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THE IMAGERY OF JOHN DONKE

(ABSTRACT OF THESIS)

Imagery is the immglnative use of words, the correlation
of ideeas and thimgs in the mind of a poot that invokes in a perceptive
reader a state of mind analogous to that of the poet. The statement
of the correlation is in itse¢lf meaningless; poetic communication
takes place through & triple process:

l. The symbols or words denoting the ldeas and things are
oombined to form a new symbol;

2. The referents or things dencted are equated;

3. The references or ideas sbout the referents and symbols
are made to coincide.

It is this coincidence of references that allows the poet to invoke
his state of mind in a reader.

To this procese Donne added a fanciful element, bringing
into his poetry the conseit. A conceit is a witty or ingenious or
fanoiful comparison or idea, usually so written that its peculiar
nature cobscures the metaphorical process described above; fanoy
takes precedence over imagination.

The metaphorical process is more easily seen in the
oomparison, in which {ts workings are not obscured by the fanteastic -
element. Comparieons and conceits can be either developed or sisple.

The developed imege extends o basic metaphor by one or
more of the following methods:

1. The introduction of further metaphorical statement to
justify the use of the basic metsaphor, assuming its aptness;

2. The use of further metaphorical statement to extend
the basic metaphor, assuming its aptness;
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3. The use of further statement, either metaphoric=zl or
literal, to explain the basic metaphor.

This development of an image is carried on when:

l. The statement of a metaphor leads to the creation of
further imarery modifying and strengthening the basic metaphorg

2. A group of images besome somehow related, focusing in
one metaphorical idee.

The habit of developing images seems the result of an analytical
mind, taking pleasure in:

1. Foroing all the possible analogies between the referent
of the basic metaphor and the subject of the poem;

2+ Introducing apparently logical ramifications of the
basioc metaphor.

The simple comparison shows an aspect of Donne's imagery
obssured by the development in the lomger images; <thet is its
reasonable nature. Domne not only modified his imagination by

his fancy; he also modified the product by reason,
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But thou art also (Lord I intend it to thy glory,
and let no prophane misinterpreter abuss it to thy
diminution) thou art a figurative, a metaphoricall
¥od toos A God in whose words there 1s such &
helght of figures, suoh voyazes, such peregrinations
to fetoch remocte and precious metaphors, aucﬁ
extensions, such spreadings, such Curtaines of
Aﬂogor!o-. such EEM Heavens of ﬁz%rSoIn. 0

armonious eloquutions, 80 retired snd so reserved

ressions, 80 commanding gonmiom. 80
§rm§§§ commanduents, such sinewes even in thy

®, and suoh E' $n thy words, as ell
@l& Authors, seeme of the seed of the Sorsont.

t oreepes, thou art the Dove, that flies. O,
what wor ut thine, oan express the inexpressible
texture, and composition of thy word;s ... The stile

works, the as® of thine actions, is

' mgorIuIl. The Institution of thy whole worship
e 0

law, was a cont Alle 3 types
snd figures overspread all; and ¢ 1 s flowed into
figures, and powred themsslves out Euio farther
Zlgures

Donne's Devotions Upon Emergent
Ocoasions X1X. Expostulation




PREFACE

Tmarary san hest he definad, for the purposes of this
study, as language having greater and more intemse meaning in the
oontext of poetry than it would have in a normal prose context.
Poetry I oonsider to be the means of expression whioch hes as its

purpose chiefly the communication of experience, as contrasted with

prose, the chief purpose of which is usually merely the description

of experience. Imagery is the imaginative use of words, involving

the process by which a poet correlates ideas and things to oreate a
new whole, associating thoughts and attitudes in an attempt at
oommunication bordering on empathy, the process here referred to as
"the metaphoriesl process™.

The imagination or image-making faculty is modified by
another faculty, the selective faculty, which causes a poet to choose
one comparison rather than another, one word rather than another.
John Donne and his contemporaries called it "conceit®™; and it is
this faoulty that turns an imesge into what we now sall a conceit, a
far=fetched comparison or fantastic turn of phrase,

In the case of John Donne a third faculty has its part in
the oreation of images, resson. All his comparisons seem to have
been subjeoted to the sorutiny of a coldly anslytical mind; he
seens always ready to prove the aptness of his images. It was this
logioal turn of mind that led to the development of images and
conceits. It was also this turn of mind that has suggested many

of the generalizations made about Donne. Dryden noted it in his
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famoue criticism.

He affects the Metaphysicks, not only in his satires,
but in his Amorous Verses, where Hature only should reign;
end parplavas the Minda of the Faiy Seax with nice Epassule
ationa of Philosophy, whon he shou'd ingage their Hearts,
and eutertain them with the softnesses of Love.

Dr. Johnson, in his Life of Cowley, probably the best short study of

metaphysical imagery, observed of the school of Donne that:
I must ... be confessed of these writers, that if
they are upon common subjects often unnecessarily and un-
poetically subtle, yet where scholastic speculation can be
properly sdmitted, their copiocusness end acuteness may
Justly be admired.
Hazlitt, also writing of the school of Donne, said:
Their style was not so properly learned as meta-
physical; thet is to say, whenever, by any violence done
to their ideas, they could make out an abstract likeness
or possible ground of comparison, they foroed the image,
whether learned or vulgar, into the service of the Muses s.e.
The ouriocus nmture of the poetry of Domne and the other
metaphysicals has often been the subjeot of discussion. The reason
for the peculiarity of metaphysical poetry is the use of reason to
nodify imagination, the examination of the immge by an acute
analytical minde This is also the reason for the odd lack of
apparent emotion in the metaphysiocal mge. the exactness and
artificlelity that combine to make the metaphysiocal style seem
almost a deliberate pose. Donne's images are almost invariably
defencible by logic, and more often than not they are defended by
logio, or at least by casuistry. Donne always seems aware of the
aptnoss of his somparisons; he modifies them, extends them, makes
them axioms upon which to build lengthy arguments. It is not sn
overstatement to claim that the logioal, argumentative mind working

on the products of the imaginstion gives metaphysioal poetry its

N




speoial nature. In other words, we recognize the metaphysical
poet by his images.

This studyr was hopun with mome idea +thet the ima

gs w=s
the key to the peoculiarity of metaphysical poetry. At first, not
being very certain either of the nature of the image or the way in
which it was used by the metaphysicals, I decided to limit the
study to John Donne, assuming that what was true of Donne would be
more or loss true of the other metaphysicals. The study began with
an attempt to treat Donne as buroline Spurgeon treated Shakespeare,
listing the images on index oards and attempting to divide them
into certalin cbvious oategories, images taken from household life,
from alchemy, and so on. This part endod with more than two

thousand index cards but no oategories that could enmable a student

to reach oconclusions such as Miss Spurgeon did in Shakespeare's

Imacery. There was an overwhelming number of imeges taken from
religious atudies; the other ocategories were nmumerous and allowed
few generalizations other tham that Donne was en extremely well-read
and observant man.

Howsver, in the course of transcribing images from the

poems to the index cards, I begen to realize that the uses of Donne's

images were much more interesting then the mere external groupiung of

the images themselves, and that the obscurities of Donre's poews

resulted not so much from his learning as from his subtle manipulation
of images that were in themselves not extraordinary. The obvious step
then was to attempt a division of these uses - if not a complete ome,
one at least that would sllow the poems to be divided for convenience

in discussion. The first division had to be made betwsen the conceit,

vii
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the "intellectual oconcept feathered with fancy™, and the comparison,
the metaphor or simile. These needed further division according to
their uses in poems,

The obvious method of division wes to consider the extent
to which Domne's argumentative mind had developed or extencded the
imnge and the relative importance of each imsge in its context. In
oapes where one imagoe omerged as the chief imags of & poem, as in

ees by these hymnes, all shall approve

¥Us Canoniztd for Love: soe .. .
(The Canonization, 35-6)

oloser examination showed that most of the imagery of the poem was
related, bu#lding up in a carefully logical method to the canonization
metaphor snd its implications, whioh were alaso related images. The
whole complex then was oonsidered as one imsge, a developed conceit

and a developed comparison, with the cancnization image as its E&g&g
metaphor.

In this wey the imeges were isolated enough to allow con-
sideration and discuscion of examples of Donne's uses of imagery.
Several tempting scurces or error has to be avoided. The first
temptation was to impose on the thesis a false unity, to ;rguo towards
some generalization; this, I felt, would lead to distorting faots in
order to prove a point. The ssoond temptation was to fall Into the
habit of generalisatione The third was to oonsider the categories
arrived at in the preliminary survey of Donne's imagery as water-tight
ocmpartments and to forch images into them. The fifth was to acocept
conventional discussions of imagery, whioh would, I feel, have
vitiated the study; the sixth, paradoxioally, was to accept nome of

the conventional ${dezes of imagery.




I finslly deolded that Donne's imegery could best be

studied under thirteen headings derived from the preliminary survey

from the contexts in which thsy occurred. The study then broke down
neturally into tem Chapters, in each of which examples of Donne's
imagery could be anelyzed and discussed sccording to their cstegories,
and so acocording to their importance and their use in each posm. In
this way the study beceme a series of close reedings of parte of
Donne's poetry with the imagery, ite chief peculisrity, as a foecsal
point. Instesd of setting out to prove a thesis the work developed
a twofold purposes to make clearer the neture of Donne's imagery and
lenguage by attempting to~analyze it and demonstrate the workings of
the conceit and the dialectical development of imagery; and to
illuminate the poems themselves by unravelling the twieted strands

of thought which obscure so many of Donne's poems. The aecond
purpose is in a way a by-produot of the first; the chief aim of

the study is to learn the nature of Domne's imagery from an exemin-
ation of his poetry.

This study ocould never have been completed had not so much
been done for me. I must, with all other students of Donnc, soknow-
ledge my indebtedness to Sir Herbert Grierson, whose great edition
has becn the foundation of all Donne scholarship over the past half
century, and to Miss Helen Gardmer, whose edition of the divine poenms
augmented his annotations. An acknowledgement must also be made to

J.B. Leishman, whose book, The Monarch of Wit, although not quoted,

helped in the formation and expression of & great many of the ideas

in this work. I am also deeply indebted to Mr. C. Day Lewls, whose



book, The Puvetic Image, was instrumental in the definition of

my field of study. Finally, my sincerest thenks are due to
Dr, George Story, my supsrvisor; who; by constently reading
drafts of tho work, making suggestions for improvements,

giving advice, lendinyg bocoks, and occasionally prodding, was

largely responsivle for the completion of this study.

E.J.D.
12 Maroh 1958




CHAPTER 1

THE RATURE OF THE POETIC IMAGE




The greatest single problem facing any student bepginning an
investigation of the imagery of a poet is tho definition of “immge®.
Fue Cmo definivicn of Whe word as M sizmllc, motapher, o ficure of
spesch”! tells little about the nature of the subjest, A simile,
acoording to the same diotionary, is "A comparison of ome thing with
another, especially ss an ornament in poetry or rhetoric."@ A
metaphor is "The figure of spesch in which a name or desoriptive term
is transferred to some object different from, but enmalogous to, that
to which it 4s properly applicable; an instance of this, a metaphor-
1cal expression."> The third term, "a figure of speech®, is perhaps
undefinable; it is a vague expression meaning approximately any
word or phrase or device used to make language colourful and meaning-
fule The student is still without a precise definition of his field
of work,

Ce Day Lewis has attempted & definition in his book on
the subjeot, but he was not sminently sucocessful. Ee says that
"the poetio imsge is 2 more or less semsuous pioture in words, to
some degree motaphorical, with an undernote of some human emotion
in its context, but also charged with and releasing into the reader

4 special poetic emotion or passionece. .""‘ And here, he complaims,

1
ORD b 7

OED sb 1
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Lewis, The Poetic Imsge (1947) 22
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the definition breaks down. It dreaks down, I believe, because
Mr. Day Lewis is %oo muoh on his guard. The word, "sensuous",
for example, is evidently an attempt at meking cleer the visual
(or perhaps physical would be e better word) nature of most
immges. But the use of the word weakens the definition. When
Robert Burns wrote:

0, ny luve is like a red, red rose,

That's newly sprung in June.
0 my luve is like the melodie

That's sweetly played in tune.
(A Red, Red Rose, lel)

he wags presenting his readers with two esimiles, both of them
sensucus images. But when Andrew Mervell wrote:

My Love is of a birth ae rare
As '$is for objest strange and high:
It was begotten by despair
Upon Impossibility.
(The Definition of Love, 1<)

he gave his readers a very oomplex metaphor, an intellestual
oonoept or comoelit tﬁat wag far from bdbeinp sensucus. Of course,
Mr. Dey Lewis did limit his mdjective end say that the image

wrs “mors or less sens\ioﬁa'. However, {f we lock closely at the
swo oxamples we osn see that the word does not have any place in
a gonoral dofinition.

Burns's two gimiles are sensuous, in thet the ldear com-
veyed by them belony to the senses. He merne that the lady in
question arouses in him muoh the same plecsant emotion as would be
aroused by a rose or by a melody. The rose gives pleasure to the eye
by its form end ocolour; +the rose that is roferential to Burns's love

is mare red then usuel, end ic newly sprung. It eppeals tc the eye
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and the nose, and, of course, it also ocvoasions, by beauty,
fragility, and tenderness, the usual "thoughte that do often lie

too deep for tears™. A melody played in tune cives pleasurs to

the ear; when played sweetly as well it appeals to what might be
ocalled elemental emoticns. S0 we see that there are two scurces

of delight to the senses invoked, and between them they appeal

to at laast three senses and to the least intelleotual of emotions.
Andrew Marvell's conceit, on the other hand, appeals o no serse

of the body at all, He personifies, sfter a fashion, three perfectly
sbstract qualities - love, despair, impossidility. To these he adds
the metaphor of begetsimg and birth, agsin an abstraction. The sonses
are not m&id; the image is received only by the intellect, and any
sensucus overtomes in the perception of the metaphors are certainly
irrelevent. But, the iﬁ.gery of the two stansas is alike in one
respect. DBoth the sensucus imsge, in which the poetic quality is
expressed by the referential rose snd melody, and the imntellectual
imnge, in which the poetic idea is expressed by sbstrast referents,

use words in an imaginetive way, in & manner in whioh they are nob

normally used. The important word is imaginative, & word whieh,
unfortunately, also escapes exact definition. It is, of courss, the
adjective derived from the word, "imagimstion®. And if we can learn
vhat imaginstion meens we ocan approsch the imsge. The best definition
for our purposes is doubtless that of Coleridges
The Imagination then I consider either as primary, or
seoondary. The primery Imegination I hold to be the living
pewer and prime agent of all human peroeption, and as a

repstition in the finite mind of the etermal est of areatiom
in the infinite I AM. The secondary Imsgination I oonsider
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as an echo of the former, coexisting with the primary in the
kind of its agenoy, and differing only in degree, and in the
mode of its operation. It dissolves, diffuses, dissipates,
in order to re-oreate; or whers this process is renderesd
impossible, yeot still at all events it strugcles to idealise
and to o It is essentirlly vital, even ss all objeots
(2 objeots) are essentially £ixed and dead.’

If we acoept this definition in its simplest sense,
then we come to the conslusion that the creation of an image, the
imaginative use of a word, is = doudble prc.ioou. involving first a
process of creative poroeption, snd sesondly, a process of
oorrelation. Coleridge's definition is complemented by T.S. EBliot:

When a poet's mind is perfectly equipped for its work,
it is constantly amalgemating disparate experience; the

ordinary man's experience is ochaotic, irreguler, fragmentary. W

The latter falls in love, or reads 8pinoza, and these two .
experiences have nothing %o do with each other, or with the-
noise of the typewriter or the smell of cooking; 4in the mind
of the poet these experiences are always forming new wholes.®
Bo B\u'_nl. using oreative perception, thinks of « newly-sprung
rose, of the pleasurs it gave him and the emotion it aroused - its
odour pleased him, and its coclour; its newness and fragility and
transience arocused deep but umsomplicated emotions. In much the
same way he thinks of a sweet melody he has heard, and peroeives
that his ear ir pleased both by the melody itself and by the
pleagsant sound of the werd. The experienmces ure reslated with the
experience of being with the hdy ir question, and oreate a new
vhole, the image. In this oase the experionces were chiefly

sensucus ones. In Marvell's oonceit the imagination is involved

Coleridge, Biographie Literaria (ed. Shawoross, 1907) i, 202

6
Eliot, 'The Metaphysiocal Poets' in Seleoted Prose (1953) 117

N
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in the oreative perception of the concepts of love apd despair, the
perception of the emotioms aroused by the abstraction - Impossibility,
and the relation of the ideas with the state of mind of the poet.
The experience is perceived intelleotually, not sensucusly, and the (
imagination correlates all into a new whole:by the abstract notion
of begetting and birth. Both images convey a state of wmind;
perception finds expression by means of correlation. That is to
say, the perception of one state of mind, that osccasioned by falling
in love with a beautiful woman and beirg happy, or that ocoasioned
by falling in love without hope of happiness, is felt but seems
inexpressible. To the man whose perception is not oreative, the
state of mind remains mute or is brought out in olumsy phrases.
To the man whose perception 4is oreative, the perception of the state
of mind oan be ocorrelated with the perception of another state of
mind. So the perception of happy love is related to the perception
of a rose in spring and a sweet melody. The perception of
frustrated love is related to the perception of en abstract idea -
that despair and impossibility joined to bring love into the world.
The problem of imagsry is the problem of communication.
If Burns says merely, "I am happily in love", he tells us something
about himself, but he does not communioate what is in his mind. To
those who are not in this delightful state the phrase means little
more then, "I am & great idiot". To communicate the state of mind
of being an individual, different from everybody else and therefore
happy in a different way and in love in a different way, he must
invoke another state of mind that ia oclose to being analogous to

his present ome. That is the state of mind brought about by the




sensuocus eand emotional perception of a rose and a pleasant tume.
Marvell, similarly, can cnly comnunicate something approximating
hie stete of mind by relating it with the irntellectual and
emotional perception of the idea that love is the child of a
union of despair smd impossibility, using the meanings and
oonnotations of the words to the fullest extent possible.

If we return to the more solid ground of the definition
given by Mr. Dey Lewis, we find that he has gone wrong by trying
too carefully to limit his definition and make iy more exmot than
it oan be. Neither of the two images considered (and both of them
were pioked without forethought) really presentsd a ploture in
wordse One was & sensuous image, certainly; but Burms, although
evoking the sensuous perception of a rose, did not give a piloture
in words of a rose, any more than llarvell painted a picture of
despair and impossibility posing ss happy parents. That the poetic
image ie "to some degree metaphorical™ camnnot be denied. And the
image has ocertainly "an undernote of some human emotion in its
context™ and it is certainly "ocharged with and releasing into the
reader a special poetic emotion or passion". E£till, the definition
is inocomplets, because the most important thing to realize about an
image is how it conveys emotion and passion. It does it by relating
experiences, usually one that the poet finds inexpressible or which
is peouliar to him with one whioh is more common and which, although
. the feeling of the experience is perhaps just as perscnal, cean be
perceived by a good reader. By this correlation, if both post and
reader are successful, & kind of empathy can be achieved. The poet,

finding his love beyond desoription, "compares” his lady to a nmewly-




sprung red rose, not because she is red, but because the feelings
aroused in his senses and emotions by sesing such a rose are some-
what similar to those aroused by his love for the lady. The reader
who has also seen new roses evokeg, by means of a mental pioture
if his mind works that way, the feelings aroused in him by the sight,
and relates them to the experience he has not had, that of being
Burns and being in love in a specific way with a specifioc lady., In
this way the poet communicates, imperfectly, but still better than
he oould in purely denotative langusge, something of what ha feels
at the moment of intensity, somothing of his state of mind. The
emotion in the context, of which Mr. Day Lewis speaks, and the postic
emotion released into the reader ghould, ideally, be one and the same.
Of course, they never are because of the weakness of human communiceiion,
but that they should be is the whole purpose of the poetic lmage.
This proocess of empathy, of communiocating a state of mind
rather than a gtatement of fauoct, is, I believe, always involved in
an image; ip & simile or metaphor it ia quite obvioue, but even
the figures of speech convey rather more than statements. We
usually say, for the sake of simplicity, that an image compares one
thing with another or equates ons thing with another. And to say so
is not wrong, it is merely incomplete. The image says that X is Y,
or X is equal to Y, or X is equal to or similer to Y. If we consider
once again Burns's simple image of the rose, we can see that the ideas
of comparison and equation are quite correct, but are not comprehensive.
First, oonsider that X is Burns's love. We must realize
that there is a subdued pun. The word, "love", can mean the poet's

love for the lady; it cen also mean the lady herself. Obviously,
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the context oalle for the second meaning, but the interpretation

of the image forces the reader to take the first scense as e

secondary meaning coexlsting with the meaning in the context.
Seoondly, concider thet Y is the red rose. ¥het the

poet has actually seid is that X is similar to Y. In other words,

hisc love (ip both senses) is similer to & rose. Ve got so much

fron the ides of comparing or eguating, but sc simple a concept

tells us mothipg of the thought processes invoived in the attempt

at communication between poet srd reader. 1t need not be said that

tﬁe image does much more than compere X to Yo Behind ths decept-

ively simple phrase is the more complex aspeot of the image, the

attempt at perfect communication of a state of mind through empathy.

Burns makes a comparison or an equation or e correlastion between the

- experience of being in love and of being with his love and the

exporience of coming upon a certain type of rose under certain sircum=

tancess JInstead of having a simple equation, X is equal to or

similar to Y, we heve scmething rather more complex, which can perhaps

best be explained by the use of the welleknown triangle of reference.
The triangle of reference, introduced by C. K. Ogden and

I. A. Richards in The Meaning of Meaning, is a baseless triangle,

more of & broken line than & three-cormered figure. At the two
extremities we must imagine, respectively, & symbol and a referent;

et the apex ig the reference. The symbol is the verbal meamns by which
the poet expresses hinmgelf; the referent is the actual thing named.

The reference is the complex mass of referential ideas and ooncoptl:T

7
Ogden end Riohards, The Meaningz of Meaning (1952) 11
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The symbol X has two referents, forming what is really a
complex whole, The two are: Burns's idea of love, his experilence
with it, and his idea of the lady, what she scema like %o him.
Coming, between the word, "love", with its numerous connotetions and
irrelevancies, and the actual referent, which ie lost tc us and
which only Burns oould know, ere the references. These too must
have disd with the poet, but we oan imagine somethiny of what they
were .

The symbol Y has one referent, and, because of the
universality of the deep red rose of summer, the reader can come
olose to 1t. Lhe reader can also approximate the references.

The image, correlating X and Y, cannot ohange the two
referonts, In the human mind X 4is not Y, snd a lady is not a
roce. ¥Yhat really happens is that the compsrison or correleation
is made between the references of each word. So, when the ideal
poet produces an ideal imsge which is read by an ideal reader, the
following process should ensues, The symbols or words enrich the
image by their sound, acoepted meaning, and connotations; <the
references of the nouns coincide, as when Burms ocorrelates his
experisnce with his love with his experienoce with the rose, and the
reader, reversing the process, correlates his experience with the
rose with Burne's experience, thereby approximating the state of
mind the poet was trying to express; and the referentes join to
form the outside of the image, the statement thet the poet's love
is like a red rosme.

This idea of sn image is, as ideas of imegery usuelly

are, not alwaye applicable. Some images are almost completely
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descriptive, and so oen be interpreted fairly exsctly by the notion
of comparison or equating. This happens when an image occurs in an
unemotionsl poem, or one in whioch the emotions are well under control.
For example, there is little of the empathy described in this chapter

in the main concelt of Donne's Hymne to God my God, in my sicknesse.

Whilst my Physitians by thelr love are growne
Cosmographers, and I their M¥app, who lie
Flat on this bed, that by them may be showne
That this is my South~west discaverie
Per fretum febris, by these streights to die,

I joy, that in these straits, I see my Viest;
For, though theire currants veeld returne to none,
What shall my Viest hurt me?! As West and East
In all flatt Maps (and I am one) are ome,
So death doth touch the Resurrection.
(Hymne to Cod my God, 6-15)

Donne has the same diffioulty as Burms, he cannot give an exact
agoocunt of his feeling. But, unlike Burms, his feelings are
oontrolled, seriocus; a man does not desoribe exuberantly his
feelings on his death bed. He must find a referent for his image,
but he is not likely to find one that will bring to a reader an
equivalent state of mind, The sommunicetion, the empathy, must be
even more imperfeot than it was in the Burns image.

The referent for the image is the actual statement, "I
sm & map and my physicians are map-mekers.” The connotations of
the words themselves are olosely interwoven with the refersnces;
"I" oreates within every man feelings of self-love and self-pity,
while "map®™ has practioally no connotation except that of exsotness
without emosion.

The references of both words sre, to most people, much

the same as the oonnotations. The firgt word is meaningful both to




poet and reader; it conveys the whole complex of being, of past
and future life, of hopes and fears. The refsrences of the second
word are, by the exsact descriptive nature of 1t, eagain almost
univerzel. In combination the referents of the two words ere
equated, and the references ere oombined, creating the image.

see Ty Physitiens by thelr love are growne
Cosmographers, and I their Mapps..

Analysis shows that the first part of the image is nothing more
than an extension of the basio metaphor, the image in its simplest
form, the equating of the poet with the map. If we return to the
triangle of reference, we find that the equating of the ideas hsas
produced something more then & mere comparison. There is a new
symbol; the words have been combined so thet we have the phrase,
*I (am) their Mapp", sand this symbol has certein connotations, those
of its oomponent words. Taken es & meaningful phrase, the stetemsnt
becomes the referent of the new complex. In other words, the sense
and prose meaning of the phrase take the place of the symbol, while
the actual meaning, the thing named, that “I" whioh is also s map,
is the referent. The referent of the image is the result of the
equation of the referent of the thing spoken of with the referent
of the thing from whioh the poet taken the analogous term. It is,
in simpler terms, the rose in Burns's image, the birth in Marvell's,
the map in Domne's. Or, more expliocitly, it is the rose whioh is
& beloved lady, the birth of en abstraction begotten by two
abstractions, the map whioh is also John Domne.

Fhat happens is that the symbols oombine to form a new

symbol and the equating (but not oombination) of the referents
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prcduces s new referent. Thess, of sourse, are bound to differ
from person to persone Communioation, then, when tho poestic image
is tho vahicle, tekes place throush the middle process of the new
trianrle, the coincidence of references. in this way the perceptive
reader oan gat a combinetion of complisestsd thoughts and conoerts
whioh, if he 1s reading corroctly end lmaginatively, o=n coineide
with the thoughts end oconcepts of the poet, even though hs oaunnot
exsotly equste the referonts. Despits different ideas of self and
different ideas of a map, the reader and the poet can achieve a
measure of empathys Thes ldee communisated to every good reader is
that: "I am lying here sick and dying, full of fears and needing
humen oares But nobody can appresiate my nad state; my doctors
think of my disease, which may end my life, only ac a matter of
some professional intorest. S5till, in spvite of my natural fears,
I am in some paradoxioal manner happy to be so near death, for

my faith tells me thet I am going %o a rich, happy,unknown place
(Heaven, the unexplored western hemisphere)," This fact, that
references of words can be mades to coinclde, is the foundation of
all metaphor, figurative languasge, allusion, and connotative
langnage. It is, indeed, the whole basis of communiocation of
poetioc thoughte.

The process desoribed, anelyzed, and offered as an
explanation for and definition of the poetic image is really not
very much better then the OED's simple "comparicon of one thing
with another, especiclly as an orpament in poetry or rhetoric".

It is, perhape, as guilty of over-systematizetion as the Diotionary
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is of over=-simplification. Poets ars not psycholocists, nor
are they specialists in ssmanticas; the process of creating and
interpreting the postioc immze is almost always uunconscious.
The poet's ability to communiocete can vary just as much as the
readar’s mability to receive. A poet whose emotions are trifling,
or whose imagination is trifling, can create images conveying
practioslly nothing, images that fail. Often one can find an
image that serves no purpose other tham description; althouch
the same process is involved, the degree of poetic feeling it
conveys is much lower than that of the imsges already discussed.
For en exanple of this, coneider Chaucer's:

A FRANKELFYN was irn his ocompaignye.

