v a r i a b l e  form of  n e u r o s i s ,  
capab le  of producing e i t h e r  a complete d i s i n t e g r a t i o n  
o f  p e r s o n a l i t y ,  o r  a schizophrenic  c o n d i t i o n  of perso- 
n a l i t y ,  o r  a psychologica l  d i s p o s i t i o n  i n c l i n i n g  t h e  
s u b j e c t  towards invo lun ta ry  auto-suggest ion which 
may t a k e  a base and dep lo rab le  form o r  a form most 
s p i r i t u a l  and l o f t y .  I n  p a r e n t h e s i s ,  and s t i l l  wi th  
a r e v e r e n t  acknowledgment of t h e  theory  t h a t  m y s t i c a l  
exper ience  o r i g i n a t e s  wi th  t h e  i n t e r v e n t i o n  of  God, 



i t  i s  tempting t o  s p e c u l a t e  on t h e  i n h e r e n t  p r o b a b i l i t y  
of t h i s  b e l i e f  as opposed t o  t h e  equa l ly  p o s s i b l e  sub- 
j e c t i v i t y  of s u p e r n a t u r a l  m a n i f e s t a t i o n s .  I n  o t h e r  
words, i s  i t  o r  i s  i t  n o t  conceivable  t h a t  i n  t h e  
h y p o t h e t i c a l  case  of a person who had never  heard of 
God, C h r i s t ,  t h e  Communion of  S a i n t s ,  t h e  Dev i l ,  o r  
any of t h e  accepted appurtenances of r e l i g i o n ,  t h e  
phenomenon of d i v i n e  v i s i o n s  o r  l o c u t i o n s  should occur? 
It i s  a pregnant though perhaps subvers ive  ques t ion .  
Is i t  poss ib le  t o  imagine a stigmatist t o  whom t h e  
s t o r y  of the  C r u c i f i x i o n  should be t o t a l l y  unknown? 
Is i t  poss ib le  t o  imagine our  Lady appear ing  t o  
one who was unacquainted wi th  t h e  s t o r y  of C h r i s t ' s  
n a t i v i t y ?  If such c a s e s  e x i s t ,  proven beyond susp i -  
c i o n ,  they would seem t o  s e t t l e  t h e  m a t t e r  once and 
f o r  a l l ;  but i n  t h e i r  absence i t  would seem l o g i c a l  
t o  conclude that t h e  phenomena of m y s t i c a l  theology 
must t a k e  t h e i r  o r i g i n  from some image a l r e a d y  i n  
t h e  mind. 

This  conclus ion ,  of  course ,  does n o t  a f f e c t  e i t h e r  
t h e  s i n c e r i t y  of t h e  s u b j e c t  o r  t h e  v e r i t y  o f  some 
g r e a t  mystery,  v e i l e d  from most eyes ,  but  a c c e s s i b l e  
i n  moments of r e v e l a t i o n  t o  t h e  few. It a f f e c t s  only 
t h e  form i n  which such r e v e l a t i o n s  a r e  enwrapped. 
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Chapter Five 

CHASHAW S REVISIONS 

Ruth W a l l e r s t e i n  remarks t h a t  Crashaw9s  p o e t i c  

development was a h ighly  se l f -consc ious  and educated 

one,  involv ing  a minute study of t echn iques  and a care-  

ful d r i l l  i n  themen' Considering how s k i l l e d  and care-  

ful a techn ic ian  Crashaw was, l i t t l e  sys temat ic  study 

has been devoted t o  Crashawts h a b i t  of r e v i s i o n .  Kerby 

N e i l l t s  a r t i c l e  on t h e  n S t r u c t u r e  and Symbol i n  Crashaw1s 

'Hymn i n  the  N a t i v i t y t n  and G.W. Williams' b r i e f  and 

poin ted  no te  on t h e  "Textual Rev i s ion  i n  Crashaw1s 

'Vpon t h e  Bleeding C r v c i f i x '  a r e  n o t a b l e  except ions .  2 

I f  Williams example were followed and Crashawt s r e v i s i o n s  

i n  poems i n  two v e r s i o n s  were a n a l y t i c a l l y  i n t e r p r e t e d ,  

i t  would be apparent  t h a t  Crashawfs r e v i s i o n s  a r e  in- 

v a r i a b l y  i l l u m i n a t i n g .  H i s  r e v i s i o n s  p o i n t  t o  h i s  

gradual  and s teady development as a poet .  I n  p o e t i c  

technique of h i s  k ind ,  Crashaw seems t o  be a t  l e a s t  as 

g r e a t  a master  as Herber t .  Crashaw's r e v i s i o n s  show a 

cons ide rab le  p r o g r e s s  i n  h i s  thought  and s t y l e .  This 

i s  important i n  i t s e l f .  But i t  i s  even more important  

t h a t  Crashaw1s r e v i s i o n s  r e p r e s e n t  t h e  momentous 



upheavals of h i s  t imes as  they  a f f e c t e d  him. I a m  

n o t  suggest ing t h a t  Crashawts poems can be r e a d  as 

h i s t o r i c a l  documents of a c r i t i c a l  pe r iod  i n  t h e  h i s t o r y  

~f Europe; but what I do wish t o  sugges t  i s  t h a t  Crashawts 

s e n s i t i v e  n a t u r e  was a f f e c t e d  by t h e  p o l i t i c a l  and 

r e l i g i o u s  d i s tu rbances  i n  Peterhouse  and t h a t  he seems 

t o  have c a r r i e d  t h i s  u n r e s t  wherever he went. The r e s t l e s s -  

n e s s  i n  h i s  s o u l  seems equal  t o  t h e  u n r e s t  of t h e  fast- 

changing world o u t s i d e .  Brought up i n  t h e  watchful  

d i s c i p l i n e  of W i l l i a m  Crashaw who d e r i d e s  every r i t e  of  

t h e  Ca tho l i c  Church, Richard Crashawts  l o y a l t y  and devo- 

t i o n  t o  S a i n t  Teresa seem t o  have o r i g i n a t e d  i n  h i s  

f a t h e r t s  l i b r a r y .  Such paradoxes i n  l i f e  a r e  too  common 

t o  be overlooked and too  complex t o  exp la in .  It i s  

c e r t a i n  t h a t  Crashawts eventua l  convers ion  t o  C a t h o l i -  

cism was a g radua l ,  and perhaps p a i n f u l ,  process .  while 

t h e r e  i s  no d i r e c t  evidence of what passed through h i s  

s e n s i t i v e  and l o n e l y  s o u l ,  h i s  h a b i t  of r e v i s i n g  h i s  

poems may o c c a s i o n a l l y  provide  an answer t o  t h i s  d e l i c a t e  

ques t ion .  Indeed a sys temat ic  s tudy of Crashawt s 

r e v i s i o n s  provides  t h i s  answer more o f t e n  t h a n  i s  genera l -  

l y  suspected .  H i s  r e v i s i o n s  a r e  impor tant ,  I t h i n k ,  



n o t  only because they show a b e t t e r  o r  d i f f e r e n t  c r a f t s -  

man, but a l s o  because they r e v e a l  a d i f f e r e n t  kind of  

person, d i f f e r e n t  kind of mind i n  two impor tant  p o i n t s  

of time, The two v e r s i o n s  of h i s  poems must be r e a d  

as r e f l e c t i n g  n o t  only t h e  l e s s e r  and t h e  b e t t e r  c r a f t s -  

manship, but a l s o  as r e v e a l i n g  two s t a t e s  of mind. It 

must however be admit ted t h a t  n o t  a l l  of Crashaw's 

r e v i s i o n s  a r e  improvements, and t h a t  sometimes a l a t e r  

v e r s i o n  of a poem i s  o f  l e s s e r  q u a l i t y  t h a n  t h e  former.  

The nHyrnn i n  t h e  Holy N a t i v i t y u  i s  t h e  song o f  

joy sung by t h e  shepherds who r e t u r n  g l o r i f y i n g  and 

p r a i s i n g  God f o r  dl t h e  t h i n g s  they have heard and seen.  

The poem opens wi th  t h e  chorus  of  t h e  shepherds,  express ing  

t h e  wonder and joy of where they have been and what they 

have seen: 

First Version 

Come wee Shepheards who have seene 
Dayes King deposed by Nights  Queene. 

Come l i f t  we up our l o f t y  song, 
To wake t h e  Sun t h a t  s l e e p s  too  long.  

Bee i n  t h i s  our  genera l1  joy, 
S l e p t ,  and dreampt of no such t h i n g  

While we found out  t h e  f a i r - e y l d  Boy, 
And k i s t  t h e  Crad le  of our  King; 

T e l l  him hee r i s e s  now too  l a t e ,  
To shew us  ought worth looking  at .  



T e l l  him wee now can shew him more 
Then hee e 1 r e  shewd t o  m o r t a l l  s i g h t ,  

Then hee himselfe  e 1 r e  s a w  b e f o r e ,  
Which t o  be seene needs n o t  h i s  l i g h t :  

T e l l  him T i t y r u s  where t h ' h a s t  been, 
T e l l  him Thyrs i s  what t h l h a s t  seen. - 

Second Version 

Come we shepheards whose b l e s t  S i g h t  
Bath mett l o v e ' s  Noon i n  Nature1 s n i g h t ;  

Come l i f t  we up our  l o f t y e r  Song 
And wake t h e  SUN t h a t  l y e s  t o o  long .  

To a l l  our world o f  w e l l - s t o l n  joy 
He s l e p t ;  and d reaml t  of  no such th ing .  

While we found out  Heavnls f a i r e r  ey 
And K i s l t  t h e  Crad le  of our KING. 

T e l l  him He r i s e s  now, too  l a t e  
To show us  ought worth look ing  at .  

T e l l  him we now can  show H i m  more 
Then He e 1  r e  showld t o  m o r t a l l  S i g h t ;  

Then he Himselfe e 1 r e  saw before ;  
Which t o  be seen  needes n o t  H i s  l i g h t .  

T e l l  him, T i t y r u s ,  where t h f h a s t  been 
T e l l  him, Thyrs i s ,  what t h ' h a s t  seen.3 

Line  1 of the  first v e r s i o n  wi th  i t s  r a t h e r  f l a t  s t a t ement  

of  t h e  'Shepheards who have seene1 becomes t h e  ' b l e s t  

S i g h t 1  of t h e  second v e r s i o n .  The express ion  ' b l e s t  

S i g h t '  immediately l e a d s  t o  t h e  d i v i n e  q u a l i t y  of t h e  

occurrences  of the  n i g h t .  'Dayes King deposed by Nights  

Queene1 of t h e  f i r s t  v e r s i o n  wi th  i t s  c a r e f u l l y  juxtaposed 

o p p o s i t e s  day-night, king-queen i s  completely r e v i s e d  



t o  t h e  s l o v e t s  Noon i n  N a t u r e ' s  n i g h t '  of t h e  second 

ve r s ion .  While the first v e r s i o n  may n o t  be a d i v e r t i n g  

our  a t t e n t i o n  t o  t h e  v i r g i n   other,^^ t h e  second v e r s i o n  

w i t h  i t s  condensed express ion  of Divine l i g h t  and h e a t  

i s  c e r t a i n l y  b e t t e r  f i t t e d  t o  t h e  purposes of  t h e  poem, 

which i s  t o  c o n t r a s t  sha rp ly  t h e  n a t u r a l  and t h e  super- 

n a t u r a l .  The improvement i n  ' l o f t y t  t o  ' l o f t i e r t  

i n d i c a t e s  a f u r t h e r  r i s e  above t h e  ord inary  l e v e l .  

I n  t h e  second s t a n z a  t h e  ' g e n e r a l 1  joy1 of l i n e  5 

becomes 'wel l - s to ln  joyt  i n  t h e  second ve r s ion .  The 

improved a d j e c t i v e  sugges t s  t h e  very s p e c i a l  q u a l i t y  of 

t h e  joy of the  shepherds.  'Wel l -s to ln '  may a l s o  convey 

a sense  of the  mystery a t t a c h e d  t o  t h e  event  of  C h r i s t ' s  

b i r t h .  The second v e r s i o n  improves t h e  e n t i r e  l i n e  5. 

The i d e a  of t h e  Sun s l e e p i n g  while  t h e  shepherds have 

been t o  see  'Heavnts f a i r e r  e y t  p rogresses  l o g i c a l l y  as 

a g a i n s t  ' t h e  f a i r - e y t d  Boy' of t h e  first ve r s ion .  The 

p rogress ion  of thought i n  t h e  second s t a n z a  of t h e  

second v e r s i o n  i s  c l o s e l y  worked ou t  with a u n i t y  which 
. , 

seems t o  be l a c k i n g  i n  t h e  f i r s t  v e r s i o n .  The e f f e c t  of 

u n i t y  i s  achieved n o t  by any v i o l e n t  t r anspos ing  of i d e a s ,  

r a t h e r  by a c a r e f u l  rearrangement.  The i d e a  of  C h r i s t  



C h i l d  being 'Heavnts f a i r e r  ey '  l e a d s  t o  t h e  many 

v a r i a t i o n s  of l i g h t  and s i g h t  i n  t h e  next  s t anza .  'To 

show',  ' s i g h t ' ,  'saw', ' s e e n ' ,  and ' s e e n t  a g a i n ,  i n  

l i n e  16 ,  together  wi th  ' l i g h t '  i n  l i n e  14 correspond t o  

t h e  eye of l i n e  7. I n  t h e  second v e r s i o n  t h e  chorus 

r e p e a t s  the  last two l i n e s  of each s t anza .  Th i s  may n o t  

s i g n i f i c a n t l y  c o n t r i b u t e  t o  t h e  meaning of t h e  poem; 

bu t  i t  c e r t a i n l y  c o n t r i b u t e s  towards a b e t t e r  a r t i s t i c  

s t r u c t u r e .  The chor ic  r e p e t i t i o n  focusses  a t t e n t i o n  on 

t h e  l i g h t  of the  C h r i s t  C h i l d ' s  eyes.  The c o n t r a s t  

between t h e  n a t u r a l  Sun and t h e  s u p e r n a t u r a l  Sun i s  

r e i n f o r c e d  by t h i s  r e p e t i t i o n .  

The i n s e r t i o n  of two s t a n z a s ,  l i n e s  37-48, i s  a 

major r e v i s i o n  i n  t h e  second v e r s i o n .  The t r a n s i t i o n  i n  

t h e  first ve r s ion  from C h r i s t  C h i l d ' s  eyes and l i g h t  t o  

h i s  m a t e r i a l  comforts i s  r a t h e r  abrupt .  I n  a s e c t i o n  

o therwise  c l o s e l y  developed t h e  'balmy n e s t '  i n  which 

t h e  shepherds f i n d  t h e  baby i s  abrup t ly  t aken  t o  t h e  

' i n f a n t s  bed' i n  l i n e  36. By in t roduc ing  two new 

s t a n z a s ,  Crashaw e l a b o r a t e s  on t h e  i d e a  of t h e  bed, 

f i n a l l y  express ing  t h e  paradox of  t h e  c h i l d  f i n d i n g  

h i s  own bed before he i s  born,  i n  t h e  V i r g i n ' s  b r e a s t .  5 



Apart from t h i s ,  t he  two s t a n z a s  add g r e a t l y  t o  t h e  

beauty of the  poem. They add g r e a t l y  t o  t h e  range of 

t h e  poem, extending i t s  complexity and enhancing our 

response t o  i t s  Baroque splendour : 

Poor WORLD ( s a i d  I.) what w i l t  thou  doe 
To e n t e r t a i n  t h i s  s t a r r y  STRANGER? 

Is t h i s  the  b e s t  thou c a n s t  bestow? 
A co ld ,  and n o t  too  c l e a n l y ,  manger? 

Contend, ye powres of h e a v l n  and e a r t h .  
To f i t t  a bed f o r  t h i s  huge b i r t h e .  

Proud world, s a i d  I;  cease  your c o n t e s t  
And l e t  t h e  MIGHTY BABE alone .  

The Phaenix b u i l d s  t h e  Phaenix '  n e s t  
LOVE'S a r c h i t e c t u r e  i s  h i s  own. 

The BABE whose b i r t h  embraves t h i s  morn, 
Made h i s  own bed e 1 r e  he was born.6 

C h r i s t  i s  r e f e r r e d  t o  as t h e  ' s t a r r y  s t r a n g e r 1  

e s t a b l i s h i n g  t h e  s u p e r n a t u r a l  q u a l i t y  of t h i s  b i r t h  

and a l s o  a s s o c i a t i n g  him ( t h e  S t a r  of  Heaven) wi th  t h e  

stars of heaven. The r e f e r e n c e  t o  t h e  c h i l d ' s  bed i n  

l i n e  40 i s  an a d d i t i o n  i n  the  second ve r s ion .  Crashaw 

s t a t e s  t h e  i d e a  of t h e  bed h e r e ,  e l a b o r a t i n g  on i t s  

v a r i o u s  components l a t e r .  The ' w h i t e s t  s h e e t s  of snow1 

of l i n e  53 and 'Twixt mother ' s  b r e s t s  i s  gone t o  bed' 

of l i n e  68 depend on t h i s  a d d i t i o n  f o r  t h e i r  c l a r i t y .  

The a d j e c t i v e  'huget i n  l i n e  42 d e s c r i b i n g  C h r i s t ' s  



b i r t h  as a g r e a t  event i s  t y p i c a l l y  Crashavian.  In 

a d d i t i o n  t o  i t s  a s s o c i a t i o n s  wi th  g lo ry  and g r e a t n e s s ,  

i t  seems t o  poin t  t o  t h e  very p rocess  of t h e  b i r t h  

i t s e l f ,  expressing pa radox ica l ly  that  t h i s  'huge' b i r t h  

i s  a joyous event. 7 

The v a r i a t i o n  i n  l i n e  46 i n  t h e  1648 and 1652 t e x t s ,  

as no t i ced  by Kerby N e i l l ,  i s  a l s o  s i g n i f i c a n t :  

In t h e  1648 t e x t  t h e  f o u r t h  l i n e  read  nLove 's  
a r c h i t e c t u r e  i s  a l l  o n e m n  sugges t ing  t h e  wor th iness  
of  all p a r t s  of t h e  c r e a t i o n  t o  r e c e i v e  t h e  C r e a t o r ;  
but  the  change i n  t h e  1652 t e x t  p o i n t s  t h e  whole 
s t a n z a  t o  the  c l imax,  t h e  V i r g i n  Mother who i s  
t h e  only c r e a t e d  t h i n g  worthy t o  r e c e i v e  H i m .  . . . 
C h r i s t  has  been born and i s  i n  H i s  mother ' s  
arms; ou t s ide  i t  i s  snowing; i n s i d e  t h e  a n g e l s  
a r e  o f f e r i n g  a r e s t i n g  p l a c e  more s u i t a b l e  t h a n  
t h e  crude manger beside them; t h e  C h r i s t  C h i l d ,  
however, a t  once snuggles  H i s  head n t w i x t  mother ' s  
b r e s t s e H  . . . The r e p e t i t i o n  of t h e  word bed - 
f u r t h e r  r e i n f o r c e s  t h i s  i n t e r p r e t a t i o n  of t h e  
a l t e r e d  l i n e ,  T i t y r u s  c a l l s  upon t h e  powers of 
heaven and e a r t h  t o  f i t t  a bed warmer and c l e a n e r  
t h a n  t h e  manger, Thyrs is  r e p l i e s  t h a t  t h e  Babe 
has  a l r e a d y  made a s u i t a b l e  bed f o r  Himself ,  t h e  
snow o f f e r s  t o  f u r n i s h  pure s h e e t s  f o r  t h e  bed, 
t h e  Seraphim o f f e r  t h e i r  w a r m  f l e e c e s  f o r  t h e  
bed, and i n  t h e  c l i m a c t i c  s t a n z a  t h e  C h r i s t  C h i l d  
Twix t ' s  mother 's  b r e s t s  i s  gone t o  bed, The change - ---- 
I n  t h e  1652 t e x t i s  c l e a r l y  one of cons ide rab le  
importance f o r  t h i s  p a r t  of t h e  poem.8 

I n  t h i s  p a r t  of t h e  poem, d e a l i n g  wi th  a s u i t a b l e  

p l a c e  f o r  C h r i s t  Ch i ld  t o  l i e  down, Crashawls r e v i s i o n s  



show a considerable improvement i n  h i s  choice of images. 

Imagery becomes sensuous i n  a t y p i c a l  l a t e r  manner, 

p r o f i t i n g  by Crashawls increas ing  contact  with the  Baroque 

a r t  and a  Catholic  d e l i g h t  i n  symbols and r i t u a l s .  

F i r s t  Version 

I saw t h ' o f f i c i o u s  Angels b r ing ,  
The dome t h a t  t h e i r  s o f t  b r e s t s  d id  strow, 

For well  they now can spare  t h e i r  wings, 
When Heaven i t  s e l f e  l y e s  here below. 

Fai re  Youth ( s a i d  I) be not  t o o  rough, 
Thy Dome though s o f t ' s  not  s o f t  enough. 

Second Version 

I saw the  obsequious SERAPHIMS 
Their rosy f l e e c e  of f i r e  bestow. 

For well  they now can spare  t h e i r  wings 
Since HEAVN i t s e l f  l y e s  here below. 

Well done, s a i d  I: but a r e  you sure  
Your down s o  w a r m ,  w i l l  passe f o r  pure? 9 

The ' o f f i c i o u s  ange ls1  of the  f i r s t  ve rs ion  become the  

'obsequious seraphims' i nd i ca t ing  the  importance of t h e  

'Kingt and 'Royal1 of the  next s tanza ,  and placing 

C h r i s t  a t  the  h ighest  l e v e l  by making the  seraphims, 

angels  of the  h ighest  o rder ,  serve  H i m .  'Their  rosy 

f l e e c e  of f i r e 1  expresses i n  a  condensed form the  sense 



of so f tnes s  of ' t h e  downe' of ' t h e i r  s o f t  b r e s t s l .  

The reference t o  ' f i r e 1  by i t s  a s soc i a t i ons  with p u r i t y ,  

c o n t r a s t s  the a l l eged  impurity of the  angels  i n  l i n e  

64." A s  a  technique t h i s  f i t s  i n  w i t h  the  c o n t r a s t s  

i n  the  s tanza  of Heaven i n  Ear th  and God i n  Man. The 

co l loqu ia l  ease of l i n e  63, nWell done, s a i d  I: but a r e  

you sureu  compared with "Faire  Youth ( s a i d  I) be not  too 

roughn of the f i rs t  vers ion ,  i s  reminiscent  of Donne, 

and expresses the  absolute  Pu r i t y  of the  Vi rg in  by 

c o n t r a s t  with the  pu r i t y  of the  seraphims. Ins tead  of  

t he  f l a t  negative statement of nbe not  too rough," and 

%ot s o f t  enough,la of the  first vers ion  the re  i s  a 

gen t leness  i n  the  l a t e r  manner appropr ia te  f o r  t he  

occasion. Thyrsis does not a l l e g e  t h a t  the  angels  a r e  

impure; on the  con t ra ry ,  the  quest ion,  a r e  they pure 

enough, i s  very subt ly  conveyed by the  c o l l o q u i a l  manner. 

The add i t ion  of a  s tanza ,  l i n e s  72-77, concludes 

the  p r a i s e  of the  Chr i s t  Chi ld ,  and funct ions  a s  a climax. 

The t r a n s i t i o n  from the  Child t o  the Mother i s  otherwise 

abrupt  i n  the  f i rs t  vers ion.  Besides,  i t  i s  one of the  

few in s t ances  where Crashaw1 s verse  achieves q u a l i t i e s  

of t h e  Spenserian picturesque and music. 



We saw thee  i n  thy baulmy n e s t ,  
Bright  dawn of  our a e t e r n a l l  Day! 

We saw t h i n e  eyes  break  from t h e i r  XAST 
And chase t h e  t rembl ing  shades  away. 

We s a w  thee :  and we b l e s t  t h e  s i g h t .  11 We saw t h e e ,  by t h i n e  own sweet light. 

Line 72 w i t h  i ts  'baulmy n e s t t  e s t a b l i s h e s  a c o n t i n u i t y  

i n  thought.  From t h i s  p o i n t ,  t he  V i r g i n  i s  p r a i s e d  as 

t h e  only c r e a t i o n  on e a r t h  f i t  t o  r e c e i v e  t h e  C h r i s t  

Chi ld .  Line  75 g l o r i f i e s  t h e  s u p e r n a t u r a l  Sun which 

d i s p e l s  darkness .  The l a s t  two l i n e s  express  musica l ly  

(by r e p e t i t i o n  of 'we saw t h e e f )  the  paradox of  s e e i n g  

by H i s  own sweet l i g h t .  

The poem concludes wi th  a Welcome sung by t h e  

shepherds t o  t h e  King of Heaven. There a r e  some minor 

r e v i s i o n s  i n  a d j e c t i v e s ,  and rearrangement i n  t h e  last 

s e c t i o n  of t h e  poem. A major r e v i s i o n  i s  t h a t  one s t a n z a ,  

l i n e s  65-70 of t h e  f i r s t  v e r s i o n ,  i s  completely dropped 

i n  t h e  second ve r s ion :  

Shee s i n g s  thy Teares  a s l e e p e ,  and d i p s  
Her K i s s e s  i n  thy weeping Eye, 

Shee spreads  t h e  r e d  l e a v e s  of thy L i p s ,  
That i n  t h e i r  Buds y e t  b lushing  l y e .  

Shee ' g a i n s t  those  Mother-Diamonds t r y e s  
The p o i n t s  of h e r  young S a g l e s  Eyes.12 



It i s  mere ingenu i ty  o r  p e r v e r s i t y  t o  a rgue ,  as does 

Kerby N e i l l ,  t h a t  "i t  was n o t  p a r t  of t h e  welcome, and 

as i t  d i d  no t  r e l a t e  c l o s e l y  t o  t h e  c e n t r a l  theme, i t  

was dropped i n  t h e  1652 e d i t i o n  wi th  a corresponding 

g a i n  i n  u n i t y .  " 1 3  The s t a n z a  fo l lows  c l o s e l y  on t h e  

previous s t a n z a s  p r a i s i n g  t h e  Virg in .  I t  i s  t h e  only 

s t a n z a  which i n t i m a t e l y  p o r t r a y s  t h e  V i r g i n ' s  l o v e  f o r  

C h r i s t ,  and abounds i n  sensuous imagery. It does n o t  

d e t r a c t  from t h e  c e n t r a l  theme of t h e  poem; but seems 

t o  me r a t h e r  t o  complete t h e  p r a i s e  of t h e  Vi rg in  before  

pass ing  on t o  t h e  welcome of t h e  concluding l i n e s .  

Crashawt s motiva t ion  i n  dropping t h i s  s t a n z a  may g ive  

r i s e  t o  i n t e r e s t i n g  specu la t ion .  It i s  perhaps an 

example of how Crashawts  r e v i s i o n s  a r e  n o t  always f o r  

t h e  bes t .  It w i l l  be con t ra ry  t o  t h e  very n a t u r e  o f  

experimentat ion and t e c h n i c a l  r e v i s i o n s  t o  say t h a t  t h e  

l a t e r  v e r s i o n  is  always,  u n f a i l i n g l y ,  a n  improvement 

on t h e  f i r s t .  

However, Crashawts  r e v i s i o n s  i n  t h e  second v e r s i o n  

of t h e  'Hymn i n  t h e  N a t i v i t y 1  show cons ide rab le  improve- 

ment i n  technique ,  p rogress  i n  thought and d e f t  handl ing  

of imagery. There i s  a g r e a t e r  c l a r i f i c a t i o n  of  



s t r u c t u r e .  Crashawts  r e v i s i o n s  a r e  perhaps a product  

of  h i s  own u n c e r t a i n t i e s  which were slowly r e s o l v e d  

wi th  t h e  passage of t ime. The improvements may be 

summed up i n  Kerby N e i l l f  s words: 

What g i v e s  t h e  poem i t s  new u n i t y  i s  t h e  u n i t y  of 
i t s  underlying t h e o l o g i c a l  concept ,  and t h e  
changes i n  imagery t h a t  in t roduced new f i g u r e s  
and placed t h e  o l d  ones i n  new c o n t e x t s  tended 
t o  br ing  a l l  t h e s e  f i g u r e s  i n t o  c l o s e r  s t r u c t u r a l  
harmony wi th  t h e  whole.14 

I n  s p i t e  of t h i s  very d e t a i l e d  a n a l y s i s  of t h e  

'Hymn i n  t h e  N a t i v i t y  , c e r t a i n  ques t ions  about  Crashaw1 s 

h a b i t  of r e v i s i o n  remain t o  be answered. Almost a l l  t h e  

answers have t o  be s p e c u l a t i v e .  What, f o r  i n s t a n c e ,  

prompted Crashaw t o  r e v i s e  some poems i n  g r e a t  d e t a i l ?  

I n  t h e  t h i n  body of h i s  E n g l i s h  p o e t r y ,  t h e  poems i n  two 

v e r s i o n s  number a mere n i n e ,  seven sac red  poems and two 

s e c u l a r  poems. It may be t h a t  wi th  t h e s e  p a r t i c u l a r  

poems he f e l t  t h e  need f o r  e i t h e r  a r t i s t i c  o r  thematic  

improvement. It may a l s o  be t h a t  t h e s e  poems occupied 

h i s  mind a g r e a t  d e a l .  I f  t h i s  i s  t r u e ,  t h e  two v e r s i o n s  

can be read  as r e v e a l i n g  two d i f f e r e n t  s t a t e s  of mind a t  

two d i f f e r e n t  p o i n t s  of t ime. This  i s  e s p e c i a l l y  important  

on account of Crashawts  convers ion  t o  Ca tho l i c i sm,  a 



process  which must have caused him a g r e a t  d e a l  of 

s p i r i t u a l  searching ,  wi th  i t s  i n e v i t a b l e  t e n s i o n .  How 

far  do Crashaw's r e v i s i o n s  r e f l e c t  t h i s  t ens ion?  l 5  Then 

t h e r e  i s  t h e  quest ion:  do t h e  r e v i s i o n s  always show 

improvement, o r  do they sometimes r e p l a c e  a good l i n e  

of poet ry  by no t  so good a l i n e ?  For i n s t a n c e ,  one o f  

Craahawts v e r s i o n s  i n  "Ode on a Prayer-book" i s  t h e  

s u b s t i t u t i o n  of t h e  f i r s t  v e r s i o n t s  'Deare S i l v e r  b reas ted  

dovet ( l i n e  92) t o  t h e  second v e r s i o n ' s  t r i t e  ' s e l e c t e d  

dovet  ( l i n e  98).  Within t h e  scheme of t h e  poem, t h e  

s t a n z a  seems t o  have s u f f e r e d  r a t h e r  than  p r o f i t e d  by 

t h i s  r e v i s i o n .  It w i l l  be apparent  t h a t  t h i s  i s  only 

one of t h e  many examples of  r e v i s i o n  invo lv ing  a 

ques t ion  of improvement. 