Whit was his berd as is the dayesye;

Of his complexioun he was ssngwyn.

¥Wol loved he by the morwe a sop in wyn;

To lyven in delit wae evere his wone,

For he was Epiourus owsne sone;

That heeld opinioun that vleyn delit

Was verraily felioitee parfit.

An householdere; and that a greet, was hej

Seint Julian he was in his contree.
(General Prologue, 331<40)

Vo have & slmile and two metaphors, each of the latter taking the
form of an allusion. And, although all three convey postic
imaginetion through the process discussed here, their ohief
purpose is evidently plain description:

It is perhaps best to continue using the simpler explanation
that an image is usually a comparison of something with something slse.
But, while calling the image & comperison, or an equating, or a
correlation, we must keep in mind the involved interplay of thoughts
and emotions that maie it san integral part of'tho posm, rather the

chief mesans of poetic communication than a mere decoration. If we
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do not, the metaphor beoomes nothing more than a eurhemism, the
conocelt nothing more than an exaggeration.,

It must also be remombered that imagery cannot be neatly
divided into metaphors, similes, and conceits, and then laid aside
for future reference. Any turn of phrsse, any opigram, any meaning=-
ful description or statement, amy double meaning can be & part of
e poot's lmeagery. Imagery is not only e matter of deacribing a
lady in terms of a rose. Inmagery is eny lanpuage thet in the
context of a poem is charged with meaning greater than that which
it normally would have, Consider Donne's image:

Here's no more mewes, then vertus,'l may as well
Tell you Cales or St Michaels tale fur newes, ag tell

That vice doth here habitually dwell,
(To Sr Henry Wootom, 1-3)

The twu comparisons that are made aro not poetic comparisons om

tho surface; they are quantitative rather than qualitative. There
is no obvious equating of mews and virtue; +thers is an equating

of the quantity oi news (nono) and the quentity of virtue (also
"none), TYet the whola is certalunly not purely derotative language,
and it oertainly is an imepe. Llthough iv does not give the reader
the comparigon of an X with a Y, it usos the metaphorical process,
the process of using words, or the refersnces éf words, in such a
wey a3 to create in the reader a statu of wmind analogous to that

of the poet. The ldea that. is communiocated doew not depend upon
the exact mesnings of the words, "vertue" and "newes", but upom the
references which these words heve, anc the additional ref'erences
erising from their juxtapositiom. The idea is not that of the
emount of virtue. It is that there is very little virtue, and that

the lack of virtue is so woll-known o8 to be nc newse
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Careful enough examination of almost any lina in Ponne's
poetry will show that he uses very few worde that are not images,
literally, imaginative uses of words. Because of this it has been
necessery to divide the collescted images into several different
categorise so as to be able to study them, for the line

Gos, and catoche a falling starre,

(E_?_Eﬁv 1)

uses the same process as does the lengthy developed conceit of

The Progresse of the Soule., All imagery, no matter what the

oategory might be, uses the metaphorical process.
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CHAFTER 2

TEE TYPES OF IMAGERY
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We are not likely to reach any universally applicable
definition of the postic image, even though we can arrive at some
notion of 1ts workings. Fortunately, each of us has some 1ides,
inchoate though it mey be, of what the poetic image is, and we
can usually recognize the image when we see it on a page. The
image, even if it is not immediately identifiasble as a metaphor
or a simile, stands out in & poem as the word or phrase having
greater meaning in s poetic context than it would ordinarily
have. In this study the plan is not only to recognise the image
but to attempt to isolate it from its context, and to find out
by means of a olessification and sub-classification of the words,
phreges, and even whole poems that seem to be images, something
about the means by which John Donne, that most subtle of poets,
contrived to add more intense meaning to his language.

Now, in the csse of Donne or any other member of the
witty school of seventeenth century poets, the student must
oonsider not only the conventional tropes, but also that
oomplex something known as the oconsceit. Students of seventeenth
century poetry have for a long time been using the term,
"metaphysioal oonceit®, with a great desl of freedom and even
nore looseness of definition. If we look to the OED for an
ox oathedra statement, we find omly that the aonceit is a
ffansciful, ingenious, or witty notion or exprosaion".l- The
Diotionary adds that the term is "now applied disparagingly to

& strained or far-fetoched turn of thought, figure, et cetera."!

OED, sb 8
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If this definition is the best we can find, (and it
seoms likely that it is,) we are facing a difficult problem,
becnuse the conoelt is not so much an image as en image with
something added. This can best be explained by an example.

The poem, To My Tilman after he had taken orders, ends with

this notiom:

And so the heoavens which beget all things here,
And the emxth our mother, which these things doth beares,
Both these in thee, are in thy Culling knit,
And make thee now a blest Hermaphrodite.
(To ¥r Tilman, 51<,)

Here we have a developed mstaphor. But, by its fanciful and
ingenious nature, it is also & conoeit. iakon as a whole, the
image conveys the idea that the heavenly funotion, which is
motaphorioally mesculine booruse it creates, and the earthly
function, which &s metaphoriscally femine because it bears the
fruits of heavenly oreation, are ocmbined in Mr. Tilman's
winistrye Therefore, sinoce he unites within himseif that
vhich is metaphorioally masculine and that whioh is metaphor-
1o311y.fou1n1ne. he, is, metaphorically, a bermaphrodite,
making manifost in femines earthliness the masouline divine
power. The logloal development of the thought is tvploal of
Donne's conceits, as is the fantastio nature of the comparison.
Ve are now on much shakier ground then we were with Burns's
little simile. The figure is certainly a oonseit by defimitionm,
besause of its far<fetched triple comparison. But it is the
strain of ocurious, scholastic wit, the element thet is more
fantasy tﬁan imarination, thot makes the image & comoeit. It

is, et the same time, n complex developed metaphor.



This idea can probably be best explained by another
quotation from Coleridge, the definition of fancy which he uses
to complement his definition of the image-makins faculty.

Feney, on the contrary, has no other counters to play
with, but fixities and definites. The fancy is indeed no
other than & mode of memory emancipated from the order of time
and space; while it 1s blended with, and modified by that
empirical phenomenon of the will, which we express by the
word Ohoice. But equally with the ordinary memory the Pancy
must receive all its materials ready made from the law of
assooiation.

That is to say, the poet uses immgination to create new wholes
by correlating experiences, but uses a lesser faculty, the fancy,
to effect the correlation. It is fanoy snd not memory that
mekes Donne ocompare imseparable lovers with the legs of a pair
of compasses. This quality makes the metaphor a conceit; it

is the quality that Donne himself would probably have called
“sonceit" or "wit".

Assuming that it iz now clear that the conceit is
usually something else ag well as a conceit, we should now list -
different types of this device. There seem to be four categories
into which we san put practioally sny poetic trick that can be
called a oonceit.

The first of these four categories is thet of the

long and carefully worked-out comparison. This type of conceit

oan be found especially in the Songs and Sonets, where we find

such poems as Loves Vsury, The Flea, The Baite, The Relique,

ond The Computation, all following e ocarefully preconceived

pattern. In such cases the entire poem is a mstaphor of a sort,

2
Coleridpe, Biographia Litsraria (ed. Shawoross, 1907) i, 202

q
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developed to some logical or quasi=logioal conclusion. In

Loves Vsury, for sxample, the poet strikes a bargain with the

god of love. The first part of the first stanza presents
the basic metaphor of borrowing:

For every hour that thou wilt spare mee now,
I will allow,
Usurious God of Love, twenty to thee,
¥hen with my browne, my grey haires equall be ..

(Loves Vsury, 1<)
Then the poet specifies the benefits he wants for himself

before he will repay. And in the third stanza he tells the
usurious god how repayment will be made in due time:

This bargaine’s good; 1if when I'am o0ld, I bee
Inflem'd by thee,
If thine owne honour, or my sheme, or painme,
Thou covet most, at that age thou shalt gaine,
Loves Vsury, 17-20)

The factor that makes this first type of conceit different
from others is the faoct that it is a ocomparison, ususlly
witty and ingenicus, developed according to a logical plan
for the full length of the poem. Usually the development is
done in a dialectical manner, so that the poem is held
together by its development and finishes with e logical
oonolusion.

The second type is what could be called the
epontaneous conceit. In the act of writing the poet seizes
upon some metaphor, simile, or fanciful notion, and follows
it towards a logiosl or quasi-logical conclusion, either
until his poem comes to an end or another image suggests itself
and starts & new train of thought. This type, which does not

always have the tight logical structure of the first type,



mirht be congidersd as being related to Professor Empson's
fifth type of ambiguity, which ocours when the poet discovers
his idea in the sotual act of ooupositionJ

As an examples of this type of conceit, comsider the

poem To the Countesse of Bedford. This poem opens with some

witty wordplay about the metaphorical deadness of the poet,
and his resurrection in the thought of the Countess. Death
and resurrection naturally imply thoughtes of Easter, and
thoughts of Easter naturally lead a Catholic to remember his
Eester duty, the precept of the Church which commends him to
confess his sins at least once a year at Esster. The conoeilt,
then, develops out of tho.wordplay at the opening. Death and
resurrection mean Esster, Easter means spring and the
resurrection of the world, the rebirth of nature, and the
cbligetion of confessicn.

This senson as 'tis Easter, as 'tis spring,

Must both to growth and o confession bring
My thoughts dispos'd unto your imfluence; so,

These verses bud, so these confessiones grow,
(To the Countesse of Bedford, 7-10)

And‘frou there the poet goes on to confess his three sins against
the Countess. After he has found the image to hang his poem upon,
the conoeit develops. Sometimes, as in this osse, the second
type of conceit has the ssme tight unity as the first, but the
difference is that, while the first type is presrranged and is
the whole backbonme of & poem, the second orops up somewhere

slong the line, and may or may not dominste the completed poem.

3 .
Empson, Seven Types of Ambiguity (1953) 155




The third, sand probably the most ccamon type of oonceit
is the wittily developed image. Such images as these telescoped
conceits earnmed for the metaphysical poets the well-known censure
of Dre. Johnson. What they sotuslly are is simply defined; they
are more or less witiy and ingenious comparisons developed for a
few lines in much the same manner as the other two types of
developed conceit. For an example of this type, comsider the
conceit picked by Dr. Johnson as an espsocially bad example of
Donn's "enormous sand disgusting hypefbolol'l* In the Cbsequies

40 the Lord Harrington we find the short oconceit that God is

lens being oarried om both by imapery and langumge to the long
oonceit:

Though God be our true glasse, through which we see
All, since the beeinmy of all thinge is hee,
Yot are the trunkes which doe %0 us derive
Things, in proportion fit, by perspective,
Deeds of good men; for by their living here,
Versues, indeed remote, seems to be neare.
(Obsequies to the Lord Harrinpgton, 354,0)

The fourth type of oconceit inoludes the witty and ingemious
turn of phrase left undeveloped, the short, pithy, hyperboliocal or
fanociful metaphor or simile, the paradox. Donne's poetry, like the
poetry of the entire witty school of icvenxoonth oentury poets, is
full of imsgery of this type. Consider such statements as:

Who would not laugh at mee, if I should say,

I saw a flaske of powder burne a day?
(The broken heart, 7-8)

or the more famous

Goe, and oatche a falling starre,

L
Johnson, Lives of the English Poets (ed. Hill, 1905) i, 27
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Goet with child e wmandrake roote,
Tell ms, where all past yeares are,
Or who cleft the Divels foot,
Teach me to heare Mermaides singing,
Or to keep off envies stinging,
And finde
What winde
Serves to advance an honest minde.

 (seng, 1-9)
These are examples of what will be oalled in this study corceits
of the fourth typee. The olatsificatioﬁ is admittedly very broad
and the fourth type of conoceit will need much further discussion,
Within thess four catecories we can, I believe, fit any
image that ocanm be cealled a conceit. Severel attempts have been
made over the yeers to exp}ain how the conceit ae used by the
metarhysical poets ceme into being. Usually it is attributed to
imitation of an earlier school of Italian poets. C. Day Lewis
in his study of the poetic imege arpgues that "when a social
pattern iz changing, vwhen the beliefs or struoture of a society
are in prooess of disintegration, the poets should instinotively
go farther and more boldly afield in a search for images whioh
may reveal nai patterns, some reintegration at work beneath the
surface, or may merely compensate them for the incoheremce of
the outside world by a more insistent emphasis on order in the
world of their imnginntion.”S So, acoording to Mr. Day Lewis,

in the earlier part of the seventeenth century there grew up an

argument "based on the interplay between fancy and reason."6
5

Lewis, The Poetic Image (1947) 50-1
6

Ibid, 52
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This argument, then, oould be the element that
provokes the fanoy, the element that 1s added to the comparison
or phrase to change it into a oconcelit. It seems unlikely that
we oan make any more exact statement on the conceit and its
neture than that made by John Peter, who, noting that m\_mh
metaphysioal imspery "oarmot in faot be sersuously apprehended .
at all, whether visually or otherwisc".7 comnented that it
"sooms to take effect as a tone of the spoken voice would do,
as a msans of conveying'tolua thé purpcose for which, and the
spirit in which, the poet's assertions are made.*S

Ve can ses from all this thet the oconceit is not so
much & type of image as an image with something added, or even
an attitude towards an image. To see how oonceits work in Donne's
poetry we must think of them mot only under the heading of
forceful and sometimes extravagsnt images; we must also oomsider
them under more clearly defineble hsadings. Except when the
conoeit is merely an odd turn of phrase, it is s comparison,
either implied or stated,

The OED definitions four metephor end simile, whioh
wore invoked earlier in this work, do not make clear one very
important point, that both of these devices are oomparisons
and that the difference between them is purely a matter of
grammar, The metaphor says that X is equal to or similar to

Y, while the simile says that X is like Y. In each case the

7 ,
Peter, 'Crashaw and the iieeper'. Scrutiny, xix, L, 260

8
Ibid, 262



poet 1s, for some reason, expressing an ides or concert in terms
of another idea or concept, the experience of whioh he considers
to be analogous to hie experience. This may seem very obvious,
but the point must be made oclear. Consider two images from
Donne’s poetry, one a metaphor and the other = simile, both
using the word, "gold®, as key word.

But now shee's gold oft tried, and ever new.
(Elegie IX, 8)
This is the metaphor, and the simile is:

Like gold to ayery thinnesse beate.
(A Valediction; forbidding

mourning, 24
In the metaphor Donns is trying to comvey the idea

that the lady in question, although she iz well into middle age,
has become not less precious but more precious than she was
before. So, metaphorically, she oan be described in terms of
gold, which is often melted down and so renewed, and which gains
rather than loses in value during the prooess becauss of the
removal of impurities. In the simile Donne is trying to express
the vague feeling that distance will not really separate him
from his loved one. Since their two souls are united into a
new entity by e nyutoriogu metaphysic of love, they cannot be
divided and the poet's travels will cause

e o o . not yet

A dreach, but an expansion,

Like gold to ayery thinnesse beate.
(A valedictiony forbidding

mourning, 22-4)

In both images an idea is being expreassed by a

correlation between the idea and the characteristiocs of rold.



Gold does not decreese 'n value, although it does grow older
and i8 melted down and re-refinede And zold can te beaten out
into thin sheete while remaining the came precious metal it wes
before. The images differ in the external matter, the structure
of the sentence. The referent, zold, remainsc the ssne. In the
metaphor Donne says thet the lady is gold, meaning that we ocan
attributé to her the characteristics of gold. In the simile,
the mystically united souls of Donne and his lady are like gzold,
whioh aleo meane that the reaﬂer oan attribute to them the
characteristics of golde. Basically, and without considering
the differences of context and the fact that different charaster=
istics of gold are implied in each of the two images, the metaphor
and simils are the same; each works on the reader in the same way,
I have tried to make this point quite clear, because
the main object of this study is to differentiate betweon the
uses of images in John Donne's poetry. Comparisons can be used
in several different ways, and the differences in usags, some of
which are very subtle, wilil become unduly complicated if we
insist on dividing comparisons into metaphors end similese. The
study can be done much mors easily if we over-simplify the idea
of an image developed in the first Chapter, and, using the simple
formula,"X is equal to or similar to Y", divide images into the
following groups:-

1. The extended metaphor which provides the whols framework
for a poem;

2. The extended metaphor or simile which orops up almost
spontanecusly in the context of & poem, and which grows to
becore & major part of the imagery;
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3+ The meteaphor or simile which is developed toward
further imagery, but which does not go on to such an extent
that it beoomes a msjor image dominating the poem;

Lhe The metaphor or simile which is developed purely as
language, in whioh there is discussion of the image itself but
not further developing imagery in the same vein;

5¢ The simple metaphor or simile;

6. The single word used metaphorically;

7. The developed image which takes the form of an analogy,
and which is self-explanatory.

The first type of comparison is evidently the first
type of ocomoeit teken in its metaphorical function, as the work
of imagination rather than fanocy. Actually we cannot separate
the two functions in prectise or in analysis, but we must realize
that there are two. The difference between the functions is thet,
when we call an example & oonceit of the first type we are
speaking of a quality, of that quality which John Peter soc aptly
oompares to a tome of voices When we call an example a comparison
of the firat type, we are speaking of its construction and
intellectual method, of the equating of experiences by which the
poet conveys his idea or state of mind.

Similarly, the second typs of comparison is the same
as the second type of conseit, except that by calling it a
ocomparison we recognise that it hes e metaphorical funation.

The third type of comparison, the mstaphor or simile
developed towards further imagery, is very common in Donne's
poetry. It is usually the same as the conoeit cof the third type.
In suoch images the poet oreates a mstaphor which suggests to him
another and perhaps yet another. For sn example, consider the

following image:




My heart is by dejection, clay,
And by selfe-nmurder red.
From this red earth, O Father, purge away
All vicious tinoctures, that new fashioned
I may rise up from death, before I'am dead.
(The Litenie, I, 5-9)

The heart, the centre of feeling, the physical manifestation,
as it were, of the soul, is desoribed by means of two metaﬁhore,
each one distinet in a way, but both uniting within the context
of a greater image, the oconceit in which sin becomss suicide,
earthly life makes the heart clay, arnd the purgation of evil from
the red earth will undec the suicide and bring the soul new life,
The fourth type of comparison is the metaphor Qr simile
which develops toward further language, whioch becomes a focal
point for much of the talk of thelpocn without ocausing the
growth of further imegery. The difference between the fourth
and third types of ocomparison was expressed by Mr. Elioct,
commenting that we often find in the metaphysiocal posts "instead
of the mere explication of the ocntent of & comparison, a
development by rapid association of thought which requires con-
siderable agility on the part of the reader”.9 The explication
of oontent is what develops the comparison of the fourth type,
and many conceits of the third type. The association of thought
and growth of new images ocut of a basic metaphor develops the
comparison of the third typs and most of the conceits of the first,

seoond, and third type. In the last stenza of A Hymne to God the

Father, for example, we find the poet using the metaphorioal pun

thet Christ, the Son of God, is the sun which makes life possible

9
Eliot, 'The Metaphysioal Poets' in felected Prose (1953) 112
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on earths Out of that image devslops the prayer that this sun will
shine, The verb, "shine", is evidently not a new part of the poem's
imagery developing out of the firet, although it is in part
mstaphorical. It complements the mstaphor, but does not carry
the image on to any new concept or intensify its meaning.
Aotually, thers 1s an extension of the referent of the image
without any oorrssponding development of the image itself.

But sweare by thy selfe, that at my death thy sonne

Shall shine as he shines now, and heretofore.
(A Eymne to God the Father, 15-6)

If we compare this image with another use of the same notion we
oan see the difference between the image left undeveloped and the
image, like this one, developed either toward further imeagery or
merely toward further language. Consider the image in:

Salute the last and sverlasting day,

Joy at the uprising of this Sumne, and Sonne,.
(La Corona. Ascention, 1-2)

The difference oan easily be seen. In the La Corona image the
ides is made clear and the poet passes on, while in the first
image there is more talk, the "sun" is made to "shine”.

The fifth type of comparison is the simple metaphor or
simile. This is probably the commonest device of =ll poets, the
stated or implied comparison., Donne's metaphors and similes are
not radically different from any other poet's, except in that
many of them beocome also conoceits of the fourth type. His uses

of metaphor and simile are quite ordimery. In The Extesie, for

instance, a bank rises

e o o like a pillow on a bed,
(The Bxtasie, 1)
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And in another poem the post'c flesh, weak but transilluminated
by the sanctifying fire of the Paraclete, becomes

e ¢« « this glasse lanthorne.
(The Litanie, 26)

An even simpler form of comparison is the sixth type,
the metaphorioal use of single words. It is simple in the same
way that the simple metephor or simils is; it is not developed
and extended into & complex pattern. As the first Chapter of
this study shows, no imsge is simple in the accepted sense of the
word, For an exemple, consider the following lines:

T'were prophanation of our Jjoyes

To tell the layetie our love.
(A Valediotion; forbidding

mourning, 7-8)
There is A seventh type of comparison whioh tekes the

form of a self-explanatory anslogy, such as & preacher like Donne
would have used in sermons. The peculiar thing about this sort
of image is that the poet, instead of letting the reader interpret
the ocomparison for himself, oomplements the image, sometimes with
another comparison,
As th'earth conceiving by the Sunne,
Yeelds faire diversitie,
Yot never knowes which course that light doth runm,
80 let moe study, thst mine aotions bee

Worthy their sight, though blinde in how they see.
(The Litanie, 50-4)

We have here a double metaphor. The personified earth conceives
1life and mature by the personified sun, although it doss not know
the source of this vital power. In this way should the poet's
sotions should be worthy of Heaven, slthough they (personified)

should be ignorant of how Heaven sees them. The image is a sort of

.
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complex simile, in which two images are correlated, ome becoming
the referent for the other although both ere written down. The
image of the sun and earth bringing life to the world is the
referent for the pereonification of the actions of Donne's life.
The process is double: immgination effects the correletions
needed for the creation of two images, and then correlstes the
referent of one with the content of the other. Sometimes in this
type of image the ocomplemsntary part is purely denotative, and
serves as an explanstion for the imaginstive part. Ususlly it
is more purely desoriptive than the other types of image, and
serves to relate two images into » new desoriptive whole, present-
ing a nomplete ides by the use of images as if they were factual
statements. So we get what seems at first to be mere desoription:
As virtuous men passe mildly away,
And whisper to their soules, to goe,
Whilst some of their sad friends doe say,
The breath goes now, and soms say, nos
50 let us melt, and make no noise,
No tsare-floods, nor sigh-tempests move,
T*'were prophanation of our joyes

To tell the layetie our love.
(A Valediotion; forbidding

mournins, 1=8)

Closesr exsmination reveals that the whole is a very complex image,

uniting lovora; lesser images into a oohesive pattern.

This division of Donne's imagery into four types or
classes of conceit and seven types of comparison might appear to
be needlessly pedantic snd streined; indeed I should not like
to ses these ocategories replace the accepted ones for normal
studies of immgery. Perhaps the simple phrases, "mesaphor" and

"sonceit™, would have been sufficient for the purposes of a study
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of Donne’s imegery dones in the meuner of Carolins Spurgeon,

and they are certainly sufficient for an snelysis of a single
poem. But, these categoriss have not been inverted and forced
on Donne's poems; they have emerged from a careful scrutiny

of the poems. Kor do they purport to be new nemes for imagesg
they are only tags noeded to desoribe different uses of images.

Before going on to & consideration of Donne's images
we must oonsider yst another sategory, that of double msanings.
Although the pum is not usually considered an imags, there is
aluu&s something metaphorical in any double wmeaning. The
double meaning correlates two senses of a word, or two words
that sound alike or are spelled in the same way but which have
different moanings. It workes in the same way as the gomparison:
the symbols ocombine (within one ward) and the referents (the
things really meant) are eq;ated. or more or less equated, and
the references, the thoughts sbout the referents desoribed by
the symbols, are made to soincide,

There are two types within this category. Iromy,
although it certainly involves double mesanings, is more a matter
of attitude than of imegery. So the only types of double meening
considered heres are the pun and the guibble.

The simpler form of double meening is the pun, the use
of a word which suggests more than one meaning. Donne uses the
pun whenever he considers it to be suitable, whether the context
is serious or fumny. TWryly ocommenting on the effects of his
olopemsnt, he writes: "Jchn Donne, Anne [onie, Vn-done", end in

prayer, somsthing at which he never laughed, he writes:

-
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But swasre by thy selfe, that at my death thy sunne
Shall shine as he shines now, and heretoforse.
(A Hymn to God the Father, 15-6)

or even:
¥Wilt thou forglve that simme; through which I rummne,
And do run still: though still I do deplore?
%her thou hast done, thou hast not done,
For, I have more.
(Ibid., 3-6)

The pun oan also become the basic mstaphor of a long conceit, as
it does in Elegie XI. In this poem the poet says thet he has lost
a golden chain belonging to his mistress, and because of this
twelve gold angels must be taken from him end melted down to provide
gold for a new one. He bemoans the sad fate of these innocent
sngels sent by Heaven to provide for him and care for him. Because
of his s8in, and through no fault of their own, thsy must be cast
into flames. Typically, the discussion is carried on in a quasi-
logical manner, carefully ncting all the scholastio definitions
concerning angels.

There is alsgo in Donne's poetry a less direoct type of
double meaning which we shall call a quibble, combining both OED
definitions of the word to express the meaning neceded., There is,
in the quibble, a certain amount of argument to justify the double
meuning = 8 certain amount, in fact, of "quibbling". It is & pun
without the directness of a pune. Perhaps the best definition would
be that it is an implied rather than a stated pun.

For exampls, in Elesia XI the post, bewailing his Just
angels and their sad fate, speaks of coins not as noble es his
twelve lost angels. Thore ares

* o< Spanish Stamps; 8till travellingz,

That are become as Catholique as thelr King.
(Elegie XI, 29-30)
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The Spanish coins have become catholic or universal because they
have been used so freesly as bribes by tho {far-flung agents of
His llost Catholic ¥njesty, the King of Spaln. Similarly, the
ocharacteristioces of French coins are gimilar to (or rather
ironically, dirsctly oppused to, which amounts to the same thing)
the title of the Eing:

e ¢ o howsoo'r French Kings most Christisn te,
Their Crownes are oiroumcis'd most lewishly,

(Zvid., 27-8)

The msin body of this work will be a study of Donne's
imazery under the catezgories developed im this Chapter, and it
must de understood that the categories have not been invented
independently but have teen extracted from a close scrutiny of
the imagery of the posms themselves. If we do not conaider the
headings to b9 risid and if we remember that Donne like all poéts
ocombines these components to sreate his own imagery (for imagery
comes from the imagination amd not from theses or liets of rules)

we cen begin to approach the imagery of Donne's poems,
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CHAPTER 3

CONCEITS (OF THE FIRST TYPR



The first of the four distinct types of conceit in
Donne's poetry is the long and oarefully worked-out comparison
teken by the poet to some loglical or quasi-logical consclusion
and carried on for the full length of a poem. The ochief
csharacteristlic of the conoéit a8 a developed and lengthy image
is the fanoifui-expansion of the references of a basic metaphor
by some apparently logical method. C. Day Lewis, speaking of the
metaphysical poets and their imagery, says: "Instead of the
drematic or narrative argument there grew up a kind of ergument
based on the interplay between fancy and reason. The Meta-
physicals pursued this argument remorselessly, driving the poem
from one image to the next along the chaln of fancy, and sometlmes
2d absurdume The oonceit, as they practiced it, was the fanciful
treatment of predominantly intellectual naterial."t

The conoceit then, especially the longer develobed
conceits with their conetant evoking of ramifications and
analogues, is the mark of intellectualized poetry, of emotion’
not only reccllected in tranquillity, but pondered over and
rationalized in trenquillity. Indeed, it i often the mark of
non-existent emotion, insincere wit. The bones, as it were, of
the long oonceit ocan be found in the developed metaphor, for the

oonoeit, the "intelleotual concept feathered with fanoy".2 exists

not only es an image, but as 2 certain way of using an image or
even an attitude towerds an image. This rather vague statement

will become more clear after m consideration of an example.

3
Lewis, The Postic Imape (1947) 52

4
Ibid., 52
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Prdb@bly the best example to start with is The Flee, a quaint
little poem that would seem to heve been greatly admired by
Donne's ooptemporaries. Since it is short and not toc compli-
cated, it will pgive some idea of the working of the sonoeit.

Varke but this flea, and marke in this,
How little that which thou deny'st me is;
It suck'd me first, and now sucks thee,
And in this flea, our two bloods minzled bee;
Thou know'st that this cannot be said
A siune, nor shame, nor losse of maidenhead,
Yet thiz enjoyes before it wooe,
And pemper'd swells with ons blood mede of two,
And this, alag, is more then wee would doe,

Oh stay, three lives in one flea spare,
Vhere wee almost, yea more then maryed are,
This flea is you snd I, =pd this
Our marieage bed, and mariage templo is;
Though parents grudge, end you, w'are met,
And ecloysterd in these living walla of Jet.
Thouzgh use make you apt to kill mee,
Let not to that, selfe murder added bee,
And secrilege, three simnsz in killing three.
Cruell and sodaine, hast thou sincs
Purpled thy neile, in blood of innocence?
Wherolin could this fles guilty bee
Except in that drop whioch it suokt from thee?
Yot thou triumph'st, and saist that thou
Find'st not thyself, nor mee the weaker now;
'Tis true, then learne how false, foares tee;
Just so much honor, when thou yeeld'st to mee;

Will wmst, 2s thie flea's death tooke life from thes.
(The Flea)

The idea which Donne is trying to vxpress as wittily
as he can is that his mistress should not worry about the loss
of her virginity. The correlative of the poem is the flea which
Jumps from his body to hers. He points out that she is not at all
ashemed or gullty because her blood is mingled with his within the
flea. Yeot, metaphoricelly, the flea is succeeding where the poet
hap failed, Combining two bloods, it has achieved the metaphysio

of love; 1t has gained the perfect union of male and female,
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mingling two in one to oreate a new, mysteriously wnited entity,

the Parecelsisn ideal. Vir sine foemine integer non est. Within

the flea the lovars have o union more perfect than that of
marriage. The insest actually ie the lovers, it ie their nuptial
bed and the hymonial temcls in which they are metaphoriocelly
asloistersd.

But the oruel mistross would kill the flea, stamping out
three lives. This would imvolve three sins. The first would be
killing the poet, 2nd to this her oruel nature has accustomed
her. The second would be suicide, which the poet implores her
not %o add to the first sin. The third wculd be sacrilsge, since
the flaa 1n their temple of marriage and the symbol of their
mysterious unity. It might be noted in prssing that Donne, the
scholestic, dces not consider 1t sinful to take ths life of the
flea, whioch hes no =oul,

"Crusll and sodeine" she kille the flea and commits the
triple sin, and the poet sdds yet another evil, that of killing
the flea, in which there wes no guilt exoevt that taken in with
her gzuilty bloode Finally Donne drovs the oconsideration of the
flea's innocence and with a typiocal tergiversation comments that
neither he nor his mistress i= any the worse because of the flea's
death, and argues that yielding to him will harm her honcur only to
the same extent as the flea's death imperilled her life,

Evidently the image cermot be oalled simply a metaphor,
fur no olesr-out comperison is made, The basloc metaphor is the

sbstraot idea cf the minglin: of bloods. The flea and its actions
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provide the ob jective correleative which gives Donne the
starting point for his argument, sllowing him to treat his

ides in & manner which hides the simple ides in the complex
arguments of the schools, typifying what E.M.Wi, Tillard calls
the "logical structure... cherecteristio of Domne™. This
structure, he says, "implies an unusual sast of mind; a
reluctence to reaoch comolusions, a keener relish for the
processes than for the iseues of thought, s osst of mind the
remotest possible from the sphere of eotion”. This "cast of
mind” of whioch Mr. Tillard speaks, the habit of taking a
moetaphor and buildimg it into a great logicel structure, is
whet makes the metaphysiocals and their imagery unique in English
postry and the osuse of Dr. Johnson's famous censure of the
metaphysicals of being "upon common subjects often unnecessarily
snd unpoetically subtle™.?

Dr. Jobnson's oriticism is not now generally accepted
as a ocensure, but is still taken as s very aoute comment on the
natnphylionl's postic practise. Writing in an age when clarity
of expression was an ideal and when metaphor had been reduced
almost to the level of mere ornament, he was levelling a blow
against the poet who affected the metaphysics, for to him the
argumentative nature of the long conceit seemed quite unsuited

40 poetry. But there is a great deal more to the use of the

3
L
5

Tillard, The Metaphysicals and Milton (1956) 5

Ibid. 5

Johnson, Lives of the English Poets (ed. Hill, 1905) i, 33
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conceit than the effort of a wit to indulge in solemn metaphysics

on trifling or obscene matters. Thomas De Quincey, in his attempt
at refuting the censure of Dr. Johmson, comes closer to the correct
appraisal of the developed conceit when he says that Donne used

the curious type of imagery now being studied because he was a
rhetorician. Beginning with the unqualified statement that "the
very firat eminent rhetorician in the English literature is

Donne'.6 he goes on to lay his hand unerringly upon the intellectual
nature of the concelt, the image which is not only a decoration to

a poem, but which is the very soul of it.

Dr. Johnson inconsiderately classes him in company with
Cowley, &0., under the title of Metaphysical poets: metaphysicel
they were not; Rhetoriocal would have been a more accurate
designation. In saying that, however, we must remind our readers
that we revert to the original use of the word Rhetoric, as laying
the principal stress upon the management of the thoughts, and
only a secondary one upon the ornaments of style. Few writers
have shown a more extraordinary comrass of powers than Donnej;
for he combined what no other man has ever done - the last
sublimation of dialectical sublety and eaddress with the most
impassioned majeaty. Massy diamonds compose the very substance
of his poem on the Metempsychosis, thoughts and desoriptions
which have the fervent and gloomy sublimity of Esekiel or
Aeschylus, whilst a diamond dust of rhetorical brilliancies is
strewed over the whole of his ocoasional verses and prose. No
oriticism was ever more unhappy than thet of Dr. Johnson's, which
denounces all this artificial display as so much perversion of
taste. There cannot be a falser thought than this; for, upon
thet principle, a whole class of compositions might be vicious
by conforming to its own ideal., The artifice and machinery of
rhetoric furnishes in its degree as legitimate a baais for
intellectual pleasure as any other; that the pleasure is of an
inferior order, can no more attaint the idea or model of the
composition, than it ocan impeach the excellence of an epigram
that it is not a tragedy. Every species of oomposition is to be
tried by its omn laws; and if Dr. Johnson had urged explicitly
(vhat was evidently moving in his thoughts), that e metrical
structure, by holding forth the promise of poetry, defrauds
the mind of its Just expectations, he would have said what is
notoriously false. ... Weak criticism, indeed, is that which
condemns a copy of verses under the ideal of poetry, when the

De Quincey, Works (1862-71) x, 39
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mere substitution of another name and classification suffices
to evade the sentence, and to reinstate the composition in its
rights as rhetoric. It may be very true that the age of Donne
gave too much encouragement to his particular vein of
composition; +that, however, argues no depravity of taste,

but a taste erring only in being too limited and exclusive.

Both Dr. Johnson and De Quincey, despite their differing
views of the sultability of Domne's imagery to poetry, have evidently
realized the nature of the conceit. It is subtle in the philosophical
sense of the word; whether poetically or unpoetically does not effect
this study. And it is a rhetorical device, a way of writing that
adds overtones to ordinary poetic communi:ation of an idea. The
metaphor, whether simple or developed, conveys some idea or state
of mind that cannot well be expressed in any other way. The conceit,
the peculiar use of an image or attitude towards an image, conveys
something further. It conveys, as John Peter puts it, a tone of
volgce. |

With this in mind we return to The Flea. The concseit of
the poem comes from the vision of a flea biting the poet and his
mistress in turn. This vision is turned into a somplex metaphor in
which the union of two bloods in a third epitomizes the metaphysic
of love treated so frequently in Donne's poems. Invoking the methods
of scholastic disputation, Donne turns his metaphor into a fine
theologiocal argument, proves his argument, then denies it, refutes

it with another argument, and finally, by a sudden tergiversationm,

makes the whole a masterpiece of irony. There is a great deal

‘more implicetion than statement, elthough the implications are

7
De Quincey, Works (1862-71) x, 39-40
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made slear by the obvious sttitude of the poet, show in the choloce
of the ludicrous flea 8s the objective correlative for what purports
t0 be a poem of love.

In Lovers infinltenesse the idea 1s rather less definite

end more ebstract then that expressed in The Flea, and again it
is developed by a conceit.

If yet I have not all thy love,

Deare, I shall never have it all,

I ocapmnot breeth one other sigh, to move,

Nor can intreat one other teare to fall,

And all my treasure, which should purchase thes,

Sighs, teares, and oathes, and letters I have spent.

Yet no more can be due to mee,

Than at the bargaine made was ment,

If then thy gift of love was partiall,

That some to mee, some should to others fell,
Deare, I shall never havs Thee All.

Or if then thou gavest mee all,

All was but All, which thou hadst then;

But if in thy heart, since, there be or shall,

New love oreated bee, by other men,

Whioh have their stocks intire, and oan in teares,

In sighs, in oathes, and letters outbld mee,

This new love may beget new fesares,

For, this love was not vowed by thee.

And yet it was, thy gift being genersall,

The ground, thy heart is mine, what ever shall
Grow there, deare, I should have it all.

Yet I would not have all yst,

Hee that hath all can have no more,

And since my love doth every day admit

New growth, thou shouldat heve new rewerds in store;

Thou canst not every day give me thy heart,

If thou canst give 1%, then thou never gavect it:

Loves riddles are, that though thy heart depart,

It stayes at homs, and thou with loslng saveat it:

But wee will have s wey more liberall,

Then chenging heartc, to joyns them, so wee ghall
Be one, and one anothers All.

(Lovers infinitenesse)

Ageain we eare not dealing with a eimple metaphor or the

equating of one thing with ancther. The metaphor, whioh is of course “‘
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the basisc of the conmceit, dsals with a fixed quantity. The

% conceit, on the other hand, deels with ar ides that is changing,
%é growing or expamding. The basic mstaphor in thie poem 1= the

%1 idea that the unicn of the two lovere 1s like the formation of
% a corporation.

&

%, Donne begins with the simple statement that, since he

hag not all the love whiokh his mistress can give, he will probably
never get 1t sll. Then comes the first image of the conceit, the
notion that his momey (his sirhs and teers) has rll been spent.
He spent it buylng the controlling interest in the corporation
which is the union of hig mistress and himself., But now 1t
would peem that the company has expanded, and that other men are
buying in. In other words, the lady is not keeping, all her
favours, not givinmg all her love, for the mam who originally
bought it with his ocurrency of sighs and tears. The poet's
argument is that he himself, since he bought the ohief part when
her stock of love wes smell, should now have all the supply of
love ghe oan produce. The lest stanza turns back upon the argument
and destroys all the rescsoning with a series of paradoxes. Finmally
the poet returne to his basic metaphor, rejects the idea of buying
the lady's heart outright, sand oalls upon her to form a joint
corporation with him. This joint corporation, of course, represents
the metaphysioc of love which mysteriously mskes two into one.

Donne uses this complex form of metaphoriocal statement,
thie conceit, because it is the only mesns of expression for what
he has in mind. Aa in The Flea his idea ie that of the mysterious q..l

union of male and female into m perfect third entity, a favourite
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ooncept of his. But the poems differ. In eseh the poet adds to
the ooncept whioh he embodles by means of an objective correlative
and a me%aphor his own attitude and the sttitude of his mistress
towards him. The aim is not expository, but dramatic. The idea
oan only be communicated by a poem that not only tells the reader
that Donne is seeking a perfect uniom, but that conveys also his
attitude, the tone of voloe he would use 1f he were speaking rather
than writing. This camnot easily be done by simple metaphor and
denctative exposition. Were the poem a conventiocnal love lyrie
calling upon a lady to granmt her love %o the importunate poes,
then such metaphor and exposition would have sufficed. But Domne
is not thinking in such simple terms. To him love is an experience
that must not only be felt, but must be scrutinized and retional-
ised. His po&n represents himself thinking out loud, and the

sub ject is not only love. The subject is John Donne in love, and
this is rather more oomplex.

Ve ocan oompare these two poems, The Flea and Lovers

infinitenesse. They are evidently quite similar, having a common

theme, the mstaphysioc of love. They both take a scomplex and
abstract metaphor and develop it into a conceit. While both are
to some degree extensions of metephors, neither is simply a
developed metaphor. Both build an elaborate argument from an
axiomatic basic metaphor. Both destroy the fruits of reason with
a sudden tergiversation.

But there is a distinot difference in use. In one the
oorrelative is an actual flea, giving the poet the idea thet two

bloods (spirits) can be united to form a third. This gives rise




L6

to an ironioc argument on the unimportence of the loss of virginity.
The conoceit is built up in fun, to be emashed as soon as it has

been completeds. In Lovers infinitemesse the oconceit works from

the other end. The objeotive correlative is the metaphor, the
abstract idee of the mistress as a business enterprise whioh the
poet has bought. There is not quite the same irony. Instead of
an argument on the moral comsiderations involved in lkilling a
flea, wa find the Qisouslion of & basic metaphor, ocarried om
too far perhaps for taste, but not so far that it becomes
ludiorous and destroys 1ts own argument by a reductio ad
absurdum. The tergiversation at the end does not reverse the
arguwent of the oonoceit; it merely ignores it. In the second
poem Donne drops all pretence at logic to show that his meta-
rhysiocal idee of love is illogicel and oan best be expressed by
a2 gseries of paradoxes. In the first he builds a logioal argument

into a reductio 2._(1 absurdum by showing that the point he has

proven is specious.
To get some further idea of the nature and use of the
first type of conseit, oconsider now & third poem of about the

same length. Thie poem, The Primrose, being at Montgomery Castle,

upon the hill, on whioh it is gituate, is also formed by & conoeit

of the firet type. Again we find some of Donne's ideas about love
being expressed by a development of a basic mesaphor, but the
metaphor is more vague than those of the two poems just considered.

Vron this Primrose hill,

Where, if Heav'm would distill
A shours of raimne, each severall drop might goe
To his owne primrose, and grow Manna so;
And where their forme, and their infinitie
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Hake a terrestrial Galaxle,

As the smalle starres doe in the skie:
I walke to finde a true Love: and I see
That 'tis not a mere woman, that is shee,
But must, or more, or leasss then woman bee,

Yot know I not, which flower

I wish; s sixe, or foure;
But should my true~Love lesse then woman bee,
She were scarce ary thing; end then, should shee
Be more then woman, shee would get above

All thought of sexe, and thinke to move

¥y heart to study her, and not to love;
Both these wers monsters: Sinoce there must reside
Falsehood in woman, I could more ebide,
She were by art, then Nature falsify'd

Live Primrose then, and thrive
With thy true nuxber fives;
And women, whom this flower doth represent,

RN
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With this mysterious number be content;
%g Ten is the farthest nmumber; if halfe ten

Belonge unto each woman, then
8 Each woman may take halfe us menj;
Or if this will not serve their turne, Since sll
Bumpers are odde, or even, and they fall
First into this, five, womsn may take us all,
(The Priarose)

This is a complicated idea expressed by a complicated
oonoceit. The whole image is based on the fact that the normal
primrose has five segments in its corolla, amd that the country
g, poeople of Domne's time considered the primrose with either more
? or lesgs than five a tokem of true love. This ldea is the basic
metaphor. But Donne, before beginning the extension of the image,
adds ancther ides, that the normal or perfect primrose, with its
five segments, symbolizes the perfect woman. So the basic
metaphor is oomplicated to suoh an extent that it becomes
paradoxical. Five petals will be a perfect woman, but only
more or less than five will symbolize true love; Donne's true

love cannot be a perfect woman.
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The poem opens dramatically upon a hill covered with
primroses. Donne walkes upon the hill to find a true love, &
primrose with either more or less than five petals; therefore
the lady must be more than a normal women or less than one. If
she iz less than a normal woman, she is nothing, being lower
than the cause of the poet's pains. If she is more than the
normal woman she will be, as Grierson says, "that unreal thing,
the object of Platonic affection and Petrarchien adoration."d
So Uonne decides to give up the idea of finding his true love,
end tells women that they should be satisfied with themselves as
they are, for five, the normal or perfect woman, is half of ten.
If ten is the highest possible number end the resal umnit of
ocounting, then the normal or perfect woman is half of the highest
possible human echievement, which is the metaphysioc of love, the
perfect union of male and female into a third being. Cynically he
adds that, if being helf of the Paracelsiam union is not emough to
satisfy woman, they may consider that five, their number, is the
first number made up of the additiom of an 0dd number (three) =2nd
an even number (two), and so, since all numbers are either odd or
even, they control humen mature.

In this conceit, as in the other two considered above,
we have & bagioc metaphorical idea being developed into an argument.
But in this poem, unlike the other two, the ergument is neither
reduced to absurdity nor ignored. It is considered to be provent

four petals is a true love who is lesc than woman; six petals is

8
Grierson, The Poems of John Nomme (1912) ii, L8-9
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a trus love who 1s more than women; send five petals repreesents a
normal or perfect woman who is not a true love. There is a
deliberate confusion between the two possible interpreotations of
the basic metephor; five petals could mean & normal woman, it
could mean a perfect woman. This ambipuity is used skilfully.
The change of thought in the last stanza is not a tergiversation,
tut a second argument based on the first, telling woman why they
should avoid extremes.

So far we heve consldered thres lyrics of about the
same lemgth, and trled to distinguish in them differsnt ways in
whioh the poet treated hle basio metaphorical idea. As we took
them in order we found that the idee itself beocame more complex,
and the metaphor in its simplest form moved, as it were, farther
away from its referent. In The Flea the metaphor had an actual

object as its correletive and referent; in lLovers infinitenesse

it was concelvebly visual, but only by strotching the imagination;

and in The Primrose it was a completely abstraoct notion, in which

the primrose was the correlative but in which the ldea of the
primrose was the referent rathser than the flower iteelf. If we
go on to consider the longer didectic poems, we shall see that
the basic metaphor becomes even less olear and even more remote
from any tangible referent.

The Anniverseries of the death of Eligzabeth Drury

present concelts more abstraot than those found in the three
love poems. In the first the conoceit is developed by a listing
of the weaknesses of the world and the establishment of what

would seem to be a logioal relationship between them end the death
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of the child. Donne anatomizes them under several headings:
first the world's shortoomings are related to the cohild's
eerly death. He mentions ™hat life the world heth stil",

e glimmering of reflected virtue left by her memory. BHe
divolopl the enatomical metaphor, listing "The sicknesse of
the World", "Impossibility of health", "Shortnesse of life",
"Smallnesse of stature™; until he has provem his point that
mankind has decayed to a mere shadow of what it wes. With an
appelling hyperbole he says:

She, of whom th'Ancients ceem’'d tc prophesie,
When they oall'd vertues by the name of shee;
Shee in whom vertue was so much refim’d,
That for Allay unto so pure & minde
Shee tooke the weaker Sex; shee that could drive
The poysonous tinoture, and the staine of Eve,
Out of her thoughte, and deeds; and purifie
All, by a true religious Alchymie;
Shee, shee 18 dead; shee's deads when thou knowest this,
Thou knowest how poore a trifling thing man is.
And learn'st thus much by our Anatomie,
The heart being perish'd, no part ocan be free,
(The first Anniversary, 175+86)

The conceit develops further, demoustrating the deocay of
the lower forms of nature as well as that of marpkind.

ese the Springs and Scumers which we see,
Like sonnes of women after fif'ty bee.
And new Philosophy ocalls all in doubt,
The Element of fire is quite put outj
The Sun 1s lost, and th'earth, and no mans wit
Can well direot him where %o looke for it.
And freely men confesse that this world's spent,
Vhen in the Planets, and the Firmament
They seeke so many mew; they see thaet this
Is crumbled cut agaime to his Atomies
'Tis all in peeces, all occhasersnce gonee.
(Ibid., 203-13)

Coherence, proper relations between things, reason, are all gone.
Elizabeth Drury, beauty, is gone. Beauty is oolour and proportiom

%0 the scholastic.
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And, Oh, 1t can no more be questioned,
That beauties best, vroportion, is dead,
Since even griefe it selfe, which now alone
Is left us, is without proportion.
Ehee by whose linss proportion should bee
Examin'd, measure of all Symmetree,
Yhom had that Ancient seen, who thought soules made
Of Harmony, he would at next have said
That Harmony was she, «e.
(mwid., 306-13)

The logioal argument continues. Colour is gone, sincei-

eee Shee, in whom all white, and red, snd blew
(Beauties ingrediemts) voluntery grew,
As in an unvext Paradise; from whom
Did all things verdure, sud their lustre oome,
Whose compesition was miraoulous, '
Being all eolour, all Diaphanous,
(For Ayre, and Fire but thick grosse bodies were
And livliest stomes but drowsie, and pale to her,)
Ehes, shee is dead; sheo's dead: when thou know'st this,
Thou knowst how wan a Ghost this our world is.
(rv1d., 361-70)

Proportion and colour, the elementes of beauty, heing gone, there
must also be a wonknsas in the correspondence between the heavens
and earth, Finally Donné states tha basio metaphor around which
the whole argument has been built.

But a8 in cutting up a man that's dead,

The body will not last ocut, to have read

On every part, and therefore men direct

Their spesch %0 parts, that are of most effeot;

So the worlds oarcasse would not lust, if I

Were punctual in this Anatony;

Nor smels it well %o hearers, if one tell

Them their dissase, who feine would think they're well.
(Ivid., L35442)

In The second Anniversary the argument develops from the

idea that the life of this world is bred from corruptiong
Elizebeth Drury is not to be mourned but envied.
Forget this rotten world; And unto thee

Let thino owne timee as an old storie bee.
Be not comcern'd: studie not why, nor when;
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Toe mot 80 much as not beleeve a man,

For though to erre, be worst, to try truths forth,
Is far wmore businesee, tken this world is worth.
The world is but a carkasse; thou art fed

By 1t, but as a worme, that carkasse bred;

And why should'st thou, poore worme, consider more,
When this world will grow better them bLefores,

Then those thy fellow wormes doe thinke upon

That cerkesses last resurceotion.

(The second Anniversary, 49-60)

The logical argumentative method is still being used. The "iust
disestimation of this world™ is followed by a oontemplatiom of
death. Death zives liberty to the soul, which is oramped in the
body. In this life the soul must sweat and study to learn
trifles, while in the usxt it will know everythinz by mature.
In this life the soul is tainted by corrupt and sinful company,
while in the next it will be surrounded by the greeteat and best
of men. The soul knows no essential joy in life; even if it did
the essential joys of the earth would eassily be surpassed by the
accidental joys of heaven.

In these two poems we find another use of the conceit.
Instead of having a basic metaphor being built up into a tight
loglcal argument, we find the logical asscolation of ideas and
images being used to build the basic metephorical idea into a

long, quite locse disputation. In The first Anniversary the basio

metaphor is the hyperbolical idea that the world is deocaying
because of the death of Elizabeth Drury. But instead of building
the argument around the idea, as ke has dome in the three lyriocs
quoted abuve, Donne merely states it, golng om to list as many
things as he can %o prove the truth of his stetement, drawing his

exanples from the conf'used ideas of the universe which resulted




from the olesk of old end new philosophies. There is no
development of thou;ht, no progress. The conceit is built
up not o emphasize the basic metephor or to use it for an
argument, but to prove it beyond ull doubt true.

The conceit in The swucnd Anriversary is develcped

in much the same way. The basic metaphor gets lost in a sea
of words, so much so that the poet himself seems f{requently to
iose sight of ite Ilmstead of a growth of thought there is a
sequonce of exemnples t0 prove the statement that the world
travels through space uselessly,

sees 28 a 3hip vhich huth strooke saile, doth runne

By foroe of that foroe which before, it wonne.

(ibid., 7-8)

And Blizebeth Lrury's death proves thet only the mext lile is
worth oonsideringz. This use of the conceit aiffers from the
ones considered earlier in much the same wsy as exploring a
house differs from buildimg ome. The length of the poem
frustrates any attempt at giving the oconceit the unity of the
conceit of, for example, The flea. The poet loses sight of
his basis metaphor and the referent, and follows thought rather

shan construot new thought.

The next poem to comsider is The Frogresse of the Soule

or Metempsychosis. ien Jonson explained the metaphor to Urummond

of Hawthorndem, telling him that the conceit was

ese that he sought the soule of that aple which Eve
pulled und thereafter made it the soule of & bitoh, then of
a shee wolf, and so of a woman; his generall purpose was
%o have brought in all the bodies of the Hereticks from the




o
f A

";}{{.,'

e

=

soule of Cain, and at last left it in the bodie of Calvin.?

Although the interpretation was probably given Jonson by Donne
himgelf, the posm shows that the progress of the soul is somewhat
different. As Grierson points out, the theme "ig the progress of
the soul of heresy. And, as the seventh stanza clearly indicates,
the great heretic im whom the line closed was mnot to be Calvin
but Queen Eligabeth,"10

eeo the great soule whish here among us now

Doth dwell, and moves that hand, and tongue, and brow,

Which, as the Moone tha sea, moves us.
(The Progresse of the Soule, 61-3)

The basic metaphorioal idea is that the soul whish fled from the
apple whick Eve ate passed on through various oreatures until it
learnsd evil emough to become female.

Prinoce of the orchard, faire as dawning morne,
Feno'd with the law, and ripe as soone as borne
That apple grew, whioh this Soule did enlive,
Till the then climimg serpent, that now oresps
For that offence, for which all mankinde weepes,
Tocke 1t, and t'her whom the first man did wive
(Whom and her race, only forbiddimgs drive)
He gave it, she, t'her husdband, both did eate;
So perished the eaters, and the msete:
And wee (for treason taints the blood) thence dle and sweat.

Man all at once was there by woman slaine,
And one by one we'are here slaine o'er againe
By them.
(Ibid., 81-93)
So the soul passes from the apple, and entsers in turn a mandrake
plant, a bird's egg (the sparrow, symbol of lechery), a fish, a

sea~bird, a whale, a mouse, an elephant, a wolf, an ape, and finally

9
Drummonrd, 'Ben Jonson's Conversations with Willism Drummond
of Hawthornden' in Ben Jonson (ed. Herford and Simpson,
1925) 1, 136

10
Grierson, The Poems of John Donne (1012) ii, xviii
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e woman. In the second last stanza the soul enters the body of
Cain's wife. Donne, we may presume, had not the daring to follow
its progress to the Queen. The conceit ends:

see and fast there by omne end,

Did this Soule limbes, these limbes a soule attend;

And now they joyn'd: keepingz some quality

Of every past shape, she kmew treachery,

Rapine, deceit, and lust, and ills enow

To be a woman. Themech she is now,

Sister and wife to Caine, Caime that first did plow.
(Ivid., 5Q;-10)

This is yet amother wmy of using the fully-developed
conseis. Donns does not tske his basic metaphor as the starting
poins for either an argument or a discussion; he neither proves
it nor explores it. He expands it, so that the whole poem becomes,
rather than a development of a mstaphorical idea, an enormous
metaphor havimg 8z its referent the Pytliugoroan doctrine which
"doth not omely carry one soule from man to man, nor man %o
beast, but indifferently to plants also”". The oonceit: ends with-
out a Sergiversasion or a new argument growing from the proven one
or & triumphens Q.BE.D. There is no room in it for any such thing;
the whole poem has merely expanded a basic metaphor withouts changing
or developing it im any way. The idea in this poem is not hiddem
within the comoeit, it is magnified by it. Spreading his idesa over
& vass oanvas, Donne bypasses his customary tongue-in-cheek oynicism
and allows himself %o do'loond to bitter and savage satire, indeed,
%0 inveotive. |

At this poimt, having given fairly close readings of
five poems ocomtainimg oonceits of the first type, we should try

%0 sum up soms of the ways in whioh they were alike and some of
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the ways in which they differed.

1. The Flea:

Domne takes a whimsical idea and mekesa it the axiom upon
which he builds an argument that hides a relatively simple idea in
a complex of philosophicel subtleties. Having proven his point,
he reduces his argument to sbsurdity and turns the whole poem into
an exercise in wit and iromy.

2. Lovers infinitenessa:

Donne takes a metaphoricel idea and develops it into an
argunent, When he has proven his point he elects to igmmre it,
80 oreating the idea he wents to communicate, that love 1s not
logiocal at all and oan best be expressed by paradoxes.