Of a l l  crashawl s poems i n  t w o  v e r s i o n s ,  t h e  *Ode 

on a Prayer-bookN i s  marked by a minimum of  r e v i s i o n s .  

I n  a poem of 125 l i n e s  ( l o n g e r  t h a n  t h e  ' N a t i v i t y  Hymnt) 

t h e  s i g n i f i c a n t  r e v i s i o n s  a r e  l i m i t e d  t o  t h e  f i r s t  t e n  

l i n e s .  

F i r s t  Version 

Loe he re  a l i t t l e  volume, but  l a r g e  booke , 
(Fea re  i t  n o t ,  sweet ,  
It i s  no h i p o c r i t )  

Much l a r g e r  i n  i t  s e l f e  t h e n  i n  i t s  looke.  



Second Version 

Lo he re  a l i t t l e  volume, b u t  g r e a t  Book! 
A n e s t  of new-born sweets ;  

Whose na t ive  f i r e s  d i s d a i n i n g  
To l y  thus  fo lded ,  and complaining 
Of t h e s e  ignoble s h e e t s ,  
A f f e c t  more comly bands 
( F a i r  one) from thy k ind  hands 
And conf ident ly  l o o k  
To f i n d  the  r e s t  

Of a r i c h  binding i n  your BREST. 16 

The r e v i s i o n s  i n  the  f i r s t  f o u r  l i n e s  and t h e  a d d i t i o n  

of  s i x  l i n e s  a r e  c e r t a i n l y  a n  improvement. The a d j e c t i v e  

' l a r g e v  i n  l i n e  1 s i g n i f y i n g  t s i z e l  becomes ' g r e a t 1  

s i g n i f y i n g  q u a l i t y t .  The r e v i s i o n  of l i n e s  2-4 improves 

t h e  poem wi th  regard  t o  imagery. The l i t t l e  prayer-book 

i s  'a  n e s t  of new-born s w e e t s t .  The l i n e s  t h a t  fo l low 

r e f e r  t o  t h e  a n t i c i p a t e d  c l o s e n e s s  of t h e  book t o  t h e  

young woman. They r e p r e s e n t  t h e  baroque excesses  of 

Crashawts l a t e r  manner. The ' n a t i v e  f i r e s t  complain of 

the  ' ignoble  s h e e t s t ,  t h e  bad wrapping of t h e  book which 

w i l l  even tua l ly  be changed t o  t h e  'comly bandst  when he ld  

by t h e  young gentlewoman. The sensuousness i n  t h e  

opening l i n e s ,  i t  may be argued,  i s  n o t  warranted by t h e  

occas ion  and that  t h e  e a r l i e r  v e r s i o n  w i t h  i t s  d i r e c t  

d e s c r i p t i o n  of t h e  g r e a t n e s s  of the  book i s  b e t t e r  s u i t e d  

f o r  a p r e f a t o r y  poem t o  t h e  Book of Common Prayer .  It ----- 
may i n  some measure be an  i n d i c a t i o n  of Crashawls s t a t e  

o f  mind, and the  r e v i s i o n  may be due t o  an a l t e r e d  h a b i t  



of th inking .  That Crashaw i n c r e a s i n g l y  came t o  r e g a r d  

r e l i g i o u s  experience i n  terms of  t h e  excess ive ly  sensuous 

i s  evidenced through t h i s  poem, even i n  minor r e v i s i o n s  

and replacements of words. 

The two ve r s ions  of Crashawts  Q e t t e r  t o  t h e  Countess  

of Denbighn f u r t h e r  i l l u s t r a t e  t h i s  p o i n t .  The second 

v e r s i o n  (1653?) was publ i shed  a f t e r  a y e a r  o r  s o ,  of t h e  

f i rs t  v e r s i o n  (1652) .I7 This  c l o s e n e s s  i n  t ime of  t h e  

two v e r s i o n s  i s  he lp fu l  i n  s e e i n g  t h a t  Crashawts r e v i s i o n s  

a r e  q u i t e  f r equen t ly  i n s p i r e d  by a d i f f e r e n t  frame o f  

mind. The " L e t t e r  t o  t h e  Countess of DenbighH a l s o  

i l l u s t r a t e s  Crashaw1s h a b i t  of rearrangement as an aspec t  

of h i s  r e v i s i o n s .  Such rearrangement i s  n e c e s s i t a t e d  

by t h e  a r t i s t i c  un i ty  of a poem; more s i g n i f i c a n t  i s  t h e  

p r o g r e s s i o n  i n  Crashaw s thought expressed  i n  t h e  

rearrangement.  18 

The f i r s t  v e r s i o n  of  t h e  poem i s  addressed t o  the 

"Noblest  and best  of  Ladyes, t h e  Countesse of Denbigh. 

Perswading h e r  t o  Reso lu t ion  i n  R e l i g i o n ,  and t o  r e n d e r  

h e r  s e l f e  without  f u r t h e r  delay i n t o  t h e  Communion of t h e  

C a t h o l i c k  Church,It while  t h e  second, "A L e t t e r  From 

MR. CRASHAW t o  the  Countess of DENBIGH, Agains t  I r r e s o l u -  

t i o n  and Delay i n  m a t t e r s  of h E Z I G I O N , n  shows t h e  urgency 



wi th  which the  conversion i s  advised .  Ear ly  i n  t h e  

poem i n  t h e  p lace  o f ,  

Say, l i n g e r i n g  f a i r !  why comes t h e  b i r t h  
Of your brave s o u l  s o  slowly f o r t h ?  
P lead  your pre tences  ( o  you s t r o n g  
In weaknes) why you choose so l o n g  
In l a b o r  of your s e l f e  t o  l y ,  
Nor d a r i n g  q u i t e  t o  l i v e  nor  dy? 
Ah l i n g e r  n o t ,  l o v t  d  soul!  a slow 
And l a t e  consent  was a l o n g  no,  
Who g r a n t s  a t  l a s t ,  l o n g  t ime t r y d  
And d i d  h i s  b e s t  t o  have deny td .  
What magick b o l t s ,  what myst ick Bar res  
Maintain t h e  w i l l  i n  t h e s e  s t r a n g e  warres!  
What f a t a l l ,  y e t  f a n t a s t i c k ,  bands 
Keep The f r e e  Hear t  from i t ' s  own hands! 
So when t h e  y e a r  t a k e s  c o l d ,  we see  
Poor waters  t h e i r  owne p r i s o n e r s  be, 
F e t t e r t d ,  and l o c k t  up f a s t  they l y  
In a sad s e l f e - c a p t i v i t y .  
T h e l a s t o n i s h t  nymphs t h e i r  f l o o d ' s  s t r a n g e  f a t e  d e p l o r e ,  
To s e e  themselves t h e i r  own s e v e r e r  shore .  

t h e  second v e r s i o n  reads :  

Ah! l i n g e r  n o t ,  l o v ' d  Soul: A slow 
And l a t e  Consent was a long  No. 
Who g r a n t s  a t  l a s t ,  a g r e a t  while  t r y  ' d e ,  
And d i d  h i s  b e s t  t o  have denylde.  

What Magick-Bol t s , what mys t i c k  Barrs 
Maintain t h e  W i l l  i n  these  s t r a n g e  Warrs? 
What F a t a l l ,  y e t  f a n t a s t i c k ,  Bands 
Keep t h e  f r e e  Hear t  from h i s  own Hands? 
Say, l i n g r i n g  F a i r ,  why comes t h e  B i r t h  
O f  your brave Soul so slowly f o r t h ?  
P lead  your P r e t e n c e s ,  ( 0  you s t r o n g  
I n  weaknesse) why you chuse s o  long  
I n  Labour of your s e l f  t o  l y ,  
Not d a r i n g  q u i t e  t o  Live nor  Die. 

So when t h e  Year t a k e s  co ld  we see  
Poor Waters t h e i r  own P r i s o n e r s  be: 
F e t t e r ' d  and l o c k t d  up fast  they l i e  
I n  a c o l d  s e l f - c a p t i v i t y .  
T h t a s t o n i s h t d  Nymphs t h e i r  F l o u d t s  s t r a n g e  Pate  dep lo re ,  
To f i n d  themselves t h e i r  own s e v e r e r  Shoar.19 



The p rogress  i n  thought i n  t h e  f i r s t  v e r s i o n  i s  h indered  

r a t h e r  than  helped by t h e  arrangement of l i n e s .  The 

i d e a  of t l i n g e r i n g v  i n  l i n e  7 and i r r e s o l u t i o n  i n  m a t t e r s  

o f  r e l i g i o n  i s  brought t o  i t s  conclus ion  i n . l i n e  12 

'Nor d a r i n g  q u i t e  t o  l i v e  nor  dy? ' .  Line 13 has  t o  t ake  

up t h e  i d e a  of ' l i n g e r i n g 1  a g a i n ,  p o s i t i v e l y  c a u t i o n i n g  

t h e  Countess a g a i n s t  i r r e s o l u t i o n .  I n s t e a d  of r e i n f o r c i n g  

t h e  argument a g a i n s t  ' l i n g e r i n g ' ,  t h e  r e p e t i t i o n  seems 

t o  d i l u t e  t h e  concen t ra t ion  of t h e  express ion ,  and t o  

weaken t h e  sense  of urgency. Crashaw seems t o  speak 

with a r e s e r v e  which may be due t o  a n  unwi l l ingness  t o  

l e a d  t h e  Countess f o r c e f u l l y  t o  where she would no t  go, 

o r  a r e s e r v e  born out of h i s  own u n c e r t a i n t i e s  of what 

may be bes t  f o r  h e r .  The arrangement of l i n e s  i n  t h e  

f i r s t  v e r s i o n  seems t o  be gent ly  p e r s u a s i v e ,  s i n c e  

Crashaw dwel l s  on the  i d e a  of i r r e s o l u t i o n ,  coming back 

a g a i n  and a g a i n ,  t o  c l a r i f y  i t .  

This  i s  n o t  so i n  t h e  second v e r s i o n  where the  

l i n e s  a r e  met iculous ly  rear ranged.  From l i n e  7 'Ah! 

l i n g e r  n o t ,  l o v l d  S o u l t ,  t o  l i n e  20 'Not d a r i n g  q u i t e  

t o  Live  nor  D i e ' ,  t h e  warning a g a i n s t  i r r e s o l u t i o n  and 

de lay  i n  m a t t e r s  of r e l i g i o n  sounds loud  and c l e a r .  



Crashaw w i l l  n o t  bear t o  have 'a slow and l a t e  c o n s e n t t .  

I f  t h e  Countess y i e l d s  t o  h i s  pe r suas ion  b e l a t e d l y ,  

t h e  moments of i r r e s o l u t i o n  would have taken t h e  t o l l  

o f  t h e  bes t  p a r t  of h e r  l i f e .  The C o u n t e s s t s  youth 

which should have been spen t  i n  t h e  s e r v i c e  of  t h e  Lord,  

would be wasted by h e r  de lay .  

Crashawts advice t o  t h e  Countess  i s  expressed  

d i r e c t l y  i n  t h e  second v e r s i o n  as a g a i n s t  t h e  mild 

sugges t iveness  and i n d i r e c t  p lea  of t h e  f i r s t  v e r s i o n .  
I A s  a g a i n s t  t h e  exclamatory l i n e  i n  t h e  f i r s t  ve r s ion :  

What magick b o l t s ,  what myst ick Bar res  
Maintain t h e  w i l l  i n  t h e s e  s t r a n g e  war res !  
What f a t a l l ,  y e t  f a n t a s t i c k ,  bands 
Keep The f r e e  Heart  from i t t s  own hands! 

t h e  second v e r s i o n  has  t h e  d i r e c t l y  i n t e r r o g a t i v e ,  

What Magick-Bol ts , what my s t i c k  Bar r s  
Maintain t h e  W i l l  i n  t h e s e  s t r ange  Warrs? 
What P a t a l l ,  y e t  f a n t a s t i c k ,  Bands 
Keep t h e  f r e e  Hear t  from h i s  own Hands? 

followed by t h e  query: 

Say, l i n g r i n g  Yair, why comes t h e  B i r t h  
Of your brave Soul so slowly fo r th?20  

which does n o t  have much of t h i s  e f f e c t i v e n e s s  i n  t h e  

f i r s t  ve r s ion .  



I n  t h e  second s e c t i o n  of t h e  poem, Crashaw conveys 

t h i s  sense  of  urgency by t o t a l l y  r e w r i t i n g  t h e  second 

ve r s ion .  The e n t i r e  s e c t i o n  developing t h e  i d e a  of t h e  

' i n d e f i n i t e t  i n  t h e  f irst  s e c t i o n  i s  dropped. 

And lmongst thy s h a f t s  of sovera ign  l i g h t  
Choose out  t h a t  s u r e  d e c i s i v e  d a r t  
Which h a s  t h e  Key of t h i s  c l o s e  h e a r t ,  
Knowes a l l  t h e  c o r n e r s  o f ' t ,  and can  c o n t r o u l  
The s e l f - s h u t t  c a b i n e t  of an  unsea rch t  s o u l .  
0 l e t  i t  be a t  l a s t ,  l o v e ' s  houre.  
R a i s e  t h i s  t a l l  Trophee of thy Powre; 
Come once t h e  conquering way ; n o t  t o  confu te  
But k i l l  t h i s  rebel l -word,  IRKESOLUTE 
That s o ,  i n  s p i t e  of a l l  t h i s  peevish  s t r e n g t h  
O f  weaknes, she may w r i t e  RESOLVID AT LENGTH, 
Unfold a t  l e n g t h ,  unfold  f a i r  f lowre  
And use t h e  season of  l o v e ' s  showre, 
Meet h i s  well-meaning Wounds, wise h e a r t !  
And h a s t  t o  d r i n k  t h e  wholesome d a r t .  
That h e a l i n g  s h a f t ,  which heavn till now 
Hath i n  l o v e l s  qu ive r  h i d  f o r  you. 
0 Dart of  l o v e !  arrow of l i g h t !  
0 happy you, i f  i t  h i t t  r i g h t ,  
It must n o t  f a l l  i n  v a i n ,  it must 
Not mark t h e  dry r e g a r d l e s  d u s t .  
F a i r  one,  i t  i s  your f a t e ;  and br ings  
B e t e r n a l l  worlds  upon i t ' s  wings. 
Meet i t  wi th  wide-spread armes; and s e e  
I t ' s  s e a t  your s o u l ' s  j u s t  c e n t e r  be.21 

I n  t h e  second s e c t i o n ,  Crashaw r e p l a c e s  t h e  omi t ted  

l i n e s  by e n t i r e l y  new ones ,  and adds 22 l i n e s ,  n e a r l y  

one- th i rd  of t h e  t o t a l  l e n g t h  of  t h e  f i r s t  v e r s i o n .  

The numerical  a s p e c t  of t h e  dropping and a d d i t i o n  of 

l i n e s  i s  impressive enough. What a r e  more impress ive  



and important a r e  t h e  numerous r e l i g i o u s  symbols and 

images used i n  t h e  second v e r s i o n .  The s e c t i o n  shows 

Crashaw a t  h i s  b e s t  as a r e l i g i o u s  poet .  