3. The Primrose, being at Montgomery Castle, upon the hill,
on whlich 1t 1s situate:

In %his poem the baslc metaphor is developed into an
argument whioch is proven to the poet's gatiefaction. But the
argument is not aimed at any real or imaginary listener; the
poet is speaking to himsslf, Having provenr his point, he uses
it a8 an axiom on which to base a new argument directed et
womankind,.

L. The Anniversaries:

The basic metaphors of these two poems do not develop
into arguments: they are merely stated, and followed by a series
of further statements bearing out their truth. Donne does not
make any thought follow logioslly from another in the development
of the conoeit. He does not develop the basioc metaphors; he
discusses them. '

5. The Progresse of the Bocule or Metempsychoeis:

The basic metaphor is neither developed nor discussed;
it is expanded. Imstead of using the notion to bulld up am
argument, or stating the idea with proofs, Donne spreads the
conocept out and magnifies it.

Wheat, then, do these poems have in oomuon? Each of them
oconsists of a lonp, worked-out comparison oarried om for the full
length of the posm. In each poem the oonceit serves some purpose
distinct from that of its basic metaphor, either that of adding an
element of wit or that of imposing some unity upon a series of
raabling thoughts and images. And in each poem the oomoeit works
upon the reader ss a tone of volce, iaplying by its aptness or
ludierousness and by its form the poet's atfitudo towards the

subjeot of his poem.
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The second type of oonceit has already been the subject
of some discussion im the first part of this work, whers it was
stated that such an image would be found vhen, in the course of
writing, the poet seized upon soms metaphor, simile, or fansiful
phrese, and followed it through to a logical or moock-logioal
oonclusiom, either until his poem came to an end or ancther image
suggested itself. In meany oases, oonceits of this type will differ
from conceits of the first type only in the fact that, while the
firsts Sype conoeit is prearrenged and provides the framework for
an entire poem, the sconceit of the second type emerges from the
word=play of the poem and grows into a major image.

In the discussion of the types of imagery, the poem cited
eg being an example of this type of conceit was one of the poems

To the Countesse of Bedford. We shall consider the poem here inm

greater detail.

Though I be dead, and buried, yet I have
(Living in yeu,) Court emough in my grave,
As oft ez there I thinke my selfe to bes,
So many resurrections waken mee.
That thankfullnesse your favours heve begot
In mee, emdbalmes mee, that I doe not rot.
This season as 'tis Baster, as 'tis spring,
Must both o growth and to confessiom bring
¥y shoughts dispos'd unto your influence; =o,
These verses bud, so these confessions grow,
First I confesse I have to others lent
Your stock, and over prodigally spent
Your treasure, for simce I had nsver knowne
Vertue or beautie, but as they are growne
In you, I should not thinke or say they shine,
(S0 as I have) in any other Mime.
Next 1 oconfesse this my confession,
For, 'tis some fault thus much to touch upon
Your praise %0 you, where half rights seeme too much,
And make your minds sinoere complexion blush.
Next I oonfesse my'impenitence, for I
Can scarce repent my first fault, since thereby
Remote low Spirits, whioh shall me'r read you,
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May in lesse lessioms fimnde enmough to doe,
By studying ooples, not Originsls,
Desunt caetera.

(To the Countesse of Badford, 1-25)

The poem is unfinished, and therefore, ainoe i% probably
never received any revision, shows us a very good example of the
growth of the spontansous comoeit. Thke consceit develops out of the
word-play of the poem and grows to becomo the mejor image.

Donne starts his poem with the common notion that the
lover is meterhorically dead when he is away frow his ideal mistress.
But he modifies the idem: merely thinking of boing with his beloved
can resurrect him. The metaphoricel comcept of resurrection leads
quite naturally to the metaphor of spring, and both these comcepts
lead naturelly to the metaphor of Eanster. By combaning the four
notions, Conne arrives 2t the basic mwetaphor which develops imto
his conceit.

The basic mstephor « the combined ideas of death,
resurrection, spring, and Eagter - develops into an allusion to
that precept of the Roman Cetholic Churoh which orders all the
faithful to oonfess their sins at least omce a ysar, specifying
that this annusl confession must be made during the Baster season.
So there develops the comocelt in its finel form, end the poem
bogine to take the form of a ocomfession. The concelt itself,
taken out of its context, does not cdiffer in any way from the
exanples oited of oconceits of the first type. The idea might
even have been carefully thought out before Donne started writing.
But, the difference is that the poof doee not start right from

the beginning with a basic metaphor to develop; he starts writing




and then finds or brings imn his basic metephor.
The nature of the secomd type of conceit may become more

clearly defined with the discussion of another poem, the Hywne to

God my God, in my sickneste which also contains a2 conceit of the
second typee Although it is developed in the usual way, there is
a difference in the introdustion. Instead of finding e conceis
growing out of the poem and dominating what follows, we find the
oonceit beling roughly introduced intc the poem and movimg farther
and farther from the referent untll it fimelly loses all the
characteristics of the metaphor.

SINCE I am comming %o that Holy rooms,

Where, with thy Quire of Saints for evermore,
I shall bes made thy Musique; As I come

I tune the Instrument here at the dore,

And what I must doe then, thinke now before.

Whilst my Physitians by their love are growne
Cosmographers, and I their Mapp, who lie
Flat on this bed, that by them may be showne
Thet this is my South-west discoverie
Por fretum febris, by these streights to die,

I joy, that in these straits, I see my Viest;

For, though theire currants yeeld returme to none,
What shall my West hurt me? Ae West and Easty

In all flatt Maps (ané I em one) ere oms,

So death doth touch the Resurredtion.

Is the Pacifique Sea my home? Or ere
The Easterne riches?! Is Jerusealem?

Anyan, and Hegellan, and Gibraltare,
*ﬁ streights, and nonme but streights, ars ways to then,
Whether where anhot dwelt, or Chem, or Sem.

Ve thinke that Paradise and Calvarie,

Christs Crosse, and Adams %ree, stood in ome place;
Looke Lord, and finde both Adems met in me;

As the first Adams sweat surrounds my face,

May the last Adems blood my soule embrace.
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So, in his purple wrapp'd receive mee Lord,
By these his thornes give me kis other Crowne;
And as to others soculee I preach'd thy word,
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Be this my Text, my Sermon to mine owne,
Therfore that he may raise the Lord throws down.
(Hymne %o God my Cod, in my
gicknesse, l-30)

As Donne approaches death he thinks of Heaven as a room
in which the saints sing, as a choir, the prnises of God. He
prepares his soul (the instrument) for the music of which he will
be pars. Suddenly a mstaphor appears, and develops rapidly into
three metaphors.

l. Domne's doctors are like coemographers, unemotionally
studying his physical dbody, his microcosm.

2. BSimce they are cosmographers, Donne is the map which
Shey are studyimge.

3. Maps all show straits; Jonne's wap shows the straitis
of the explorers and the straits of pain and deuth by which his
soul muss enter the mext world.

The oonoeit grows from the basic metaphor of cosmography,
whioh is made up at the beginning of these three rotions. But then,
instead of a development of the basic metaphor into e logioal
structure, wo find that the basic metaphor is assumed, and its
third oomponent - the pumn = gives rise to a mew metaphor. Heaven,
the culmination of the journey, becomes the west, the unknown
plece for which so many explorers of the time were salling through
straits, But the ourrents of the straits which Domne must sail
will allow no return. This, however, is no cause for fear, since
Donne sees that west and east merge in a full-sige map. And,
since Donne is & full-size map, his east 2nd west - his death and
his resurrection - will become ome and the same.

In this case the conceit is not developing according to

a logical plam. The basic metaphor is chamging, developing intso
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new related imagery; and the oconoeit iz moving farther from its
referent.

In the next stanze the sonceit dovelops still ferther
awey from ite referent, and becomes 2 disocuesion in whioch Donﬁe
pointe out shet streits lead to practically =211 the desirable
placees f{n the world, implying that the straits he is suffering
must be endured if he iz to rezch Heeven., Then comes the idea that
the tfeo from which Adam and Eve took the forbiddem fruit stood om
the same spot where the oross of Christ was later ralsed. This
notion s%ill hes some comneotion with cosmogzraphy, but it has
moved so far from the referent of the besic metaphor that it is
near losing all claim to be ocalled & metaphorical statement.

Fimmlly the conceit breaks down completely, and the last
images of the poem have no ccmmection whatever with the cosmorraphy
metaphor.,

By comparing this with the first poem considered in this
ochapter we see that there is a diffeorence betwesn the method by
which the comceit is developed in eack, in the way in which it is
introduced, and in the way in which it ocomss fo an end,

In A Valediotion: of weeping we find a conceit of the

second type sppearing, like the comoelt in the first poem, out of
the word-play of the first part of the pcem; and we find the comcelt

losing ite unity and petering out before the end ol the poem, as in

the second example.,

Let me powre forth
My teares before thy face, whil'st I stey here,
For thy face coines them, and thy stampe they beare,
And by this Mintage they are something worth,

For thus they bee
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Prognant of thee;
Frults of muoh griafe they are, emblemes of more,
Whem a teare falls, that taou falst which it bore,
So thou end I are nothing then, whken on s divers shore,

on a round ball
A workemon thet heth copies by, can lay
An Europe, Afrique, snd an Agia,
And quiockly meke thet, whioh was nothing, All,
So doth each tesre -
Whioh thee doth weare,
A globe, yes world by that impression grow,
T1ll thy teares mixt with mine doe overflow
This world, by waters seut from thee, my hesven dissolved so.

0 more then ioone,
Draw rot up seas to drowne me in thy svheare,
Weep me not dead, imn thime armes, but forbesre
To teach the sea, whut it mmy doe too soone;
Let not the winde
Example finde,
To doe me more herm, then it purposeih;
Since thou and I sigh one mnothers breath,
Wko o'r sighes most, is oruellvst, snd hasts the others death.
(A Valediction: of weepimg, 1-27)

The poem comoerms two lovers weeping. The idea of tears
leads to the metaphor of coinage. The imsge of the mistress
reflected in cach tear makes it, as it were, & coin, valuable
beosuse of the stamp upon it. Three other metaphors follow in
quick suocession: the notion of pregmnancy, of the %ears as fruits

of grief, and, returnirng to the stamp idea, of the terrs as emblems

of further grief.

From these ideas, to whioh is added the obvious allusion
to tke roundmess of & tear, Donne cones to his conceit. The major
image of the poem emeryges as a comparison of the seventh typo.l

Eagh tear reflecting the image of the mlstress becomes e globe,

1
The doveloped image which takes the form of a self-explanatory

analogy. Sees Chapter 2 above.
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in the same way as a ball becomes a globe when a skilful
workman paints on oopiec of the comtimente. The globe becomes
e world, amé the mixture of the tears of the two lovers becomes
the diesolutlon of ths heavens anl the lnundntion of ths world.
The oomcslt moves farther from its basic metephor,
although tho idea is still bdein; followed. The mistress becones
the moon, or, hyperbolisally, morc than the moon. Az ths moon
draws the seas upwards, so the mistress draws seas of %ears,
drowning the poet. |
The noxt metavhor still has some connection with the idea
of the mistross as a geographical thing, but it has lost 2lmost all
connection wisth the basic metaphor of the globs. The wind, as well
a8 she tide, has something to do with geo_raphy, but globes do not
show wind storms. Witk the aotion of the sez wind harming the poet
the ooncelt fades out of the poeme. The last image connects the
wind - a developuent o the szsa image ~ with the sighs of both
lovers. %ith that the soncelt has come %o am 3nd, Just before the

end of the poem.

Ia the three poems we have considered we have found three
different uses of the second type conceit. One, in an unfinished
poem, aould have been made by the poet imto a comceit of the first
types; had he written a whole poem in such 2 wey that all the
imagery wae united by one basic metaphor then the conceit would have
been quite differeunt in nature. Another appearesd suddenly without
warning; it eaerged im the second stenra without having amy roots
in the first. It developed but without unity, moving farther away

from its referent until it ceased tc be one imege. 4nd a third

~




65 -

appeared out of a complex of metaphors and an allusiom, developed,

weakened, and disappsarsd. In The Canonization we wlll find the

concelt developing out of some very complex imagery in the third
stanze of u poenm, and becoming a olosely-knit discussion which
dominates the poem to such an extent that the title is derived
from it.

For .Godsake hcld your torgue, and let me love,
Or chide my palsle, or my gous,
My five grey haires, or ruln'd fortune flout,
Witk wealSh your ststs, your minds with Aries improve,
Taka you a gourss, get you a place,
Cbserve his homour, or his grace,
Cr the Kings reall, or his stampad face
Cortemplsta, what you will, sprrovs,
So you will let nms love.

Call us wkat you will, wse ara nmade such by love;
Call her one, mse another flye,
Ye'are Tapers too, and at our cwme cost die,
And wes in us finde the'Eagle and the Dove.
The Phoenix ridle hath mors wit
By us, we two beinz ome, are it.
8o to one neutrall thing botk sexes tit,
Wes dye and riss the same, and prove
Lysterious by this love.

V.ee oun dye by it, if not live by love,
And if unfit for tombes and hearse

Owr legend bee, it will be it for verse;
And if no peece of Chromicle wee prove,

#e'll build in gonuets pretty roomes;

As well a well wrought urme becocmes

The greatest ashes, as halfe-acre tombes,
And by thess hymnes, all shell approve
Us Cenoniz'd for Love:

And thus invoke us; You whom reverené love
Macde one smothers hermitage;
You, to whom love was peuce, that now is rage;
¥ho did the whole worlds soule oontreact, and drove
Into the glesses of your eyss
(So made suoh mirrors, amd such spies,
That they did mll to you spitomize,)
Countriss, Townes, Courts: Beg from above

A patterne of your lovel
’ 7 (Tho Cancpization, 1<L5)
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The basio metaphor lies im the implied comparison between
the pair of iovor-, who reject the world for mors intense life in
each other, and the great saimts, who reject the world for a more
intense life im God. At the begimning this is not clearly stated;
the idea is there but has not yet been related to the referemtial
notion of ascetic sainthood.

The poet begins by angrily sddressing a friend, who has
evidently been pokimg fun at him for his devotion to his mistress.
He %o0lls the friend to sooff at his poverty or at his physical
weaskness, but not at his love; the friend should work at improving
his owmn position in the world, if ke so wishes, but he ghould leave
the poet to his loving.

The metaphors of the first stansa are conrected with, but
not direotly related to, the basic metaphor. In two of the poems
oomsidered above we found a oonsceit developing away from its referent
and fading into mere related imagery. Here the conceit works the
other way; as the poem progresses the image becomes more and more
clear, oloser and closer %o the basic metaphor until finally it is
stated olearly in lime 36.

The first two stanzas are taken up by a2 series of metaphors,
or rather, metaphorical stnteﬁonto. referring to the outside world
whioh Domne amd his mistress have rejected. Palsy, gout, grey hairs,
and a ruimed fortuns represent Domne's state im the world. The
friend's comdition, or the condition which he would like to have, is
represented by the two ideas of the king's face. The poet tells him
oither to g; %o court and get ahead by admirimg the king's actual

face, or to go imto busimess and cultivate a fondmess for the stamped




face of the kimg on money. The second stanza changes the theme;
the metaphorioal statements lose their persomal quality and
become a aerlioa of rhetoricel questions in which the poet demands,
saroagtioally, to be t0ld what harm he end kis mistress do to the
outside world by rejecting it.

In the third stanza the conceit moves oloser to its basic
motaphor; +the imagery of the outside world is left behind and Donne
begins playing with oomparisone and moving towards the sainthood
metaphor. At first the iromic note is maintained; the friend is
told that he oanr oall Donne and his mistress flies, that he can
use any number of ridiculous ccmparisons. But then the iromy
disappears, and the poem comes still closer to its basic metaphor.
Cleanth Brooks points out, in his discussion of this poem in The

Well Wrought Urn:

For that matter, the lovers ocam oconjurs up for themselves
plensy of suoh fantastic comparisons: they know what the world
thinks of them. But these figurez of the third stansza are no
lomger the threadbare Petrarchan conventiomalities; they have
sharpness and bite. The last ome, the likenimg of the lovers
to the phoenix, is fully serious, and with it, the tome hes
shifted from ironio banter intc a defiant but controlled

tendorness.
The eoffect of the poet's implied awaremess of the lovers'

apperent wadness is to cleamse and revivify metaphor; to indicate
the semse in whioh the poet accepts it, end thus to prepare us for
accepting seriously the fine end seriously intended metaphors which
dominate the last two stamzas of the poen.2
%ith the phoemix image Domne iz om the verge of his comceit
of sainthood. Again we find his obsession with unity, his metaphysio
of love. The levars together for= one entity, in this case the

phoenix. The phoenix dies om his bed of flame, and rises from the

2
Brooks, The Well Wrougkt Urn (1947) 13-4)
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wshes rejuvenated amd purified of the taints of old age. The lovers
die (that is, reach a sexuzl climax) on their bed of love, and rise
from the aghes, 1ikQ.tha phosnix, with the one mature renewed and
strengthened. The end besomes the beginning; 1like the phoenix (or,
like the saint) the lovers die so that thoir true and higher nsture
may be confirmed. Although the word "die" is a pun, and an obscene
pun at that, Donne is being perfectly serious. By the use of the
pun and the phoenix image ke has commeated the notion of actual
death (whiok, of course, must come befors canonizetion) with the
metaphorical death of the love which he is defendimg. The poem
moves closer to its major i{mage. The lovers will die, and will
leave a legend behind them. At the time Donne was writing, legend
had the specific meaning of a life of a eaint. Should the legend
of love's saints be oonsidered mot worthy of the heavy chromicles
which the friemd's outer world devotes to the lives of the great,
s%ill 1t is suited to the somnet, for the well wrought urn will hold
ashos as well as the large tombs

Two antitheses are used to contrast the real world with
the idezl world of the lovers, echoing the metaphors of the first
two stansas. The first amtithesis opposes the ckronicls, the
weighty and often dull record of facts about great men's lives, to
the somnet, the small and exquisite poem; the second opposes the
"halfe-nore tombes" which, with gross and vulgar ostentstion, mark
the resting places of the wealthy dead, to the "well wrought urne®
whick decently oconteims the ashes of modest people. Cme pair of
metaphors underlines the outer world so idealized by the friend as

& orude and unpleasant thing; the other pair shows the world of the
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lovers, themselvaes, as something beautiful. By rejectinmg the
coargeness of the world they become lovers; by rejecting the
world they become saints. The somnets of their love become
hymms, and Donne finally mekes a clear statement of his basio
metaphor, that the lovers are "Canoniz'd for Love",

Having reached a clear statement of the basic metaphor
Donne goes on to the development. Of this development Grierson
noted, "Domne &t usual is pedantiocally accurate in the details of
his metavhor. The oaronized lovers are imvoked as saints, i.e.

their prayorsg are requested., They are asked to beg from above a

pattern of thair love for thote below.,"> The lovers, havimg become
saints, have a legend end can be invoked. But thelr sainthood is
in no way spiritusl, except in e metaphorical semse; +this is
clearly borne out by the obvious metaphor of each lover being a
hernitage for the other.

In The Camnonization we find the conoelt growing out of

the imsgery of the beginming of the poem. A series of metaphors of
the practical world belanced against a ceries of metaphors of the
ideal world of the lovers becomes the expression of the idea of
fenunciution. Renunciation in its turn leads to the basic metaphor
of sainthood, whioh is developed logically into the major image of
the poem.

Finally, we should consider one poem in whioh the conceit

never romckes its full development et all, the Epitaph On Himself'e

addressed to the Countess of Bedford. In this poem images are

gathered together in such a wey that the reader asutomatically looks

3
Grierson, The Poens of John Domne (1912) 11, 16




for a basic metaphor, a notion behind all the related metaphors
giving them unity and coming more snd more clesr as the poenm
progressea. There is none; the last imagery of the poem shows
e false unity. There is, I think, a frustrated attempt at.
developing & concelt of the secomd type out of the related
images.,
Theat I might make your Cabinet my tombe,
And for my feme which I love next my souls,
Next to my soule provide the hepplest roome,
Admit to that place this last funerall Sorowle.

Others by Wills give Legecies, but I
Dying, of you doe beg a Lsgsacise,

My fortune and my will this ocustoms breake,
- When we are sencelesse grown to make astones spesk,
Though no stone tell thee what I was, yet thou

In my graves imside see what thou art nows

Yot th'art not yet so good; till us death lay

To ripe and mellow there, w'are stubborme oclay,
Parents make us earth, and socules dignifie

Vs to be glasse, here to grow gold we lie;

Whilst in our soules sinne bred and pempered is,

OCur soules become worme-eaten Carkasses.
(Epitaph On Himselfe, 1-16)
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; Here the would-be oconceit starts with the hyperbolical

' notion of stomes spesking. The stone of the first image becomes a
gravestone. Jut menkind is made of olay, Adam; a body comes from
the earthly parents as earth. The scul becomes the proocess by which
certain kinds of esarth are turned imto glass. Heving progressed

from earih (the crude substance) into glass (the more refined and

valueble substance) the human, union of body and soul, waits to
beoome gold; as gold was believed to be the most perfect of all
nminerals, so ths redeemsd man, body end soul made perfect at the
resurreation, can be represented by this valuable substance.

There is a development acoording to a logioal method.




The stone image bsoomes & gravestone image and leads to the

allusion to earth, another minersl and the substence of which

APERA St PRI TN 3

3an is made by God; the earth image develops into the glass

image, and the notion of the perfestion of minerals leads to the

image of gold. And at that image the development of the notiom

abruptly halts, Donne moves towards scme refsrent, some metaphor

I taken from his knowledge of alchemy and the rslations bLetween the
minerels. Indeed, it could be argued that the relationship implied
to exist between earth, gless, and gold oconstitutes a basic metaphkor.
But were we to argue so we would be faced with an unenswerable
question: basic to what? After havieg developed the imagery towards
some sort of unity and having argued some relationchip between his
images, Donne neglects to go om to his comceit. He producss a
oonplex metapkor snd lets it drop.

Altkough the slchemioal notions bshind the imagery do
provide some sort of umity, the comceit does not reach completion,
and so 1t should reelly be contidered in the next chapter where
conoeits of the third type will be discussed. But, since the
imeges gathered together develop towards the basic metephor of a
comceit of the second type, the poem hees been corsidered here as
an exanple of how the second type of conceit grows in e poem. It
osn also provide a link between the third type of conceit, the
image which develops into the mejor imege of & poenm, and the third
type, the developed metapkor or simile.

A%t this point, we ghould try, as we did in the first
chapter of this section, to sum up brisfly the dif ferencess and

the similerities which were found in ttre uses of the oconceit in




the poems considered.

l. To the Countesse of Bedford:

The opening lines disouss the subject and bring up the
notion of death, resurrection, spring, and Easter. These combined
ideas lead to an allusion to the BEaster duty of the Catholic; on
the basis of the four oombined metaphors Donne develops a logical
conceit and the poém takes the form of e confession.

2. HPO to God my God, in %lx sicknesse:
ree motaphors o ne to form the besic metaphor of

ocosmography in the second stanza of the poem. They appear suddenly
in that stanta, not growing out of related imagery in the first
stanta. The oonceit is not developed logically; as the basio
metaphor changes and develops into new related imagery, the oonceit
moves ferther away from its referent. Finally it moves completely
awsy, and the last imagery is completely unrelated to the major
image, the ocosmography oconceit.

3. A Valediotion: of weeping:
The ma jor Ege develops %n the second stanza out of some

vaguely related imagery in the first. As the notion develops
through the second and third stenzas the concelt moves farther
away from its basio metaphor until it finally comes to an end just
before the end of the poem.

i The Canonization:

e baslo metaphor starts to emerge in the second stante,
developing cut of & camplex of metaphors presenting the antithesis
between the practiocal world and the ideal world of lovers. As the
imagery develops the basio metaphor becomss more and more clear,
until finally it is stated as a simple metaphor. Having reached
the basioc metaphor, Donne goes on to a logical development which
oontinues until the end of the poem.

5« Epitaph On Himselfe:
Donne relates a series of metaphors, goes through all

the stages of developing the basic metaphor of = oonoeit of the
second type, and then lets the poem drop before the conceit emerges.

Despite the differences in these five poems, there is one
thing they all have in common. In each poem there is a major image,
developed in the same manner es the concelt of the first type,
although there is not always the unity found in the larger conceit.
The differemces ere in the way the poet comes to his basic mstaphor,
the way he develops it into a oconceit, and the way he disposes of

the image.




CHAPTER 5

CONCSITS OF THE THIRD TYPE
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Conceits of the third type are little more than simple
metaphors or similes developed in much the same wey as the longer
types of coiceit. Usually they do not have the complexity of the
first end secomnd types of ccnceit. They provide no logicel frame-
work upor whioch & poet cem build his poem, nor do they expend tc
become ma jor imeges. They appear and them disappear, as if Donne
had plauned a full conceit and changed his mind after three limes.

To a comparison which is more or less simple and straightforward,

he adds the element of wit and ingenuity which turns images into

conceits. One 1is tempted to say that Donne could never leave en
image elone; he always had to develop it, or justify it, or
explain it.

An exesmple is provided in the poem To Sr. Edward Herbert.

at Iulzgra:

All that is £111'd, and all that which doth £ill,
All the roumd world, to men is but a pill,

In all it workes not, but it is in all
Poysonous, or purgative, or cordiall,

For, knowledge kindles Calentures in soms,

And is to others ioy Opium.
(To Sr Edwerd Herbert, 39-Ll)

The conoceit develops out of the medical imegery of the earlier part
of the poem, snd follows directly from the lines:

eee Man imto himself can draw

All; All his faith ocam swallow, 'or reason chaw,
: (Ivid., 37-8)

The notioms of swallowing (taking down whole by simple faith) and
ochewing (considering by reason) lesd to the metaphor that states
that the entire world, both physiocal and spiritual, 1s & pill.
The pill oan either be chewed by one's faoulsy of reason or

swallowed by blind faith.
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But, having written the metaphor - whiech is ingenious
enough to be coneidered a conceit even if not developed = Donne
goes on to modify his idea, The pill of worldly knowledge, he
says, will not work for everybody. That is, it will not always
have a salutery effest. Yet it will have some effect; it will be
either poisonous, purgative, or a cordial medicine. The idea ia.
taken from sn earlier image in thre pdem, in vhich Donne is demon=
streting how man degrades himself,

So, to the punishments which God doth fling,
Our apprehension contributes the eting.
To us, as to his okickins, he doth cest
Hemlocke, and wee ag men, his hemlocke taste;
Ve do infuse to whet he mennt for meat,
Corrosivenesse, or intense cold or heat.
For, God no such specifique poyson hath
As kills we know not how; his fiercest wreth
Heth no antipathy, but mey be good
At lest for physiocke, if not for our food.
(Ibid., 21-30)
Orierson's note poirts out that hemlock, whioh is food for young
birds, is poison for men, and explains that "Our own nature cone~
tributes the fector which makes a food into a poison either
corrosive or killing by intemsity of heat or oold."1 This ssme
notion, then, is invoked to modify the metapbor of the world as a
pill; +to some it brings death, metaphorioelly, by excess of hesat,
snd to others it brimgs destk by excess of cold.

There has been, we can Bee, & complication of thoughte.
A pimple metaphor, the world is a pill, has grown out of two
earlier metaphors, faith swallows and reason chews; it has been

wodified nnd explained by an echo of an image writtem much earlier

in the poem. Instead of a simple metaphor, we find a fairly complex

1
Grierson, The Poems of John Domne (1912) ii, 158-9
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metaphorioal statement, with an idea expresced by the statement,
extension, modificnhi9n, and explicalion of a hesic idea,.

finother exaumple of this type of conceit provides some
eontrest sad brings us closer to an understandimg of the uses and
dovelopment of such imegese The slaplest form of tre conceit of
the third class is that of the ingsnious or witty metephor develop-
ing into e related metaphor, and the following example from a poen

To Sr Henry Totton will Bhow in miniature the devolopment of conceits.

Citiea are Sepulchers; they who dwell there
Are carcases, ss if there no such wers.
And Courts are Theatres, where some men play
Princes, some slavesg, all to one end, and of ome clay.
The country is n desort, where no good,
Gain'd (as hebvits, not borme,) is understood.
(To Sr Hemry Wotton, 21-6)

Hore we have three images in & sequence, demomstrating
that the poet is rejecting all forms of social life. They provide,
aeg it were, working models of the comcelt; . there is in each an
extension and development of & metaphor, modifying a basis notien.
The three images are quite simple: Donne states the metephor that
clties are sepulchres, and, to justify his metephor, throws in
another, that peopls who live in cities are not elive but dead;
he adds the netaphor that courts sre theatres, and extends it by
oelling the people living in and around the court actors; he
finishes by oalling the oountry a desert, and explains the metaphor
by saying that the country is a desert because thers is nothing
good in ite Yach of the three metaphors is steted snd them modified

in one of three ways:

l. Further metaphorical statement is introduced to justify the
use of the basic metaphor and argue its aptness; ‘




2« Further metaphorical statement 18 used to extend the
basioc metaphor, assuming its aptness)

3« Purther statement, mstaphorical or litersl, ie used to
explain the basic metaphor and arrue its mphness.

Most developed immges, that is most of the longer conceits
found in the poetry of the Mstunhysicals, ars devsloped ir one or
more of these wayse Of course, thils canno} be seen very clearly in
a long oonceit where the poet has used all three methods to develop
his imagery, but ia = short conceit, such as tho ones quoted above,
the three methods emerge clesrly. Because of thie, there has been
no attempt made to distimguish these methods of devslopment in the
two chapters ﬁn full-length ooﬁceité.

Another very simple example, and ono which shows how the

oonooit varies, is the following from the poam Vpon Mre. Thomes

Cb:yata Crudities.

Nor shall wit-pirats hope to find thee lye
All in one bottome, in one Librarie.
(vpon Mr. Thonas Coryats Cruditises,

&5=5)

Here we have two related metaphors, one evidently growing out of

the other socording to the second method listed sbove. But, in a
way, the oonceit is directly opposite to those listed above. One
of the two metaphors 1is more‘important than the other. In the
earlier cases there was 2 direot statement of the primary notion;
oities sre sepulchres, courts are theatres, the country is a desert.
Baoch of these clear statements was fol}quud by a more sbstrasdt
modifying notion; olty dwelleras sre carcasses, and so on. But in
this ompe the stronger of the two metaphors ie the seoond; the

idea to be expressed is that the leaves of Mr. Coryat's book will




<78«

not to be found together, in the hold of one ship. The metaphor

extending this comes first; the pirates who live by stealing

the fruits of others' brains will not find the leaves together.
With these two examples we come oloser to & full under-

stending of the nature of the developed conseit; we see that there

are three ways in which a besioc metaphor can be developed, and we

see alsv thot the order can vary. UDsveloped images ocour whens

l. The statement of e metaphor leads the poet to related
imagery which modifies and strengthens the basic idea;

2. A group of imsges beoome somehow related, focusing in
one metaphor whioch emerges as the chief idea, the basio metaphor,

The two éxamples considered above give us the developed image in
its most rudimentery form. In the first short example we found
three metaphores developed in three separate ways; in the seoond
we éound the development reversed, the related image coming first
and the chief metaphor coming second. Ve have discovered five
things about the development of images, and, although in most long
conoeits we will find the poet sombining more than opne of the
methods of development, & clear understanding of these principles
must lead us to @ olearer understanding of the developed conoeit,
whether it be of the first, seocond, or third type.

A slightly longer exsmple of the third type of oconceit

oan be found in the poem To Sr Henry Wotton.

Onely'in this one thing, be no Galenist: To make
Courts hot smbitions wholesomse, dq no>t take
A dramme of Countries dulmesse; do not adde

t oh ues urge the bad. .
Correctives, but as chymiques, p g(To Sr_Hemry Wotton, 59-62)

Here further metaphorical atatemente are used to explain and extend

the basic metaphor, the medioal notion behind the thought. The

N
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elements of the conceit cannot be extracted from the imege as
readily es they were from the two earlier ones. There is a
group of imnges bound together by a fairly loose ides, the
differences of opinion between the school of Galen and that of
Paracelsus. But, there is also an extension of a stated metaphor.

And the added metaphors, or the group of metaphors, do
not stand out as having one clear funstion in the poem. They
explain the metaphorical term "Galenist"; they also justify its
use, and they assume its aptness and axtend it. DUonne has taken
his basic notion, the metaphoricel statement that one should be
not a Galenist but a Paracelsiasn; he has explained it, and the
explanation has become both an extension and an argument for the
aptness of the metaphor.

So, after finding two ways in which developed images
oocur and three ways in which besic metaphors can be developed, we
find thet the processes are hidden by any real complication of
thought. Whet really happens is that the development of an image
is ocarried on by a oombination of some or even all of the principles
we have extrsoted from our short examples. While the principles can
easily be seen in some short and clear passages, the complication of
thought in a more linvolved (or perhaps we should say a more meta-
physical) conceit ocannot very well be unravelled and labelled in
such & simple way. BS5till, the prinoiples &re valuable and they do
tell us somothing about the development of imegerys

Keeping these principles (and, of course, their limitations)
in mind, we now leave generalization and return to the consideration

of examples. The next example of the oonoceit of the third type is

N
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from a letter to Mr Rowland Woodward,

Wee are but farmers of our selves, yet may,
If we can stocke our selves, and thrive, unplay
Much, much deare treasure for the great rent dey,

Manure thy selfe then, to thy selfe be'approv'd,
And with valne outward things be no more mov'd
But to know, that I love thee'and would be lov'd.
(To Mr Rowlend Woodward, 31-6)

The basic notion is that msn is a farmer, granted lend by God and
obliged to give an account, to pay hie rent, on the day of judge~
ment. The harder man works at his farming, then, the ﬁore
produce will he have to pay his farm's rent when the time comes.
The basioc metaphor of this conceit is assumed and then extended.
The extension goes only as far as the injunotion to ™Manure thy
selfe", after which the conoeit disappears and the poem ends with
purely dsnotative langusge.

In this oase the development of the conceit is not
especially interesting. What is interesting is the way in whioh
the concelt appears in the poem. The stenzas immediately preceding
it have no agrioultural immgery in them st all, and one is tempted
to say that the conceit appears out of nowhere, like the geograph-

ical conceit in the Hymme to God my God, in my sicknesse. Such,

howaéor. is not the case. The poem actuslly begins with a series

of images drawn from farming.

Like ome who'in her third widdowhood doth professe
Her selfe a Nunne, tyed to rotlrednessse,
Sotaffeots my muse now, a chast fallownesse;

Since shes to few, yet to too many'hath showne
How love=-song weeds, and Satyrique thornes are growne

f better Arts, were early sown.
Where seeds of bet » {bide, 1-6)

The agricultural images then stop, and Donne moves on to a
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theologioal argument in the middle of which comes one image that

will reappear:

see in those faithfull socales, where God throwes in
Mens workes, vanity weizhs as mush as simne.
(Ibid., 11-12)

There follows a discourse on the wey to become virtuous, which
is followed by:

You know, Physitieans, when they would infuse

Into any'oyle, the Soules of Simples, use

Places, where they may lie still warme, to chuse.

(Ibid., 25-7)

This notion is developed into an argument for staying in retirsdness,
and this is followed by the agricultural conceit. Grierson's note
ca the image just quoted says that "Paracelsus refers more than once
to the heat of horse-dung used in 'separations’', e.g. On the

Separations of the Elements from Metals he enjoins that when the

motal has bsen reduced to & liguid substance you must 'add to ome
part of this oil two parts of fresh &uﬁ_fﬂi_-. and when it is
enclosed in glass of the best quality, set it in horse-dung for a
momth* .2

An analysis of the prose content of the pbon will demon-
strate how the conceit emerges. Ionne says that he has not been
writing much poetry, his muse hag been affectinz fallowness; %this
fallocwness was necesssry becauss, although good seed had been tlantad,
the muse had brought forth nothing but the weeds of love sonzs and
the thorns of sstire. Then he drops the szricultural imagery for
the time beinmg. Still om the subject of his poetry, he says %that,

although it is not simful for him to love posiry, 1t ceuses sn

2 " -
Griersorn, The Poeas of Johr lomne (1712, 1i, 1LS
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omission of good which is as bad as sin. In this statement we
find the image of the scales used by God on judgement day, a
nction that he will use again talking of "the great rent day”
on which man, the farmer of himself, will present his produce
to God. Then comss the notion of man seeking himself within
himself, an idea that seems suited to the 1afer agricultural
oconceit but is instead expressed by.the image of the glass
foousing the sun's rays. They oomes the alchemical image mention-
ed sbove, and finally we find the farming conceit.

The oonceit has come out of the poem by & process of
relating ideas, both straightforward ideas and metaphorical
notions. The steps have been:

l. The poem begins with an introduction which uses some
egricultural imagery, probably developing out of the metaphorical
word, "fallowness™;

2. The agricultural images cease and are followed by some
moralietic argument, in the course of which Domne uses the notion
of the general judgement and God using escales to weigh miadeeds
against good deeds;

3« The moral argument brings Donne to the statement that
man seeks himself within himself, the idea behind the image that
man is & farmer of himself;

L. Returning to the original notion of retiredness, Donme
develops the Paracelsien image mentioned sbove, with its implied
reference to manurej

5¢ Finally Donne develops the image of man as a farmer of

himself. The conoceit comes from the agricultural imagery at the
beginning of the poem, from the notion of deeds and miad?eds
being weighed by God at the judgement, and from the implication
of the slchemioal conceit. The poet uses the outside of the
images; he takes the notion of farming and imposes it upon the
actual argument of the poem, combining the external idea of
farming with the more serious moral ideas to reach his concluding
imapge in whioh he sayst

(a) meam is like a farmer,

(b) he will have to give an account of his work,

(s) he should improve his farm and work hard so that he
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oan show results when his time comes to render
an account.,

Many oonoeits will be found to have emerged from poems
in a similar way. The imagery of a poem bacomes related, perhaps
by plan or perhaps by mere coincidence., In some osses the relastion-
ship between images will become s0 close that they will merge into
a basio metaphor and a conceit of thq ssoond, or perhaps even the
first type. In other ceses, as in the poem just considered, the
relationship will be accidental and somewhat vegue, and the
referents - the external parts of the metaphorical statements =
will be combined with the actual argument of the poem. Thie will
result in the appearance of a conceit, sometimes a conceit of the
second type -~ a major imege - and somstimes a conceit of the third
type.

In meny cases we cannot see the evolutlion of the conceit
as clearly as in the poem just considpred. Frequently there is no
evolution; the conceit develops from 8 simple metaphor.

ess Preachers which sre
Seas of Wit and Arts, you oen, then dare

Drowne the sinnes of this place, for, for mee
Which am but a soarce brooke, it enough shall bee

To wash the staines eway.
(8atyre IIXIXI, 237-L41)

Here we are dealing with the witty development of a metaphor.

The poem in which this imsge occurs is the fourth Satyre, & collesction

of unrelated images, most of which are plainly mesnt to be facetious.

The metaphor 1is extended, giving us a metephoricel statement with

four distinot images, two pairs relating size end ability. The

great preacher is like a sea, 80 vast is his learning end abilitys;

80 he should drown the sims of London. This is a common enough type
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of imape, the development of one mataphor into another related
metaphor. But in the extension of the imace, Domne does not go
on in quite the ordinery wey. His next related metephor does
not 8o much advance hie line of thought as restate it in miniature
for a ludicrous effect. He is a sea, like the great preacher;
thsrefo;e he ocannot drown the sins of lLomdon. He is only e brook;
therefore the best he can hope to do is wash away the stains of sin.
In this cese the development of the conceit has osocurred
because Donne wished to inject a note of irony, to twist a ocon-
ventional image and so exprees a cynical attitude of self-depreca-
tion. The grandiose metaphor is stated and developed into a
related metaphor. Then it is restated in = ridiculously diminished
form which is developed into another related metaphor. The effect
of the image 15 that of Horace's famour lines
Parturient montes, et nescitur ridiculus muse.
So we see that the conceit of the third type, like the
| two longer types of oconceit, does more than convey an idea; it
conveys e state of mind, giving the reader not only the post's
idea but his attitude towards that ideas The argumentative image
almost always results from en effort on the part of the post to
relate his idea to himself. Donne's love lyrice do not desoribe
love, nor do they plead in Petrarchan conventlonalities; they
desoribe Donne in love and the effect of the emotion upon hinm.
Hie satires do not merely chastise the evils of the timej they
1ist the evile ae ther directly effect Donne. And Donne's
religious poetry deals with the relationahip between God and the

poet himself. It is this added effort, the problem of doing more
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than expressing an ides, which causes the somplicetion of thought
to whioh we ocan attribute the complication of imagery and argument.
For exasmple, in Donne's invective apgainst the sourts in the fifth
Setyre, he rushes on from one image to another until he finds one
that oan be developed.

O Age of rusty iron! Some better wit

Call it some worse name, if cucht egual 1t;

The iron Age that wes, when justice was sold; now
Injustice is ®old dearer farre. Allow

All demands, fees, and duties, gemsters, anon

The mony which you sweat, and swears for, is gon
Into other hends: So controverted lands

Socape, like Angelioa, the strivers hands,

If Law be in the Judges heart, and hee

Have no heart to resist letter, or fee,

Where wilt thou appeale? powre of the Courts below
Flow from the first meine head, and these can throw
Thee, if they sucke thee in, to misery,

To fetters, halters; But if the injury

Steele thee tc dare complaine, Alas, thou go'st
Against the stream, when upwards: when thou art most
lieavy and most faint; and in these labours they,
'Gainst whom thou should'st oomplaine, will in the way
Begoms great seas, o'r which, when thou shalt bee
Foro'd to make golden bridges, thou shalt see

That all thy gold was drown'd in them befaore;

All things follow their like, only who have may have more.
Judges are Gods; he who made and said them so,
Meant not that men should be foro'd to them to goe,
By meenes of Angelsy When supplications

We sent to God, to Dominstions,

Powers, Cherubins, and all heavens Courts, 1f wee
Should pay fees as here, Daily bread would be

Soarce to Kings. (Sstyre ¥, 35-65)
Donne starts by twisting an image from Juvenal and goes on to explain
what it means and justify ite use. He states plainly what is wrong
with the -age, snd gives an example. Then he quibbles over the two
senses of the word "heart" and moves on to describe the source of

legal Jjurisdiction as literally a source, pouring out a river intoe

whioch an imnocent oan be suoked by a current. Changlng the image, ‘
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he says thet complaints are only attempts to swim agsinst the
surrent. Chenglng it etill further, he mukes the Judges smeas
rather then rivers, and brings in the notiom of bribes as golden
bridges. But the gold with which the bridges would have been
built, he adds, hes all been swallowsd up by these seas that ocome
from the source, divine justice. At this point the river and
bridge conceit is drovped, befors it has been united into one
logical image. The notion of gold and that of the divine
authority vested in judges leads to the next image, that judges
are like God in that our prayers and supplications must be brought
to them by means of angels. In the casze of the judges, however,
the angels which intercede for us are not of the hsavenly choirg
they are golden angels, coins,

In this short paesage there has been some sort of develop~-
ment given to at least three separate images. None of them have
been given the unity and logical sequence of the second class of
oonoeit, They are, as it were, inoomplete conceits, one following
the other, one growing out of oconnotations of the other, ome
compliocating the other, ms the poet rushes to get his state of mind
on paper. The iron imege is explained by purely denotative 1angugga.
the source image gives rise to a series of connected images leading
to the bridge of gold image, and the two latter images are developed
into a new image, en ironic oonceit based on e notion and a pun.
There is one oonceit of the fourth type and there are two of the
third type; =all three oome from tho same furious stute of mind,
but there are three different refaremts, ironm, rivers, end engels.

It is this oontinual ohanging of referents whioh makes some of Donne's
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poems collectlons of conceits of the third type, metaphorical
stetements developed but not built into major image: or logiscal
arguments.

Yie will now try to sum up what has been learned about
the conceit of the third type, attempting at the same time to avoid
undue repetition of those cheracteristics which are common to the
first, second, and third types: logical, argumentative structure,
logical or quasi-logical method, and so on. it hes been established
that the conceit of the third type is a metaphor or simile, ingenious
in nature, which hes been developed 1n much the seme way as the
two longer types of conceit, hut has not been given the magnitude of
a major imege. In considering a simple exemple it was learnmed that
the short oonceit (and so the longer oonceit ms well) could be
developod by the use of one or more of three methods: Jjustification
by further metaphorical statement, extension by further metaphorical
stetement, or explanstion of an imsge by further statement whioh 1s
either metaphorical or litoral. Another short exsmple demonstrated
that developed images oould occur in two ssparate ways; when the
statement of a metaphor led the poet to related imagery modifying
his metaphor, or when & group of images beceme interrelated and
fooused in one metaphorical notione.

It was slso seen that oomceits of the third trpe emerged
from s poem by mesns of a vague interrelationship of imagery, not
olose enough to provide the unity of the major imege. Anc finally

i1t was seen that the third type of conceit would, like the first

and second types, convey a "tone of volce" and eoffect = complication

of thought and argument.
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CHAPTER 6

COROEITS OF THE FOURTH TYPE
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The fourth type of conceit has been defined in this work
ag a loose category, conrrising any witty or ingenious turn of phrase,
short, hyperbolicel metaphors or similes, paradoxes or oxymora. The
term, admittedly, i1s a blanket term and does not say very much about
Domne's imererery. But, some term must be used to cover the many
typically motaphysioal phreces found in Donmne, phrases thet oennot
be dismlssed ae purely denotative languege and yet cannot etrictly
be cnlled metaphoricel. Images they are, certainly, but thev are
Just as certainly not the common form of image, the aquating of one

thing with another. Sir iterbert Grierson}'in the introduction to

his Metaphysiceal Lyrics end poems, includes in e discussion of Donne's
imagzeory a series of quotations. Among the quotations are:

For Godsake hold your tongue and let me love.
(The Canonization, 1)

Who ever comes to shroud me, do not harme
Nor question much

That subtile wreath of haire, whioch orowns my arme.
(The Funerall, 1-3)

I long to talke with some old lovers ghost,

Who dyed before the god of Love was borne.
(Loves Deitie, 1-2)

Eech of théee quotetions is an example of what is oalled, in this
study, a conceit of the fourth type. A oonsideration of them will
bring us clossr to an understanding of the category. As they stand
they are not images, but purely denotative statements. The first

oertainly is prose; the wreath of hair in the second is a real

objeot anc not a metaphor; and ghosis, in the seventeenth century,

were not considered to be figments of the imagination. But, within

the contexts of the posms from which they are taken, all three are

1 .
Grierson, Metaphysical Lyrics and Poems (1921) xxi-ii
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images and parts of larger images.

The first quotation is the opening line of The Canonization.

The basic metaphor in this poem is that of the rejection of earthly
life for a more intense life, the first step towards sainthood. - The

poexi begins in media ree: some friend has been mocking the poet for

his dedication to love., Domne tells his friend that he should mook
weakness or poverty, but not dedioation to love. The first image

of the poem, then, is this imaginary address to a friend; and the
friend, who is censured in such abrupt terms, epitomizes the practical
world, the antithesis of the poet's world of love. There is an anti-
thesis of metaphoriocal stnfemantn the friend and his practioal
world are balanced against Donne and his mistress and their ideal
world, the worldly life of debased man against the intense life of
the saints. The demand for silence, then, beoomes the first of the
series of metaphors whioh constitute, as it were, the preamble to
the canonization conoceit whioh gradually emerges from the o}fanging
imagery to dominate the poem. The abruptnees of the demand gives

the imagery the metaphysical "tone of voice". In the context of the
poem, then, the apparently denotative statemsnt oan be seen t.o be

the first of a series of metaphors and an important part of the
larger image of the poem. It ls & conceit of the fourth type, &
witty turn of phrase; and onme that, on oloser examination, proves

to be & metaphor and an integral part of a poem.

The second quotation seems at first sight not to be an

image st all, eince the wresth of hair 1s ocbvicusly an aotual

wreath and not a metaphor for something else. Yet the firat three

| ]
lines of The Fumerall are cited by Grierson e&s an example of Donne's
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imagery. Contemporary oritics, reading the linea, would call the
wreath a symbol, which is rather different from an image, But, in
fact, the lines comstitute what Donne himself would have called a
conseit, "A fanciful, ingenious, or witty notion or expression",
and whet is oalled in this study (for the seke of distinguishing
it from the metaphysically developed conceits) & conceit of the
fourth type. Again it acts as a tone of voice, an ingenious phrase
preparing the reader for the complex imegery which will follow it
and grow out of it. Considering the entire poem will show that the
apparently denotative, if ingenious, statement of the opening lines
beocoms part of a metarhor because of the imagery following.

Who ever comes to shroud ms, do not harme
Nor question muoh
That subtile wreath of haire, which orowns my arms;
The mystery, the signe you must not touch,
For'tis my outward Soule,
Viceroy to that, whioh then to heaven being gone,
®ill leave this to oontroule,
And keepe these limbes, her Provinces, from dissolution.

For if the sinewle thread my brain lets fall

: Through every part,

Can tye those parts, and make mee one of all;

These haires whioh upward grew, and strength and art
Have from & better braine,

Cen better do'it; Except she meant that I

By this should know my pain,
As prisoners then are msnacled, when they'aras condemn'd to die.

What ere shee meant by'it, bury it with me,
For since 1 an

Loves martyr, it might breed idolatrie,

If into others hands these Reliques oams;
As'twas humility

To afford to it all that a Soule cean doe,
So,'tis asome bravery

That sinse you would save none of mee, I bury some of youe
Y (The Funerall, 1-2L)

In the first stanza the wreath of hair is nothing more than

a gymbol of love, & symbol sC unoommon As to shook the reasder into

X
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ewareness. Then Donne starts adding new meanings to it; the wreath
becomes &n "outwerd Soule™. In other words the wreath of hair has en
oxistence batwoen the mundene anc the heavenly; metephoricelly it is
the earthly soul, the helf-gpiritual part of Ponne's nature whioh has
become through love a three-part neture rether than a two-pé.rt nature.
S0, by the end of the first starnza, the wreath, at first merely &an
ingenious notion, has beocome a metaphor, and, although the meteprhor
is not developing in the dialectical menner of the longer oonceits,
it is developing into further imagery. Included among the further
imagery is the implied notion that Donne's nature has become tri-
partite; ordinery men have body and soul, two natures, but Donne
has body, soul, and the symbol of love which scte ag a soul to his
body while the soul is away. The imagery of the first stenze can be
swmearized as:

1, the imagined preperetion for burial;

2., the denotetive statement about the wreath of hair;

3. the desoription of the wreath as a mystery and a signj

Lo the metaphor of the wreath as an outward soul;

5+ the descriptive (and comparstively unimportant) metaphor
of the outward soul as a viceroy controlling the body.

It should be noted here that the imasge is not being
developed in the dialectio manner used in, for instance, The Flea,

The wreath of hair is literally the oonceit or conmcept, and the

metaphor of the outward soul 1is gecondary to the notion of the

wreath; the wreath is related to the metaphors which follow it and

which express what the symbolioc wreath means to the poet. The lmages

which follow are not metaphors for the wreath but are ebout it,
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although it is not iteslf metephorical.

In the second stanza = comparison is made betwson the
thread of nerve growing downward from the poet's brain and the
threads of heir which form the wreath and which have grown upward
from his lady's brain. To e schoolmsn, ocbviously, up is better
than down; therefors the hairs of the wreath can unite Domne's
body better than his nerves and musclee. This development of the
oonceit again is not dialectical, nor is it metaphorical, The
aotual vreath of hair, whioh has already been described metaphor-
ically as an "outward Soule", ie used for the sake of an analogy,
one of the false turns of logic so frequently found in Donne's °
love postry.

In the third stanza the wreath becomes a relic, and a
series of nsw‘related metaphors are introduced. But the meaning
of the wreath of hair is still uncertain and the poem ends with
the mystery still unresolved.

The reason for this disscussion of The Funerall, which

might seem to be quite superfluous, has been to examine the phrase
about the wreath of hair in its relestion to the entire poem, to
show that it is not mptnphorioai. and to find ocut why eo eminent

a oritic as Grierson has quoted it as an example of Donne's imagery.
Obviously it is an image, because it is charged with more intense
meening in the context ofkgggapoem then it would have as = simple
statement, because its tone of voice, its abruptness and intention
to shook, gives the poem greater meaning, and because the minor
images of the poem all foous in the wreath. It is, then, a major

image although it is not a metaphor; it is an ingenious turn of
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phrase, a oconoslt by the diotionary meaning. But, unlike the
inages here called conseits of the firet, second, and third types,
it is not developed in the dialectical mamner, nor is it mataphor-
ical like theme Therefore it has been necessary to consider such
"images” as belonging to yet d fourth oatagory, that of conceite
of the fourth type. Into this oategory ome can put the three
images quoted above.

Conceits of the fourth type, although they ceannot easily
be anatomized, have, like the other itypes, many different uses in
Uonne's poetry. Indeed, most of Donne's images could fit the
categorys puns and quibbles, for instance, are really special
types within the category, and so are the many odd or hyperbolical
metaphors or similes found in his verse. An examination of several
of theh should bring us to & better understanding of metaphysiocel
imagery.

The simplest form of this devioce is, of course, the witty
or ingsnious turn 61‘ language, the development of iangua ge in such
a way that, although a reader may find meithor a pun nor a metaphor,
he is stil)l awsre that he is not reading purely demotative language.
For examples of this, consider the following passagze, in which
Donne hurls a oconfused mass of insults against the pecple of his
age.' Pune, metaphors, similes follow each other with little regard
for order, and all are coloursd by Donne's ingenious wit and
extravagance of invention, and by his vitriolio tongue, held firmly

in his ocheek.

The men board them; and praise, as they thinke, well,
Their beauties; they the mens wits; Both are bought.
Why good wits ne'r weare soarlet gownes, I thcught
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This oause, These men, mens wits for speeches buy,
And women buy all reds which scarlets die.,

He o0all'd her beauty limetwigs, her haire net;
She feares her drugs ill laid, her haire loocse set.
Would not Heraclitus laugh to see Macrine,

From hat to shooe, himselfe at doore refine,

As if the Presence were a Moschite, and lift

His skirts and hose, and ocall his clothes to shrift,
Making them oonfesse not only mortall

Great staines and holes in themy; but veniall
Feathers and dust, wherewith they fornicate:

And then by Durers rules survay the state

Of his each Timbe, and with strings the odds trye
Of his neck to his legge, and wast to thighe.

So in immagulate clothes, and Symetrie

Perfeot ae osircles, with such nicetie

As a young Preacher at his first time goes

To preach, he enters, and a Lady which owes

Him not so much as good will, he arrests,

And unto her protests protests protests,

So much es at Rome would serve to have throwne
Ten Cardinalls into the Inguisition;

And whisperd by Jesu, so often, that A

Pursevant would have ravish'd him away

For saying of our Ladies psalter; But'tls fit
That they each other plague, they merit it.

But here comes Glorius that will plague them both,
Who, in the other extrems, only doth

Call a rough carelessenesse, good fashion;

Whose cloak his spurres teare; whom he spits on
He oeres not, His ill words doe no harme

To him; he rusheth in, as if arme, arme,

He meant to orie; And though his face be as ill
As theirs whioh in old hangings whip Christ, still
He strives to looke worse, he keepes all in awe;
Jeasts like s liceno’d foole, commands like law.
Tyrtd, now I leave thir place, and but pleas'd so
As men whioh from gmoles to'exeoution goe,

Goe through the great chember (why is it hung
With the seaven deadly sinnes?). Being among
Those Askaperts, men big enough to throw

Charing Crosse for a barre, men thet doe know

No token of worth, but Queenss man, and fine
Living, barrells of beefe, flaggons of wine;

I shooke like a spyed Spie.
B (Satyre IIII, 190-237)

In this passage we find a confusion of imagery typical

of Donne. Most of these images fit into the category of conceits

of the fourth type, end an examination of the imagery of the

N
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passage will serve to demonstrate the nature of the metaphysical
image in its simplest form.