The r e v i s i o n s  and a d d i t i o n s  do n o t  seem t o  be a 

product of mere t e c h n i c a l  improvement. They seem r a t h e r  

t o  r e f l e c t  Crashaw1s s t a t e  of mind at  t h i s  p a r t i c u l a r  

p o i n t  of time. The passage shows how f u l l y  and complete- 

l y  Crashaw h a s  become a conver t  t o  Cathol ic i sm.  

Love, that l e n d s  h a s t e  t o  h e a v i e s t  t h i n g s ,  
I n  you a lone  h a t h  l o s t  h i s  wings. 
Look round and reade  t h e  World's  wide f a c e ,  
The f i e l d  of  Nature o r  of Grace; 
Where can  you f i x ,  t o  f i n d  Excuse 
O r  P a t t e r n  f o r  t h e  Pace you use? 
Mark with what F a i t h  F r u i t s  answer Flowers ,  
And know t h e  C a l l  of H e a v l n t s  k ind  showers: 
Each mindfu l l  P l a n t  h a s t s  t o  make good 
The hope and promise of h i s  Bud. 

Seed-t ime's  n o t  all; t h e r e  should be Harvest  t o o ,  
Alas !  and has  t h e  Year no Spr ing  f o r  you? 

Both Winds and Waters urge t h e i r  way, 
And murmure i f  they meet a s t a y ,  
Mark how t h e  c u r l t d  Waves work and wind, 
A l l  h a t i n g  t o  be l e f t  behind. 
Each bigge wi th  bus inesse  t h r u s t s  t h e  o t h e r ,  
And seems t o  say ,  Make h a s t e ,  my Brother .  
The a i e r y  n a t i o n  of n e a t  Doves, 
That draw t h e  C h a r i o t  of c h a s t  Loves, 
Chide your de lay:  yea those  d u l l  t h i n g s ,  
Whose wayes have l e a s t  t o  doe wi th  wings, 
Make wings a t  l e a s t  of t h e i r  own Weight, 
And by t h e i r  Love c o n t r o l 1  t h e i r  Fa te .  
So lumpish S t e e l ,  untaught t o  move 
L e a r n t d  f i r s t  h i s  Lightnesse  by h i s  Love. 



What e t r e  Love 's  m a t t e r  be,  he moves 
By th 'even wings of h i s  own Doves, 
Lives by h i s  own Laws, and does hold  
I n  g rosses t  Meta l l s  h i s  own Gold. 

A l l  th ings  swear f r i e n d s  t o  F a i r  and Good, 
Yea Sui tours ;  Man a lone  i s  woled,  
Tediously woled, and ha rd ly  wone: 
Only no t  s l o w  t o  be undone. 
A s  i f  t h e  Bargain had been d r i v e n  
So hardly betwixt E a r t h  and Heaven; 
O u r  God would t h r i v e  too  f a s t ,  and be 
Too much a ga ine r  by ' t , should we 
Our purchas 'd s e l v e s  too  soon bestow 
On him, who has  n o t  l o v ' d  us  so .  
When l o v e  of U s  c a l l l d  H i m  t o  see  
I f  wee d  vouchsafe h i s  company, 
He l e f t  h i s  F a t h e r ' s  Cour t ,  and came 
Light ly  as a Lam bent Flame, 
Leaping upon t h e  H i l l s ,  t o  be 
The Humble King of You and Me. 
Nor can t h e  c a r e s  of h i s  whole Crown 
(When one poor Sigh sends f o r  him down) 
Detain him, but  he l e a v e s  behind 
The l a t e  wings of  t h e  l a z y  Wind, 
Spurns t h e  tame Laws of  Time and P l a c e ,  

And breaks through a l l  t e n  Heav'ns t o  our  embrace. 22 

The a d d i t i o n  i n  t h e  second v e r s i o n  begins wi th  a,n account 

of C h r i s t ' s  Love which i s  manifes t  i n  a l l  c r e a t i o n  and 

l e n d s  wings t o  the  h e a v i e s t  t h i n g s .  The Countess a l o n e ,  

i n  t h e  midst of t h i s  d u t i f u l  c r e a t i o n ,  i s  unmindful of 

h e r  duty.  Her slowness and delay a r e  expressed i n  terms 

of vegetable  l i f e .  The e n t i r e  process  of vegetable  

growth, f r u i t s  from f lowers ,  and f lowers  from buds, 

seems t o  be i n s p i r e d  by r e l i g i o u s  f a i t h .  The Countess 

i n  whom t h e  seeds  of conversion have been sown a t  seed- 



t ime has  no t  grown t o  h a r v e s t  time y e t .  L ine  38 

expresses  t h e  idea of the  convers ion  of t h e  Countess 

b e a u t i f u l l y ,  i n  terms of t h e  Spr ing ,  i n  which every 

o t h e r  a spec t  of c rea t ion  h a s  found the  ' joy ' of t h e  

union with God, except h e r s e l f .  

The transforming power o f  God's Love i s  v i v i d l y  

desc r ibed  i n  obvious n a t u r a l  phenomena. The repea ted  

c r a s h i n g  of the  waves (pushed by t h e  winds) a g a i n s t  

t h e  shore i s  t h e i r  anxiety no t  t o  be l e f t  behind i n  

meeting with t h e i r  Lord. L ine  45 mentions t h e  ' a i e r g  

n a t i o n  of n e a t  Doves1, taken  up a g a i n  i n  l i n e  54 

'By t h l e v e n  wings of h i s  own Doves1. The r e l i g i o u s  

symbols a r e  continued through t h e  passage culminat ing  

i n  t h e  t ransforming (mel t ing)  powers of God's Love. 

The coherence of t h e  a d d i t i o n a l  passage i n  t h e  

second v e r s i o n  i s  achieved by r e f e r r i n g  t o  the  animate 

l i f e  (vege tab le  and b i rds )  and inanimate l i f e  (winds,  

wa te r s  and meta ls )  l e a d i n g  t o  the  d i r e c t  q u e s t i o n  of 

Man's f a i t h  i n  God. Of a l l  c r e a t i o n  Idan a lone  seems 

t o  r e q u i r e  persuas ion  t o  accep t  God's Love. Man's l o v e  

f o r  God i s  hard t o  win, and even ha rde r  t o  keep as he 

seems t o  be motivated by ba rga ins ,  g a i n s  and purchases ,  



a number of commercial c o n s i d e r a t i o n s .  I n  c o n t r a s t  t o  

t h e  f i r s t  ve r s ion ,  t h i s  s e c t i o n  ach ieves  t h e  r i g h t  

mixture of p o s i t i v e  r e l i g i o u s  i n s t r u c t i o n  and c h i d i n g  

t h e  Countess d i r e c t l y ,  by t h e  example of human beings i n  

g e n e r a l ,  f o r  h e r  delay and i r r e s o l u t i o n  i n  m a t t e r s  o f  

r e l i g i o n .  The passage ends wi th  a c o n t r a s t i n g  express ion  

of  God's Love f o r  Man wi th  Mants l o v e  f o r  God. While 

Man's love  i s  hard t o  win, God f o r s a k e s  eve ry th ing  t o  

redeem Man i n  h i s  hour of need. 

Yield then ,  0 y i e l d ,  t h a t  Love may win 
The For t  a t  l a s t ,  and l e t  L i f e  i n .  
Yield quickly ,  l e s t  perhaps you prove 
D e a t h t s  Prey,  before t h e  P r i z e  of Love. 

This  F o r t  of your F a i r  S e l f  i f t t  be n o t  wone, 
He i s  r e p u l s t d  indeed,  but Youtr  undone.23 

The r e v i s i o n s  i n  the  I tLet te r  t o  the Countess  of 

Denbighu i l l u s t r a t e  Crashawts h a b i t  of rhyme r e v i s i o n s .  24 

The a d d i t i o n  o r  omission of l i n e s  and t h e  replacement 

o f  words a r e  s t rengthened by Crashawts  s t y l i s t i c  r e v i s i o n s .  

Genera l ly ,  Crashaw seems t o  r e v i s e  a rhyme-scheme i n  

such a way t h a t  while r e t a i n i n g  as much as p o s s i b l e  of 

t h e  rhyme-scheme of t h e  e a r l i e r  v e r s i o n ,  t h e  s t a n z a  g a i n s  

s t r u c t u r a l l y .  I n  t h e  f i r s t  v e r s i o n  t h e  rhyme-scheme i n  

t h e  c o u p l e t s  has  t h e  c l e a r  p a t t e r n  of a a ,  b b,  - t h i s -  



blisse, venture-enter. The pattern continues to gain - 
in concentration, and after line 30 which concludes an 

important argument in the poem, the rhymes are very 

carefully arranged in an orderly manner, as in - indefinite- 

light, dart-heart , houre-powre, strength-length, flowre- - 
showre, and heart-dart again. There is no deviation -- 9 

from this arrangement till the poem reaches its climactic 

conclusion. 

In the later version, the corresponding portion 

of the poem shows considerable rearrangement and expansion 

of the rhyme-scheme of the first version. Line 27 of 

the second version begins with the pattern a a, b b, 

in the couplets, things-zings, - face-grace , wax-stax; - - 
but soon the pattern becomes repetitive and complicated. 25 

Before the things-wings rhyme is repeated after 18 

lines Crashaw uses different patterns of rhymes, such as 

excuse-use, - good-bud - -9 =-you, other-brother, - and the 

more regular, doves-loves. In the revised version the 
-_L - 

rhyme-scheme is complex, exemplifying Crashaw' s 

achievement of technic& excellence. 

Perhaps the example of a less complicated rhyme- 

scheme in two versions, in which the later version is a 



p o s i t i v e  improvement over t h e  e a r l i e r  v e r s i o n ,  i s  t h e  

poem "On t h e  bleeding wounds of o u r  c r u c i f i e d  Lordn.  

The rhyme-scheme of t h e  f i rs t  s t a n z a  i s  preserved i n  

both  v e r s i o n s  - a b ,  a b,  -- t i d e - s i d e  --•÷ -- feet-meet.  - 
Stanza  5 of t h e  f i r s t  v e r s i o n  i s  moved t o  t h e  p o s i t i o n  

of  s t a n z a  2 of the  second v e r s i o n ,  t h e  rhyme-scheme 

be ing  p a r t - h e a r t ,  none-om. -- Stanza  3 which fo l lows 

wi th  i t s  goe-though, good-floud -- i s  r e p e t i t i v e  of  t h i s  

p a t t e r n  which aga in  appears  as l i f t - g i f t ,  &-free of 

s t a n z a  4 ,  I n  s t a n z a  5 t h e  rhyme p a t t e r n  of  s t a n z a  1 

i s  r e p e a t e d  with -- s i d e - t i d e ,  going-flowing, The r e -  

arrangement of t h e  s t a n z a s  c o n t r i b u t e s  towards a b e t t e r  

rhyme p a t t e r n  i n  t h i s  s e c t i o n  of t h e  poem. 26 

Stanza  6 of t h e  f i r s t  v e r s i o n  i s  omit ted  i n  t h e  

second ve r s ion .  I f  i t  had been kept  i n  t h e  second 

v e r s i o n  i t  would have i n t e r f e r e d  wi th  t h e  organised 

p a t t e r n  of t h e  rhyme-scheme with i t s  b r i n g - s p r i x ,  

enc loses- roses  which i s  i r r e g u l a r ,  as opposed t o  -- l i f t -  

g i f t ,  -- be-free.  I n  s t a n z a  6 of t h e  second v e r s i o n  t h e  

rhyme p a t t e r n  becomes more r e g u l a r  wi th  r i v e r - d e l i v e r ,  

blood-floud. This  r e g u l a r i t y  i s  maintained through 

s t a n z a  7 =-one, before-pre,  proud-overflow1 d ,  



overflow-%, -- chance-deliverance ----9 found-drownld, i n  

t h e  succeeding s tanzas .  Crashaw1s r e v i s i o n s  i n  t h e  

poem mark an  o rde r ly  progress  of h i s  thought  and c o n t r i b u t e  

t o  a b e t t e r  meaning of t h e  poem. A s  a t e c h n i c i a n  

Crashaw seems t o  have paid equal  a t t e n t i o n  t o  t h e  rhyme- 

scheme i n  h i s  poems, r e c a s t i n g  t h e  p a t t e r n  where he 

could.  A t  l e a s t  i n  the poem "On t h e  b leeding  wounds of 

our c r u c i f i e d  Lordn the rhyme-scheme h e l p s  achieve  a 

more compact s t r u c t u r e .  27 

This  leads--as s o  many o t h e r  c o n s i d e r a t i o n s  cons tan t -  

l y  do--to t h e  problem of s t y l e  i n  Crashawls work. From 

a study of Crashawts  r e v i s i o n s  i t  would appear  t h a t  he 

w a s  a very se l f -consc ious  and c a r e f u l  ar t is t .  H i s  

s t y l e  r e f l e c t s  h i s  s e n s i t i v e  and se l f - consc ious  mind. 

In Crashaw, more than  any o t h e r  poe t  of t h e  t ime,  s t y l e  

and thought a r e  c l o s e l y  r e l a t e d  t o  t h e  p o i n t  of f u s i o n .  

I n  h e r  a n a l y s i s  of the  problem of s t y l e  and meaning 

i n  Crashawt  s work, Ruth W a l l e r s t e i n  observes how Crashawt s 

s t y l e  i s  p a r t i c u l a r l y  s u i t e d  f o r  t h e  e c s t a t i c  q u a l i t y  

of h i s  poe t ry .  There a r e  many t r a d i t i o n s ,  f o r c e s  

and convent ions en r i ch ing  Crashawts  i n d i v i d u a l  experience.  28  

H i s  s t y l e  i s  a product  of widely d ive rgen t  in f luences .  



For example, he s h a r e s  wi th  t h e  metaphysical  p o e t s  of  

t h e  Donne t r a d i t i o n ,  t h e  c h a r a c t e r i s t i c ' h a b i t  of express ion  . 

which Ruth Wal le r s t e in  c a l l s  t h e  ' s t r o n g  l i n e s t  . The 

term expresses  t h e  s t r a n g e  metaphors,  paradoxes and 

c o n c e i t s  which may be combined t o  produce a s t a r t l i n g  

e f f e c t .  I n  Crashaw t h e r e  a r e  many examples of  t h e  

' s t r o n g  l i n e s t .  H i s  paradoxes a r e  t h e  product  of t h e  

metaphysical  t r a d i t i o n  i n  E n g l i s h  as we l l  as t h e  baroque 

t r a d i t i o n  i n  I t a l y ,  France and Spain.  The excesses  of 

h i s  l i n e s  such as 'The Mother t h e n  must suck the  Sont 

i n  t h e  Divine Epigram on nLuke 11 Blessed be t h e  paps 

which Thou h a s t  suckedn,  o r  t h e  paradox i n  t h e  l i n e  

'What water  s h a l  wash t h i s ,  when t h i s  h a t h  washed t h e e f  

i n  h i s  Epigram "To P o n t i u s  washing h i s  blood-stained 

handsn a r e  products  of  t h e s e  d i f f e r e n t  t r a d i t i o n s .  

I n  Crashawts  work, however, they do n o t  remain mere 

s t y l i s t i c  exce l l ences .  They express  t h e  i n t r i c a c i e s  of 

h i s  thought ,  and t h e  complexity of h i s  experience.  