First we find Donne's ironig comment on the mutual flattery
practiced at court (11. 190-1); both the beauty complimented by the
oourtiers, amd the wit complimented by their ladies are bought; the
beauty is cosmetic and the wit borrowsd from books. This leads to
another oonceitt worthy men (those from whom tﬁe courtiers have
bought their wit) seldom wear soarlet gowns, symbols both of office
and luxurious living (11.192-4). Not only have the sourtiers bought
all their wit, but the courtiers' ladies have bought all the red
dye. This notion becomes a quibble: "women buy all reds which
scarlets die™. "™Which" et the time oould be read as the personal
pronoun, and "soarlet"™ evidently has at least the secondary meaning
of "prostitute”. Because of these double meanings the verb, "die",
hes three interchengeable mesnings: the obvious rmeaning of effect-
.ing » change in colour, "Women buy all the red materisl which dyes
scarlet”; the second meaning of meeting death, "Women who die
prostitutes buy all the red material™; and, of course; the common
Eligabethan pun is also i.mr«:;lvecl.2 In one line, then, two words
have each two moaniﬁgs. and another has two important meanings end
another meaning by associstion.

After thé digression Donne rsturns to the flattery of
court, giving for effeot the obvious and threadbare examples (1. 195).

He breaks off again to an ironic hyperbole; the sight of the sourtier

2
'Die' hed, during the period of DNonne, the vulgar meaning of

reaching sexuasl olimax. Cf. Brooks, The Well Wrought Urn
(1947) 16. See also Chapter L ebove pp. 6/=0.




perfecting his garments would arouse laughter in Heraclitus, the
weeping philosopher (1ll1. 197-8). He examines himself, according
to Donne, as if he were preparing to enter a mosque(l. 199).
This, an allusion to the elsborate rubrics governing the cleanli-
nest of Moslems going to prayer, puts the courtier's preparations
in a ridiculous light. This ls intensified by the metaphor which
follows. Wecrine calls his clothes to confession; they must meke
8 complete examinetion of themselves (1l. 200e}4). While in an
ordinsry confession one is only obliged to confess mortal sins,
when Macrine cslls his garments to confession, they must confess
not only mortel stains, but also venial faults; by venial sins
they are led to greater crimes, venial sins ars oscesione of such
sins as fornication.

Donne hes, in these few lines, made the vanity of the
courtier perfectly ridiculous by describing it in terms of the
most seriocus of husan metters, religion. The ironic religious
oonceit does more to disoredit courtiers then a page of invective.

The next cenceit adds to the seme effeot by describing
the fastidiousnese of the courtier in terms of Albrecht Durer's
grim realism (11. 204-6). Finally his careful dress is made to
seem completely ludicrous by the perfection of a simile: "Perfeot
as oiroles". (1l. 207=8) The infersnoe, of course, 1s thet nothing
is as perfect as a oirole, except the dress of the oourtier.

After using a string of conceits to satirize the dress
of the courtier, Donne begins a new series to satirize his
behaviour. (11. 208-17). His entrance, for which he hes made the

oareful preparations of & Moslem entering a mosque, is now mede
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with the case of a young preacher going to his first sermon. The
young preacher, feastidious, wary of possible error, and exerting
every effort to make e good impressiom, is a figure for laughter,
and eo is Maorine. The courtier arrests a lady; Donne puns on
the meaning of the word by stating that he makes the arrest although
the lady owes him nothing, not so much even as good will. His
protestations of love or whetever are related In a fine hypsrbole
to the protestations of protestants; 8o much duéa he protest thet
equivelent protestations at Rome would have tea Cardinals sent to
the Holy Imquisition. find the phrase, "By Jesu", recurs so often
that a listening pursuivant would think that hs was reoiting "our '
Ladies psalter" and drag him off es a papist. In this section, ms
in the section of Macrine's clothing end his vanity, the courtier
is made ridiculous by exaggerated metaphor and simile, by the in-
voocation of secondary meaninge of words, and by elaborate hyperﬁole.
With the foppish courtier demolished, Lonne turns to

another figure of the court, the miles gloriousus.(1l. 219-28).

The seotion begins with a few examples of the soldier's behavior,
his osrelessness and his affectation of & rough mauner. Hle
entrance is desoribed graphiocally by a fine ooncelt; while Maorine
came in like a Moslem entering & musque, Glorius comes in lika a
soout calling & camp to arms. The fierce expression on his faoce,
evidently a part of his soldierly affeotations, is mede ridiculous
by the comperison to the villainous faces of the Romin soldiers in
early tapestries of the Crucifixion. i'lmally two similos satirigze
the military assumption of authority; his Joking is 1like that of

the court fool and his commands ere given as if the power of the
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nation were backing them. Like a licences fool hie wit consists of
insulting remerks, and like the law he has no mercy.

[ onne leavee the court, not ctkesrflly, as if golng %o a
better place, but only ne chearfully £s e man lsaving e hatod prisom
cell to gc to his execution. (11.220.32), The comperisor aptly
deacribes the mood, and the hyperbole conveys tha poet's attitude
towards the avils of Blizabethan society. Tha attitude is emphagsized
by the allusion to the allerorical fisure of the naven dezdly sins
hanzine in ths zreat chamber through which he peszces or his way out,

The guards oome in for a share of Donme's 111 temper.(ll. 232-
6). He compares them to Ascapart, the thirty-foot giart of the legend
of Tir Bavis, adding ths bold hyverbole: "... men ki; enough to throw/
Charing Cronse for = berre." He desoribes their nsturse by mentioning
their only criterion of worth, snd ndds another hyperbole, celliug them
barrels of beef. Crierson, ir hie notes on the line, says cautiously,
*The name 'beefeater' hes, I suprose, ecms reaponsibhility for the
jaot."3

" Among these gipantic puardsmen Donne tremblos, with another
fer-fetched simile, "like e spyec Spie”,

These imsses ere really msterrysiosl concelts stripped bare
of olaboration,=and the element of ipgsnuity end wit in them 1s the
factor which oonfuses the commentator =s he tried to examine the
specisl qualities of the longer, dislecticsl conceit. The eume
proocess that produces the simile of » svied spy proluces the sasie

notion that, with the additiom of sarefully worked-out sorrespondences,

3
Grisrson, The Poems of John Lopne (1912) i1, 125
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becomes the oonceit of such a poem as The Flea. It is among, these
odd soraps of imagery that one finds the nature of metaphysical
metaphor and simile and the simplest examples of the distortion of
language that seemed so reprehensible to later oritics. For,
what this study pedantically lebels "conceits of the fourth type”
are exactly what the metaphysicals would have called, proudly,
"oonceits™; metaphysicel, quasi-logioml elaboration end extension
develop them into what are here called conceits of the first,
gecond, and third types.

The fourth type of oconoceit ocan provide the framework for
an entire poem without any metaphysical development of a basioc image.

For example, in The Message, a poem that seems to belong more to the

Cavalier tradition than the metaphysical, the poet introduces the
oonceit that his mistress has his eyes and his heart, and he pleads
with her to return them

Send home my long strayd eyes to mee,
Which (COh) too long have dwelt on thee;
Yot sinoe there they have lean'd such ill,
Suoh foroe'd Paghions,
And false passioms,
That they be
Mede by thee
Fit for no good sight, keep them still.

Send home my harmlesse heart againe,
Which no unworthy thought could staine;
But if it be taught by thine
To make jestings
Of protestings,
And orosse both
Word and oath,
Keepe it, for then *tis none of mine.

Yot send me back my heart and eyes,
That I may know, and see thy lyes,
And may laugh and joy, when thou
Art in anguish
And dost languish
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For some one
That will none,
Or prove as false as thou art now.

(The Message, 1-2l)

There is a development of the comceit, but not a meta-
physical development. The oonceit begins as a plea for the return
of the poet's eyes, which have been too long f'ixed upon the lady.
Wilth a sudden reversal, he tells her to keep them, since they have
oontracted evil from her. The second stenza changes the idea and
brings & plea for the return of the post's heart. There is esnother
reversal, and he tells her to keep the heart as well, for the same
reasone The final stanza brings enother reversal and another plea
for the return of both eyes ana heart.

In spite of the unity of imsgery provided by the recurrence,
in slightly changed forms, of the comceit, this poem is not developed
metaphysioally, nor is the notlion of the return of eyes and heart a
conceit of the first type. The poem changes its idea as it develops
end there are three complete tergiversations, but the image itself,
the lost eyes and heart notion, remains unchanged. There is no
argument; Donne wastes no logic on his conceit. Still, the idee
that a lady could keep (and oorrupt) the eyes and heart of & man
is oertainly far-fetoched and ingenicus, end so it is, by definitiocn,
& conceit. Sinoe there is no logical development, the conceit,

although it is the whole poem, belongs to the oategory now under

discussion.

A similar ocase is that of The Sunne Risihg, in which the

imagery and narration of the poem are given unity by one image,

the conceit of an address to the sun. Again the image is not

N
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developed in any dielecticel menner. I+ simply is implied in the

oponing words:

Busie old foole, unruly Surne,
Why doat thou thus,
Through windowes, and through curtaines call on us?
Must to thy motions lovers seasons run?
(The Sunne Rising, 1-4)

At the end of the poem the sun comceit is still unchanged; the
poem hes developed without any corresponding development of the
conceit.

Sometimes the conceit is developed for & few lines,
although the development is, in such cases, not in the dialestical
manner of the conceit of the third typs.

Thou at this midnight seest mee, and as soone

As that Sunne rises to mee, midnight's noons,

All the world growes transparent, and I see
Through all, both Church and State, in seeing these;

And I discerne by favour of this light,

My self'e, the hardest object of the sight.
(Obsequies to the Lord Earrington,

brother to the Lady Lucy,
Countesse of Bedford, §§-30)

The imagery of light and vision then develops into a conceit of the

b

third type, one, in fact, that was severely censured by Dr. Johnson.s
But the oonoceit, the notion of tho clarity of thought and the
intensity of emotion at the thought of the dead noble making mid-
night like noon, is quite separate from the conceit which follows

it end is related fo it. First there is the conceit that midnight
is & sort of noon in reverse, the darkness of which allows the poet
to see the soul of the dead man and his own soul. Then follows the

related conoeit of God as the gless end & good man as the trunk of

N
Johnson, Lives of the English Poets (ed. Hill, 1905) 1, 27

A
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the telescope by which we see the truth. This is a metaphysically,

or rather, dialectiocally developed odnceit. The former, the paradoxe
ical equating of midnight with noon and light with derkness, is purely
a oonceit, an ingenioue notion, without the philosophical followe
through.

Next to the ingenious phrase, the most common use of the
oonoeits of this category is in the odd or hyperbolicsl metaphor or
simile. For exemple: |

And now the Springs and Sommers which we sece,

Like sonnes of women after fiftie bee. :
(The first Anniversary, 203-l)

The ingeniousness of the simile neads no coment. Nor is any comment
needed on the hyperbole of the metaphor:

When my Soule was in her owne body shesth'd,
Nor yet by oastes betroth'd, nor kisses bresth'd

Into my Purgatory, faithlesse thee, ...

(Elegie VI, 11-13)

And no commentery is needed to show the ingeniousness and aptness of:

And a8 our bodies, so our mindes are orampt:
'Ties shrinking, not close weaving that hath thus,

In minde, and body both bedwarfed us.
(The first Anniversary, 152-4)

Suoh similes and metarhors as these scattered throughout Donne's
poetry provide the quality of ingeniousness and quaintness that is
the outstanding characteristic of metaphysical poetrye. They are
actually the simplest form of the far-fetched comparison, the
metaphysioel imare by whioh, as Johnson said: "The most
heterogoneous ideas are yoked by violence together; nature and

5

- ”n
art are ransacked for illustrations, comparisons, and allusions.

5
Johnson, Lives of the English Poets (ed. Hill, 1905) i, 20
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And Ur. Johnson gave us what is probably the most acute evaluation
ever made of metephysicel imapery when he added:

No man oould be born & metaphysical poet, nor assums the
dignity of a writer, by deaoriptions copied from deacriptions,
by imitations vorrowed from imitetions, by traditional imagery,
and hereditery similes, by readiness of rhyme, and volubility
of asyllables. «.. If their greatness seldom elevates, their
acutenoss often surprises; if the imsgination is not always
gratified, at least the powers of reflection and comparison are
employed; and in the mass of mterizls which ingenious sbsurdity
has thrown together, genuine wit and useful knowledpe may

sonstimes be found buried perhaps in grosgness of expreasion,
but useful to those who know their valus.

The concait of the fourth type, then, is the true essence
of the metaphysioal comoeit; 4n itz qualities one finds epitomized
those qualities which, when developed, create the great and involved
and ourious images of Doune and his followers. Ae eimile or metaphor,
the conceit of the fourth tyﬁo {8 tho vehicle for the "tene of voios”
of the lonper, diamlecticwxl conoceit. As ingenious or witty turn of
vhrase, it advancess the effect of Donne's verse by its shock value,
its ability to make the reader sit up and take notice of Donne's
state of mind. The real nature of the metaphysical post's peouliur
fmagery is found in such lines ast

Your (or you) vertue two vast uses eerves,
It reansomee ons 8ex, and one Jourt prescrves.
(To the Countesse of Bedford, 25<6)

Or in the brilliant irony ofs

Here's no more newes, then vertue,'l mey as woll
Tell you Cales or St.Michsels tele for newes, &8 tell

That vice doth herc habitually dwell. _
(To Sr Henry ¥ooton, 1-3)

Or in the verbal trickery of'!

Soma sitting on the hatoches, would seeme there,

6. _
Johnson, Lives of the English Poets, (ed. Hill, 1905) 21
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With hideous gazing to feare awsy fears.
(The Storme, 51-2)

Or in such oonoceits =as:

ses Then, as if h= would have sold

His tongue, he prals'd it, and such wonders told
Thet I was faine to say, If you'had liv'd, Sir,
Time enough to have tesne Intsrpreter

To Babells bricklavers, sure the Tower had stood.

(Satyre IIII, 61-5)
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CHAPIER 7

DEVELOPED COMPARISONS




-IW -

In the opening Chapter of this work en attempt was made
at an analysis of that complex pattern of thought associations by
means of which communicstion betwsen the poet and his reader is
made possible. This proocesg of equating things, combining words,
and getting e measure of communicntion through the coinecidenoce of
certain mutual thoughts and concepts about the things and the words
is usually called, for the sake of simplicity, metaphor or comparison.
In the second Chapter it was stated that a close sorutiny of Donne's
poetry had revealed that there were at least seven different ways in
which he used the process. Seven headings wers drawn up, two
describing what mizht be called simple metaphors, short images, and
five others desoribing developed metaphors, comparisons stated or
implied and discussed at some lengthe It is with these five
different uses of metaphor that this Chapter will be concerned.

Developed metaphore are merely metaphors that take up
several lines rather than only one or a few lines. BEvery developed
metephor has e basioc metaphor, the stntement or implication of a
metaphor out of which the lengthier image grows. In Chapter Five
three ways in which the basic metaphor could be developed were
considered. The three methods of development used by the poet either
singly or in combination were then saic to bs:

l. The introduction of further metaphorical statement to Justify
the use of the basic metaphor and argue its aptness;

2. The use of further mestaphorical statement to extend the basic
metaphor, assuming its aptness;

3. The use of further statement, either metaphorical or literal,
to explain the besic metaphor, sagain assuming 1ts aptness.

The same Chaptar stated that there were two occasions on which the




poet seemed to use these methods of development:

l. Then the statement of a metaphor led the poet to oreate
further imagery modifying and strengthening the basic idea;

2. *“hen a group of lmnges became somehow related, focusing
in one metaphorical notion which emerged as the chiaf idea or
basic metaphor.

These elements of developed imagery can easily be isolated
when we take them out of a context. But, when we arec dealing with
en actual image we may find a combinetion of two or even three of the
methods used and it may be quite impossible to say whether the poet
oreated related immgery from his bagic metaphor or whether the imagery
itself oame to foous on s single metaphor. Still, knowledpe of these
eloments 1s a vital factor in the understanding of developed imagery,
and, although we certainly cannct labsl every image with one of three
methods and ome of two causes, to ignore them would greatly impair
a study of Donne as a creator of imagese.

The first of the five types of developed metaphor is the
extended image which provides the fremewerk for au ertire poem. It
is really the same es the conceit of the first type. The reason why
two headings are needed is that the image, in such cases, has two
separate existences. It is = conceit ard a comparison, a "tone of
voise" and a means oi' communioating an idea.

In the Divine Meditations of 1635 there is a sonnet

oconsisting of such a developed motaphor. This sonnet is probably
the best example of the metaphor of the first type for discussion.
The basic metaphor expresres what was then a cormon notion, and so

the development of the image does not teke the more common form of ‘

fanciful embroidery obsecuring the motaphorical aspect until it is
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aimost impossitle to sac the ma-avhor for the conceit.

I am 2 little world made Sunninfly

Uf Tlemeuts, and an Angelike svripht,

But black sinne hath betraid to endlesse night

My worlds both perts, and (oh) both rarts must die.

You which beyond thnt hesven which wasg most high

Have found now sphears, snd of new lsnde oen rrite,

Fonre new soes in mine eyes, that so I might

Lrowne my world with my weeping easrnestiv,

Or wagh it, 1r it must be drown'd no more:

But oh it must be burnt: elss the fire

Uf lust and envie hava burnt it heretofore,

And meds it fouler; Let their flemes retire,

And burpne ms o Lord, with o fiery zeale

Of thee and thy house, which doth in estins hanlae.,
(1635 Holy Sonnet 2, 1-1,)

Donne develops the immge from the then-common notion that
& man wags & microcoen, & little worlde.

The world that I resard is mv self; it is the Mlorocosm
of my ovm frame that I cast mine eye onjy for the other, I use it
but like e Globo, and turn 1t round sometimes for my recrestion,
Men tha% look upon my ouiside, rerusing only my condition and
Fortunse, do err in my Altitude; for I am above Atlas his
shoulders .t

Donne recreates, /s it were, thie common idea by trea%ing the metaphor
as if it were faot. Hae uses the second of the three methods listed
earlier, and the first of the two omuses. That is, aseuming the
aptness of the metaphor, he extends it by further related mataphorioal
statement.

Tho development of the imape follows locicslly from the
statement of the metaphor end Lorme's tacit assumpticn of its truth.
The reel world, the planst on which we live, is mnde ur of twe
hemiaspheres, one of which receives lirht from the sun while the other

is dark. Uceens are spread soroes its feoe. And “od, =fter punish-

. 3 ; hat + orld
ing the sins of men by the Creat Flood, promised Nomh thot he W

I
Brovne, Religio Mediol (1506) 83




would never agein be wiped out by water. The second punishment
would come in the form of* fire.

From the microcosm imase Donne selects snd rejects as
he thinks fit. He seec in the +wo hemisphares o the world the
dichotomy of body and soul. The body, made up of earthly elements,
is derk; wmnde of the slime of the earth, it haes life vnly as
animals have. The soul, made in the imnare snd likeness of Cod,
is light; mede by (iod of nothing, it has life ac the engele heve.
The body returns to dust when it dies; the soul cannot die, except
by sin. Donne's microcoam differs froem the globe because sin has
taken the divine light from the vart that should be lirht. Body |
and soul are alike in their derkness; the soul is deed and the
body will die. lils preyer is for purgatory punishment, for new
seas to augment the penetential flow of tears on the face of his
microcosn, to drown his world snd give him oblivion, free from his
sins and their consequences. But, remembering the promise that the
world would mever again be destroyed by vmter, he reelizes that his
prayer must be in veain. His microcosmic world must be burnt. With
this, the imecery bocomes much more complex.

The image of fire has elweys several different meaningse.
In this poem, DConne tekes twe fire immges, each of which is
directly opposite to the other. The statement is that his little
world must be destroved, acocording to the wrovhesy, by fire, But
1t was fire, the heat of lust and envy, that destroved his world

before. And thaet fire left his world worss, left it black with sin. ‘

The preyer is for the fire of the Pareclete, the fire that purges

the world of sin ancd darkness.
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This method of development is typical of Domne. The poet
considers all the various aspeots of the referent of his image, which
in this case 1s the outer world which represents Domne's personal
world, and from them he selects whatever will help reinforce his
argument or idea. In this way one imnge is made into e poem, and
the metaphor is brought howe, as it were, with grester force because
of the lnoreased weight.

In other examples of the developed metaphor, the poet
extends the idea without foroing; 6o oclose an analogy betwsen his
ref'erential notion and the idea he wents to communicate. The

'developing imagery is more about the referent than from it.

To what a combersome unwieldinesse

And burdenous corpulence my love had growne,
But that I did, to meke it lesse,
And keepe it in proportion,

Give it a diet, made it feed upon

That which love worst endures, discretion.

Above one sigh a day I'allow'd him not,
0f which wy fortune, and my faults had part;
And if sometimes by stealth he got
A ghe sigh from my mistresse heart,
And thought to feast on that, I lot him see
'*Twas neither very sound, nor meant to mee.

If he wroung from mee'a teare, I brin'd it so
With scorne or shame, that him it nourish'd not;
If he suck'd hers, I let him know
'*Twas not a teare, which hee had got,
His drinke was counterfeit, as was his meat;
For, eyes which rowle towards all, weepe not, but sweat.

What ever he would dictate, I writ that,
But burnt my letters; When she writ to me,
And that that favour made him fat,
I said, if any title bee )
Convey'd by this, Ah, what doth it aveile,
To be the fortieth neme in an entaile?

Thus I reclaim'd my buzard love, to flye
At what, and when, and how, and where I chuse;

Now negligent of sport I lye
And now as other Fawkners use,
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I spring a mistresse, sweare, write, sigh and weepes
And the game kill'd, or lost, goe talke, and sleepe.
(Loves dist, 1-30)

The most basic form of the image is the statement thet
love is a falcon too fat to hunt. The referent is, ludicrously
enough, a oorpulent falcon. The discussion and development of the
image is involved with ways in which to get this bird baok in
shape, and this discussion is carried on by means of a series of
further metaphorical statements related to the implied basie
metaphor. (The basioc metaphor is implied because its actual state-
ment comes only from a union of the first and last stenzas.) Unlike
the poem just considered, which developed by a series of analogies,
Loves diet develops by connected images snd by argument. Each sign
of love is food for the fat faloon, but Donne proves, metaphysically,
that the food is not really food at all, end so love becomes thin
again,

The referent of the image being a fat hunting bird, the
argument is involved with the way in which the bird oan be redﬁoed
in size. The difference between this development and the development
in the sonnet just considered is thet, instead of preesing all the
points of contact between the referent (the falcon) and the thing
being spoken of (love), the poet adds new metaphors, foroing a
relationship betwoen them and the basic notion.

The image, as it appears in the oontext of the poem, is:
that love is like a falcon, and Donne's faloon has becoms too fat
because it has been fed on an extravagant diet of sighs, tears, and
letters. To reduce this faloon to fighting trim again, so that Donne

will be able to woo instead of mope, will involve a reducing diet, a
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diet of love's least-liked food, discretion. The metaphor develops
into a list of the foods of love. Notioce, in passing, that the
metaphor of disoretion as the worst food of love is ignored after
its statement; im the development of the image the word is given
its literal meaning.

The foods on which love feeds and grows fat are sighs,
tears, and letters. But, in the development of the image, Donne
takes away each of them by giving a proof that they do not really
nourish; in other words, he starves love metaphysicelly. The
sigh granted every dey is not purely a sigh of love, for Domne's
poverty and his sins oocapsion it; therefore there is not very
much nourishment from thate. The sigh from the lady is not nnurish-
ing because Donne proves that it was not meant for him. The tear
dropped by the poet is not nourishing, because he has added to it
the elements of anger and shame, Like the sigh, it is not purely
a result of the pangs of love, and will therefore not be nourishing
to th; faloon. The lady's tears will be no more nourishing, because
Donne osn demonstrete that they are merely imitations, without any
emotion., He reinforces his argument with another apparently reason-
able image: the lady's eyes flow with what would seem to be tears
not because she is weeping, but because her eyes are perspiring
with the constant effort of rolling at all men. Donne's letters
will not nourish the falscon, because he burns them immediatelye.
The lady's letters would give nourishment, were it not for the fact
that Donne cen prove that they were not written for love of him
elonp. So the faloon of love, metaphysically starved, will grow

thin end hungry; Donne will be able to go hunting again and indulge
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once more in the fashionable flirtations of court. If the bird is
allowed to grow too fat to hunt, he will merely be able to sit
unhappily moping.

This development of the metaphor is in the argumentative
or dialeotiocal or matgphysical nanner which geve to the sochool of
Donns the misleadinz name of "metaphysical®™ poets. All the
oconvenient remifiontions of the basic metephor are forced by the
use of spurious loglc, the idees are "yoked by violence together™.2
Such development of imagery as this caused Johnson to write of the
metaphysicals that "Their attempts were always analytick; they
broke every image into fragments.“3 And, although the famous
comment is obviously an overstatement, it is certainly ome of the
most perceptive statements over made on the nature of metaphysical
poetry.

This process of development or extension of a metarhor,
either by foroing all the possible anelogies betwsen the referent
of the metaphor and the subject of the poem or by introducing
apparently logical ramificatioms of the basic metaphor, is used
more or less in practically all of Donne's poems. These two ways
in which immges are developed might be omlled the practicable
equivalents of the three methods listed earlier, which were concern-
ed more with the reason and the method than purely with the way in
which the poem containing the image evolved. Wherees the poet

usually uses only one of the two weys just stated, he often combines

2
Johnson, Lives of the English Poets (ed. Hill, 1905) i, 20

3
Ibid., 21
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two or even three of the methods listed above. The earlier list

of methods demonstrated the why aspeot of the development of the
image elther as Aonooit or a8 metaphor; the two methods just
stated are ooncerned purely with the how aspect of the developed
image as metaphor. The proocess of developing an image, of course,
involves almost always one of the two how methods, one or more of
the three methods listed earlier, and is carried on for one of the
two causes listed. And a process similar to that seen in the two
long metaphors just disoussed (with some varistion in the number of
the slements used and the extent to which they are used) is carried
on in the development of most extended metaphors: the metephor of
the first type, which is usually the same as the conceit of the
first type; the metaphor of the second type, which is also usually
the same as the ooriesponding conoeit; end the metaphors of the
third and fourth types, whioh are frequently the same as the conceit
of the third type.

Even a fairly oursory examination of one or two cases of
each of the types just mentioned will demonstrate that much the
seme process is at work and that much the same attitude towards
the image is being shown as in the development of the two metsphors
of the first type studied above. For an example of the development
in the metaphor of the second type, oonsider the oosmographiocal

metaphor in the Hymne to God my God, in my sicknesse, a poem elready

ocongidered in the course of this work.

The most basic form of the metaphor is stated in the

second stange of the poem:

Whilst my Physitians by their love are growne
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Cosmographers, and 1 their Mapp, who lie
Flat on this bed, that by them mey be showne

That this is my Southewsst discovsrie

Per fretum febris, by these streights to die,

I Joy, that in these straits, I see my West;
For, though theire currants yeeld returne to none,
Vhat shell my West hurt me? As West and East
In all flatt Maps (and I am one) are one,
So death doth touch the Resurresction.
(Hymne to God my God, in my
sicknesse, 6-=15)

In the second stenza quoted ws find the actusl statement of the
wetaphor (1ll. 6-7), while in the rest of the quotation (1l. 8-15)
we find the listing, and indeed forcing home, of the analogies
between the refeorent (the map) and the sub ject of the poem (Donne
on his death bed). In the next two stenzes of the poem (11. 16-25)
further imagery is introduced, remificatioms of the basic metaphor.
That is, having accepted the notion that he is a flat map, that by
straits he must die, but thet East end West coincide in a flat map,
Lonne goes on to oonsider possibilities.

Is the Paocifique Sea my home? Or are
The easterne riches? Is Jerusalem?

Anyen, and Magellan, and Givraltare,
%;I streights, and nome but streights, are wayves to them,
Whether were Jsghet dwelt, or Cham, or §3£\_.

e thinke that Paradise and Calvarie,

Christs Crosse, and Adems tree, stood in one places
Looke Lord, and finde both Adams met in me;

Ae the first Adams sweat surrounds my face,

May the last Adams blood my soule embracee.
Y - (Ibid., 16-25)

In an earlier disocussion of this image as a ooncelt, there was some
dipcussion of the way in which the development of the conceit moved
the subject away from the basio metaphor of cosmographye. Yow,

ologser consideration of the same image as & metephor rather than a

oonoeit shows why the centre of the developed imege has become loet




in the development. The statement of the metaphor led to the
forcing home of further analogies between the roferent and the
subject. TVhile this is being done the development is compact

and perfectly logical, the image has unity so that the metaphor
itself is not obscured. But in this poem, in which the two methods
are oombined, the other form of development is introduced after the
exhaustion of analozgies. The post begins to introduce aprarently
lozical and reasonable remificetions of the imspe. The Pacifio,
then & mysterious and romantic thought, coincider with the fabulous
Eagt; 1if the West is Lonne's death, as the earlier analogies showed,
it is also the way in which he will reach untold wealth and the home
of his desires, And straits, the straits of sioknecs as well as the
geographiocal straits, are the only way to reach this culmination of

e journey. The argument in these lines is a logioal ramification of
the eanalogiss of the second and third stanzas (11, 6-15). In the
last of the stensas quoted, the analogy of the meotinz of Eest and
West on flat maps and the meetinp of death and heaven, sorrow and joy,
in the case of & virtuous man brings another releted imagé. the
notion that the tree of knowledge ﬁhich caused man'e fall and the
oross whioh caused his salvetion stood upon the srme spot of ground.
The final image is an anelogy from the remification of the earlier
analogyt the two Adams should meet in Domne, both the first Adem
who degraded menkind, and the lsst Adam who saved mankind, for Donne's
West (death) will become his East (heaven) by both his physical death

in the sweat of Adamt and his spiritual birth in the blood of
L

+111 thou return

1t eat bread
In the sweat of thy face thou sha s for dust thou

unto the ground; for out of it thou wast teken:
art, and unto dust shalt thou returne. Genesis 3119
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Christ .5

In the metaphor of the thira type, the short developed
image, a gimilar method of development is found,

Whilst thus to ballast love, I thought,
And so more steddily to have gons,
With waree whioh would sinke admiration,
I saw, I had loves pinnace overfraught.
(Aire end Angels, 15-18)

The metaphor of "ballasting™ love hes the obvious remificestion that
love has a boat, a pinnace, s#nd also that the ballesting is being
done to make this pinnace sail more steadily. The third related
imege is the metaphor that Donne's love is too heavy a cargo for the
pinnace, from which it follows logically thet the boat is too heavy
and wil) not be steady on course anywny, The idea is that Donne
pPlanned a small flirtation for the good of his reputation as a
oourtier and to keep ir prectice in the fashionable pastime. That
would be ballasting love tc meke love's boat sail more steadily.
But his love grew until it was too great for him to control. The
boat, overballasted, wes worse than before. The opening metaphor
implied the metaphor of the boat; the two together had certain
ramifications. Because of these, and by these, the image became a
developed metaphor.

The foroing of anslogies and remifications 1s the way in
which even less complicated develofed metaphors are written.

Then from those worbes of starres, the Brides bright eyes,

For if the blood of bulle and of goets, and the ashes of an
heifa£ sprinkling the uncleen, saotifieth t? ?he purifying of
the flesh: How much more shell the blood oi.bhrist, whot
through the eternal Spirit offered himself without spgt lgvin
God, purge your conscience from dead works to serve the g

God? Hebrews 9:113-l
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AL every glance, a constellation flyes,
And sowes the Court with starres, and doth prevent
In light and power, the ell-ey'd firmament.

(Ecclogue, 25-8)
Despite the apparent lack of unity in this image, the development
takes place in a manner similar to that used in the other images
oonsidered. The faulty construction gives the effect of mixed
metaphor: that is because Donne has not taken the actual referent,
but the implications of it, as the starting point of development.
The image of the bride's eyes as the wombs that bring forth stars
is ocarried on, but the womb idea is not, except insofar as a:womb
is an organ which brings forth new bodies. In other words, while
most developed images use a litseral interpretation of the referent
for the development, this imege develops while recognizing the basio
metaphor as a metaphor.

The same processes are used even in the development of the
fourth type of metaphor, in which the extension of the basic imsge
is not so much metaphorical as linguistic, often involving nothing
more than explanation of the content of the image. Consider the
way in which the followinr image develops:

ese through no familie
Ere rigg'd a soule for heavens discoverie

With whom more Venturers more boldly dare

v their states, with him in joy to share.
erbure thelr ’ (Elegie on the LCe 13-16)

The content of the imege is the statement that those who mourn the
late noble would have been glad to have died with him. BSuch an image

as this needs extension, largely becau-* 2 terse and unmodified

metaphor could not express the whole of the idea. And the notion ‘

that the mourners are venturers trusting thomselves to the soul
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rigged for heaven's discovery by L.C.'s family is not so much a

new image as a complement of the basic idea, the metaphor of rigging.
it is a ramifioation, end so integral e part of the rigging metaphor
thet it oan soarcely be called a metaphor itself, for it is really
only & part of the larger image.

Anothér example of this development ty completion of an
idea oan be seen in the following quotation, in vhich the idea is
complemented by one further phrases

Adem and Eve had mingled bloods, and now
Like ChimIques equall fires, her temperste wombe

Hed stew'd and form'd it.
(The Progresse of the Soule, 493<5)

The notion of stewing and forming are merely ramifications of the
simile of the alschemist's fires, demonstrating further the truth of
Johnson's comment on the amalytic minds of the metaphysical poets.
The poet's attitude is obviously thets 3if the action of the womb
allows the use of the simile of the slchemists'! fires, then the
action must be the same as that of the fires - werming, softening,
glving sheape. It wes this attitude, and a sorresponding attituds
among appreciative readers, that led the metaphysicals to write in
developed images.

There is another type of developed image, one that does
not use the process of piling up snalogies and quasi-logical
ramifications of the referent. This is the seventh type of
comparison, which takes the form of an mnnlogy hetween two images,
or between an image and a denotative statement, joining the two
into a self-explanstory whole.

As th'earth conceiving by the Sunne,
Yeelds faire diversitie,
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Yot never knowes which courss that light doth run,
So let mee study, that mine actions bee
Worthy their sight, though brinde in how they see.
(The Litanie, 50} )

This example, which was considered in some detail in Chapter Two
above, shows more clearly than a definition exactly what this type
of comparison is, and how it works. Another exanple worth consider
ing is the following:
And eas friends msy looke strange,
By a new fashion, or apparrells change,
Their soules, though long acquainted they had beene,

These clothes, their bocies, never yet had seene.
(Epithalemion X, 208-11)

A few lines after comess another exemple:
Now, as in Tullias tombe, one lsmpe burnt cleare,
Unchang'd for fifteene hundred years,

Mey these love-lamps we here enshrine,

In warmth, light, lssting, equall the divine,
(Ibid. XI, 215-8)

This type of image is evidently more purely descriptive than any
other, gtviﬂg at least the illusion that its purpose is close to
exaot denotation. In the examples gquoted both halves of the whole
image have been metaphors, and both halves have had an independent
metaphorical function. But the second half, the complement,
11luminated the first half; the reader hes met, mot the usual
complication of the imspe, but a simplifioation of it. The develop-
ment was not an exercise in wit, but a poetic use of the meane by
whioch one simplifies and explains an sbstract idea. This is even
more evident in eases in which the complementary half 1s not

metaphorical.

cee for hesring him, I found
That as burnt venomes Leachers do grow sound
By giving others their soares, I might growe
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Guilty, =nd he free.
(Satyre IIII, 133-6)

The whole image has the same effect as any other image: it crestes
a msasure of empathy between the reader end the poet. But it
differs from most images in that the creation of empathy is made
a device for exact denotation. Indeed, in some cases, the metaphor-
ical aspeot of the two halves is completely subjeoted to the denota-
tive function of the whole image, and only the connmotations of the
words used admit the image to the canon at all. It differs from
the other types of developed image found in Donme's voetry because
its development is not carried on in a diaslectical manner with
constant pressing of analogies and connected images. It is often
a oonoceit and usually both parts are metaphorical; but in ite
role asva developed image it oan best be ocalled a comparison par-
taking of the natures of both and still different from both.

| A oompleté recapitulation of this Chapter and its consider-
ation of the purely mechanical aspects of the development of metaphors
into long imeges would be liable to the charge of unnecessery
repetition. The Chapter itself is perhaps lisble to both the
acousation that it wastes words onm obvious matters and that it
dismisses some pgintu in & very perfunctory manner. But, its
purpoae‘has been to examine the manmer in which images are developed
gg_mstaghors'in Donne's poetry, and it has concerned itself with
that subjeot-aa much as the scope of the present study allows.
There hae been a certain amount of repetition from earlier parts

of the work, because of the close oonnection between the developed

image and the conoeit. And because of this oconneotion, this Chapter

took from Chapter Five the three grammatical methods end the two

N
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cgoasions of development. These aspects of developed imegery,
which emerged from a consideration of the short sonceits of the
third type, are important in the study of all developed imeges,
although it is only in the short image that they can easily be
seen. The contribution made to the study by this Chapter has
been in its oonsideration of the actual method'of composition
used in the development of a metaphor into an extended compariseon,
and the implicit revelation of the amalytic frame of mind that

led Donne to "breek every image into fragments".
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CHAPTER 8

SIMPLE COMPARISONS
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This study uses the term "simple comparison® to describe
any comparison that is not developed or extended or in any way made
into a long and complex image. The list of types of comperison
given in Chapter Two contained two types of simple comparison: <the
simile or metaphor that is not developed into a long imege, and the
metaphorical use of a single word. In other words, the simple com~
parison is the elementary form of imagery, the most eagily ocompre-
hended form of the poetic image. It would perhaps not be an over=-
statement to say that most of the imagery of English poets other
than those of the Elizabethan and Jacobean eras consists largely
of simple comparisons. Here it must be made clear that "simple"
in this casse is being used in a restricted sense, meaning merely
"uncomplicated in form™. All imasges, of course, work by a complex
pattern of thought associations.

In some long images the basic metaphor, & simple comparison,
is steted, as in:

And by these hymnes, all shall approve

Us Canoniz'd for Love.
(The Canonization, 35-6)

A8 it has been quoted, the metaphor of canonization is a simple
comparison, but within the context of the poen it is a metaphor
basic to e complex developed image. The difference between the
simple and developed comparison can perhaps best be seen by contrast,

by considering a developsd image in which related simple comparisons

ogour »

Oh stay, three lives in one flee spare,
Where wee almost, yea more then maryed are.
This flea is you and I, and this

Our mariage bed, and mariage temple 1s;
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Though parents grudge, and you, w'are met,
And cloysterd in these livinz walls of Jot.
(The Flea, 10-15)

The besic metaphor of the long image is the idea that the
flea, which hes bitten both the poet and his mistress, has achieved
the ideal, the perfect union of male and female » two made into one.
This 1is not explicitly stated, but is implied in the developing
argument of the image. Within the argument which develops the
metaphor into a long and oomplex image, there sre a few simple
comparisons whioch, although related to the original idea end an
integral part of the development, have an independent existence
as metaphors. The argument aays that the flea has achieved the
perfect union; the incidental imagery of the poem, extending the
main idea, says that the fles 1s the temple of Hymen, the nuptial
bed, and adds that the union of the two bloods (spirits) within
the flea is like the union of two persons (spirits) within a
oloister. There are two undeveloped metaphors (1ll. 12-13) and one
metaphorical use of a word (oloysterd, l. 15). The developed basic
metaphor of the poem and the three lesser images use the same
process, the metaphorical process outlined in Chapter One, but there
is an obvious difference in use. In the case of the developed
metaphor, the ides is made into an argument, a fairly long discussion,
while in the case of the simple comparisons there is merely a state-
m:nt of the idea. The images work in the same way; the difference
is chiefly one of extent.

Unoe the metaphorical process has been studied and is
thoroughly understood, the use of the simple comparison in both its

forms becomes so elementary that, like the atom before the twentieth
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century, 1t defies anelysis. There is little, if enything, to
discusse And in Donne's poetry, simple comparisons, the most
common of poetic devices, are surprisingly fow, for, as Johnson
said of the metephysicals, "In forming deserintions, they looked
out, not for images, but for conceits".l

Donne's simple comparisons often have en element of the
oonceit sbout them, and seem to be on the verge of development.

A Taper of his Torch, a copie writ
From his Originell, and a faire became
0f the same warme, and dazeling Sun, though it
Must in enother Sphere his vertue streame,
(To Sir HJN,. 5-8)

The images quoted sre somewhsere in between the categories of
developed and simple comparieons. There is, in at least the
first two images of the passage, & sort of double metaphor. The
King's authority must be & torch before the Ambassador's can be
a taper lit from the toroch. His qualities must be ocalled original
copy before the qualities of the Ambassador cen be called a trans=
cript. The third image is really a comparieon of the fourth type.
The Ambessador is & beam from the Eing's sun; the image is comple-
mented by the further statement thet the beam must shine in a
different sphere and complicated by the statement that it must
"his vertue stresme"™, which ohanges the idea.

Clearly what Donne intended was a sort of parallel
construction, in which three images alike in form would join
to form one stanze full of extravagant flattery both of the King

and his Ambassador, Sir Henry Wotton. But each image is really

8 ocombination of two metaphors, one more vital to the poem than

1

Johnson, Lives of the English Poets (eds Hill, 1905) i, 33
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the other, and yet dependent upon the other for its meaning; and
the third imege of the stanza is ocomplicated so that it actually
beoomes a developed image, while the first two, although not
extended, at least refleot the analytical process behind the
developed image. Such an image as ™A Taper of his Toroh" is
certainly a simple comparison, a motaphor decorating one line of
poetry; still it has characteriutics of the developed image.
This short discussion may scem to have negated the

listing of types of imsges. XActually it has not, but it has shown
something further about Donre's imepgery, end further demonstrated
the analytical turn of his imagination, the fact thet Donne always
thought about his images. Usually, I belisve, the poctic image is
& result of the union of imegination and fanoy. Donne's images
seem elways to be results of a combinetion of imegination, fanocy,
and reeson. The hard, unemotiontl neture of Donne's imegery as
imegery can be seen in the metaphors of Setyre I:

Awey thou fondling motley humorist,

Leave mee, and in this standing woodden chest,

Conforted with these few bookes, let me lye

In prison, and here be coffin'd, when 1 dye;

Here are Cods conduits, grave Divines; and here

t the Fhilosopher.
Natures Secretary, 1 p (Satyre I, 1-6)

The metaphors in this paesagze are far from being profoundly
emotional or even evocative, at least in tho comtext in which
Donne has put them. They communicats, not the anger which under=-
lies the whole poem, but rather e pose of wry self'=deprecatione
To be "ooffin'd" in his study at death seems quite a pleasant idea
to Donne; how different the same imege seens in:

Some coffin'd in itheir cebbins lye,'equally
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Griev'd that they are not dead, and yet must dye.
(The Storme, L5-6)

The first group of images work by contradiction, by using metaphors
that appear to be unpleasant to describe that which the poet thinks
is very pleasant. The intruding gallant is called a clown, a
"fondling motley humorist". Anc from the opening insult, Donne
rushes on to admit his anti-social behavior and to list the images
which the gallant would use to describe his study and his habits.
The room in which the poet sits contentedly among his books is a
"standing woodden chest"; at his studies Donne is "In prison”;
when he dies the study will be his coffin, as, indeed, it is now
since he 1is dead to the sccial world. The obvious meaning of the
three metarvhors is that study is a very gloomy way to pass ones
time, but, in fact, they communicate the very opposite idea. By
an irénic admigsion of the truth of the stetements which the gallant
might make, Donne implies that he feels it better to be dead in a
study thar alive in polite society. The feeling conveyed by the
metsphors is made to turn back upon itself and megate itself. What
is conveyed is that attitude of not caring, of having such contempt
for the listener that whatever he might say means nothing; his
images can be interpreted in a way directly opposite to the way in
which he meant them. A similar use of metaphor oan be found in
another poem in which Donne dismisses an intruders

Call us what you will, wee are made such by love;

Call her one, mee another flye,

We'are Tapers too, and at our owne cost die,

finde the'Bagle and the Love.
And wee in ue € (The Canonization, 19-22)

The last metaphors of the passage are not as subtle in their working ‘

as the others; nor are they any more emotional or evoocative.




-130-

Churchmen are conduite of God simply because they sre the means

by which knowledge of Cod streams to earth from heaven. Philosophers
are secretaries of nature because through them the knowledge of
natural life is made known to the world. The metaphors doscribe,
but they only communicate the poet's state of mind if the resader
happens to conour with Donne's implication that knowledge of God

and nature is a good and a pleasant thing.

The peculiarity of the imagery just considered lies in the
faot that the images themselves, although they communicate by the
references of words in the ususl metaphorical process, communicate
also by symbols; +that is, they are both poetry and prose. It is
the context, the speech more than the imapery, which conveys Donne's
attitude, making the reader interpret images of death end imprisonment
into pleasant thoupghts and meking him reverse the sombrs connotations
of "grave Divines" and "Natures Secretary, the I'hilosopher™. This
reasopsble imagery is characteristioc of Domne, the poet who always
thought about his poems, and who, because he always thought about
his poems, tried to communioste passion rather than emotlion, and
to communicate it by tone and argument rather than by the emotive
power of soattered images. In the study of the simple comparison
this fact emerges. In the study of the longer developed comparisons
and conceits the tone end the argument interferad, as it were, with
the vision, so that the exact, lorical use of the mectephor ag a

L
desoriptive devioe could not be seen. But now we can sce that Donne's

strongest feelings are conveyed in the broazd sweep of a long passage,

by the development of an image rather than by tho imagze itself.

Donne's comparisons, despite all that has been gaid about their
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extravagance, are almost always reasonable, defencible by reason;
and to Donne, it would seem, reason was far more important then
emotion.
In this way the nature of the sleep between death and
resurrection is desoribed;
Thinke thet they bury thee, and thinke thet right

Laies thee to sleepe but a Saint Lucies night.
(The second Anniversary, 119-20)

Saint Luoy's day is the shortest day in the year. The reader,
knowing this, can easily understand the comparison. Because of
ths shortness of the day, the night of Saint Lucy's feast is the
longest of the yeer. The comparison, then, communiocates the
comfort of faith that death will not be oblivion, but only an
exceptionally long sleep, & very long period of darkness thet will
come to en end. Yet the emotion in the image does not seem pro-
foundly moving; at least it is not ag profound as the thought.
And certainly the emotion of the metaphor is not aes intense as
that expressed in the following long image, although both use

the same referent.

Tis the yeares midnight, and it is the dayes,
Lucies, who scaroce seaven houres herself unmeskes,

The Sunne is spent, and now his flasks

Send forth light squibs, no constant rayes;

The worlds whole sap is sunke:

The generall balms th'hydroptique earth hath drunk,
Whither, as to the beds-feet, life is shrunke,
Dead and enterr'd; yet all these seemes to laugh,
Compar'd with mee, who am their Epitaph.

(A poeturnall upon S. Lucies

day, 1-9)

One ocan easily see the difference between the thought in the short

image and that in the developed image.. Although both are based on

the same idea, the longer image with its related imagery and its

A
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development communicates & stete of mind and an atmosphere, while
the shorter communicetes only an idea and a part of the poet's
state of mind, scarcely more than prose would have done. In the
longer image the shortness of Saint Lucy's day means a great deal
to the poet, epitomizing his mood. In the shorter image the
length of Salnt Luoy's night is only an approximate analogue for
the length of the sleep of death., Both convey more than prose,
but the short image is much less intense than is the longer one.
To Donne emotion was something to be rationalized, and rationaliz=-
ation involved definitions and remifications and subtle distinctions.
And so his short images, simple camparisons, never convey the power
and passion of his oconceits and extended images; they are, one
might say, overshadowed.

Donne's simple §omparisons often convey more by their tone
than by their astual content. Ve see, for exemple, en image that
should he in e love lyric used ironically to convey contempt:

At last his Love he in a windowe spies,

And like light dew exhal'd, he flings from mee. :
(Satyre I, 106-7)

Many of Donme's comparisons are not the stuff of poetry at alls

And tﬁey who write to Lords, rewards to get,
Are they not like singers at doores for meat?

(Satyre 1I, 21-2)
Equally unpoetical is the reference to the lungs as "bellows™:

For, wee to live, our bellowes weare, and breath,

Nor are wee mortall, dying, dead, but death. _
(Elegie on Mris

Boulptred, 20=30)

And many of Donne's simple somvarisons are short conceits,

odd and shocking comparisonss. A man spending the Christmas season

in the country insteac cf at oourt is desoribed as an:
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Unseasonable man, statue of iC®, eee
(Ecologue, 1)

The ladies attending & bride are warned tos

Conceitedly dresse her, and be essigned,
By you, fit place for every flower and jewsll,
Meke her for love fit fewell
As gey as Flora, and as rich as Inde.
(Epithelamion made at
Linocolnes Inne, 10-22)

Thet a bride should be as gey es Flora and as rich as the Indiss is
not a startlingly new thought, but that shs should be fuel for love
is typical of l'onne. The ides is commonplace, but the comparison
is not.

The metaphorical use of a single word is probably the
simpleat form of the poetic image, esince it is sesily comprehended,
almost incapable of conveying complex feelings cr ideas, and bears
even less intensity of feeling than does the simple metaphor or -
simile, It is almoet mlways au incidental image, slthough conceiv-
ably a poem ocould have such a comparison as its most iaportant image.
Such ocomparisons, although they do charge the word with greater and
more intense meaning than it woula have in normsal ucse, communicate
very little compared with the depth of mesning of more extended
imagery. It would seem that the perrow space allowed by one word
oonfines the metaphorical procese. Consider the metaphorical
adjectives of the followings

Oh monstrous, supsrstitious puritan,
Of refin'd manners, yet ceremoniall man,

That when thou meet'st one, with enquiring eyes
Dost search, and like a needy broker prize

The silke, and zold he weares, umd to that rate
So high or low, dost raise thy formall hat.
(satyre I, 27-32)

The ides of esteblishing a proportion between the dress of a




«13)-

gentleman and the height to which one raises his hat to him is a
oonceit; the image of the broker is en ordinary simils; words
such as "superstitious™, "refin'd", "eeremeniell™, and "Pormell®
are in the category of metephoricel wordse. One can eagily see
that they are images, that they use the metaphorical process; but
it is equally ovident thu=t they do not oﬁmmunicate any great smount
of poetic feeling, any more than does the metaphor ins

Yot though he ceuaot skip forth mow to greet

Every fine silken painted foole we meet, e.s
(Ibid., 71-2)

Or the metaphorical adjective ofs

Canst thou for gsine beare? and musl every hee
Which oryes not, Goddesse, to they Mistresse, draw,

Or eate thy poysonous words?
(setyre IIT, 26-8)
The one-word comparison as a verb conveys something that
is less poetic feeling than an overtone of meaning. By using this
device Donne desoribes an mction, achieving almost the effect of a
pun. The subtle intrusion of sin and death into the garden of Eden
is described by & verb connecting the concept with the serpent:

0 Sonne or God, who seeing two things,

Sinne, and death crept in, es.
(A Litanie, 10-11)

The image has its being not so muoh in the conventional personifioca-

tion of sin end death as in the metaphoriocal use of the verbe. The

verb is more obviously o metatrhor in:

And spying heires melting with luxurie,
Satan will not joy at their sinnes, &8s hee.

(Satyre II, 79-80)
And in:

¥ho oan blot out the Crosse, which th'instrument
G td mee in the Sacrament?
of God, dew'd on (The Crosse, 15-16)




The irvestizaticus of this Chsptar havas broucht to light
one fact that wes obscured by the pascionate srpuments snd startling
comparisons of the longer develcoped imrzess That 13 the fact that
Donne's comparisons are usuvally logicnl ones made without say apparent
emotion; amnd that Donre's reason z2lweye worked on his comparisons,
meking certein that distinctionc, definitions, and so on could be
invoked tc prove the compsrison goode If we reslize that a well-
treined analyticel mind produced John l'onne's imares, then we can
understand the neturs of msteohysical imazsry, the conceits of the

group of English posts of which Donne was leader.
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CEAPTER 9O

PUNS
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The OED defines a pun as "The use of a word in such a
way as to suggest twe or more meenings or different associations,
or the uee of two or more words of the geme or nearly the same sound
with different meesnings, so as to produce a humourous effect; a
play on words".l Punning seems to have been congidered s legitimate
device by writers and reesders during the Elizabethan and Jscobean
eras. Shakespesre's greet skill as a punster is well known, and
doee not appear to have received any adverse comment until Saﬁuel
Johneon dencunced hie "quibbles", Whatever be the dignity or
profundity of his disquisition, said Dr. Johnson,

vwhether he be amusing attention with incidents, or enchaining
it in suspense, let but a quibble spring up before him, and he
leaves his work unfinished. A quibble is the golden apple for
which he will always turn aside from his oareer, or stoop from
his elevation. A quibble, poor and barren as it is, gave him
such delight, that he was content to purchase it, by the
sacrifice of reason, propriety, and truth.

Although Donne's plays with the meanings of words are not
as numerous &8 Shakespeare's, it cannot be denied that he was an
extremely skilful punster. Usually his puns show & considerable
amount of subtlety and real wit. Usually they have been cleverly
integrated into the context of a poem, end often they heve been
made metaphorical and developed into important imeges. In at least
one case a pun has been made the besio metaphor for a long conceit.

The simplest form of pun is the use of a word which combines

two words that sound alike but have diff'erent meanings.

That delicacie can in fields appeare,

1
OED b 1

2
Johnson, Works (1796) ii, 94
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Whil'st Flora'herselfe doth a freeze jerkin weare?
(Eoclogue. 7-8)

The pun is almost too simple to need any commentary. The double
meaning is, as it were, isolated to one word; it is terse end
witty as it stands, and neither affects the context to any gresat
extent nor is affected by it in turn. Indeed, we ocannot be certain
whether the pun was intentional or merely accidental; we cannot
even be certain that it was not merely e printer's error., At any
rate, the passage is about the frozen state of the countryside,
and e frieze jerkir is oalled = freesze jerkin. The notion, of
course, is metaphorical. The countrymen protects himself from the
winter wind with his frieze coat. The flowers and trees, being
frozen, oan be said to have wrapped themselves in a coat of winter.
S0 we have the pun, freeze jerkin. The two meanings are brought
together within one word. Here it can be noted that the use of
the pun does not detract from the even flow of the poem. Had Donne
written "thick jerkin" instead of using the pun, the lines would
have remained substantially the same and the metaphor would have
been changed only slightly. Had he written "snow jerkin" the
metaphor would have been unchanged. But, by using the pun, he

strengthens the effeoct of the metaphor, combining two metaphors

>
The ocontext in whioch the word eppears seems to verify the

etatement that Donne intended a pun, although the statewsnt
is made without dooumented evidence. The OED says that the
alternate spelling, 'freeze' instead of 'frieze’', was in

use at the time (1613) when Donne wrote the Ecologue, citing
a reference dated 1611 in which the word is spelled 'freeze',
and another as late as 1683 using the spelling, 'Freez'.

See OED, freize, sb l. Despite this, Donne's habitual uses
of words and the poem itself allow at least the susplcion

that the word is a pun.
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in one a8 he combined two words. Without the pun the lines would
be good; with it they are stronger. Donne does not "leave his
work unfinished" for a pun.
In other cases the pun is more important to the exposition

of the poem.

My minde, neither with prides itch, nor yet hath been

Poyson'd with love to see, or to bea scaene,

I hed no suit there, nor new suite to shew,

Yet went to Court.

(Satyre IIII, 5-8)

There is a difference between the pun on the meanings of a word
with the sound of "freeze™ and this pun, with its two similar words
related to the court. In the first example, the two words, "friege"
and "freeze" were drawn together within one word. The context
evidently implied that "frieze" wos the required word; the spelling,
"freeze®, showed that both words were to be considered together.
The combination gave new life to the metaphor of nature wesring the
coat of winter. In the second example the two words uced in the
pun are not drawn together; both words are stated. Insteed of
joining the two words, as it were, foroibly, Donns relates the two
words to one thing. Men go to court either to present some suit,
or to be admired in e new suit. The pun on the two meanings of the

word, "suit"™, is not brought about by combining the mesnings in one

word, but by relating both to the word, "Court”. The seoond pun hsas

pot the terseness of the first. And, while the first could have

been omitted accidentally without greatly changing the poem, the
second is e part of the actual exposition, the prose content of the

poem.
In the Holy Sonnet on the Nativitie the pun depends on two
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meanings of one word. The use of a pronoun instead of a repstition
of the word complioates the pun so that only a close reading will

reveal it.