Another a s p e c t  of Crashawts  s t y l e  i s  t h e  success ion  

of w i t t y  images, which he seems t o  have acqui red  from 

h i s  c o n t a c t  wi th  ~ a r i n o . ' ~  It is  n o t  a n  e n t i r e l y  a l i e n  



p o i n t  of s t y l e  t o  the  English p o e t s  of Crashawts  t ime;  

Donne i s  ' t h e  monarch of w i t ' .  But i n  Crashaw t h e  

d i f f e r e n c e  i s  t h a t  h i s  images a r e  drawn from very 

d ive rgen t  a r e a s  of experience.  The only l o g i c  t h a t  

b inds  them t o g e t h e r  and exp la ins  t h e  f u n c t i o n  of  a n  

image i n  a l i n e  i s  Crashawts own logic- - the  l o g i c  of 

a Mar in i s t  poet--in terms of t h e  unique l o g i c  of  t h e  

poem. A s  a s t y l i s t i c  device h i s  w i t t y  images a r e  

expla ined  wi th  r e fe rence  t o  h i s  thought ,  and converse ly ,  

t h e  p rogress  of h i s  thought a lone  can e x p l a i n  t h e  w i t t y  

image. I n  t h e  opening l i n e s  of "The TeareU f o r  i n s t a n c e ,  

t h e  t e a r  i s  seen  as a ' b r i g h t  s o f t  t h i n g ' ,  Mary's 

f a i r e  Eyes expence t ,  'a moist  spa rke t  and 'a watry 

Diamond8 - a l l  i n  accordance wi th  t h e  poem's progress ion .  

What b r i g h t  s o f t  t h i n g  i s  t h i s ?  
Sweet Ma= thy f a i r e  Eyes expence? 

A moist  sparke it i s ,  
A watry Diamond; from whence 

The very Terme, I t h i n k ,  was found 
The water  of  a Diamond. 

0 I t i s  n o t  a Teare,  
' T i s  a s t a r r e  about t o  drop 

From t h i n e  eye i t s  spheare ;  
The Sunne w i l l  s toope  and t ake  i t  up. 

Proud w i l l  h i s  s i s t e r  be t o  weare 
This  t h i n e  eyes Jewel1 i n  h e r  l ia re ,  30 

The w i t  i n  h i s  express ion  con t inues  i n  r ega rd ing  the  



t e a r  as a star and consequent ly ,  t h e  eye as i t s  sphere .  

The Sun w i l l  s toop  and t ake  i t  up s o  h i s  s i s t e r  may 

wear t h e  'eyes Jewel11 i n  h e r  e a r .  The w i t  i n  t h e  

express ion  i s  s o  c l o s e l y  r e l a t e d  t o  t h e  p rogress ion  of 

thought  t h a t  it can be t o t a l l y  d i s r u p t e d ,  and t h e  s t y l e  

des t royed ,  by a very l o g i c a l  ( b u t  u n p o e t i c a l )  ques t ion  

such as: " W i l l  t h e  t e a r  n o t  evaporate  when t h e  Sun 

p i c k s  i t  up?" No, i t  w i l l  n o t ;  t h e  ques t ion  is  i r r e l e v a n t  

t o  t h e  w i t  of t h e  l i n e ,  and u n r e l a t e d  t o  t h e  p rogress ion  

of t h e  poem, which does n o t ,  i n  t h i s  i n s t a n c e ,  inc lude  

t h e  theory  of evapora t ion  of water by h e a t .  

Crashawt s fondness f o r  word-play i s  shared  by 

o t h e r  metaphysical  p o e t s  of h i s  t ime,  as t h i s  seems t o  

be a common Renaissance p o e t i c  h a b i t .  31 I n  Crashaw, 

however, t h e r e  i s  very l i t t l e  of word-play at  t h e  expense 

of t h e  c e n t r a l  p o i n t  of a s t a n z a  o r  a poem. He does 

n o t  l e t  h i s  imaginat ion  r u n  away wi th  t h e  p o s s i b i l i t i e s  

o f  punning on a word. Such a h a b i t  would s e r i o u s l y  

c o l l i d e  wi th  t h e  kind of concen t ra ted  experience conveyed 

by Crashaw1s poet ry .  It would a l s o  i n t e r f e r e  wi th  t h e  

s e r i o u s n e s s  of h i s  r e l i g i o u s  i n t e n t i o n s .  The concluding 

l i n e s  of t h e  epigram "Two went up i n t o  t h e  Temple t o  



praytt c o n t a i n  a p lay  on t h e  word ' a l t a r t  , without  

d e t r a c t i n g  from Crashaw's s e r i o u s  thought:  

One n e e r e r  t o  Gods A l t a r  t rod ,  
The o t h e r  t o  t h e  Altars God.32 

Besides word-play of  t h i s  k ind ,  Crashaw's fondness  

f o r  words i s  seen  i n  h i s  a b i l i t y  t o  compound express ions ,  

o f t e n  r e l a t i n g  two far - fe tched images t o  convey a s i n g l e  

idea .  I n  t h e  nWishes. To h i s  (supposed) Mis t res sen  he 

speaks of t h e  d i v i n e  i d e a  t ak ing  a s h r i n e  of ' C h r y s t a l l  

f l e s h ,  through which t o  sh ine  . 33 Crashaw1 s h a b i t  of  

compounding express ions  may r e s u l t  from t h e  emblematic 

p r a c t i c e  of t h e  J e s u i t s ,  H i s  word-pictures a r e  a p o e t i c  

v e r s i o n  of t h e  emblematist  s p ic tu resque  way of l o o k i n g  

a t  an experience.  He i s  so  g r e a t l y  in f luenced  by t h e  

emblematic h a b i t  t h a t  h i s  thought and s t y l e  a r e  a l i k e  

in f luenced  by t h e  emblematists.  Ruth W a l l e r s t e i n  

summarises t h e  in f luence  of the  emblem and irnpresa 

on Crashaw i n  t h e s e  words: 

. . . ( ~ r a s h a w )  prosecuted  a more i n t e n s i v e  s tudy 
of  symbolism and a more i n t e n s i v e  r e f l e c t i o n  on 
t h e  i d e a s  symbolized i n  h i s  own work. A s  he 
wrote and r e f l e c t e d  i n  terms of epigrammatic 
paradoxes,  of ingenious metaphors,  of emblems, 
t h e s e  forms must have modified the  very n a t u r e  



of h i s  s e n s a t i o n s ,  loading with conno ta t ions  
every simple experience and t h u s  changing 
t h e  c o n t e n t  of the  emotions t h a t  sprang 
from each. But even i n  t h e  s u b t l e  web 
of t h e s e  complexes the o r i g i n a l  pure  
i n t e n s i t y  of h i s  sensat ions and t h e i r  e c s t a t i c  
energy d i d  n o t  fade;  i t  was indeed from t h e i r  
energy t h a t  t h e  dry d i a l e c t i c  of t h e  r e f l e c t i v e  
e x e r c i s e s  drew sap and v igor .  This  changed 
and interwoven charac ter  of s e n s a t i o n  and of  
r e f l e c t i v e  expression,  Crashaw sought t o  
impress ,  as we have seen, upon t h e  very 
n a t u r e  of  h i s  language; f o r  he must break 
v i o l e n t l y  through the o ld  modes t o  an express ion  
t h a t  c a r r i e d  wi th  i t  the summation of h i s  
own experience.  34 

Due t o  h i s  a s s i m i l a t i o n ,  what i n  any o t h e r  poet  would 

be a mere ingenious  technique becomes a n  organic  s t y l e  

i n  Crashaw s work. 

A study of Crashawt s r e v i s i o n s  must, however, 

conclude on a n o t e  of uncer ta in ty  and incompleteness.  

Bes ides  t h e  poems i n  two vers ions  i n  which Crashaw i s  

known t o  have c a r r i e d  out  changes, t h e  d i f f e r e n t  e d i t i o n s  

of  t h e  poems have ' v a r i a n t s '  even when t h e  poem i s  

a v a i l a b l e  only i n  one version.  R i g h t f u l l y ,  t h e  v a r i a n t s  

c o n s t i t u t e  t h e  problem of a t e x t u a l  e d i t o r .  But i f  

Crashaw had a hand i n  and intended the  v a r i a n t s  as an 

improvement on a previous  ve r s ion ,  they f a l l  w i t h i n  t h e  

scope of  h i s  r e v i s i o n s ,  and w i l l  be important  as 

s i g n i f y i n g  t h e  p rogress  of h i s  thought.  



NOTES 

I Ruth Wal le r s t e in ,  Richard Crashaw A Study i n  
=le  and g o e t i c  Develo ment (Madison: The Unive r s i ty  
of  Wisconsin p r e s s  ,736~. 11. 

Kerby Ne i l1  , IIStruc t u r e  and Symbol i n  Crashant  s 
'Hymn i n  t h e  N a t i v i t y t  , I t  P n A ,  - LXIII (1948) ,  pp.101-113. 
G.W. W i l l i a m s ,  UTextual  Rev i s ion  i n  Crashawts  'Vpon t h e  
Bleeding ~ r v c i f i x l  ,n Papers  of t h e  ~ i b l i o g r a p h i c g l  Soc ie ty  
of  t h e  Univers i ty  of V i r g i n i a ,  I (1948) ,  pp.191-193. 
Except ing t h e s e  two, t h e r e  a r e  no a r t i c l e s  e x c l u s i v e l y  - 
devoted t o  ~ r a s h a w t s  r e v i s i o n s .  Stephen Manning's 
"The Meaning of 'The Weepert ," ELH, - X X I I  ( 1955),  pp.34-47, 
i s  an  e x c e l l e n t  a n a l y s i s  of  t h e  poem, but  does n o t  t r e a t  
exc lus ive ly  t h e  two v e r s i o n s .  The second v e r s i o n  of 
'The Weepert i s  g r e a t l y  enr iched by Crashawls r e v i s i o n s  
of l i n e s  and rearrangement of s t a n z a s .  Leland Chambers, 
i n  h i s  a r t i c l e  " I n  Defense of 'The Weepert ," Papers  on 
Lan ua e  and L i t e r a t u r e  - 9  3 (1967) ,  pp . l l l -121,  mentions 
&is ions  only i n  so far as they r e i n f o r c e  h i s  views 
about  t h e  in f luence  of t h e  emblematic t r a d i t i o n  on t h e  
poem. The two a r t i c l e s ,  Clarence  M i l l e r ,  Ullhe Order of 
S tanzas  i n  Cowley and Crashawts  'On Hopet ,"  S t u d i e s  i n  
Phi lo logy LXI ( l 964) ,  pp.64-73, and G.W. W i l l i a m s ,  
"The Order of S tanzas  i n  Cowley and Crashawt s 'On Hopet ," 
S t u d i e s  - i n  Bibl iography ,' 22 ( 1969) , pp.207-210, d e a l  
wi th  a t e x t u a l  problem i n  t h e  arrangement of s t a n z a s  
r a t h e r  t h a n  t h e  two M v e r s i o n s w  of t h e  poem. Crashawts  
poem i s  i n  one v e r s i o n  only and a readjustment  of  t h e  
s t a n z a s  w i t h i n  the  poem excludes a s tudy o f  Crashawts  
h a b i t  of r e v i s i o n .  For  a similar reason ,  a s tudy of 
Crashawls r e v i s i o n s  i s  o u t s i d e  t h e  scope of  Harvey Gilmants  
a r t i c l e  "Crashawl s Ref lexive  R e c o i l ,  Seventeenth C e n t u r r  - 
News, - X X I I  (1964) ,  pp.2-4. I mention t h e s e  a r t i c l e s  
because a l l  of  them d e a l  wi th  one a s p e c t  o r  ano the r  of 
p o e t i c  t echn iques  o r  problems connected with r e v i s i o n s .  

Books devoted e n t i r e l y  t o  t h e  study of Crashawts  
p o e t i c  techniques  a l s o  seem t o  have d i f f i c u l t y  accommo- 
d a t i n g  Crashawts  h a b i t  of  r e v i s i o n  w i t h i n  t h e  scope of 
t h e i r  work. Such a r e  t h e  works of Ruth W a l l e r s t e i n ,  
and Mary E l l e n  Icickey , Rhlme and Meaning i n  Richard  -- -- ----- 
Crashaw (Lexington:  Unive r s i ty  of Kentucky P r e s s ,  

I t  must however be mentioned i n  f a i r n e s s  t o  
Ruth W a l l e r s t e i n  and Mary E l l e n  Hickey t h a t  they a r e  
consc ious  of Crashawts  h a b i t  of r e v i s i o n ,  and t h e  con t r ibu-  
t i o n  t h i s  h a b i t  makes towards the  s u p e r i o r  q u a l i t y  of  
t h e  l a t e r  v e r s i o n .  



G.W. Williams, The Complete P o e t r y ,  pp.78 and 79. - 
Kerby N e i l l ,  p.103. 

I b i d : ,  p.104 f o o t  note .  The words baulmy Nest 
f u r n i s h  a d l s t i n c t  problem i n  meaning i n  t h e  d i f f e r e n t  
v e r s i o n s  of the  poem because of t h e  change i n  c o n t e x t .  
I n  t h e  1646 ve r s ion  balmy r e f e r s  back t o  t h e  perfumes of 
t h e  f lowers  and means f r a g r a n t .  Although t h e  emphasis 
i n  t h i s  s t a n z a  i s  e n t i r e l y  on t h e  l i g h t  coming from t h e  
eyes  of t h e  C h r i s t  Ch i ld ,  baulmy Nest probably fo re -  
shadows t h e  l a t e r  r e s t i n g  p l a c e  of t h e  l n f a n t  t w i x t  
Mother 's  b r e s t s ,  s ince  a f r a g r a n t  b r e a s t  was t r a d i t i o n a l  
wi th  t h e  l o v e  poe t s ,  and s i n c e  t h i s  i s  t h e  only p o s s i b l e  
n e s t  - t h e  poem gives  us ;  but  t h i s  i s  n o t  t o o  c l e a r  and 
c e r t a i n l y  n o t  emphatic. I n  1648-52 t h i s  c h o r a l  s t a n z a  i s  
repea ted  aga in  immediately a f t e r  t h e  l a t e r  passage. 
Furthermore t h e  image of t h e  V i r g i n  as t h e  Phaenix n e s t  
i s  in t roduced ,  and t h e  whole concept of h e r  b r e a s t  as a 
s u i t a b l e  r e s t i n g  place f o r  h e r  Son i s  g iven  a c l i m a c t i c  
development. I n  the  l a t e r  v e r s i o n ,  t h e n ,  t h e  words 
t a k e  on a c l e a r  and more important  if n o t  a d i f f e r e n t  
meaning. . . . For a c l e a r  use of n e s t  f o r  t h e  V i r g i n ' s  
b r e a s t  s e e  Crashawvs paraphrase of S t a b a t  Mater i n  
n o t e  13  below. ( 0  i n  t h a t  brest/Of t h i n e  ( t h e  n o b l e s t  n e s t ) /  
Both of l o u e l s  f i r e s  & f l o u d s )  . . .) For h i s  f u r t h e r  use 
of t h e  word see e s p e c i a l l y  'On t h e  Name of J e s u s 1  , l i n e s  
11-12, 105-106, 119-120, 220-221, and 'New Year ' s  Day1, 
l i n e s  19-20. 

G.W. Williams, ed. The Complete P o e t r y ,  p.81. 

I t h i n k  t h e  word 'huge1 i n d i c a t e s  t h e  p rocess  of 
d e l i v e r i n g  t h e  baby. Crashaw might have drawn from t h e  
a r e a  of  common experience t h a t  a b i g  baby makes a p a i n f u l  
d e l i v e r y ,  o r  a common express ion  'huge wi th  c h i l d t .  A s  
opposed t o  t h i s  ' p a i n t  C h r i s t ' s  b i r t h  i s  l j o y o u s l .  It 
seems a n  e s p e c i a l l y  a p p r o p r i a t e  and b e a u t i f u l  express ion  
as i t  fo l lows  t h e  lpowres of h e a v l n  and e a r t h ' .  The 
baby i s  obviously m i g h t i e r  than  t h e  powers of heaven 
and e a r t h .  I n  t h i s  sense a l s o  i t  i s  a 'huge' b i r t h .  

Kerby N e i l l ,  p. 106. 

G.W. Williams, ed. The Complete P o e t r y ,  pp.80 and 81. - 



See a l s o  G.W. Williams, Image and Symbol i n  t h e  
Sacred Poet ry  of Hichard ~rashaw-olumbia: Unive r s i ty  of 
South C a r o l i n a  P r e s s ,  l 9 6 3 ) ,  p.54. The se raph  who . - ~ . .  - 
p i e r c e s  S t .  T e r e s a t s  h e a r t  i s  l r o s y l .  

G.W. Williams, ed. The Complete P o e t r y ,  p.8). 

I b i d . ,  p.84. 

l3  Kerby N e i l l ,  p.111. 

l 4  I b i d . ,  p.113. 

l 5  Some biographica l  d a t a  may be u s e f u l  he re .  The 
probable  d a t e  of Crashawts  convers ion  i s  1639. Epigramma- 
turn Sacrorum L i b e r  had appeared i n  1634. It i s  n o t  u n t i l  
-46 t h e  S ~ G S  t o  t h e  Temple and E i g h t s  of t h e  
Muses i s  publ ished i n  London. Second S d i t i o n  of  t h e  
poems i s  da ted  1648. CarmenDeoNost ro  ( i 6 5 2 ) ,  L e t t e r  t o  
t h e  Countess  - of ~ e n b i ~ m 5 3 ? ) a n d  t h e  1670 e d i t i o n  of- 
t h e  L a t i n  epigrams, S t=  t o  t h e  Temple, D e l i g h t s  of t h e  
Muses, and Carmen ~ e o ~ o s m t h e  so -ca l l ed  secondtt 
e d i t i o n )  appeared p o s t h u m o ~ l g  . 

l 6  G.W. Williams, ed.  The Complete P o e t r y ,  pp.138 and 
139. 

For a d e t a i l e d  d i s c u s s i o n  of t h e  t ime of publ ica-  
t i o n  s e e  G.W. Williams, ed. The Complete P o e t r y ,  pp.146-147. 

l8 See a l s o  "The Weeper", which i l l u s t r a t e s  t h i s  p o i n t  
very wel l .  For a d i s c u s s i o n  s e e ,  Stephen Manning, pp.34-47. 

G.U. W i l l i a m s ,  ed. The Complete P o e t r y ,  pp.148-149. 

Po I b i d .  

22 I b i d . ,  pp.149 and 151. 

23 I b i d . ,  p.153. 

24 For a d e t a i l e d  d i s c u s s i o n ,  s e e  Mary E l l e n  Rickey. 
This  i s  an  e x c e l l e n t  and p ioneer ing  book. When I s t a r t e d  



w r i t i n g  on Crashaw1s  rhyme-revisions,  however, I r e a l i s e d  
t h a t  h e r  chap te r  on rhyme-revisions i s  of no use t o  
me a t  a l l .  I wish t o  argue f o r  meaning and rhyme separa te -  
l y ,  i n  Crashawts r e v i s i o n s .  h ickey p o i n t  i s  tha t  rhyme 
c o n t r i b u t e s  t o  a b e t t e r  meaning. Th i s  may be so;  bu t  i f  
I followed her l i n e  of inqu i ry  my argument w i l l  have 
n e e d l e s s  r e p e t i t i o n ,  and g e n e r a l l y  c l a s h  wi th  my sys temat ic  
a n a l y s i s  of t h e  poems. For t h i s  r eason ,  my concern i n  
t h e  study of rhyme i s  wi th  s t r u c t u r e  and n o t  meaning. 

25 This  i s  due t o  t h e  t o t a l  form o f  t h e  poem which 
does n o t  have t h e  s t a n z a  form of t*The WeeperM. 

26 See Mary E l l e n  Rickeyt  s arguments. I a m  n o t  
concerned he re  with t h e  meaning, s i n c e  my study of t h e  
r e v i s i o n s  t r e a t s  rhyme and meaning s e p a r a t e l y  in  t h e i r  
c o n t e x t s .  I d e a l  wi th  rhyme only i n  r e l a t i o n  t o  s t r u c t u r e .  

27 Since  I have d i scussed  only t h e  rhyme-scheme i n  
t h e  poem "On the  b leeding  wounds of our c r u c i f i e d  Lordn 
I g ive  below t h e  second v e r s i o n :  

J e s u ,  no more! It i s  f u l l  t i d e .  
From thy head and from thy f e e t ,  
From thy hands and from thy s i d e  
A 1 1  t h e  purple  R i v e r s  meet. 

What need thy f a i r  head bear  a p a r t  
I n  showres, as if t h i n e  eyes had none? 
What need They h e l p  t o  drown thy h e a r t ,  
That s t r i v e s  i n  t o r r e n t s  of i t ' s  own? 

Thy r e s t l e s s e  f e e t  now cannot goe 
Yor us and our e t e r n a l 1  good, 
A s  they were e v e r  wont. What though? 
They swimme. A l a s ,  i n  t h e i r  own f loud .  

Thy hands t o  g i v e ,  thou c a n s t  n o t  l i f t ;  
Yet w i l l  thy hand s t i l l  g i v i n g  be. 
I t  g i v e s  but  o ,  i t  s e l f l s  the  g i f t .  
I t  g i v e s  though bound; though bound I t i s  f r e e .  



But o thy s i d e ,  thy deep-digg'd s i d e !  
That ha th  a double Nilus  going. 
Nor ever  was t h e  phar ian  t ide  
H a l f  so f r u i t f u l l ,  ha l f  so flowing. 

No h a i r  so small, but  payes h i s  r i v e r  
To t h i s  r e d  s e a  of thy blood 
Thei r  l i t t l e  channe l l s  can d e l i v e r  
Somthing t o  t h e  General1 floud. 

VII 

But while  1 speak,  whither a r e  run 
A l l  t h e  r i v e r s  nam'd before? 
I counted wrong. There i s  but one; 
But o t h a t  one i s  one a l l  ore.  

V I I I  

Rain-swoln r i v e r s  m a g  r i s e  proud, 
Bent a l l  t o  drown and overflow. 
But when indeed a l l ' s  overflow'd 
They themselves a r e  drowned too.  

This  thy b l o o d ' s  deluge,  a d i r e  chance 
Dear LORD t o  t h e e ,  t o  u s  i s  found 
A deluge of  Del iverance ; 
A deluge l e a s t  we should be drowntd. 

N1ere wast thou i n  a sense so sadly  t r u e ,  
The WLL of l i v i n g  WATZRS, Lord, t i l l  now. 

The omit ted s t a n z a  i n  t h e  f i r s t  ve r s ion :  

Waterld by t h e  showres they b r i n g ,  
The t h o r n e s  t h a t  thy b l e s t  browes encloses  

( A  c r u e l 1  and a c o s t l y  sp r ing)  
Conceive proud hopes of proving Roses. 



28 See Chapter One f o r  a d e t a i l e d  d i s c u s s i o n  of 
t r a d i t i o n s .  

29 For a d i scuss ion  of Mar ino t s  i n f l u e n c e ,  s e e  
Chapter  Three. 

'O G.W. Williams, ed. The Complete P o e t r ~ ,  p.50. 

Numerous i n s t a n c e s  can  be c i t e d  from Shakespeare 's  
l a s t  p l a y s ,  Marlowe, Ben Jonson, Donne, e t c .  

" G.W. Williams, ed. - The Complete Poe t ry ,  p.18. 

33 I b i d . ,  p.479. 

74 Ruth C .  Wal le r s t e in ,  pp. 138-139. 



CONCLUSION - 

I n  a work t h a t  h a s  at tempted as much and touched 

on so  many topics  as t h i s  t h e s i s  has ,  i t  i s  d i f f i c u l t  t o  

p o i n t  out  prec ise ly  what has  been accomplished. I began 

by undertaking an e l a b o r a t e  s tudy of some a s p e c t s  of 

Crashaw's poetry.  C r i t i c a l  terminology had t o  be r e d e f i n e d  

i n  such a way t h a t  terms a p p l i e d  t o  Crashawls work 

i n d i c a t e  p rec i se ly  t h e  unique a s p e c t s  of h i s  work rep resen t -  

ed by a term. It has  been suggested t h a t  i n  r e l a t i n g  

Crashaw t o  the Baroque t r a d i t i o n ,  t h e  emphasis should be 

on t h e  term a s  ' s e n s i b i l i t y '  o r  ' t a s t e 1  r a t h e r  than as a 

' p e r i o d '  i n  art .  It i s  i n e v i t a b l e  t h a t  such d e f i n i t i o n s  

a r e  open t o  debate ,  and a r e  o f t e n  c o n t r o v e r s i a l .  There 

can  be no sense of f i n a l i t y  about r e d e f i n i n g  terminology. 

It i s  up t o  t h e  nex t  c r i t i c  t o  come a long and p o i n t  o u t  

how, r e a d  i n  a d i f f e r e n t  way, Crashaw's baroque excesses  

make h i s  poet ry  b e t t e r  o r  worse. Th i s  process  of 

i n t e r p r e t a t i o n  and r e i n t e r p r e t a t i o n  w i l l  have t o  go on, 

o f t e n  i n  vague and e l u s i v e  arguments,  such as 'Crashaw 

i s  n o t  a baroque poet  i n  t h e  same sense  i n  which Idi l ton 

i s t .  That i s  a t y p i c a l  c r i t i c a l  s ta tement  which n o t  

only presupposes knowledge of the  Baroque t r a d i t i o n ,  



i t s  a p p l i c a t i o n s  t o  Crashaw's p o e t r y ,  and t h e  poet ry  

o f  Mil ton,  and an a b i l i t y  t o  see  how t h e  l a t t e r  poet  

i s  a d i f f e r e n t  kind of baroque poet  from t h e  former,  

Prom ano the r  p o i n t  of view, a c r i t i c a l  s t a t ement  l i k e  

t h a t  may we l l  be regarded absurd ,  as it does no t  

p r e c i s e l y  t e l l  u s  what t h e  c r i t i c  means by a n  e l u s i v e  

phrase  l i k e  Inot i n  t h e  same sense  i n  which Mil ton  i s t .  

Crashaw and Mil ton a r e  obviously d i f f e r e n t  i n  many ways, 

and t h i s  p a r t i c u l a r  d i f f e r e n c e  i n  t h e i r  a s s i m i l a t i o n  

of t h e  Baroque, u n l e s s  c l a r i f i e d ,  does n o t  t a k e  t h e  

c r i t i c  o r  h i s  r e a d e r  anywhere. 

There a r e  very few such s t a t e m e n t s  i n  t h i s  t h e s i s ,  

I hope, and wherever p o s s i b l e  my own i n t e r p r e t a t i o n  of 

a n  a s p e c t  of Crashaw's poet ry  has  been p r e c i s e l y  and 

c l e a r l y  i n d i c a t e d .  ' Besides Crashawt s r e l a t i o n  t o  t h e  

Baroque t r a d i t i o n ,  t h e  d i s c u s s i o n  of h i s  mysticism i n  

Chapter  Four h a s  few ambigu i t i e s ,  i f  some l i m i t a t i o n s .  

The p e c u l i a r  n a t u r e  of Crashawt s m y s t i c a l  exper ience ,  

as an experience i n s p i r e d  by t h a t  of ano the r  m y s t i c .  

(which i s  n o t  usua l  i n  t h e  h i s t o r y  of myst ic i sm) ,  h a s  

been expla ined  i n  some d e t a i l .  I t  h a s  a l s o  been argued 

s u c c e s s f u l l y  t h a t  s t r u c t u r a l l y  Crashaw understood a 



myst ica l  experience,  and t h a t  t h e  q u a l i t y  of  ' e c s t a s y  ' 
i n  h i s  poetry i s  the  r ecogn i sab le  mark of h i s  m y s t i c a l  

experience.  Contrary t o  e s t a b l i s h e d  opin ions  of 

s c h o l a r s  l i k e  Evelyn Underh i l l ,  E m  A l l i s o n  P e e r s ,  I t ra t  

Husain and Joan Bennett who regard  a m y s t i c a l  experience 

as a n e c e s s a r i l y  r e l i g i o u s  exper ience ,2  i t  h a s  been 

suggested towards t h e  end of Chapter  Four t h a t  s e c u l a r  

poetry may a l s o  embody a myst ica l  exper ience ,  i f  by 

mysticism we understand a s t a t e  of ' p u r e t  joy. 

My study of Crashawls r e v i s i o n s  i s  n o t  only 

thorough but  owes l i t t l e  t o  previous  c r i t i c i s m  as my 

argument i s  d i f f e r e n t  from Mary E l l e n  Rickey ' s ,  t h e  only 

c r i t i c  e v e r  t o  t h i n k  of a sys temat ic  s tudy of  Crashaw's 

rhyme r e v i s i o n s  .' S i m i l a r l y ,  my comments on t h e  r e l a t i o n  

of thought and s t y l e  and t h e  r e l a t i o n  of thought  t o  

s t y l e ,  i n  Crashaw's work, though n o t  exhaus t ive ,  

a n t i c i p a t e s  work t h a t  can p r o f i t a b l y  be c a r r i e d  o u t  

i n  t h a t  a rea .  

The long l i s t  of c la ims t o  o r i g i n a l i t y  must 

cont inue .  My sugges t ions  t h a t  elements of  t h e  C l a s s i c a l  

and the  R h e t o r i c a l  t r a d i t i o n s  a r e  n o t i c e a b l e  i n  Crashaw ' s 



work have not  been n o t i c e d  s o  far ,  and I see  no p o s s i b l e  

r e f u t a t i o n  of these  sugges t ions  from e s t a b l i s h e d  

c r i t i c i s m .  The c r i t i c a l  methods which l e d  me t o  t h e  

conclus ions  a r e  h i s t o r i c a l l y  sound, and i t  is  u n l i k e l y  

t h a t  some c r i t i c  w i l l  say t h a t  Crashaw l i v e d  i n  a vacuum 

t o t a l l y  devoid of t h e  i n f l u e n c e s  t h a t  shaped Jonsonian 

c l a s s i c i s m ,  aad hence,  my arguments a r e  unacceptable .  