Seest thou, my Soule, with thy faithe eyes, how he
Which fils all place, yet nome holds him, doth lye?
(Holy Somnet 3, 9-10)

This pun is obviously not intended to be humourous. It is intended
to convey tersely within the limited framework of the sonnet the
paradox of the Nativity, end the paradox finds expression in the use
of two meenings of the word, "place". God fille all place (i.e.
space) but no place is large encugh to hold God.

Immensitie cloysterd in thy deare wombe.
(Foly Somnet 2, 1l)

And no place (house) could be found in which Christ sould be born.
There are two meanings to place; the word means both spece and
partioular pert of space, s room or a house. The paredox of
religion, that God is in no particulsr place although he is in
every place, is combined witn the mention of the Gospel's statement
that no place could be found in Bethlehem for the Nativity of
Christ.

This pun also differs from the first example given. The
first pun considered was one word made up of two. Ths context gave
one meaning, the spelling gave another, and so two words, sounding
alike but having similer meenings, were joined. The second pun

related two words that sounded alike but had different meanings

by suggesting a similar function for both. The words themselves

were unchenged. The third pun made clever use of differing aspects

of one word, sugresting by its oontext the different meanings of
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the word, "place”. From thie it can be seen that even the simple
pun, the play on twe words, is more complex than it might seem
and works in more than one way.
The most common pun in Donne's poetry is the pun on the
words, "sun" and "son". This pun, especially when used in a
religious poem, is often metaphorical,
Thy blood bought that, the which before was thine,

I em thy sonne, made with thy selfe to shine.
(Holy Sonnet 1, 1633, L41=5)

Thet the poet is a son of God is a matter of faith, and is written
as a faotual statement. But, by adding the notion of shining, the
statement is made a pun and & metaphor. There is the ocombination of
two meanings of the word with the sound of son; there is also the
metaphorical statement sbout the soul’s ultimate relation to Gode.
The same pun is used in praise of the Second Person of
the Holy Trinity. In ths seventh sonnet of La Corona it becomss
an integral part of a conceit., The ascension of Christ, tod the
Son, 1is related to the rising of the sun; the exposition of the

former ides is parallel to the development of the latter, so that,

by the use of the pun, the passage is both denotative and metaphoricale.

Salute the last and everlasting day,

Joy at the upricing of this Sunne, and Sonne,
Yees whose just teares, or tribulation

Have purely washt, or burnt your drossie clay;
Behold the Highest, parting hence away,

Lightens the darke clouds, which hee treads upon,
Nor doth hee by ascending, show alone,

But first hee, end hee first enters the way.
(Ascention, 1-8)

In this omse both words are given end the pun results from the context.

Every day begins with the rising of the sun, the last day of the world

will begin with the rising of the Son of God, end the ascension of

N
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Christ narked the berinning of the everlastiﬁg day of the new
order. As the asoension of the Son started a new day in the world,
Donne desoribes the ascension in terms of the rising of the sun to
start e new day. To make his point olear he repeats the sound using
the different spellings, "Sunne" and "Sonne”.

In another sun pun, in a letter To Mrs M.He, Donne uses a
combination of context and spelling, as he did in the first example
considered.

Mad paper stay, and grudge not here to burne
With all those sonnes whom my braine did create.
(To Mrs M.H., 1-2)
The pun joins two notionss first, that Donne wants to burn his
verses; seoond, that Donne fathered the verses. The ideas of
burning and oreation, of suns and sons, result in the use of the
pun,.

A more complex pun on the two words with the sound of son

dan be found in the Epithalamion made at Lincolnes Inne.

And you frolique Patricians,
Sonns of these Senators wealths deep oceans,
Ye painted courtiers, barrels of others wits,
Yee ocountry men, who but your beasts love nonme,
Yee of those fellowships whereof hee's one,
Of study and play made strange Eermaphrodits,

Here shine.
(Epithalamion mede at

Tincolnes inne, 25-31)

Grisrson points out that the men to whom Donne is referring are those

who would be the sons by marriage not of the Senators themselves, but

of their money; more simply, they are young men who want to marry the

daughter of a rich man. But, at the seme time, they are suns, in ‘
that they would drink up the "wealths ceep oceans". Grierson

strengthens the cace for the reading by a quotation from The
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Storme.LL
e,

it rsain'd mors
Then if the Sunne had drunk the sea before,
(The Storme, 43-l)

Another example of this pun, again referring to Christ, :s

in £ Hymne to God the Father..

But sweare by thy selfe, thut at my desth thy sonne
Shall ghine as he shimes now, und heretofore,
(A Hymne to God the Father 15<6)

The pun develops from the notion that the Son manifests God's mercy;
&8s the sun in the sky dispels actual derkmess, so the Son of fRod
Géispels metaphorical darkness, or sin.

Donne's dcuble msanings rre not always easily seen; in
soms cases it is their very simplicity that makes a reader miss

theme In The Progresse of the Soule, for axample, Donne says that

he has lived almost six lustres, lustres being periods of five
years. But, since a lustre is also a sort of cloth, Donne's
lustres are not lived out but worn out.

eee my 8ixe lustres almost now outwore.
(The Progresse of the Souls, L41)

Another example is the more famous

And new Philosophy cells all ir doubt,

Grierson, The Poems of John Donne (1912) ii, S

Helen Gardner's edition of the Civine Poems uses the reeding:

Sweare by thy selfe, that at my death thy Sunne
Shall shine as it shines now.

Although these readings, which are taken from the MSS, make the ‘
pun less obvious than it is in the 1633 edition, whioh Grierson

accepted on thess two lines, Mics Gardner's notes indiocete that

a pun is intended. See Gardner, The Divins Poems (1952) 110




The Element of fire is quite put out.
(The first Anniversary 205-6)

The word is written eas if the ordinery meening were intended; it
is then followed by a verb suggesting quite another meaning. The
living of thirty years (six lustres) becomes the wearing out of
8ix iustres (lusirous oloths). The rejection of the theory that
fire wex an elemsnt becomes the putting out of the fire. The verd
oreates the pun.

The pun becomes more oomplex when it is developed, as in
the passage quoted above from one of the La Corona sonnsts. Often,
the pun is accepted as a factual statement and & poem, or = large
part of a poem, is written around it.

Hast thee harsh verse, as fast as thy lame measure
Will give thee leave, to him, my pain end pleasure.
1 have given thee, and yet thou art too weake,
Feete, and a reasoning soule and tongue to speaks.
Plead for me, and so by thine and my labour
I am thy Creator, thou my Saviour.
(To #r T.W., 1=6)
Here the pun suggests the conceit. Donne has given his verse feeot,
he says, but the measure is lame. The pun on the two meanings of
the word feet (feet and metriocal feet) becomes & mestaphor. Since
he has given his verse feet and, of course, the ability to speak
and plead, he is the oreator of the poem.

Another example of a pur developlnz into a2 conceit is the

pun on the word, "comprehend", in Vpon Mr. Thomas Coryats Cruditios.

In this csse the pun is at the end of the conceit rather than at
the beginning, and the whole is written to make the pun effective.

cse if thy leaves do then
Convey these wares in parcels unto men;
If for vast Tons of Currans, and of Figs,
Of Medicinall and Aromatique twigs,
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Ihy lcaves a botter method do provide,

Divide to pounds, snd ounces Sub=divideg

If they stoope lower yet, and vent our wares,
Home-manufactures, to thick popular Faires,

If omni-praegnant there, upon warme stalls,
They hatoh aiI wares for which the buyer calls;
Then thus thy leaves we justly wmay commend,
That they all kinde of matter comprehsnd.

(Vpon Mr. Thomas Coryats
Crudities, 57-48)

The pun is the t'ocal point for the elaborate insult., Coryat's book,
according to licnne, has a noble future. The leaves of his book will
be useful to mankind « for wrapping pills for the health of the
world, stopping muskets for the ssfaty of kngland, but most of all
for wrapping produce. And, because the leaves of the book will wrap
such a great variety of things, Doane, the critic, can fresly say
that they comprehend all kinds of mstiter.

In sucsh posms as the twc just quoted the pun becomes a
mejor image. In the first the two meanings of "fest™ sugrested a
oonceit; in the second oomnected images formed a conoeit whioh

culminated in the statement of the pun. In the Hymne to God my God,

in my sickneasse the pun besomes the uniting factor, the notion

holding together the cosmographical conceit.

Whilet my Physitians by their love are growne
Cosmographers, and I their Mapp, who lie
Flat on this bed, that by them may be showne

That this is my Southe-wsst discoverie

Per fretum febris, by these stresights to die.
(Hymne to fiod uy God, in my

dicknesse, 0=10)

The poem has heen quoted in full and discussed above both

a8 a oonceit and as a metaphor. The concelt begine with a sort of

double metaphor; Donne's vhysicians are cosmographers and h= is the

map they ars studying. The pun on the two meanings of the word,
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"straits", becomss s new mutaphor. The thres nietaphors combine
in the development of the conceit.

One of Donne's favourite puns is that on the two meanings
of the word, "angel". Angels, of course, ere much in the mind of
unyone 80 much given to theclogy as Ponme. And en sngel is a coin.,

The pun appears in Elegle XX. Loves Warre.

Franoce in her lunatique giddines did hate

Ever our men, yea and our God of late;

Yot she relyes upon our Angels well,

“hich nere returne; no more then they which fell.
(Elegie XX, 9-12)

In Elegie X1 it is developed into a long conceit. The poem describes

how Donne lost hig mistress's bracelet, and was obliged to give her

twelve golden angels to be melied down for a new one. Making the pun

the basic metaphor for an exteorded conceit, Donne bewails the loss
of the coins by complaining of the injustioce of cesting twelve good
angels into the fire prepared for the wicked angels.

Mourne I that I thy seaven{old choine have lost;
Not for the luck sake; but the bitter cost.

0, shall twelve righteous Angels, which as yet

No leaven of vile soder did admitg

Nor yet by any way have straid or gone

Fron the first state of their Creation;

Angels, which heaven commanded to provide

All things to me, und be my faithfill guide;

To geine new friends, t'appeass great enemies;

To comfort my soule, vhen I 1lic or rise;

Shall those twelve innocents, by thy severas
Sentence (dread judge) my sins great burden beare?
Shall they be damn'd, and in the furnace throwne,
And punisht for offences not their owne?

They save not me, they doe not ease my paines,
When in that hell they'are burnt and tyed in chains.

(Elegie X1, 7-22)

The poem continues with the development of the pun. Donne lists the
different types of less worthy coins, ones deserving to be oast into

the "everlasting fire propared for the devil and his angels". He

N
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strengthens his pless by invoking the scholastic dootrines on anpels.

Thou say'st (alas) the gold doth still remaine,
Though it be chang'd, end put into a chaing;

So in the first falne anzels, resteth still
¥isdome and knowledge; but, 'tis turn'd tc i11:

Az these should doe good works; and should provide
Necessities; bLut now must aures thy ovride.

And thoy are still bad angels; iino ere none;

For, forme gives being, and their forme ic gone:
Pitty these Angels; yet their dignities -

Passe Vertuss, Powers, and Principalities.

(Ibid,, 69-78)
It is easily seen that, as the poen progresses, the pun becomss legs
a verdbal pun snd more an e¢laborete metaphor based on & pun and developed
vittily and ingeniously into & long comoeit.

Before ending eny discussion of Tonne's use of puns 1n his
yootry, we have to oonsider his pums on hiz own neome. "For", George
Seintebury says, "he wae never weary of pumning on his mame.".6
Walton tells us that, "Immediately after his dismission from his
service, he sent a sad Letter to his Wife, to aoquaint her with it

and, af'ter tho subsoription of his name, writ, John Lionne, Anne Donne,

Vn-done, and God knows it proved too true "7

In Donne's poams there ars two puns on the name. One is

in the recurring line in A Hymne to God the Father:

Wilt thou forgive that sinne where I begunne,
Which is my sin, though it were done before?
Wilt thou forgive those sinnes through which I runne,
And doe them still: +though still I doo deplore?
¥hen thou hast done, thou hest not done,

For, I have mors.
(A hymne to God the Father, 1-6)

The pun 1s repeated in the seoond stanza end in the third.

6
Saintsbury, 'Introduction' to Poems of John Donne {od. Chambers

1901) 1, xxxii

7
Walton, Lives (1927) 29
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I have a sinne of feare, that when I have spunne
dy last thred, I shall perish on the shore;
Sweare by thy selfe, that at my death thy Sunne
Shall shine as 1t shines now, and hsrstofore;
And, having done that, Thou hsst done,

I have no nmore.

(Ibid., T=12)
Here the pun is en exercise in wit, but not in humour. Donne uses
it to mrke a sherp, clear poini; oven whon (God has done so much

he has not vet got Conne safe in Zeaven. It is such 4 devioce &s

a clever preaoher might use; the seeming psradox and the pun
together make the poirt cleer without sany wuste of words.

Finally, from a letter Vo Sr Henry Wottons

But, Sir, I advise not you, I rether doe
Say o'er those lessons, which I learn'd of you:
Whom, free from German schismes, and lightnesse
Of Frenoce, and faire Italies faithlesnes:ze,
Heving from these suok'd all they had of worth,
And brought home that feith, which you cerrisd forth,
I throughly love. But if my selfe, I'have wonne
To know my rules, I have, snd you have
DONNE+
(To &y Henry Wotton, €3-70)
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QUIBBIES
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Usually no distinction is made between puns and quibbles.
Dr. Johnson uses the word quibble to mean pun; and the OED gives
as the first definition of the word, "A play upon words, a pun."1
But there is, quite definitely, a distinction, which is implied in
the second OED definition: ™An equivocation, evasion of the point
at issue; an argument depending on some likeness or difference
between words or their meanings, or on some circumstence of no real
anortance.”a Neither definition is clear, mlthough both come near
explaining what the verbal trick really is., The device here referred
to as a quibble can best be defined as an implied pun, This definition
can be clarified by a consideration of the language in the following

passage from Setyre IIII. The lines begin with & pun on the meanings

of the word, "spare®™, and go on with the meaninge of the word,"crown".

ose He tries to bring

Me to pay a fime to seape his torturing,

And seies, Sir, oan you spare me; I seid, willingly;
Nay, Sir, oan you spare ms a orowne? Thankfully I
Geve it, a8 Ransome; But as fidlers, still,

Though they be paid to be gone, yeot needs will
Thrust one more Jjigge upon you: so did hese

With his long complimentall thankes vexe me,

But he is gone, thankes to his needy want,

And the prerogative of my Crowne. (Satyre 1111, 141-50)
The verb, "spare™, hes only one mesning out of context; the double
meaning comes from Donne's manipulation of the line. There is a
difference between "Can you spere me" and "Can you spare me a crown"™:
the context gives different meanings to the verb by changing the

objeot. The play on the meanings of the word, "crown", is similarly

1
OED sb 1, 1

2
OED sb 1. 2
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offected by Donne's hendling of the context. The two meanings
are not brought together and contrasted within one sound; the
Pun 15 not direct. The reader could be literal, and say that Donne
had not the prerogative of his crown since he geve it away.

The two double measnings in the passage quoted are not
exactly the seme as puns. The first of them might be called a
pun, since it combines two senses of a word within one sound. But
it has not the directness of the simple pun. If the quibble on the
meaning of "space" is compered with the pun in

What delicacie can in fields appears,
Whil'et Flora'herselfe doth a freeze jerkin weare?

(Ecclosuo. 7-8)
the difference becomes quite qlear. PFreeze”, the word spelled,
and "frieze”, the word obviously implied by the context , are two
different words, although they sound alike. The line says that
Flora ir weering a frieze or heavy wool Jerkin; the spelling brings
in the sense of freezing. The two words, which are not even remotely
oonnected in meaning, are brought torether. In the quibble on "spare"
there is only one meaning to the word; there are two meanings to the
sentences. Similarly, the two meanings of "orown™ are not brought
together; the double meaning is used to develop the witty notion that,
since Donne hes given his follower a orown (coin), he cen escape him
by the prerogative of the orown (the right of a king). There is no

oontrast, neither is there any joining of the words. In both of these

there is a pun of sorts, a diffuse double meaning not brought to the

sharp foous of the real pun. It is this device which we call a

quibble.

Another example can show perhaps more clearly what is meant
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by a quibble, and how it differs from a2 pun,
see he hath trevayld; Long? No; but to me
("rich understend none,) he doth seema to be

Perfect French, and Italian; I replyed,
So is the Poxe.

(Satyre I, 1C1-L)
A pun is obviously intended. Donne's ides is to juxtapose the
notion that the travellsd man is, or seems to be, as polirhed as
a European, with the reference to syphilis. The traveller is perfect
French and Italien; syphilis is the French pox or the Italian pox.
But the play on words is mot stated; it is implied. There is no
actual union of the two ideas, Frenoch citizer and French poxe There
is an implied pun, a quibble.
Elepgie XI, itself an extended pun, sontains within the

discuesion of angels a passage on foreign ccinage which is full
of quibbles.

Vere they but Crownes of France, I casred not,

For, most of these, their naturall Countreys rot

I think possesseth, they come here to us,

So pale, 8o lame, so leane, 80 rulnous;

And howsoe'r French Kings most Christiasn be,

Their Crownes are circumois'd most Iewishly.

Or were they Spsnish Stamps, still travelling,

That are become as Catholique as their King,

Those unliokt beare-whelps, uanfil'd pistolets

That (more than Canon shot) aveiles or lets.

(Blegie XI, 23-32)

Donne is playing with the meanings of words, but in a roundsbout
way, The idea is that, although the King of Frence bears the title
of His Most Christian Majesty, French coins are usually cut around
their oircumfersnce - literally cirowumcisede. The pun implied in
the line comes from a too_literal interpretation of the word,

"Christien", in the title, and the addition of & reference to the

Judaioc custom of circumcision to modify the comment on the paring

A
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of Frenoh coinage. The qu;bble on Spenish coins is similar. Donne
starts with the title of Mis Most Cetholic Mo Jesty of Spain; to the
title he adds a reference to the use of Spanish gold for corrupting
statesmen of European usations end for paying agents. Since the
Spanish coins have become so universal, so oatholic, they asn be
said to be as catholic as their king. 1In this case the two meanings
of the word are united in tha sound of ons word; but the device is
not a simple pun, because it is moaningful only within the ocontext
of the lines in whioh it appears. The third quibble in the passage
oalls the Spanish coin by enother name, a pistolet. The idee is
that the pistolet, since its chief use is bribery, does more harm
to another oocuntry than a2 cannon could do. The quibble is concerned
with the two meanings of the word, "pistolet", and the reference to
oannon, sinoe & oannon is of the same family as the weapon nemed by
the second meaning of pistolet. The pistolet, a coin, does more harm
than & ocannon; & pistolet, a small side-arm, does more harm than a
oannone The first paraphrase cbvicusly says what the poet means,
while the second brings out the secondary meaning which connects the
cannon with the coin and adds to the line metaphorical expression of
the damage being done by Spanieh gold.

In Satz!e I1 the same double meaning 1s used, but in a
manner that brings it somewhat closer to tﬁe simple pun.

Rammes, and slings now are seely battery,
Pistolets are the best Artillerie.
(Satyre II, 19-20)

The quibble ageain uses the two meanings of the word, "pistolet", and

the comparison with heavier ordnance. But it is less diffuse than

the earlier example. Paraphrased as "The best weapons are pistolets”
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the double meaning comes out with the force and terseness of the
simple pun. Both meanings of the word are balanced, and only the
context makes one more important thean the other. In the earlier
guibble the pistoletes are called "unfil'd™, a reference to the fact
that they wers not carefully shaped and rounded. From thir we can
see that one meaning only of the word was in mind when Donne wrote
the line sand the notion of cennon was brought in afterwsrds. Both
are quibbles, and not simple puns, but the second exemple iz closer
to the simple pun because it is more compact. Both sra quibbles
begause the double meaning depends upon the context for its effect.
A slightly more complex quibble oan be found in An

Anatomie of the World,

Who, though she could not transubstantiate

All states to gold, yet guilded every state,

So that some Princes have some temperance;

Some Counsellers some purpose to advance

The common profit; and some psople have

Some stay, no more then Kings should give, to crave;
Some women have some taciturnity,

Some nunneries some graines of chastitie,

She that did thus much, and much more oculd doe,
But that our age was Iron, and rustie too,

Shee, shes iz denad.
(The first Anniversary L17-27)

The key word here is the verb, "transubstantiate”, and the quibble
is between the literal meaning of the word, "gold", and its

metaphorioal meaning, i.e. a precious quality. But the word is

not repeated, although the idea 1s, in a changed form. The quibble

uses two words, "gold", and "gild", one a noun suggesting the

literal meaning of the word, the other a verb suggesting its

metaphorical meaning. There is also some oonfusion between the

meaninge of the repeated word, "atate®. The reader cannot be

ocertain whether Donne means a politiocal state or a state of beinge
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The quibble is followed by a series of ironiocally
hyperbolical statements which further the confusion between the
two possible meanings of the word, "state". The alchemical notion
of the changing states of metals is brought in egain with a
rephrasing of an epithet borrowed before from Juvenal: O Age of
rusty iron U (Satyre V, 35) The whole passage is an extended
metaphor complicated by the faot that the two most important words
in the referential notiomn = "gold" and "state™ - have each two
meaningse. Donne's atatement is that Elizabeth Drury, although she
was not able to perfect all the elements of the world to their
highest form, was still able to lend some of her own perfected form
to the world and give & thin coating, as it were, to the lowsr
elemonts and to those lese perfecte. The first part of the metaphor -
the notion of the trensubstantiation oi all states of elements to
the highest form, gold - takss ths form of a literal statement,
although it is probably motaphorical. The sscond part - the gilding
of every state = is = matephor whose referent is the {irst metaphor.
While both are metaphorical, the second is more obviously metaphorical
than the firste. There has been e change in the idea expressed by the
referent, gold. The idea is further complicated by the fact that no
olear distinotion 1s made between the two possible meanings of the
word, "state". In the first part & state 1s svidently a state of
in the second it is both a state of being and a political

being;

state. But the use of thoe word in its political sense is not

inapplicable to the first statement.

By olose reading it can be seen that both uses of the

word, "state", have two meanings, one of which is primary snd oan
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easily be cesn, and another which is gecondary and comes from the
context. The primary meaning in the first use is evidently a state
of being. Ir the second use this is a secondary meaning, and the
pPrimary meening is evidently e political state. In the context the
primary mesning of the sccond use becomes the secondary meaning of
the firste The first notion « that of transubstantiastion - glives
both uses their alchemicel meaningy the series of ironical state-
ments that follows the quibble gives both uses their political
meaning. The whole imace derends upon the possible meanings of two
words and upon the extent to which they are metaphoricel, The state-
ment that "she cculd not transubstantiate/ill stetes to gold™ hes
the metaphorical meaning thet she was unable to perfeot the whole
world; it is elso an illustration, possibly meant to be read quite
literally as "shs wae inoapable to performing wonders.™ Ve camnnot
be certain whether the notion is merely an illustration coloured by
the preciousness of gcld or whether the notion is the referent for 2
metaphor. It is this sort of confusion which oreates the device hers
oalled & quibbles The simple pun belances two meanings of a word,
making one msaning quite suitable to the context and letting the
othor add s new shade of meauing; suoh images occur when, for
instanoe, Donne speaks of the dammation of his angels, intimating
that the angels of which he speaks as heavenly beings are really
gold coins. The quibble often implies such & device, but does not
clearly express it, and depends on confusion betwesn meanings .

In Donnso's poatry there are many more simple quibbles,
some little more than feeble attempts at punning, such ast

He gazeth on her face with teare-shot eyes,
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And up 1lifts subtly with his russet pawe
Her kidskinne apron without feare or awe
Of nature; nature hath no gaole, though shee hath law.
(The Progresse of the Soule, L77-80)

Here Donne is playing with the implicatioms of the phrase, Mnatural
law"™; although there is a netural law, there is no natural jail for
¢he punishment of transgressors. There are two meanings for "law"
in this ocase; a law iz a rule and the law is the system by which
rules are enforced. The device could be called a simple pun on the
word, "lew", were it not for the fact that such a pun could not be
oxtracted from the contexts The double meaning only exists because
Donne has argued it into the word,

In Vpon ¥r. Thomes Coryats Crudities there is a quibble

in whioh the confusion exists between ideas rather than meanings

of words.

If for vast Tons of Currans, and of Figs,
0f Medicinall and Aromatique twigs,
Thy leaves a better method do provide,
Divide to pounds, and ounces sub-divide.
(Vpon Mr. Thomas Coryats Crudities,
29<2)

The quibble in this passage is not between the meanings of the word,
"divide”, so muoh as it is between the types of division suggested.
The leaves of the book, Donne says, will divide produce in that they
will wrap pounde and ounces; they will also divide produce, in that
caloulations will be worked out on their margins.
Probably the simplest quibble in all of Donne's poetry

is the one in a letter To Mr R.W., where the similarity of the
sounds of two words leeds to a developed metaphor.

All newes I thinke sooner reach thee then mee

Havens are Heavens, and Ships wing'd Angels be,

which both Gospell, end sternme threatnings bring.
The pette (To Mr RN., 15-17)
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Another simple quibble appears in the Epithalamion, in

which Donne plays with two ideas expressed in like words. Man is
made of dust and will go to the worms; gold is dust and silk comes
from worms. The quibble emerges as:

Thus thou descend'st to our infirmitie,
Who oan the Sun in water see.
Soe dost thou, when in silke and gold,
Thou cloudst thy selfe; since wee which doe bshold,
Are dust, and wormes, 'tis Jjust
Our objects be the fruits of wormes and dust.
(Epithalamion, 1U49-5L)

We see that the quibble is quite different from the
ordinary puns The chief difference is that the quibble usually
implies the double meaning instead of stating 1t. Where the pun
depends for its effect upon using a word in its proper context
and adding a secondary meaning from the overtones of another word,
the quibble depends upon oonfusion between the possible meanings
of one or more words.

The simplest form of quibble is that which, without
putting a doudble meaning into a word or phrase, repeate 1t so
that the seme words have another senss.

And through that bitter agonie,

Which is still the agonie of pious wits.
(A Litenie, 163<.)

The word, "agony™, 1s used Lo great effect simply by
implying the comtrast between the agony of Christ on the Cross
and the agoniszed disputeations of theologians. There is only

one meaning for the word in this context, but the senses in

which it is used are obviously different.

The quibble oan arise as a remification of a pun. For

example, in Goodfriday, 1613, Riding Westward, a quibble emerges
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from the couventionel pun on Christ a2s the Sor of Cod and the

Sun of the world.

This day, when my Soules forme bends toward the Baste
There I should s9e a Sunne, by risin: set,
And by that setting endleese dey beget;
But that Christ on this Crosse, did rise and fell,
Sinne had eternally bemighted all,
Yot dare I'mlmost be glad, I do not see
That spectacle of too much wsight for mee,
(Goodfriday, 1613., 10-16)

In other words, if Christ, the Son, had not risen (the Sun), then
the world, without a sum, would have besn "benighted" and left in
pqrpetual darkness. The metaphorical pun gives rise to the notion
of darkneas, which is developed for three lines. The darkness
notion is followed by yet another quibble, arguing the idea thét
death must be faced befors man sees God and confusing the literal
and metaphorioal senses of the notion of death. The idea of seeing
or not seeing is ocarried on from the night quibble whioch developed

from the original pun.

Who sees Gods face, that is selfe life, must dye;

TWhet & death wore it them to ses Cod dye?
(Ibid., 17-18)

The oconfusion of senses of & word in argument is the
means by which very many quibbles are developesd, and, indeed,
the word properly used refers to such confusion.

A Litanie ends with a perfeot quibble; the poet states
the theological dootrine that ein, since it was not oreated, is not
real, and is, in facot, nothing, @ negation; since sin is nothing
then it should not be found anywhere. By essuming the dootrine and

resding a philosophic term as a literal term, Donne goes on to a

logioel oonolusion.

As sinne is nothin let 1t no where be.
= B (A Litanle, 252)
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