Again, i n  my sugges t ions  t h a t  the  h a b i t  of image-making 

i n  Crashaw seems t o  be a product  of t h e  a r t  of 'Memory' 

I have exerc ised  d e l i b e r a t e  c a r e  and u n d e r s t a t e d  t h e  

i n f l u e n c e .  It i s  n o t  till 1966 t h a t  anyone n o t i c e s  t h e  

e x i s t e n c e  of the  ' C u l t i v a t e d  Memory i n  Renaissance 

h a b i t s  of thought.4 I have t r i e d  a t  once t o  r e l a t e  

Crashaw's image-making t o  t h e  a r t  of 'Memory' and 

suggested i t s  p o s s i b l e  r e l a t i o n s  t o  Freudian psychologica l  

i n t e r p r e t a t i o n s .  It w i l l  be super f luous  t o  add t h a t  

Crashaw d i d  no t  know Freud, and i t  i s  very u n l i k e l y  

t h a t  Freudian t h e o r i e s  were i n s p i r e d  by Crashaw's work. 

What i s  important  i s  t h a t  a p p l i c a t i o n  o f  our own sys temat i -  

s e d  knowledge of psychology t o  t h e  Benaissance h a b i t s  

of thought  may l e a d  u s  t o  see  t h i n g s  more c l e a r l y ,  s e e i n g  

t h e  unknown i n  terms of t h e  known. My remarks on popular  

o r a l  t r a d i t i o n  i n  Chapter  One had t o  be l e f t  undeveloped 

f o r  reasons  of space.  



I have t o  plead g u i l t y  of many f a i l u r e s  imposed 

upon the  t h e s i s  by r e s t r i c t i o n s  of the  academic nature  

of  t h i s  work, of t ime, of space, of the  weariness of 

s p i r i t  t h a t  f requent ly  overcomes graduate s tuden ts ,  

and of l i m i t a t i o n s  i n  one 's  own reading and understan- 

ding. 

One such l i m i t a t i o n  i s  seen i n  my desc r ip t ion  of 

t h e  Renaissance poe t ic  t r a d i t i o n s  and the  major inf luences  

themselves i n  Chapters One and Two before proceeding 

t o  r e l a t e  them t o  Crashawts work. The d i s t i n c t i o n  

wi th in  a t r a d i t i o n  of sub t l e  v a r i a t i o n s  of method and 

technique could no t  be brought out  more c l e a r l y .  This 

i s  p a r t l y  because of my i n i t i a l  mistake i n  regarding 

some elements o f ,  say ,  the  C l a s s i c a l  t r a d i t i o n  as 

possibly i r r e l e v a n t  t o  a study of Crashaw. I must 

a l s o  confess  t o  being cowed by es tab l i shed  schola rs  of 

seventeenth-century poetry.  It  i s  not  u n t i l  I had far 

gone i n t o  my work t h a t  I r e a l i s e d  t h a t  i t  i s  perhaps 

i nco r r ec t  t o  deny any Jonsonian inf luence on Crasaaw 

espec ia l ly  i n  Crashawts use of poe t ic  techniques. I 

should have pursued my remarks i n  Chapter One, and 

i l l u s t r a t e d  t h i s  aspect  of the  C l a s s i c a l  inf luence i n  

g r e a t e r  d e t a i l .  



I n  much the  same manner, d e t a i l e d  d e s c r i p t i o n s  

of  t h e  work of S t .  I g n a t i u s  Loyola,  S t .  John of t h e  Cross  

and S t .  F r a n c i s  de S a l e s  could no t  be o u t l i n e d  before  

r e l a t i n g  t h e i r  i n f l u e n c e  on Crashaw. A s  i t  i s ,  some 

of  t h e s e  g i a n t  f i g u r e s ,  e s p e c i a l l y  S t .  F r a n c i s ,  appear  

subord ina te  t o  S t .  Teresa.  Headers of A T r e a t i s e  on 

t h e  Love of God w i l l  s ee  how debateable  t h i s  is. 5 

S t .  F r a n c i s  s d e s c r i p t i o n s  of h i s  m y s t i c a l  experience 

as they must have a f f e c t e d  Crashaw c e r t a i n l y  deserve  

b e t t e r  n o t i c e .  

This  awareness of my own l i m i t a t i o n s  and f a i l u r e s  

t o  accomplish a l l  I s e t  o u t  t o  do,  l e a d s  me t o  c o n s i d e r  

t h e  f a s c i n a t i n g  p o s s i b i l i t i e s  f o r  f u t u r e  c r i t i c &  work 

on Crashaw's poe t ry .  Crashaw' s work has  t o  be seen  in  

b e t t e r  and c l o s e r  r e l a t i o n  t o  Renaissance p o e t i c  t r a d i -  

t i o n s .  It w i l l  be worthwhile pursuing  each t r a d i t i o n  

i n  i t s  manifold i n f l u e n c e  i n  Crashawts  work. There i s  

a g r e a t  d e a l  of work p o s s i b l e  i n  s tudying  Crashawts  

p o e t i c  techniques  c a r e f u l l y ,  and accounting f o r  h i s  

a lmost  b lemish less  c raf t smanship .  For example, Crashaw ' s 

"EpigramsH can be r e a d  w i t h  r e f e r e n c e  t o  t h e  Epigrammatis ts  

of h i s  t imes ,  and t o  t h e  development of  t h e  Epigrammatic 



s t y l e  i n  h i s  work. H i s  c l o s e n e s s  t o  Spenser ,  t o  Donne, 

and h i s  capac i ty  f o r  c e r t a i n  s p e c i a l  k inds  of experience 

w i t h  modern psychological  knowledge, have f a s c i n a t i n g  

p o s s i b i l i t i e s .  And t e x t u a l  work, such as compil ing a 

concordance t o  Crashawts  p o e t r y ,  i s  among t h e  f r u i t f u l  

t h i n g s  y e t  t o  be accomplished. 

I n  d u a l i s t i c  philosophy of t h e  O r i e n t ,  i t  i s  

customary t o  regard  t h e  l i f e  and work of a person as 

profoundly a c c i d e n t a l .  That Crashaw l i v e d  and wrote 

i n  t h e  seventeenth-century i s  t h e  product  of an ! a c c i d e n t 1  

i n  d u a l i s t i c  ph i losoph ica l  thought .  I n  t h a t  profound 

sense ,  I a m  g l a d  of t h i s  ' a c c i d e n t t  of having worked 

a t  t h i s  p a r t i c u l a r  p o i n t  of t ime on t h i s  p a r t i c u l a r  

poet .  Such a n  ' a c c i d e n t t  i s ,  i n  ano the r  s e n s e ,  q u i t e  

Crashavian.  6,/z@4J 
NOTES 

A n o t a b l e  except ion  i s  my d i s c u s s i o n  of Craahawts 
r e l a t i o n  t o  t h e  Donne t r a d i t i o n .  See Chapter  One above. 

See Notes t o  Chapter  Four above. 

See Notes t o  Chapter  Five above. 

The s p e c i f i c  r e f e r e n c e  h e r e  i s  t o  Frances A.Yates, 
The A r t  of Memory (Chicago: Unive r s i ty  of Chicago P r e s s ,  1966). - - 

See S t .  F r a n c i s  de S a l e s ,  On t h e  Love of God, 2 Vols. ,  
ed. John K.  Ryan, (New York: Image ~ o o k s ,  1963). 
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of  Engl i sh  S t u d i e s ,  XXIV (1948),  295-302. Crashaw 
in f luenced  by S t .  Fran o i s  de  S a l e s t  'Le T r a i t e  de 
3;' h o u r  de Dien.' A l - i a a c e  f of mysticism and s e n s i b i l i t y .  
I l l u s t r a t i o n s  from t h e  a u t h o r ' s  motto i n  S t e p s  t o  t h e  
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1961. Discusses  c o n t i n e n t a l  mode of  Crashawt s poe t ry .  
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, "Baroque S e n s i b i l i t y ,  Times L i t e r a r y  Supplement 
(10 August 1940) ,  387. 'Baroque1 n o t  so much a p e r i o d  
of ar t  as a " t a s t e "  i n  a r t ;  baroque s e n s i b i l i t y  wears 
" a r t i f i c e H  on i t s  s l e e v e .  

- , "Poet and S a i n t  ," Times L i t e r a r y  Supplement, 
( 1 June 1946) , 258. ~ e r c e n t e n a r ~ c o m m e m o r a t i o n  of 
Crashawls first book of Eng l i sh  poems. Some unfavoura- 
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APPENDIX - 2 

Crashaw and M r .  Gilmant s 'Ref lexive  R e c o i l q  

I n  a recen t  a r t i c l e  i n  Seventeenth  - Century News, 

Harvey Gilman n o t i c e s  a It p a r t i c u l a r  c o n s t r u c t i o n  which 

occurs  f r equen t ly  throughout Crashawts  works. He c a l l s  

t h i s  f i g u r e  ' t h e  r e f l e x i v e  r e c o i l t ,  I n  i t s  s imples t  form, 

a n  o b j e c t  i s  f irst  pe r son i f i ed  and then  i s  made t o  perform 

i t s  customary funct ion  upon i t s e l f ,  This  r e s u l t s  i n  a 

kind of Baroque t ransformat ion  of s t a r t l i n g  and a r r e s t i n g  

power. It i s  most o f t e n  used by Crashaw f o r  i n t e n s i f i c a -  

t i o n ,  a m p l i f i c a t i o n ,  and t o  b r i n g  about t h e  cl imax of  a 

Gilman c i t e s  more than  s i x t e e n  i l l u s t r a t i o n s  of  

t h i s  p o e t i c  device i n  Crashaw, and concludes:  

Crashaw's r e f l e x i v e  r e c o i l  r e p r e s e n t s  t h e  p o e t ' s  
own image f o r  the  l o g i c a l  extreme boundary of  
Baroque t ransformat ion .  Yhis ' ob jec t -use t  , 
' c ause -e f fec t1  j u x t a p o s i t i o n  occurs  whenever 
Crashaw s t r e t c h e s  h i s  imaginat ion t o  i t s  
l i m i t  i n  an at tempt  t o  d e s c r i b e ,  i n  concre te  
te rms,  t h e  i n c r e d i b l e  paradoxes of C h r i s t i a n  
dogma. The p o e t ' s  t r a n s l a t i o n  of #Sospet to  
dtHerode" i s  s i g n i f i c a n t  f o r  i t s  l a c k  of 
r e f l e x i v e  f i g u r e s .  They a r e  very c h a r a c t e r i s -  
t i c  of Crashawts  own thought p a t t e r n s  and he 
avo ids  them when he t r a n s l a t e s .  H i s  s k i l l  i n  
handl ing  t h e  r e c o i l  f i g u r e  i n c r e a s e s  with t h e  
g e n e r a l  ma tu r i ty  of h i s  l a t e r  poe t ry .  What of 
i n t e n s i t y  of f e e l i n g  and of r e l i g i o u s  convic- 
t i o n  t h a t  i s  t o  be found i n  t h e  poet ry  of 



Richard Crashaw most o f t e n  appears  i n  t h e  
form of h i s  v a r i o u s  c o n c e i t s  based on t h e  
fundamental r e f l e x i v e  r e c o i l . 2  

I n  a l l  i n s t a n c e s  suggested by Gilman as examples 

o f  I r e f l e x i v e  r e c o i l 1  what i n  f a c t  happens i s  t h e  metaphysi- 

c a l  p o e t ' s  fondness f o r  dwel l ing  on a c o n c e i t  and the  

r e p e t i t i o n  involved i n  t h i s  fondness f o r  e l a b o r a t i n g  a 

c o n c e i t .  Gilman's phras ing  does n o t  add t o  our knowledge 

o f  a p o e t i c a l  device common enough i n  t h e  seventeenth-  

c e n t u r y ,  nor  does i t  add t o  t h e  beauty of t h e  device  

i t s e l f  i n  g i v i n g  i t  a new name. Nor i s  Crashaw1s so- 

c a l l e d  ' r e f l e x i v e  r e c o i l  l a r h e t o r i c a l  device  p e c u l i a r  

t o  t h e  Renaissance.  I n s t a n c e s  of a similar use o f  c o n c e i t  

abound i n  t h e  poet ry  of Gerard Manley Hopkins, and q u i t e  

a few twent ie th-century  p o e t s  whose work shows t h e  same 

kind of ' t e n s i o n '  as seventeenth  century  poe t ry .  

A few of  the  q u e s t i o n s  M r .  Gilman h a s  f a i l e d  

t o  a sk  a r e :  i s  t h i s  a no tab le  device  o f .  p o e t i c  technique 

p e c u l i a r  t o  Crashaw, a r e  t h e r e  o t h e r  i n s t a n c e s  of t h i s  

technique i n  t h e  Henaissance p o e t i c ,  do we have any 

i n s t a n c e s  of t h i s  device  o p e r a t i n g  i n  poet ry  of the  

l a t e r  p e r i o d s ,  and above every o t h e r  q u e s t i o n ,  i s  it  



r e l a t e d  t o  I the  paradoxes of C h r i s t i a n  dogmat? If he 

had asked any of these  q u e s t i o n s ,  even a t  t h e  r i s k  of  

f i n d i n g  no answers, he would indeed have escaped t h e  

t r a p s  i n t o  which he has  f a l l e n ,  

NOTES 

Harvey Gilman, Vrashawt  s Ref lex ive  R e c o i l  ," 
S C N ,  - X X I I  (1964) ,  p.2. 

I b i d . ,  p.4. 



APPENDIX 11 

A Review of  Martz and Williams 

Louis  L. Martz,  The W i t  of  Love (Notre  Dame London: 
Unive r s i ty  of Notre Dame P r e s s ,  1969). 216 pp. 

George W.  W i l l i a m s ,  e d i t o r ,  The Corn l e t e  Poe t ry  of Richard  
Erashaw (Garden C i t y  : Doubleday, I s m + 7 0 7  pp. 

The W i t  of  Love i s  t h e  p u b l i c a t i o n  of  t h e  Ward-Phill ips 

L e c t u r e s  d e l i v e r e d  by L.L. Martz i n  t h e  Unive r s i ty  o f  

Notre Dame. In t h e  a u t h o r ' s  own words, ' t h e  e s says  have 

been cons iderably  r e v i s e d  and extended'  except  f o r  t h e  

'many t r a c e s  of  o r a l  p r e s e n t a t i o n v .  The essays  seem t o  

have b e n e f i t e d  r a t h e r  than  s u f f e r e d  on account of t h e i r  

o r i g i n a l  shape,  as t h e  o r a l  s t y l e  c o n t r i b u t e s  t o  a g race  

and ease  which a r e  becoming r a r e  commodities g e n e r a l l y  i n  

pompous s c h o l a r l y  w r i t i n g .  The sense  of g rac iousness  

and cour tesy  i n  t h e  p re face  i s  preserved through every 

page of  t h e  book, and D r .  Martz succeeds i n  conveying 

t h a t  r a r e  t h i n g  i n  l i t e r a r y  c r i t i c i s m ,  namely, a b e a u t i f u l  

exper ience .  

The o b j e c t  of t h i s  book i s  p r i m a r i l y  t o  convey 

t h e  experience of love  i n  t h e  poet ry  of f o u r  metaphysical  

poe t s .  The opening c h a p t e r  d e a l s  wi th  John Donne. 

D r .  Martz begins wi th  a r a t h e r  unusual approach of 



l i s t i n g  and descr ib ing the  p o r t r a i t s  of John Donne i n  

t h e  seventeenth century.  Dome ' s  l i f e - long  p r a c t i c e  of 

adopting dramatic pos tures  i n  many d i f f e r e n t  a t t i t u d e s ,  

and h i s  way of cons tan t ly  c r e a t i n g  f i c t i o n a l  r o l e s  out  

of  a spec t s  of h i s  persona l i ty  a r e  responsible  f o r  the 

d i s t i n c t  f e a t u r e s  of h i s  love  poems - the  r e l e n t l e s s  

s e l f - s c ru t iny  , the  cap r i c ious ,  changeable and unsteady 

elements. These c h a r a c t e r i s t i c s  l a t e r  on can be discovered 

i n  h i s  r e l i g i o u s  poetry a s  wel l .  Donne's poems express 

the  quest ions  about the  nature  of love and the  u l t imate  

ground of l o v e ' s  being, d i r e c t l y  and simply, as i n  

"Aire and Angel st' f o r  ins tance .  Qu i t e  f requent ly  Donne s 

end less  quest  f o r  love  i s  expressed with g r e a t  sub t l e ty  

and ind i r ec tnes s .  Donne's r e s t l e s s n e s s  i s  an aspec t  

of the  ' t ens ion t  i n  the  Renaissance mind. The seventeenth- 

century i s  pressur i sed  by the  Renaissance, the  Reforma- 

t i o n ,  and the  Counter-Reformation; and i t  i s  o n l y  n a t u r a l  

t h a t  a s e n s i t i v e  and a n a l y t i c  mind l i k e  Donne's is  

g r e a t l y  a f f ec t ed  by the  c o n t r a r i e t i e s  of the  i n t e l l e c t u a l  

c l imate .  D r .  Martz, however, seems t o  th ink  t h a t  Donne's 

poetry not  only expresses the  c o n t r a r i e s ,  but through 

the  very expression,  h i s  'ques t ing mind r e v e a l s  and 



c o n t r o l s  the  c o n t r a r i e s  t h a t  meet w i t h i n  h i s  b e i n g t .  

The second c h a p t e r  on Thomas Carew and t h e  c a v a l i e r  

world c l a r i f i e s  D r .  War tz l s  approach. I n  t h e  s tudy of 

l i t e r a t u r e ,  which i s  c o n t a c t  wi th  a l i v i n g  mind and 

consc iousness  a t  a p a r t i c u l a r  t ime,  t h e  o t h e r  arts a r e  

worth c o n s i d e r i n g ,  because they too  a f f e c t  a poet  as much 

as t h e  h i s t o r i c a l  even t s  of t h e  t ime.  C a r e w  i s  a poet 

who l i v e s  i n  a s t ream o f  events  and i d e a s ,  and whose 

poet ry  i s  consequent ly coloured  and enr iched.  The 

s i m i l a r i t y  between Donne and Carew i s  t h a t  both  a r e  

motivated by t h e  Renaissance ' t e n s i o n t  i n  t h e i r  minds, 

both  seek  answers f o r  ques t ions  imposed upon them from 

w i t h i n  and from without .  I n  Carew t h e  ' t e n s i o n '  i s  

reso lved  by h i s  p a r t i c i p a t i o n  i n  t h e  Mannerist  a r t .  The 

world of Carew i s  t h e  world of t h e  c a v a l i e r  and t h e  cour t -  

l y  l o v e  t r a d i t i o n .  And i t  i s  because of h i s  a f f i l i a t i o n  

t o  t r a d i t i o n ,  t h a t  h i s  poet ry  s u r v i v e s  t h e  a shes  of  

p o l i t i c a l  d i s a s t e r .  

By M a r v e l l t s  t ime,  the  ar ts  of p a i n t i n g ,  s c u l p t u r e  

and music had come t o  a c l i m a c t i c  development i n  Eiurope , 
and t h e  Eng l i sh  p o e t s ,  such of those  who ca red  f o r  t h e  



European t r a d i t i o n s ,  were deeply in f luenced  by t h e  

growing a l l i a n c e  between t h e  v i s u a l  a r t s  and poet ry .  

Bes ides ,  Marvell  i n h e r i t s  the  t r a d i t i o n  of t h e  r e l i g i o u s  

l o v e - l y r i c  p e r f e c t e d  by Herber t  (and Donne?) and a l l  

t h e s e  many backgrounds converging i n  him produce some 

o f  t h e  f i n e s t ,  most musical  and most p a s s i o n a t e ,  poe t ry  

i n  t h e  seventeenth  cen tu ry .  There i s  a l ready  a d i s s o l u -  

t i o n  of  t h e  l t e n s i o n g  which we meet i n  Donne and Carew. 

In i t s  p l a c e ,  t h e r e  i s  a consc ious  e f f o r t  i n  Marvell  t o  

seek  a correspondence between e a r t h  and Heaven. Thus, 

some of h i s  b e s t  l o v e  poems express  h i s  r e l i g i o u s  q u e s t ,  

and can be regarded as examples of r e l i g i o u s  poe t ry .  

Marvell  a t t a i n s  h i s  i d e a l  v i s i o n  and ' t h e  mind 's  happi- 

n e s s '  by c r e a t i n g  a world of poet ry  through t h e  perspec-  

t i v e  of a r t .  

O f  p a r t i c u l a r  i n t e r e s t  t o  me i s  D r .  M a r t z g s  chap te r  

on Richard  Crashaw, I1Love ' s Arch i t ec tu re" .  Martz moves 

from t h e  Mannerist  t o  baroque ar t  - baroque a r c h i t e c t u r e  

and p a i n t i n g ,  t o  a c o n s i d e r a t i o n  of Crashaw as a baroque 

poet .  He d e s c r i b e s  e l a b o r a t e l y ,  and f o r  r e a d e r s  of 

Wylie S y p h e r g s  Four S t a g e s  --- of Renaissance S t y l e ,  superf luous-  



l y ,  the  q u a l i t i e s  of the  baroque s p i r i t  i n  a r c h i t e c t u r e  

and pa in t ing .  He demonstrates the  c loseness  of Crashaw1s 

poetry t o  the  baroque arts. Crashaw1s poems on S t ,  Teresa 

a r e  i n sp i r ed  by the  baroque s p i r i t .  Crashaw i s  s o  

s teeped i n  the  baroque s p i r i t  t h a t  even h i s  c o n c e i t s ,  

D r ,  Martz makes i t  a po in t  t o  i n d i c a t e ,  a r e  d i f f e r e n t  

from metaphysical conce i t s .  Crashawt s conce i t  i s  baroque 

conce i t ,  It i s  i n  a s u b t l e ,  unrefutable  and unacceptable 

statement l i k e  t h i s ,  t h a t  the  l i t e r a r y  c r i t i c  f a l l s  i n t o  

a wel l  l a i d  t r a p  of h i s  own super f ine  percept ion,  To 

speak of  Crashawls poetry a s  though i t  grew on the  t r e e  

of paradise  i n  i s o l a t i o n ,  i n  majes t i c  d i s s o c i a t i o n  from 

the  r e s t  of a mighty and demanding t r a d i t i o n  l i k e  t he  

metaphysical t r a d i t i o n  of Donne and h i s  fo l lowers ,  i s  

indeed t o  deny the  poet h i s  share of s e n s i t i v i t y ,  

accommodation and i n t e l l i g e n c e .  D r .  Martz, however, has  

no time t o  dev ia te  i n t o  t h e  l aby r in th ine  ways of t r a d i -  

t i o n s  and inf luences .  H i s  ch ie f  concern i s  the  r e l a t i o n  
.7 

between baroque art and Crashaw1s poetry.  He br ings  

out  beau t i fu l ly  the  s u b t l e t i e s  of Crashaw1 s poetry ,  

h i s  r i chness  and luxur iance ,  h i s  humour and h i s  mystical  

ecs tasy .  He e s t a b l i s h e s  Crashaw1s antecedents  with 

Carew and h i s  companionship with Herbert .  



D r .  M a r t z l s  Notes a r e  models of  c l a r i t y  and 

p r e c i s i o n ,  while  they a l s o  vouch f o r  h i s  o r i g i n a l i t y .  

Few books of  l i t e r a r y  c r i t i c i s m  make read ing  such a 

d e l i g h t f u l  experience.  I n  t h e  c o n t e x t  of  beauty,  t h e  

q u e s t i o n  of u t i l i t y  i s  i r r e l e v a n t .  D r .  Martx's w e l l  

i l l u s t r a t e d  book may n o t  add g r e a t l y  t o  s c h o l a r l y  

in fo rmat ion  -9 but i t  i s  c e r t a i n l y  welcome as a l u x u r i o u s  

exper ience  of t h e  beauty i n  t h e  poet ry  of Donne, Carew, 

Crashaw and Marvel1 . 
The Anchor seventeenth-century e d i t i o n  of - The 

Complete Poet ry  of Richard  Crashaw, t o g e t h e r  wi th  M a r t z t s  

book, is  amply s a t i s f y i n g  as i t  hopefu l ly  l aunches  a 

pe r iod  o f  a c t i v e  i n t e r e s t  i n  t h a t  much-neglected poe t .  

With h i s  c r i t i c a l  work on Crashaw's p o e t r y ,  Williams's 

e d i t i o n  w i l l  count  among the  b e s t  and most u s e f u l  works 

i n  Crashaw s t u d i e s .  I n  d e s c r i b i n g  t h e  e d i t i o n ,  a f r e q u e n t  

comparison wi th  i t s  predecessor  L .C . M a r t i n ' s  i n  many 

a s p e c t s  of  e d i t o r i a l  work i s  unavoidable.  Will iams h a s  

t h e  advantage of a long  pe r iod  of devot ion  and l o y a l t y  

t o  h i s  s u b j e c t ,  and h i s  e d i t i o n  r e f l e c t s  both h i s  

s e n s i t i v i t y ,  and q u a n t i t y  of  s c h o l a r s h i p  he h a s  assimila- 

t e d  i n t o  h i s  work. While h i s  arrangement of t h e  poems 



i n  Ittwo v e r s i o n s H  i s  e s p e c i a l l y  convenient ,  t he  l a t e r  

v e r s i o n  on t h e  page f a c i n g  t h e  e a r l i e r  v e r s i o n  so t h a t  

Crashawls r e v i s i o n s  and v a r i a n t s  can be immediately looked 

i n t o ,  e d i t o r i a l  v a r i a n t s  i n  poems i n  one v e r s i o n  a r e  g iven  

only i n  t h e  Textua l  Notes. This  i s  n o t  so  convenient  as 

M a r t i n t s  p r a c t i c e  of l i s t i n g  t h e  v a r i a n t s  a t  t h e  bottom 

of  t h e  page. 

Williams g i v e s  a b r i e f  summary of c r i t i c a l  op in ions  

on each poem wi th  q u o t a t i o n s  from a r t i c l e s  and books 

on  Crashaw. A mere g lance  a t  t h i s  s e c t i o n  a c q u a i n t s  t h e  

r e a d e r  wi th  t h e  b e s t  as wel l  as most r e c e n t  c r i t i c i s m  on 

a poem. It must be added as a c a u t i o n  f o r  a t o o - t r u s t i n g  

r e a d e r  t h a t  i n  s p i t e  of Williamsls i n c l u s i o n  of oppos i t e  

p o i n t s  of view i n  h i s  i n t r o d u c t o r y  n o t e s ,  h i s  own b i a s  

i s  e l e a r l y  expressed i n  h i s  comments. While t h i s  adds 

t o  t h e  " f l a v o u r n  of  t h e  comments, i t  can  sometimes be 

misleading.  I n  r ead ing  p o e t r y ,  e s p e c i a l l y  t h a t  as 

complex as t h a t  by Crashaw i n  whom many t r a d i t i o n s  and 

backgrounds merge, one cannot  be t o o  c a r e f u l .  

While h i s  i n t r o d u c t i o n  i s  convent ional  and, as 

he  admits  i n  h i s  f o o t n o t e  on page xv,  fo l lows the  bea ten  



t r a c k ,  Williamsf s Appendix and Notes a r e  superb. The 

' L i s t  of Events ,  Miracles,  Teachings, and Parab les  i n  

the  Sacred Epigramsf i s  an example of what an  imaginative 

scholar  can achieve i n  t he  prosaic  t a s k  of e d i t i n g .  

I ts u t i l i t y  f o r  a s tudent  of Crashaw cannot be over- 

emphasized. I t  enables one t o  see  the  imaginative uni ty  

of the  poetry of Richard Crashaw, who has  "a s m a l l  voice 

y e t  no o the r  Engl ish  poet has ever sung so wel l  wi th  i tn .  



APPENDIX I11 

Crashaw and Vaughan 

I n  a sho r t  piece i n  Notes and Quer i e s ,  Mary E l l e n  

Rickey po in t s  out  the  correspondences i n  Crashawts and 

Vaughant s metaphor, and concludes: 

Vaughan probably read Crashaw with i n t e r e s t  
at  l e a s t  p a r t l y  because of t h e i r  common 
regard f o r  George Herber t ,  and it i s  
i n t e r e s t i n g  t o  see  t r a c e s  of t h i s  reading 
appearing i n  h i s  own verse.1 

Both Crashaw and Vaughan were mystic poe t s ;  but  the  

na ture  of t h e i r  mystical  experiences i s  very d i f f e r e n t .  

Unlike Crashaw, Vaughan i s  a Nature mystic.  Vaughant s 

myst ica l  experience seems t o  be unique i n  h i s  (mys t ica l )  

apprehension of Nature. For example, i n  "The BookH 

Vaughants apprehension of t he  book a n a l y t i c a l l y  i n  

the  'papyr t  of the  book, and then the  ' seedt  and then 

the  ' g r a s s '  and the  ' l i n e n t  embodies a myst ica l  expe- 

r i ence  involving a Hermetic way of regarding c rea t ion :  

Thou knewtst  t h i s  papyr,  when i t  was 
Meer seed,  and a f t e r  t h a t  but Eas s*  - -9 
Before 'twas d r e s t  o r  spun, and when 
Made l i n e n ,  who d i d  wear i t  then: -- - 
What w e r e  t h e i r  l i f e s ,  t h e i r  thoughts & deeds 
Whither good corn,  o r  f r u i t l e s s  weeds. --- 



Thou knewts t  t h i s  Tree ,  when a green  -- shade 
Cover td  i t ,  s i n c e  a Cover made, 
And where i t  f l o u r i s h t d ,  grew and sp read ,  
A s  i f  i t  never  should be dead.2 

Vaughants r e l a t i n g  t h e  l e s s  obvious q u a l i t i e s  of h i s  

s u b j e c t ,  and working i n  correspondences of h i s  own 

choice  i s  similar t o  Crashawts  h a b i t .  But i n  Crashaw 

t h e r e  i s  very l i t t l e  Nature-mysticism. He does  n o t  

pe rce ive  a n  o b j e c t  i n  Nature wi th  t h e  s i m u l t a n e i t y  

o f .  t he  backgrounds of r e l i g i o n ,  theology,  Herme t i c i s m ,  

and Metaphysical  d i s s o c i a t i o n  of s e n s i b i l i t y  as does 

Vaughan. There i s  l i t t l e  d e s c r i p t i o n  of  Nature i n  

Crashawt s poetry.  Crashawv s mysticism i s  q u i t e  un l ike  

Vaughanvs. 

I Notes and Q u e r i e s ,  CC ( l 9 5 5 ) ,  pp.232-233. See - 
also Percy B. Osmond, The M s t i c a l  P o e t s  of the  E n a i s h  +--- --- - 
Church   ond don: SPCK, 1919 f o r  a d i s c u s s i o n  of Crashaw1s 
( a n d a u g h a n t s )  mysticism. 

* French Fogle ,  ed.  ---- The Comnete  -- Pee% of Henr 
Vaughan -- (New York: Doubleday Anchor Books, 1 s d 4 7 .  


